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Foreword

EUROCULT21 

EUROCULT2 – Urban Cultural Profile Exchange Project in the 21st Centu-
ry – was a thematic network financed by the EC-DG RESEARCH un-
der its Environment and sustainable development programme – city of to-
morrow & cultural heritage. It brought together representatives of 9 city 
authorities, 6 academic and research institutions from 2 different Euro-
pean countries and 2 Europe-wide networks (EUROCITIES and EN-
CATC) to examine the state of play of cultural policy within European 
cities and make recommendations for the future. 

The impetus for EUROCULT2 came from the growing concerns of mem-
bers of the EUROCITIES Culture Committee that, whilst the role of cul-
ture in cities appeared to be gaining in significance in terms of urban 
governance, the availability and quality of quantitative and qualitative 
data at a local level to support the future development of urban cultur-
al policies was very uneven across Europe. Over a period of two years 
(March 2003 to March 2005), therefore, the partners were involved in an 
extensive programme of information-gathering and exchange of knowl-
edge, experience, ideas and good practice in areas ranging from policy - 
making mechanisms and strategic planning to the nature of cultural pro-
vision and methods of evaluation.  Their aims were to provide a ‘bank 
of resources’ (data, stories, comparative analysis etc) and a set of policy 
and research recommendations based on all this material which could be 
used both to highlight issues which were in need of further detailed in-
vestigation and to inform the future thinking of policy-makers at urban, 
national and European levels. 
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The management and scientific committees decided in their joint-meet-
ing in Brussels in September to collect stories instead of ”best practic-
es”. We would like to invite each city to send stories (from one to five) 
concerning cultural projects in your city. The stories can concern cultur-
al products (like dance, theatre, music, literature, statues), events (like 
festivals, concerts), or space (conservation of buildings, new buildings). 
The projects can be large or small. They can be institutional (museums, 
libraries) or amateur and spontaneous. The stories can be success stories 
or failure stories. You can decide the person or institution that will tell 
the story (administrator, urban planner, project leader, or activist). Your 
description can contain the following elements: the project’s name, initi-
ators, organizers, financiers, effects, audience, success and criticism. We 
also welcome pictures and visual material. 

The stories will be used by the researchers of the Eurocult21 project 
(and be available for all cities wishing to use the stories as research ma-
terial) and the scientific committee of the Eurocult21 to prepare the 
Urban Cultural Profiles. In addition, the City of Helsinki and the Uni-
versity of Helsinki intend to edit a publication based on these cultural 
project stories, supplemented with articles concerning cultural practic-
es. The publication will paint a picture of European Cultural Projects. 
Before including the stories in the publication we will ask the permis-
sion of each city.

Please, send your stories by 5 November, 2003, to Jussi Kulonpalo 
(jussi.kulonpalo@helsinki.fi). 

Invitation to Story Telling

— Dear Partners of  Eurocult21

8  |  EUROCULT21 STORIES



Please, also indicate the purpose for which you will allow us to use 
your stories, either with your name or anonymously: publication, re-
search data, web page.

Below there is, as an example, a story told by Anna Bounds working 
with Professor Robert Beauregard at the New School University. This 
is just an example, meant to stimulate your story writing, not to re-
strict your stories. You are the best narrator of your own stories. 

1 ANNE HAILA
     University of Helsinki
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Culture in Urban Governance: 
The Case of Philadelphia’s 
Regional Performing Arts Center

IN THE UNITED STATES, MOST CULTURAL ORGANIZATIONS ARE NON-
GOVERNMENTAL ENTITIES WITH SPECIAL TAX STATUS that gives them 
the ability to solicit tax-deductible funds from corporations, philan-
thropic organizations, and individuals. While these private organiza-
tions receive some public financial support, their activities are usual-
ly conducted independently of government direction. The following 
case illustrates what happened when one performing arts company, the 
Philadelphia Orchestra, attempted to build a new concert hall in Phil-
adelphia (USA). Only with the intervention of the local government 
was its goal finally achieved.

IN 200, THE CITY OF PHILADELPHIA CELEBRATED THE OPENING OF ITS 
NEW PERFORMING ARTS CENTER, the Kimmel Center. Designed by the re-
nowned architect, Rafael Vinoly, the Kimmel Center includes a 2,500-
seat concert hall, the home of the prestigious Philadelphia Orchestra, 
and two smaller halls for use by other resident performing compa-
nies. Since the early 1900s, the Philadelphia Orchestra had longed for 
a concert hall with suitable acoustics for its performances. However, 
it was not until the Orchestra’s project merged with the local govern-
ment’s plans to build a cultural district, that the concert hall was con-
structed.
THE ORCHESTRA HAD PERFORMED AT THE ACADEMY OF MUSIC SINCE 
90. Built in 1857, the Academy is the oldest operating grand opera 
house in the United States. One of Philadelphia’s cultural treasures, it 
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features an opulent interior that still captivates audiences. The Acad-
emy has excellent acoustics for operatic performances. However, for 
the Orchestra, its acoustics proved challenging. The hall’s reverbera-
tion time is too short, meaning that audience members hear notes at 
different times. As a result, the Philadelphia Orchestra was unable to 
record in its own hall.

THE PERFORMING COMPANY’S PERIODIC ATTEMPTS TO CONSTRUCT ITS 
OWN HALL HAVE ALWAYS MET WITH RESISTANCE BY ACADEMY LOYALISTS, 
who felt that the Orchestra should honor its tradition of performing 
at the cherished opera house. In the 980s, the Orchestra launched a 
plan to finally build a concert hall. However, the Orchestra made sev-
eral strategic errors in trying to gain support. First, the Orchestra lim-
ited its fundraising campaign to only Orchestra supporters rather than 
seeking any funding from the local or regional government. Like past 
attempts, orchestra supporters were divided over the plan; therefore, 
the Orchestra received limited contributions.  By only proposing the 
construction of a single concert hall for its exclusive use, the plan alien-
ated potential funders who were interested in contributing to projects 
that supported multiple arts organizations. As a result, funding for the 
project lagged. Eager to rejuvenate the capital campaign, the Orches-
tra pushed the architect to unveil his plans too soon. The release of the 
preliminary design backfired. Its lackluster design, in comparison to 
the Academy, became a point of public debate. This public debate in-
tensified as Academy loyalists launched elaborate renovation plans to 
keep the Orchestra at the older hall.

IN THE 990S, THE PHILADELPHIA GOVERNMENT BECAME INTERESTED 
IN CULTURAL DEVELOPMENT. Recognizing that urban tourism offers a 
way to attract both new residents and tourists, the local government 
focused on developing cultural and entertainment attractions in or-
der to draw people and businesses downtown. Particular attention was 
given to a cultural district, a designated area of cultural activities, that 
would offer audiences three distinguished performance venues: the 
Academy of Music, the Orchestra’s new concert hall, and a separate 
smaller regional performing arts complex to be built for other per-
forming arts groups.

Culture in Urban Governance   |  



THE PLAN MET WITH LITTLE SUCCESS. Although smaller cultural proj-
ects related to the cultural district moved forward, the concert hall 
project was stalled. After twenty years of fundraising, the Philadelphia 
Orchestra was still unable to raise funds needed for the hall’s construc-
tion. This failure served as a source of embarrassment for the Orchestra 
and undermined the proposed cultural district. In addition, the per-
forming arts complex, lacking a clear focus, received a lukewarm re-
sponse from the arts community.

TO ACCOMPLISH ITS GOAL OF CREATING A DISTRICT THAT REPRESENT-
ED A NEW PERIOD IN PHILADELPHIA’S CULTURAL LEGACY, the local gov-
ernment tried to save the Orchestra’s project by revising its perform-
ing arts center plan. First, the local government broadened the number 
and type of actors participating in the project. A working group com-
prised of key actors from Philadelphia’s cultural and business sectors 
was formed to engage in problem solving and build consensus for a 
revised strategy. The group concluded that constructing a larger per-
forming arts center offered the best solution and the widest appeal. 
Rather than serving just one arts organization, the larger project would 
provide the Orchestra with a new concert hall and offer smaller perfor-
mance spaces for other resident companies. After reaching this deci-
sion, the local government hired a new architect and a prominent real 
estate developer to manage the project, distancing the new plan from 
the failed concert hall project.
 
THE LOCAL GOVERNMENT RECOGNIZED THAT THE REGIONAL PERFORM-
ING ARTS CENTER PROJECT REQUIRED a new and much stronger base of 
political and financial support. The mayor of Philadelphia, known for 
his charisma and ability to raise funding, worked successfully to gain 
support from the commonwealth of Pennsylvania (the regional govern-
ment that encompasses the city), corporations, and philanthropists. By 
developing a broad base of support, the local government was able to 
move the project toward completion, offering the Orchestra a graceful 
resolution to its dilemma and providing other performing arts compa-
nies the chance to become part of the district.
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THIS BRIEF EXAMPLE OFFERS THREE KEY LESSONS FOR CULTURAL POLI-
CY. First, policy offi  cers and prospective funders should be aware that 
arts organizations often lack the technical knowledge to undertake 
large projects such as the development of a new performance space. 
Traditional fundraising and administrative expertise that prove valu-
able in typical arts capital campaigns may not be an applicable skill set 
for other processes related to cultural projects such as real estate de-
velopment. Second, for cultural projects to be successful, they should 
benefi t multiple cultural organizations to bolster political and fi nan-
cial support. Lastly, the local government’s ability to manage projects 
should not be overlooked. Th e local government’s unique resources, 
such as its legitimacy and expertise in negotiation, can be used as strat-
egies to revive a struggling project. 

1 ANNA BOUNDS
             New School University
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Anna Bounds is a Ph.D. candidate at the 
Milan Graduate School of Management and 
Urban Policy, part of New School University, 
New York. Her e-mail is abounds@msn.com.
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Visions and aims
Th e Cultural Policy of Th e Municipality of Aarhus was renewed at the 
end of 2003. Th e revised cultural policy formed the foundation of a re-
newal of the contracts with the cultural institutions for the same period 
and a new regional cultural agreement with the Ministry of Cultural Af-
fairs for the period of 2004–2007. In order to provide a solid basis for the 
revision of the cultural policy action plan, the Alderman for School and 
Culture decided to involve a very broad circle of representatives from the 
cultural, business, institutional and educational spheres.

Partners and content
Four focus groups were founded in order to contribute to the cultural 
policy of 2004–2007. Th ese focus groups were:

Partners and content
Four focus groups were founded in order to contribute to the cultural 
policy of 2004–2007. Th ese focus groups were:

Processes for a Cultural Policy

 2004 – 2007
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  Business: The members were representatives from commerce and 
industry, the cultural sphere and two members of the Committee 
for School and Culture.

  The Public: The members were representatives from public or-
ganizations, the cultural sphere and the Alderman for School and 
Culture.

  The Educational Institutions: The members were represent-
atives from the educational institutions in Aarhus and the cultural 
sphere and a member of the Committee for School and Culture.

  Cultural actors: The members were representatives from the 
sphere of art, the Department of Culture, organizations and associ-
ations from the cultural area and cultural institutions / independ-
ent groups and, in addition, two members of the Committee for 
School and Culture.

In this way there were participants in each of the focus groups who came 
from the aforementioned groups and from the cultural sphere of the city. 
An important element in the process was that one or more cultural pol-
iticians participated in each of these groups. 

The starting points in the discussions taking place in the focus groups 
were as follows:

 Quality and professionalism
 Profile and marketing
  Development and experiments — Participation and ownership
  Cultural events and festivals

The focus groups based their discussion on a number of themes that 
were all common to the four focus groups. In this way the themes were 
looked at from a number of different angles.

The focus groups met three times during the autumn of 2003, with an 
appointed member from one of the groups leading these meetings. A mem-
ber of the Cultural Department was appointed as secretary. This was to en-
sure that both the discussions and the conclusions were recorded.

The discussions of the focus groups led to a ‘list of conclusions’. 
This list, consisting of primary themes and reflections, provided vital in-
put for the cultural policy of 2004–2007.
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The list of conclusions was presented to the four focus groups, the 
Committee for School and Culture, The Art Council, The Rhythmic 
Council and the Visual Art Council in January of 2003.

Apart from the meetings of the focus groups there were also a 
number of other important elements in the process that led to the revi-
sion of the cultural policy:

An open debate about cultural policy
In December of 2003 the citizens of Aarhus were invited to participate 
in an open debate. The meeting was open to interested citizens who did 
not participate in the focus meetings. Seventy citizens participated in 
the meeting.

Citizen Survey 
In December 2002 the consultancy office PLS Ramboel conducted a 
cultural survey among the citizens of Aarhus. The results of the survey 
were published in February of 2003. 

Evaluations
In spring 2003 The Art Council of Aarhus carried out evaluations of 9 
cultural institutions supported by the city. Their report was published in 
the form of a tabloid newspaper in June 2003. Also a specially appointed 
evaluator conducted an evaluation of six children’s cultural institutions. 
The evaluations were a part of the revision of the cultural policy.

The Art Council and The Culture Association
The revised cultural policy contained an overarching vision, cultural po-
litical values, primary goals as well as specific areas of concentration. In 
April, the overall principles of the cultural policy were discussed with 
the Culture Association, which is an association of cultural institutions 
in Aarhus, and the Art Council of Aarhus.
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Results
This comprehensive process, leading to the development of a cultur-
al policy for 2004–2007, benefited a broad range of cultural actors in a 
number of ways. They gained a sense of ownership of the policy and the 
areas of concentration outlined in it. What’s more, they developed an 
understanding of how and why the goals were selected and of the action 
plan that has emerged.

The overall quality of the content of the policy documents has been 
greatly increased by the involvement of a very wide range of people from 
different spheres of society. Thus, the Alderman for School and Culture 
has received acknowledgement from the cultural sphere and the pol-
iticians for the thorough process that has led to the cultural policy of 
2004–2007.

During the political process two things occurred. Firstly, there was 
a prioritizing of culture in the budget for 2004–2007. Secondly, there 
was a number of alterations in the list of priorities, within cultural pol-
icy, based on evaluations described in the document ‘e Art Council 
and the evaluation of 19 cultural institutions in Aarhus. 

The City Council of Aarhus approved the Cultural Policy 2004–2007 
on March 3, 2004.

1 BIRGITTE PETERSEN
      Cultural Department, The Municipality of Aarhus
      bp@fk.aarhus.dk

— Translated by Metteorsen.dk.
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e Municipality of Aarhus has, during recent years, developed a local 
cultural policy. is policy has focused on quality, external arm’s length deci-
sion making, and recently, on providing a model of evaluation.

The History of the Evaluations
The Municipality of Aarhus decided in 996 to conduct professional 
evaluations of almost all institutions receiving substantial funding from 
the cultural budget. The intention behind the evaluations was to afford 
politicians a better point of departure for decisions with regard to the 
cultural policy of the city. A number of different ad hoc external con-
sultants were hired to conduct the evaluations. From this came a varie-
ty of very different conclusions in regard to the extent and methodology 
that should be employed.

As a part of a regional cultural agreement between the Municipality 
of Aarhus and the Ministry of Cultural Affairs, it was decided to develop 
a methodology that would create a model for evaluating theatre, dance 
and music. The work should be carried out in cooperation between the 
Municipality of Aarhus, the Ministry of Cultural Affairs, the national 
Theatre Council and the national Music Council. 

The model was to be used by both the local and the national arm’s 
length organizations and across the country. The model should comprise 
both quantitative and qualitative goal criteria. It was “to be formulated 
in such a way that it would be immediately suitable as a basis for gener-
ating contracts and in keeping up with the result judgment of the cultur-
al institutions in the areas of theatre, dance and music.”

During March 200 an agreement was reached to develop a model 
of evaluation. The agreement was reached between The Municipality of 

The Art Council 
and the evaluation of 

19 cultural institutions 
in Aarhus

AARHUS

PEKKA KAIKKONEN
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Aarhus and Professor of Drama, Mr. Joern Langsted, Associated Profes-
sor of Musical Science, Ms. Charlotte Roerdam Larsen, and research as-
sistant Ms. Karen Hannah.

The Art Council
The Art Council of the Municipality of Aarhus was appointed in the 
autumn of 2000. The Art Board has had several assignments during its 
four years long existence. The two largest were to propose how the Mu-
nicipality’s so called free funding — approximately 7,5 million Danish 
Crowns ( million euros) — should be distributed, and also to conduct 
artistic evaluations of the larger cultural institutions. The artistic evalua-
tions comprise the areas of theatre and dance, classical music, rhythmic 
music, visual art and the two cultural centres. 

The Method of Evaluation
Since the Art Council’s appointment, the seven members of the Coun-
cil have in turns, or together, been guests at a large number of art and 
cultural events taking place in Aarhus. Each time they have recorded the 
experience.

In this way a number of experiences and discussions concerning 
exhibitions, theatre plays, dance, book events, performances and mu-
sic have taken place prior to the 9 evaluations that the Art Council pre-
sented in 2003. A number of primary characteristics have been kept in 
a database. The members of the board have filled in data about their ex-
periences when they have watched a theatre play, attended a concert, or 
seen an exhibition. The database has only been open to the members of 
the council.

Chat Room 
The goal of the evaluations was not to develop a tool of control but, on 
the contrary, to establish a kind of chat room where the quality of art 
could be discussed in a meaningful way. The Art Council held a meeting 
in September 2002 and the cultural institutions that were to be evaluat-
ed were invited to attend the meeting. The next step was to hand all the 
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institutions a self-evaluation questionnaire, which the institutions were 
asked to fill in. These questionnaires provided the basis for the interviews 
with each of the institutions that followed. 

Each of the teams consisted of two people, and a preliminary eval-
uation of the given institution was produced based on the interview, the 
data from the database and the discussions in the council. This draft was 
discussed and adjusted at meetings where all the members participated. 
After this the institutions received the drafts so that possible mistakes 
could be corrected before the final edition of the evaluations was writ-
ten. A number of the institutions also took the opportunity to comment 
on the judgment and conclusions of the committee. 

From Art Critic to Evaluator
The members of the council have gone from being art critics to evalua-
tors. The aim of the evaluations was to judge the nineteen institutions 
and especially the quality of the artistic aspect of their operation. A com-
mon method was required in order to deal with the contact to each of 
the involved institutions.

The Wishing Wand Model
In parallel to the Art Council, a research group developed an evalua-
tion model to measure artistic quality in the performing art areas: thea-
tre, dance and music. In December 2003 the evaluation model was pre-
sented in the form of the book e Wishing Wand Model — Artistic 
Quality in the Performing Art (Ønskekvist-modellen. Kunsterisk kvalitet 
i performativ kunst). The Art Council did not have the opportunity to 
use the model directly in its entirety, but has during its work maintained 
a running dialog with the Langsted group.

The expert group recommends a model with three vectors: the will, 
the ability and the necessity — when illustrated the vectors form the 
shape of a wishing wand.

Evaluations as a starting point for discussions
The evaluations were printed as a newspaper in June 2003 and fuelled 
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considerable debate. The evaluations were discussed both internally in 
the cultural institutions, among the cultural institutions, in the Art 
Council and among the politicians. The evaluations were a part of the 
priorities of the cultural policy of 2004–2007. 

1 BIRGITTE PETERSEN
     Cultural Department, The Municipality of Aarhus
     bp@fk.aarhus.dk

— Translated by Metteorsen.dk.

Kulturama

Visions and Aims
The vision behind Kulturama was to create a cultural meeting place, 
which would flourish due to its varied programme and changeable in-
terior design. The Kulturama took place in Ridehuset, which is a multi-
ple use hall for cultural events. The aim of Kulturama was to make it eas-
ier for independent artists and groups of artists to use Ridehuset and to 
present their work to the public of Aarhus.

Partners
The initiative to create Kulturama was taken by the Cultural Centre Kul-
turhus Aarhus and the Art Group Pappagallo.

The Cultural Centre / Kulturhus Aarhus has since the beginning of 1995 
been an active partner in the cultural life of Aarhus — partly as a cultur-
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al originator and partly as a producer. One of the goals of the Cultural 
Centre / Kulturhus Aarhus has been to ensure professional conditions 
for productions for local artists, while creating a framework for cooper-
ation, mutual inspiration and new thinking.
It was independent groups, among the artists in Aarhus, which founded 
Pappagallo. The association began its work in 985 and currently num-
bers 60 members. Pappagallo works as a discussion partner or as a pro-
ducer of projects proposed by artists and others, who are associated with 
the group as well as those who work outside the association. Architects, 
craftsmen, sound and light technicians, electricians and musicians are 
all affiliated with Pappagallo. The association also entered into cooper-
ation with a number of the local cafés in Aarhus. The idea behind this 
cooperation was that cultural events should be complemented by a vis-
it to the café of the week.

Target Groups
The target group was the citizens of Aarhus and artists from home and 
abroad.

Content
Kulturama was a very ambitious cultural programme, which took place 
in Ridehuset. More than 00 different art groups from Aarhus partici-
pated in the programme.

From October 9 to November 5, 2003, there were new and differ-
ent events taking place in Ridehuset. The programme changed every day 
and the interior design of Ridehuset changed concurrently. 

Kulturama comprised:
  An opening week with samples of the six weeks long Kulturama 

Programme
   e Kick Off project, which was a cultural week for children and 

young people that took place during the autumn school holidays 
   A rich programme that included literature and electronic music, in 

which both Danish and international artists participated.
  A week consisting of days of film, performance, installations, clas-
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sical music, a Belgian guest play which has been praised in the re-
views, high quality big band music, rhythmic music, experimental 
performances, working artists in Ridehuset and last but not least, a 
wide variety of films.

  A week consisting of installations, visual art, dance, theatre and 
electronic music.

  Kulturama Showcase was an event where more than 20 groups from 
the entire art environment showcased samples of their work.

The prices for admission were based on a price policy, the idea of which 
being that there should only be events that everybody could afford. The 
events taking place in the afternoon should ideally be free, while the 
price of the evening events should be 20 Danish Crowns (approximate-
ly 3 €).

Results
Kulturama was a great success with a large audience. In total more than 
twelve thousand people attended. Kulturama reflected the characteris-
tics, the experimental projects and the evolution of cultural develop-
ment within Aarhus. A large number of organizers and producers, from 
both home and abroad, visited Ridehuset gaining a vivid insight into the 
cultural offerings of Aarhus. Kulturama is to be continued from Novem-
ber 5 to November 27, 2004, as a continuation of a festival of contem-
porary art. 

PEKKA KAIKKONEN
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World Music Center: A Cultural in-
teraction using music and dance

THE WORLD MUSIC CENTER (WMC) IS THE FIRST OF ITS KIND IN DEN-
MARK. It gives room for experimentation in relation to creating positive 
cultural interactions, using music and dance as cultural icebreakers. Af-
ter the project period ended, WMC became an institution under Aarhus 
Music School with a yearly budget of DKK .2 million. This came from 
the cultural budget of The Municipality of Aarhus and Aarhus Munici-
pality Education Authority. The centre works in close cooperation with 
Aarhus Municipality Education Authority, The Royal Academy of Mu-
sic (RMA) in Aarhus and Aarhus Music School.

Resources
Danish society has been enriched culturally by the influx of the many 
artists from other cultures that have recently immigrated to Denmark. 
However, because these artists have difficulty using their professional 
skills, due to their limited knowledge of the workings of the Danish sys-
tem, this cultural diversity remains untapped.  
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Teaching
WMC off ers teaching in ethnic music as the starting point for cultural 
meetings. Th ese meetings take place between professional musicians and 
dancers who originate from other countries and pupils from the munici-
pal schools. Th e primary target group comprises of pupils from the 4th to 
the 6th grade. WMC teachers teach in pairs, one class for forty-fi ve min-
utes, twice a week over a period of fi ve months. Classes about diff erent 
forms of world music are off ered at the music school.

Goals
  To fi nd and use the resources in the immigrant community
  To use world music
  To create an environment, where children and young people expe-

rience and work actively with representatives of other cultures’ mu-
sic traditions.
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  To create positive cultural meetings between the “old” and the 
“new” Danes using music and dance as cultural icebreakers.

  To develop pedagogical methods for teaching music from different 
cultures, through the exchange of teaching experiences and meth-
ods on a local, national and international level. The aim being to 
develop new pedagogical methods for teaching music in a multi-
cultural society.

  To work at instigating and developing educational initiatives in re-
lationship to World Music.

Impact
a)  WMC has produced a CD-Rom that contains evaluation, teaching 

methods, etc.
b)  Between October 999 and 2004, WMC has taught at 44 schools, 

providing 42 classes for approximately 3550 pupils.
c)  WMC and RAM jointly held the First Nordic Conference on Mu-

sic Education in a Multicultural Society in November 200.
d)  As a result of its close relationship with RAM, WMC takes part in 

“Connect”. This is an initiative between conservatoires from eight 
countries that aims to study and compare the development and di-
rection of music teaching in a multicultural society.

e)  WMC teachers and leader held talks and workshops for Nordic 
students and teachers at RAM in Silkeborg, Denmark under the 
auspices of Nordpuls (Nomus) in 2002 and again in 2004. Lec-
tures were also held at the Sibelius Academy in Helsinki and again 
in Stockholm in March 2004. (Tune In 2004)

f )  WMC (leader) is active in a project called “Musaik” under Nomus. 
The project that started in 2003 wants to promote cultural diversi-
ty in music teaching. By documenting and developing new forms 
within this field it hopes to contribute to the development of mu-
sic teaching in a multicultural society. 

1 LANCE DSOUZA
     Aarhus Music School
     lds@fk.aarhus.dk
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Athens

Introduction
The Greek Ministry of Culture, the Ministry of the Environment, Plan-
ning and Public Works, together with the Municipality of Athens, the 
citizens, environmental groups and the local and federal government 
agents are currently cooperating on an ambitious and long-lasting 
project. Th is project is crucial for the reinforcement of the role of cul-
ture in the Greek Capital at the start of the 2st century.

Th e main plan is to upgrade the historical elements of the city and 
restore the landscape in an environmentally balanced and sustainable 

The Unifi cation of the Archaeological 
Sites of Athens
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way. The urban domain will be refurbished through the introduction of 
measures regulating urban construction and development.

This will reinforce the city’ s multi-faceted character, reorganize the 
function of neighbourhoods and will radically help the upgrading and 
decongestion of the urban centre, with an emphasis on the preservation 
and protection of its historical character. 

Organizers / partners involved 
For this project, a company was founded in 997 called the Unifica-
tion of the Archaeological Sites of Athens S.A.’. It is controlled by 
Greek Ministry of Culture and Ministry of Environment, Planning and 
Public Works. Its main task is to oversee and manage the program for 
the Unification of the archaeological sites of Athens in matters concern-
ing project design and construction, while undertaking the execution 
and supervision or the assignment to other parties of all the required 
projects. It also recommends approvals concerning planning and traf-
fic arrangements, etc.

A nine-member board of directors manages the company. This 
board includes directors from each of the two national ministries su-
pervising the project and one member from the Municipality of Ath-
ens.

It also has a technical board of architects and a legal department, 
and it employs a large number of architects and civil engineers to su-
pervise the progress of the works, in association with architects and city 
planners. Its communication department manages a successful commu-
nication campaign and the secretariat offers the organizational support 
for the whole project.

Plan and Content
The City of Athens:
When Athens was chosen to be the capital city for Greece, back in 833, 
the first suggestion of an urban plan, following the romantic–neoclassi-
cal principles of its time, intended to create a northward expansion of the 
then existing town of 6000 inhabitants. It also provided that the city cen-
tre should be restored through excavations around the Acropolis.
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Today Athens is a modern metropolis of 4 500 000 inhabitants. It 
is the largest administrative region in terms of population density and 
economic impact, housing 34.3 percent of Greece’s population in an area 
that is only 2.8 percent of the whole country. 

The Athens Master Plan 
The basis for the Unification of the Archaeological Sites Program lies in 
the 985 Athens Master Plan. It was the first systematic plan to suggest 
the basic direction for the future development of Athens. It was created 
in 985, after a long period of discussion among several public bodies, lo-
cal and federal public agencies, environmental and other interested non-
government or private parties who participated in the planning process-
es. The result was submitted to the Minister of Environment, Planning 
and Public Works for approval.

The 985 Plan aims, among other things, to achieve the following:
  The enhancement of the city’s historic elements, the restoration of 

the landscape and the urban environment in the region along with 
the protection of its surroundings, its natural monuments and its 
coastlines.

  The reorganization of the urban fabric introducing measures for 
controlling irregular expansion, the control of land use and popula-
tion density, the reorganization of the function of districts, the up-
grading and decongesting of Athens’ downtown as well as the Pi-
raeus harbour.

  The design of high scale interventions of high quality.
 The construction of an archaeological park at the city centre, a 

vast open air museum including the most important and well 
known ancient and Byzantine monuments, the 9th century city 
and other buildings, squares, avenues and districts of historic sig-
nificance.

  The improvement of the quality of life in the centre by rehabilitat-
ing degraded city districts.

Two of the guidelines of the 985 Plan are directly related to the Program 
of the Unification of the Archaeological Sites:

30  |  EUROCULT21 STORIES



  The promotion of the historic profile of the city along with the up-
grading of the city centre.

  The improvement of the quality of life in relation to the protection 
of the environment.

Description of the plan 
The purpose of the plan is to unify the six largest archaeological sites of 
the city centre. It aims to create a network of public spaces, parks and fa-
cilities for culture, linking all the significant cultural landmarks of Ath-
ens.

The historic continuity of the city is being restored, creating poles 
of attraction for its residents and visitors in an overall space with upgrad-
ed environment and functions, combining all the interesting points of 
its cultural history with modern growth.

To be successful in this, a number of complex issues have to be re-
solved that require considerable documentation and skill. 

The projects undertaken to complete this task include studies and 
designs for:
  The restoration of the ancient walkways. 
  The installation of the necessary infrastructure (water supply, light-

ing, fire fighting cabinets, etc).
  The restoration of building facades fronting the archaeological 

sites.
 The conversion to pedestrian use of the access roads to the Acropolis. 

This project requires major interventions in the environment along these 
roads. It is the key project of the whole program, because the main pe-
destrian way provides the access to all six archaeological sites.

It will create new public spaces and parks, which will unify the var-
ious areas of the project and increase the public green spaces along the 
pedestrian roads.

Architectural competitions have been announced to tender stud-
ies and designs for the four major squares of the city centre. This plan 
includes intervening with the flow of traffic, in order to upgrade and 
decongest the Athenian city centre. These projects developed in coop-
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eration with Athens Metro S.A. have also involved the restoration of 
buildings surrounding the squares.

The creation of the Kerameikos area Cultural Park (Kerameikos is 
the area surrounding Athens’ ancient cemetery). The aim of this was to 
upgrade the broader area of Athens’ old Gas Factory.

The restoration and highlighting of public and private buildings in 
the commercial downtown and the historic neighbourhoods along the 
city’s historic avenues. Some of the funds are expected to come from the 
owners of the buildings or the sponsors and advertisers using the facades 
during the restoration procedures.

The reconfiguration of roads for pedestrian/vehicle use in the same 
districts. 

Elimination of commercial billboards and signs that alter the areas 
within the program and cause visual pollution.

Measures of soft intervention that are low cost but have a great impact:
  Campaign Get to know our city, guided walks through the historic 

centre of Athens 
  Street furniture (trash bins, street signs, information signs in walk-

ways, etc.)
  Blank walls facing major roads and squares will be upgraded with 

colours, relief art, etc.
  Pathways for the visually disabled due to an enormous program of 

facilities for the improved mobility of the disabled in public areas.

The project is now in progress and its first phase will soon be completed. 

Vision, aims and effects
The ambitious aim of the project is to integrate culture into every-

day life. More specifically, it aims to restore the historical centre of Ath-
ens through activities promoting the city’s historical profile. In tandem 
with this, it aims to improve the quality of life, while protecting the nat-
ural environment.

It is expected that by 2004, the year of the Athens Olympics, a con-
siderable part of the city centre will have reached a mature stage of com-
pletion in aesthetic, environmental and cultural terms. It will create a 

32  |  EUROCULT21 STORIES



large open-air museum and an archaeological park within the industrial 
area of the city. This will happen in parallel with the upgrading of its ne-
glected neighbourhoods as well as the old city buildings, squares and ar-
eas of historical importance. 

The Program includes the following targets:
  Highlight the six most significant archaeological sites in Athens as 

attractions for all visitors.
  The draft of legislations and suitable architectural regulations to 

protect the areas of the program.
  The reduction of the building density in particular areas altering 

the zones unified.
  The draft of parking and traffic regulations, which take into con-

sideration the public transport networks needed to provide conven-
ient access to the areas of the project.

Target group / audience
Initiatives and activities are targeted at all residents and visitors of the 
city. It also enables disabled persons to visit the historic centre. The aes-
thetic and functional upgrading will make the city more appealing with 
more areas for leisure in an upgraded and greener environment.

Additional actions and criticism 
In order to reconcile and familiarize Athenians with the restoration 
works, which extend all over the city centre and cause inconvenience to 
everyday commuters, the organization of cultural and artistic events has 
been planned near the construction sites. These initiatives include pho-
tographic and sculpture exhibitions as well as music events. These initi-
atives will include:

A permanent ‘Sculpture Biennale’ is planned for an area on the 
northern slope of Philoppapos hill, suitable for cultural exhibitions, in 
plain view of the Acropolis. The idea is to give the audience a lasting taste 
of modern and classical art.

The exhibition Athens, City in Motion, at the Metro Station, or-
ganized by Unification of the Archaeological Sites S.A. presented a large 
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number of interventions in the centre of Athens, in cooperation with 
other public and private agencies 

(Municipality of Athens, the Ministry of Environment Planning 
and Public Works, Ministry of Culture, Secretariat General for the Ol-
ympic Games of the Ministry of Culture, Attiko Metro S.A., Tram S.A.). 
Th e same exhibition was fi rst presented in Berlin (Athens: Polis im 
Wandel) 

For further information see also: www.athenspolis.gr

Th e exhibition Walking along Sculpture, presented an opportunity for 
creative activities on the main pedestrian street of the project. Th ere were 
thirty-fi ve works of eight Greek contemporary sculptors installed out-
side, along the entire length of the street, giving the opportunity to visi-
tors to get to know Greek modern art as they enjoyed their walk.

A two-day Conference: Urban Aesthetics and Policies of Interven-
tions, a contribution to the regeneration of urban spaces, which was held 
in Athens.

An open-air Concert was organized in one of the city centre’s down-
graded neighbourhoods called Colours and Music of the World with the 
contribution of the Municipality’s Philharmonic Orchestra and artists 
from various countries, such as Pakistan, Nigeria, China, Albania, Phil-
ippines, Russia, Bulgaria amongst others.

An exhibition of sculpture created by students and professors of 
the Higher School of Fine Arts illustrating their respect for the environ-
ment on the main pedestrian street of the project, in front of the Acrop-
olis Hill.

Another exhibition of contemporary sculpture on the central pe-
destrian street with works of the students of the Higher School of Fine 
Arts called Culture and Environment. Th is was the closing action for the 
ECO-Festival 2003. 

  
For further information see also:
www.athenpolis.gr
www.athenspolis.gr
www.astynet.gr
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Prosopsi (Façade)
A cultural project story

Introduction
Within the framework of the preparation for the Olympic Games, the 
Municipality of Athens began, in 2003, the Refurbishment Programme 
for Building Facades. Th e main plan is to subsidise the owners of build-
ings to restore their facades, and at the same time to institute a sponsor-
ship program designed to stimulate commercial activity in Athens.

It aims at an extended aesthetic and cultural enhancement of the 
Greek capital.

According to the Mayor of Athens “It’s an act of worship and re-
sponsibility for our city and its future. ”

The organisation
To add to the aesthetics of the city, while in the fi nal stages of prepara-
tion for the 2004 Olympic Games, an organisation was established in 
June 2003 called New Look for Athens.  
It consists of the Municipality of Athens, the Municipality of Athens 
Development Agency (AEDA) and the University of Athens.

Th is project features a multifaceted collaboration between the local 
authority (the Municipality of Athens), central government (the Greek 
Ministry of the Environment, Planning and Public Works), citizens, 
NGOs and social partners.   

Th e main task of the organisation is to oversee and manage the re-
furbishment of the building facades. It off ers all the relevant services, the 
marketing and the technical expertise as well as organisational support 
for the project.

In addition to this, the organisation operates within the limits of 
the city preparing all the paperwork involving applications. It also un-
dertakes the construction of the technical folder necessary for the recon-
struction license. Furthermore, its technical department assists and ad-
vises citizens on aesthetic aspects such as colour.
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For this project the organisation New Look for Athens was given 
an endowment, by the Municipality of Athens, of 4.5 million euros. This 
was used to subsidise owners who restored their buildings’ facades, and 
to institute a sponsorship programme. 

Additional actions 
In order to familiarise Athenians with the refurbishment of the building 
facades, an enormous marketing campaign took place, which included 
press releases, radio advertisements, and TV spots. In addition, posters 
were placed in central city locations and on 50 bus stations along the 
central avenues of the city.  

Vision and aims
The project’s core aims are to:
  Upgrade the urban fabric and environment by promoting the aes-

thetic aspect of the capital
  Make Athens an attractive tourist destination again 
  Contribute to the city’s sustainability   
  Protect cultural heritage 
  Raise real estate values 
  Stimulate tourism and raise the historical profile of the city, result-

ing in its economic revitalisation even in neglected districts.
  Improve the quality of life 
  Encourage employment in specialised professions, while increasing 

employment in general
  Regenerate specific downgraded city districts 
  Eliminate visual pollution caused by signs, multiple TV antennas 

and dishes, etc.     
  Empower cooperation between the public and private sectors of the 

economy
  Increase citizens’ participation and involvement in local affairs and 

in the municipality’s policies of urban regeneration.
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Plan and content
Public Private Partnership
  The Ministry of Public Works and Environment subsidises 30 % of 

the total cost of the rebuilding, and 50 % in the case of buildings of 
an architectural value. 

  The Municipality of Athens provides to all citizens legal and tech-
nical assistance in all stages of the project, and in addition it subsi-
dises up to 20 % of the total cost of the restoration of all buildings 
not covered by the Ministry.

  In addition, another 350 € will subsidise the removal of all TV an-
tennas, and their replacement by a central one. 

Innovative Sponsorship Programme
Within the framework of reconstructing as many buildings as possible, 
the organisation has initiated a separate sponsorship program. Its first 
part aims at reconstructing 5 major squares in the city. Within the pro-
gram, each sponsor company is responsible for reconstructing all the 
buildings surrounding one of these 5 historic squares. Hopefully, the 
programme will expand its operations in the second phase with anoth-
er 5 squares.

The sponsors will gain: 
  Extensive promotion in the restoration area during the period of 

the project.
  Signs highlighting the contribution of the sponsoring company in 

the restored area, once the work is completed. 
  Public recognition through the promotion of its contribution by 

the Municipality of Athens in the various stages of the square’s re-
furbishment.

  A broad variety of promotion and publicising alternatives 
through the Municipality of Athens.

  A promotion through the communication material of A New 
Look for Athens.

The Mayor of Athens will personally reward the sponsors in a special 
ceremony.
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Finally, for the funding of the whole reconstruction program, the organ-
isation New Look for Athens has exploited the advertising fees of the 
banners covering the buildings during the works. 

The organisation has already signed the contracts for the refurbish-
ment of all the buildings around five historical squares, and in one fourth 
of them the works have already started. These are the Pangrati square, 
the Dexameni square, the Kanellopoulou and the Madrid square, and 
the Varvakios square. The sponsorship program also includes the refur-
bishment of a wide area of special architectural interest, called Drougou-
ti, in which works will start very soon...
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Current Results
Since the st of July 2003 more than 5000 
citizens have been informed about the pro-
cedures of the program. Of them 566 have 
already applied and are included in one of 
the steps of the procedure.

About 600 applications have already 
completed the work or have started their 
building façade refurbishment, as all the 
necessary licenses have been approved. Ac-
cordingly, another 000 applications have 
already started the works or are about to 
have their licenses ready in the next month, 
and will start their restoration soon after. It 
is calculated that every day more than 5 
applications are made. It is the intense in-
terest of the citizens for the program that 
has made it so successful.

It is worth mentioning that the aim of 
the program was to receive a total of 500 
applications before the Olympic Games. 
This aim has already been achieved (consid-
ering another 00 buildings from the spon-
sorship program analysed below) and the 
next goal is to have 200 buildings ready 
before the games. Furthermore, the organ-

isation estimates it will have received more than 700 applications by the 
end of July 2004 when the first phase of the program will have ended. 
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Barcelo
na
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Citizen participation 
and interculturality through 
Barcelona City festivities

Project’s Vision and Aims
Popular and traditional festivals are one of the main elements of Barcelo-
na’s culture. Firstly because they benefit from unforeseen vitality within 
a “developed“ world which, in general terms, has tended to discard the 
narrow links between land, country, community and ritual, and also be-
cause Barcelona’s festivals benefit from a balance of tradition and inno-
vation, of old and new.

They have a value in their own right in that they articulate and re-
form the city’s identity and the cultural traditions of its citizens. Citi-
zens play an active role and hence become essential elements of social 
cohesion in an increasingly multicultural society. There are many strong 
points to Barcelona’s festivals (a packed and extremely lively calendar, 
the involvement of groups and entities in its planning and management, 
prominent activity from collectives and associations all year round...) 
but two things distinguish them and make them personal: Participation 
and Cultural Plurality.

Contents
These two characteristics are conveyed by means of various programmes:

1 — Barcelona’s cycle of festivals. This is linked to the impulse of 
the city’s festivals and the districts taking part in the festivals. Barcelona 
City Council works with the cultural entities, federations or platforms 
in a network when defining the programmes for Barcelona’s festivals: the 
Procession of the ree Wise Men, the Main Winter Festival (Santa 
Eulàlia), the Carnival, the Music Festival, the summer solstice Sant Joan 
Festival and the Mercè Festival (the huge annual celebration the city 
hosts in September).
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2 — The Mercè Festival symbolises the use of public areas. The streets 
and the squares become the backdrop for expression and civil customs, 
which are the central values of coexistence.

The Mercè also symbolises social cohesion. Barcelona’s main festival 
involves all its citizens, and strengthens their links with the community.

It symbolises integration. It is not just about all the members of a 
culture coming together. Rather it serves to allow new people, people 
from other cultures, to integrate, people who want to reassert their be-
longing to a community that has welcomed them.

The Mercè Festival grows each year as a popular event on a huge 
scale that involves many and is of exceptional quality, getting nearly 2 
million people on the move. The concepts of solidarity, sustainability, 
co-operation and cultural plurality have gradually been incorporated in 
the festivities, concepts that are directly related to Barcelona’s next cele-
bration, the Universal Forum of Cultures, 2004. 

— www.barcelona2004.org

3 — The procession of the Three Wise Men is an example of an-
other multicultural characteristic of the festivals that are important to 
Catalan customs; according to tradition, the Three Wise Men from Ori-
ent had to bring gifts to the children. The procession, which depicts the 
Kings’ arrival in the city, has been designed by an artistic director who 
co-ordinates the staging of various street art companies. During previous 
festivals the heads of the Department of Festivals and Cultural Participa-
tion of the Institut de Cultura were the ones who converted the proces-
sion into an example of cultural plurality.

4 — Barcelona Street Arts is one of the festivals hosted by the Mer-
cè and is one of the programmes devised to promote civil use of pub-
lic spaces combining various artistic disciplines (circus, dance, music or 
theatre), whilst also expressing the issues concerning new urban move-
ments. The choice of street arts as a means of intervention can be ex-
plained by the need to innovate activities, which are characteristic of the 
cycle of popular festivals that takes place in the city.

Barcelona’s Street Arts festival shows its true social utility in the 
sense that, in a complex urban environment where individualised behav-
iour prevails, it makes spontaneous contact, impartial relationships and 
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co-operation possible to the benefit of all. Street arts as a festive event 
create sociability and therefore must be considered a significant factor in 
bringing people together.

5 — Another example of social cohesion and participation is 
the Carnival, which the Institut de Cultura has wanted to promote 
and define as a festival in which everyone can take part. People from all 
schools, cities, areas and cultures.

A good example of this is the fact that the immigrant associations 
take part. They parade in the main procession before a large crowd. The 
processions of groups of immigrants have turned the Carnival into an 
example of cultural diversity and their taking part has allowed the fes-
tival to be viewed in a different light to those of Western tradition. The 
spontaneous and voluntary work offered by most people when it comes 
to preparing the costumes, decorating the floats, producing the choreog-
raphy for the dances or composing the accompanying music, has helped 
bring new life to a popular festival which was dwindling.

Organisation
For each important festival, Barcelona’s Institut de Cultura organises a 
public call among the cultural management companies who are interest-
ed. The company that wins is granted the management of the Technical 
Secretariat and will decide which activities will take place and also the 
link with civil society entities.

One of the work strategies that the Institut de Cultura is promoting 
and developing is the emergence of theatre, dance and musical groups, 
etc., so as to form a network of companies. The process starts by the 
Technical Secretariat, studying the willingness of the artists, profession-
als or amateurs who belong to the various groups (immigrants, associa-
tions, etc) and convincing them to take part. Next the different proposals 
are chosen from illustrated material (informative dossiers, photographs 
or videotapes), which has been sent by the groups of artists waiting for a 
public meeting. The groups chosen then agree the place, the day and the 
time for their performance with the Technical Secretariat as well as de-
ciding what basic infrastructure will be necessary for the duration of their 
piece (scenery, lighting and sound equipment).
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The organisation of Barcelona’s popular and traditional festivals is 
managed and coordinated from the Department of Festivals and Citizen 
Participation of the Institut de Cultura, under the management of an ex-
ecutive director. The work team consists of three experts in cultural man-
agement, one head of communication and three administrators.

With all it does, the department receives help from temporary staff 
who are occasionally contracted to help with the making of each one of 
the programmes (PR, artist managers).

As far as the budgets are concerned, they vary according to the programme:
   The budget for last year’s Procession of the ree Wise Men 

was 340 000 euros, and included the cost of the Technical Secre-
tariat, the Street Arts companies’ contracts, artistic coordination 
and the cost of producing and promoting the event.

   For the Rua de Carnaval, the budget was 92 000 euros, and in-
cluded the promotion, the Technical Office, contracting artistic 
shows, technical production and the cost of prizes. This budget 
did not take into account the resources from sponsors.

Those involved
The popular, traditional festivals are organised from Barcelona’s Institut 
de Cultura, although they seek the constant participation of the cultur-
al entities, associations and federations in the city.

We can therefore talk about multiparty involvement where there is 
room for local administration, cultural entities, private businesses and, 
above all, Barcelona’s citizens. People play a vital role in the celebrations 
(taking part in acts, the carnival, the processions such as the Three Wise 
Men, the competitions...); citizens are also involved in these festivities.

The Public we are addressing
Unlike people who attend theatres, the public at the festivals is heteroge-
neous, of all ages and from all cultural backgrounds and social classes. The 
main characteristic is their attitude, since rather than attending a traditional 
music festival or a theatre play, they form an active part of a festive event.

These popular festivals favour the participation of the immigrant 
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associations, and especially favour those acts that are suitable for the 
whole family.

Results
  During last year’s Mercè Festival, 758 activities were organised over 

six days, with more than  000 hours of proposed festivities and 
more than 800 artists performing in 20 festival areas across the 
city.

 Highly popular events such as the Air Show — which takes place 
over the sea and beaches of Barcelona’s coastline — attracted more 
than 400 000 spectators, the Correfoc (a fire show) united 25 000 
people and the backdrop of the ‘Passeig de les Persones’ offered 406 
activities and had an audience of over 300 000 people.

  Some 20 000 citizens enjoyed the artists’ performances during 
Barcelona’s Street Arts Festival and some 400 000 people gath-
ered to see the Piromusical that closed the celebrations.

Furthermore, the Procession of the Three Wise Men was a festival in 
which many people took part and hundreds of people poured onto the 
street; during the 200 and 2002 festivals more than 400 000 people 
filled Barcelona’s streets on 5 January. 
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Canal Cultura

Vision and Aims of the Project
March 2003 saw the inauguration of Canal Cultura, the new Barcelona 
digital culture project, which has come into being in order to show the 
potential of cultural activity in Barcelona as an engine for development 
in the city and as a step forward in the experiment of introducing ICTs 
into the sphere of cultural dissemination.

Canal Cultura is a multimedia, multichannel computer product, 
spread over nine subject areas (cinema, theatre and dance, music, art, 
design and architecture, museums, literature and libraries, festivals and 
traditions, and theory and analysis), which cover the latest in culture in 
the city.

Consequently, Canal Cultura is working to publicise and promote 
cultural consumption (it broadens the information and promotion 
channels of cultural production in Barcelona), to find new audiences, to 
explore the possibilities of the internet, to promote quality cultural tour-
ism in Barcelona, to foster the emergence of innovative ideas, to boost 
the production of and demand for multimedia content, while highlight-
ing the rich heritage of the city and the vitality of its forms of artistic ex-
pression.

Contents
Canal Cultura provides information about all areas of culture in Barcelo-
na (cinema, theatre and dance, music, visual arts, museums, design and 
architecture, literature and libraries, festivals and traditions). It contains 
routes and itineraries, such as the historic gardens of Montjuïc, Roman 
Barcelona or a tour of Gaudí’s Barcelona, links with commentaries and 
a cultural guide in a newspaper format (chronicles, reports, interviews) 
enhanced by multimedia elements. The multichannel, personalised plat-
form allows the users to choose when, how and where to gain access to 
cultural information. A participatory channel where the users can assess 
the cultural activity they consume, give their opinion and supply mate-

  www.bcn.es/canalcultura
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rial for the creative platform, attractively presented, dynamic and partic-
ipatory with highly intuitive navigation.

However, Canal Cultura is far more than a digital magazine. One 
of its sections, the multimedia archive, aims to be the digital archive of 
the cultural output of the city. It has been gradually incorporating inter-
views as well as extracts from performances and concerts, which give a 
clear outline of what the cultural life of the city is and has been. 

Recently the channel has begun to provide two new services: the 
chance to personalise the home page and subscribe to a bulletin sent by 
e-mail with the cultural news of the week, and the setting up of the cre-
ative platform, an online space where the people of the city can publish 
the images or videos they have created.

Organisation
The management of the activity is outsourced to a company that won 
the contract by public bid valued at 83 700 euros. 

Two members of staff from the Institute participate: the head of de-
partment and the project manager. In the management company the 
team is made up of a full-time project coordinator and four journalists 
(an editor and three scholarship holders), a graphic designer and a part-
time computer programmer (according to specific requirements).

Lastly, over half the budget is earmarked for maintenance costs, ba-
sically the salaries of the full-time staff, whilst the other half is set aside 
for R&D projects and developments in IT. 

The Parties involved
The channel is an initiative of the Barcelona City Council Cultural In-
stitute. Its aim is to become a reference point in the city and to work 
on ventures of all kinds promoted by both public and private agents 
(universities, companies, associations, etc.). Here we should mention the 
projects which have already been launched with UOC /Lletra (Open 
University of Catalonia) or the pilot test which is being carried out with 
the Communication Sciences Faculty at Barcelona Autonomous Uni-
versity, as well as the relations which have been established with special-
ist online magazines in particular cultural sectors.
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The Target Groups
Our target public is, first and foremost, the people of Barcelona who are 
interested in culture in general or one of its spheres in particular. Sec-
ondly, we believe that the product can also be of use to the professional 
sector, since it is an in-depth summary of the current state of culture in 
the city. Lastly, we think it can be an interesting reference point for the 
tourists who want to visit Barcelona and are interested in attending some 
of the many cultural activities programmed.

Results
Given the short time the project has been online, it is still too early to 
have a qualitative product assessment system, but we can point to four 
factors or values of the channel: 

After an exhaustive investigation on the net, we can state that there 
are hardly any similar initiatives around the world promoted by a lo-
cal administration with the aim of being a digital referent for culture in 
the city and with a spirit of co-operation among the different agents in-
volved. That uniqueness is therefore one of the main values of the chan-
nel as a product supported and promoted by a public body. 
A second notable asset is the will to investigate new communicative lan-
guages with multimedia interaction and hypertext. Here the exploration 
of the potential of ICTs in the field of culture is another added value. 

The third value provided by the channel is the convergence of resourc-
es, or what we call “multichannel support“. Although at present the cen-
tral feature of the channel is the website, there are plans to introduce 
services by mobile phone, PDA and interactive television in the near fu-
ture. Indeed, some of those functions have already been set up experi-
mentally in the El Meu Grec option within this year’s Grec Festival site 
(www.grec.bcn.es).

Finally, one of the important values of the channel is its multilin-
gualism. It operates the full version in Catalan and Spanish and the most 
important new items and services can be selected in English to meet the 
needs of foreign users.

And so uniqueness, innovation, the convergence of resources and 
multilingualism are among the outstanding values of this product and 
some of the reasons why it has been selected as “best practice“. 
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Quantitatively there are weekly indicators. The monthly average for page 
views is around 90 000.

Other Information
Canal Cultura was a finalist in the European NetMedia Awards for dig-
ital journalism [www.net-media.co.uk/awards], in competition with such 
prestigious media as e Financial Times or BBC News Online.  
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Public-Private Cooperation: 
Management Model

In 1996, Barcelona City Council took a structural decision of enormous im-
portance to future management of municipal powers in the field of culture. 
It decided to establish the Barcelona Institute of Culture.

The Institute of Culture’s Statement of Purpose reads: “in the creation of 
this new model for the city of culture, a place must be found for all artis-
tic collectives, promoters, agents, organisations and cultural institutions 
in the city. As a relational city, Barcelona must develop a new mixed pub-
lic/private model...“()

Vision and Aims of the Project
In order to consolidate this mixed public/private model, a change in 
management model was needed, and this, in turn, required a new space 
for local public action in the field of culture. Such a space should add 
a new function besides producing cultural services, that of catalyst and 
leader amongst the many different players that make up the culture sec-
tor. The management model based on public/private co-operation helps 
to meet the objectives currently established for the culture sector and 
which include particularly (2):

  To increase the influence of culture on development strategies in the 
city. Generating cultural density in Barcelona is a strategic line of 
action for the city itself, and should be based on the multi-polar 
nature of cultural initiatives involving companies, associations, 
the culture industry, the university and artists, that require the 
engagement of Barcelona City Council to develop to their full 
potential.

 To make culture a key element for social cohesion. To guarantee 
traditional public objectives in the field of culture, guaranteeing 
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and promoting artistic activity, conserving and disseminating 
heritage, ensuring that citizens have access to culture and guar-
anteeing their right to participate in it, it is necessary for more 
than specifically public players to be involved. The culture sector 
(artists, companies, professionals, associations) should work in 
favour of meeting the above objectives, and to do so needs pub-
lic structures that can lead wide-ranging cultural processes and 
that also do so from a position of proximity.

Contents
Traditionally, relations between the public sector and the different forms 
of the private culture sector were rigid due to a lack of diversity in the 
formulas approved by law for establishing relations not strictly contrac-
tual. The main reason for the tendency to finance cultural activities with 
subsidies was due to the fact that most such activities offered little in the 
way of economic feasibility.

This hypothesis is no longer valid. Many private initiatives that 
need public support (subsidies) live side-by-side in today’s culture sec-
tor with private business activities designed neither as public sector ini-
tiatives nor as loss-making enterprises. There are several different mod-
els for interrelation between the public and private sectors in Barcelona:

1. — If we analyse the functioning of the more normalised economic sec-
tors, we can see that there exist different mechanisms for providing sup-
port for players and initiatives that do not imply indefinite dependence. 
The objective of these mechanisms is to facilitate the launch of an activity 
that may function in the market, but which encounters difficulties in find-
ing its place. There are also initiatives that require important initial invest-
ment and which suffer problems of financing. Based on the experience of 
more normalised economic sectors in financing, the international debate 
on financing culture agrees on the importance of “emancipatory” sup-
port mechanisms, particularly in facilitating the start of an activity. These 
mechanisms are known as risk funds.

In a pioneering initiative in the field amongst Spanish local author-
ities, Barcelona Institute of Culture was provided with risk funds. Given 
that the Institute’s statutes enable it to hold shares in external companies, 
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it took part in a new equity issue by the municipal company Barcelona 
Emprèn. The principal purpose of risk funds for cultural projects is to 
give support to small companies engaged in audiovisual content, multi-
media production and theatre production.

2. — Another mechanism for public/private links, a key element in public 
cultural policy management, is subsidies, which continue to be a reference 
for public support for culture, particularly new initiatives and, more spe-
cifically, for creative and production activities. In this scenario, in which 
public organisations take on a catalyst role for society, subsidies are one of 
the most efficient mechanisms available to the administration to respond 
to demand from the culture sector. There are two types of subsidy. Those 
provided for not for profit organisations implementing projects of public 
interest, and those provided for private organisations producing events of 
important national or international projection.

3. — As regards its ordinary activities, the structure of Barcelona Insti-
tute of Culture is based on 50–50 % co-financing between local authori-
ty funding and the Institute's own income.

This target entails considerable work in raising external resources, 
attracting sponsorship and managing commercial and advertising ex-
changes, direct shop management and commercial management of mu-
nicipal sites, etc.

The Barcelona Institute of Culture budget is disposed of on the ba-
sis of municipal funding and expected income, initially consolidated. 
The adjudication of resources to a given project is in direct relation to 
its capacity for self-financing, fundamentally through sponsorship and 
exchanges. To achieve this, it is very important to ensure support from 
companies and institutions both private and public that wish to become 
involved in producing a huge range of cultural projects.

That is why sponsorship management and negotiation is an element 
in forging links with businesses that, through economic or product con-
tributions, helps to make cultural events possible. The aim, however, is for 
such links to go beyond purely economic aspects, and businesses are en-
couraged to participate in the organisation of sponsored events.

For this reason, the Institute of Culture has adopted a policy of 
compensation in order to form a framework for exchanges with com-
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mercial brands to respond to the challenges posed by new corporate 
communications strategies whilst at the same time conserving the pub-
lic nature of cultural projects.

Sponsorship in Institute of Culture communications campaigns 
is based on public-private interrelations. Sponsoring and collaborating 
companies and institutions deploy a range of internal and external com-
munications resources whilst, for its part, Barcelona Institute of Culture 
provides a strategy suitable for constructing a publicity and communica-
tion campaign enabling the targets set to be satisfied.

4. — As mentioned previously, one of the Institute of Culture's basic ob-
jectives is to support cultural production in the city as a whole, and to 
this end actions are focused on three specific lines: support for the city’s 
districts; support for city associations and organisations; and manage-
ment of outstanding projects meaning, basically, coordinating events for 
third parties. It is as part of this co-operation between the Institute and 
public and private cultural agents that such programmes as the Music 
Festival, the Grec Summer Festival and International Gaudí Year are or-
ganised.

In this way, then, the Institute of Culture acts as a catalyst and a 
stimulus for all public and private agents to construct their own pro-
grammes. Apart from directly organising part of such programmes, the 
Institute also provides an umbrella global communication campaign on 
the event in question. In such programmes, relations between the Insti-
tute and cultural agents are very close, and a highly accentuated relation-
al management is implemented in such projects.

5. — Finally, one of the most important instruments in the city's cultur-
al policy is participation in great cultural organisations that do not form 
part of the Institute of Culture itself. Relations with other administra-
tions are formalised, basically, through the consortium formula, with 
agreements between two, three or four parties at municipal, provincial, 
regional and state level. This is the case, for example, amongst others, of 
the Museum of Contemporary Art of Barcelona (MACBA), the Gran 
Teatre del Liceu, the Auditori de Barcelona, the Palau de la Música, the 
Theatre City and Barcelona Centre for Contemporary Culture (CCCB) 
(3).
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Organisation
A third part of the city’s cultural budget is managed by companies and 
organisations (consortiums, foundations, districts and cultural associa-
tions) that receive public support.

The Institute provides resources for consortiums, foundations and 
associations in which the City Council has a stake for two purposes: cap-
ital transfers for investment, and transfers for running expenses. In both 
cases, the work model is based on defining working medium and long-
term scenarios, establishing cultural objectives and financing needs.

The formula has proved to be particularly advantageous for all par-
ties, both in the public sector, which without greatly increasing invest-
ment multiplies the city’s cultural programme and for programmers who 
receive institutional support and users who enjoy wider, more diverse 
options.

The number of subsidies awarded increased from 54 in 998 to 205 
in 2002, whilst the total awarded rose from 2.3 million euros in 998 to 
3 million in 2003.

Regarding the risk fund, the Institute of Culture assigned a budget 
of .2 million euros for the 200–2003 period.

The magnitude of this line of action involves all Institute of Cul-
ture personnel, from management and economic administration to legal 
services, as well as the directorates for each programme, with personnel 
from the entire organisation dedicated full or part-time.

The Parties involved 
This management model involves the entire culture sector, from a di-
verse cultural initiative including companies, associations, the culture 
industry, universities and artists, to public administration at all levels.

The Target Groups 
The target audience of this management model is, in the first instance, 
the culture sector, which is incentivised and strengthened through mixed 
policies. In the final instance, however, citizens are the target audience, 
as the city’s cultural programme is improved and increased and use of 
public money is maximised.
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Results
The public-private management model implemented in recent years by 
the Institute of Culture has produced a series of results concerning the 
Institute’s economic development (4):
. The first fundamental element is a general tendency towards grad-

ual increases above the municipal growth rate.
2. Chapter IV Current transfers (subsidies, provisions for consorti-

ums...) have acquired preponderance over the others. This is close-
ly linked to the Institute’s new role, in which it acts more as a cata-
lyst than a producer of services.

3. The substantial increase in own income, which has increased by 
over 00 % over the period, showing the economic success of the 
management model chosen.

4.  Income from sponsorship rose considerably between 1997 and 
2002: a total of 26 %, signifying annual growth of 25 %.

Moreover, the culture sector overall is incentivised and strengthened by 
mixed co-production and co-management policies.

Citizens enjoy a wider, more diverse cultural programme. In short, 
use of public money has been maximised. 

(1) Barcelona Institute of Culture, 
Barcelona City Council; Report on the 
Constitution of Barcelona Institute 
of Culture, Barcelona, 1995 (p.18) 
(2) Barcelona Institute of Culture, 
Barcelona City Council: Strategic 
Plan for the Barcelona Culture, 
Barcelona, May 1999, (pp.4–5). www.bcn.
es/accentcultura
(3) Barcelona Institute of Culture, 
Barcelona City Council: Barcelona, 
A Culture in Movement 1996–2002, 
Barcelona, March 2003 (pp. 278–283).
(4) Institute of Culture, Barcelona City 
Council; A Culture in Movement 
1996–2002, Barcelona, March 2003 (pp. 
309–30). 
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International Gaudí year 2002

Vision and aims of the project
Gaudí is one of the universal figures who have given Barcelona a hall-
mark and a personality that explain the recognition the city receives 
from people all over the world. 2002 was the 50th anniversary of the 
birth of Antoni Gaudí: a date, which the city of Barcelona could not 
ignore, and a perfect opportunity to commemorate him and make his 
name better known around the world.

Thus, at an ordinary meeting on 28 April 999, the Plenary of Bar-
celona City Council agreed unanimously to declare 2002 the Interna-
tional Gaudí Year, and commissioned the art critic and historian Dan-
iel Giralt-Miracle to be curator and the Barcelona City Council Cultural 
Institute (ICUB) to carry out the project. The Gaudí 2002 Office was 
set up on the ICUB premises, and from there the whole commemora-
tion was managed.

The celebration was the third of three years devoted to the lead-
ing architects of Catalan Modernism who left behind a large number of 
buildings in Barcelona. The first was Domènech i Montaner Year 2000, 
and the second Puig i Cadafalch Year 200. Like the other two com-
memorations, International Gaudí Year 2002 was a tribute to the figure 
and work of the architect, 50 years after his birth.

International Gaudí Year 2002 successfully set out to make Gaudí’s 
work better known and to go beyond popular knowledge. In oth-
er words, technical concepts which had traditionally been far removed 
from the general public but which are essential to an understanding of 
his importance in the history of world architecture were popularised and 
his human side was explained.

The celebration also made it possible to open a number of his build-
ings, which had been closed to the public until 2002. It was therefore an 
opportunity to “get inside“ the most intimate Gaudí and discover the 
originality of his constructive and decorative ideas at first hand.
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Contents
Th e celebration was intended for the whole of society, from the young-
est to the oldest. An Offi  cial Programme was produced, including activ-
ities of all kinds from exhibitions to lectures, workshops, routes, educa-
tional activities, book presentations and a host of others.

Although most of the activities took place in Barcelona, since the archi-
tect went to live there as a young man, studied at the university, had his offi  ce 
and his main friends and customers and did most of his work there, activities 
were also carried out in others parts of Catalonia and the rest of Spain, where 
there are a number of his buildings, even if less signifi cant ones.

Beyond the special, ephemeral events, and without belittling their 
importance in 2002, a whole series of interventions were carried out on 
the occasion of Gaudí year. Th ese included the restoration of buildings, 
parks and furnishings and the design of objects, which have become part 
of the heritage of the cities with works by Gaudí.

Organisation
To carry out the task, the Commemoration Committee was set up. It 
was headed by the Honorary Committee, followed by the Promotion 
Council and the Executive Board. Th e Committee primarily concerned 
representation and protocol, while the Council included all the people, 
companies and institutions that made International Gaudí Year 2002 
possible with their contributions. Th e Board was in charge of managing 
the Offi  cial Programme and providing the contents.

As well as the general curator, the Gaudí 2002 Offi  ce had nine mem-
bers of staff : a director, a general coordinator, a programme manager, a pub-
lishing coordination and offi  cial website manager, a communications man-
ager, a press offi  cer, a sponsorship manager and two management support 
staff . Moreover, the Gaudí 2002 Offi  ce could count on the eff orts and co-
operation of the ICUB staff  to carry out the whole project.

Preparation for the project began in the last quarter of 999. Th e 
Offi  cial Programme calendar got under way early in 2002, though most 
of the activities were from March (offi  cial inauguration) to September 
(city festival).

International Gaudí Year 2002 earmarked a large part of the budg-
et for the operation of the infrastructure and staff . Th e remainder was 
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spent on publicity, communication and activities. The exhibitions, the 
commemorative book and various other events were funded wholly or 
in part, as were the official website, the communications campaign, the 
management of the Press Office and the corresponding communica-
tions materials, as well as all the promotion elements (preliminary pro-
gramme, information leaflet, Official Programme, souvenirs, etc.).

The Parties involved
International Gaudí Year 2002 brought together three official institu-
tions: Barcelona City Council, the Government of Catalonia and the 
Ministry of Education, Culture and Sport, so that the three govern-
ments (the city, the autonomous community and the state) were work-
ing together towards a common goal. Public enterprise was joined by 
private enterprise on one of the few occasions when everyone took part 
in a commemoration.

The organisation of Gaudí year brought a whole series of positive 
responses, both from the public sector and the sponsor and associate 
companies and institutions. Thanks to them what was no more than a 
preliminary proposal evolved and grew to produce the results we are all 
familiar with.

The celebration of International Gaudí Year was made possible by 
the action of a group of private and public companies and institutions.

The Target Groups
It is difficult to define the targeted public for all the activities pro-
grammed, promoted and fostered by International Gaudí Year, because 
the figure and work of Gaudí is universal, and therefore the commem-
oration was too. The Barcelona public was borne in mind, but so were 
the people of Catalonia and the rest of Spain. Moreover, due to the im-
portance and fame of Gaudí’s work in Europe and the rest of the world, 
the public abroad were also considered one of the groups who would be 
interested in the project. 

The programme included activities, exhibitions and publications 
aimed at drawing the general public, but there were others designed to 
satisfy the interests of a more specialised public or schools.
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Results
The results of International Gaudí Year 2002 surpassed all expectations. 
Over 50 cities and towns took part, more than 300 activities were organ-
ised and about 6 million people attended one or the other of the sched-
uled events.

The impact in the media amounted to over 3,000 articles published 
in the press, about 4,000 distributed on internet, and over 200 reports 
and 300 interviews on state and international radio stations, plus more 
than 50 hours of television broadcasts (documentaries, reports, special 
news items, etc.) The press office processed over 2,000 items of informa-
tion material and dealt with more than 500 journalists.

The constant presence of the commemoration in the media led 
to substantial international publicity for Barcelona and the figure of 
Gaudí.

The direct economic impact of International Gaudí Year was 4 
million euros, the impact on tourism 55.2 million euros and the media 
impact over 30 million euros.

The wide range of activities over Gaudí Year, their success and the 
attention they drew, enabled the companies and institutions taking part 
to achieve a whole series of goals, most of which were to do with public-
ity, image, the cohesion and motivation of the in-house staff (human re-
sources), boosting sales and distribution chains (commercial goals), dis-
semination in the media and the participation and involvement of the 
public (social goals).

The International Gaudí Year communications campaign was one 
of the finalists in the 2003 Business Sponsorship and Patronage Awards 
in Spain.

Other Information
One of the main innovations of International Gaudí Year in terms of the 
sponsorship strategy was the structuring, among all the associates, of the 
sponsorship of a major crossover communications campaign. That was 
one of the main aims pursued by ICUB, through which the sponsors 
had the benefit of a major “umbrella“ communications campaign, the 
largest carried out in the country in 2002 in the cultural field, in which 
highly innovative ideas were put into practice.
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From the experience of International Gaudí Year 2002 it is clear that 
theme years are a great opportunity to publicise the most representative 
figures, works and sectors of culture in Barcelona and Catalonia. They 
have a great impact on international promotion and tourism and provide 
an opportunity for study and greater knowledge, dissemination among 
the people of Barcelona and co-operation between the public, private 
and associative sectors of the city. Likewise, 2003 was Design Year and 
in the coming years it will be the turn of Books and Reading Year (2005) 
and Science Year (2006).From the experience of International Gaudí Year 
(2002) it is clear that theme years are a great opportunity to publicise 
the most representative figures, works and sectors of culture in Barcelo-
na and Catalonia. They have a great impact on international promotion 
and tourism and provide an opportunity for study and greater knowl-
edge, dissemination among the people of Barcelona and cooperation be-
tween the public, private and associative sectors of the city. Likewise, in 
2003 was Design Year and in coming years it will be the turn of Books 
and Reading Year (2005) or Science Year (2006).  

Reading Clubs 
in Barcelona Public Libraries

Vision and Aims of the Project
The main purpose of the reading clubs, obviously, is to encourage read-
ing in the framework of libraries, while encouraging their use and mak-
ing them better known as cultural amenities that can bring new energy 
to social life in the different districts of the city. The idea is to make the 
library a meeting point for people with common cultural interests who 
want to share readings and ideas; in other words, it should become a 
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space for dialogue, breaking with its traditional image as a refuge for sol-
itary reading. Users should see libraries as places that encourage the rec-
reational socialisation of knowledge, where they can find initiatives and 
ideas that will foster a use of leisure time that is far removed from the 
compulsive consumption that holds sway today.

The set of services and programmes in the Barcelona libraries aims to ful-
fil six functions:

  Gateways to contents
  Learning spaces
 Environments which will generate new types of citizens and 

newforms of identity and participation
  Opportunities for the citizens’ leisure time and the dissemina-

tion of culture
 Vectors of creativity
  Cultural platforms for proximity and cooperation

Contents
Each of the reading groups is made up of a maximum of thirty readers 
(the average is twenty-five), who read the same book every month and 
meet to discuss it in the library with the support of an expert at a month-
ly session from October to June. Before reading the book, they are pro-
vided with a reading guide and a reading file. The guide helps to set the 
work in its socio-cultural context, whilst the file deals only with aspects 
directly related to the work or the writer and usually includes sugges-
tions for reading, which help prepare the later commentary.

In 2002–2003 there were twenty-five reading clubs in operation 
(eighteen general and seven specific). Among the specific ones, four are 
young reading groups, one is in English, one about cinema and one 
about poetry. For 2003–2004 the number of reading clubs has increased 
to thirty and the “specific“ clubs have been expanded with the introduc-
tion of a German one, another on the Latin American novel, one on 
hard-boiled thrillers, one on the historical novel and one on theatre.
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Organisation
For the design and coordination of this activity, the Libraries Board has 
provided the following staff: a manager, a person to carry out manage-
ment support tasks and another to do the administrative work generated 
by the activity. Moreover, there is the work of coordinating the different 
clubs done by the twenty librarians.

There are four additional members of staff working as external con-
tributors (linked to the associates mentioned in the section on the par-
ties involved), who give advice on the design of the clubs.

Lastly, we must remember the coordinators of each reading group, mak-
ing a total of thirty people (one per group).There are four additional mem-
bers of staff working as external contributors (linked to the associates men-
tioned in the section on the parties involved), who give advice on the design 
of the clubs.

Lastly, we must remember the coordinators of each reading group, 
making a total of thirty people (one per group).

The Parties involved
The organising and management body of the activity is the Libraries Board 
(formed by Barcelona Provincial Council – the provincial government – and 
Barcelona City Council – the municipal government). Therefore the main 
part is played by the libraries that organise reading clubs and are members of 
the network of libraries on the Board, as well as the city districts. There are 
also the following associates: the Grup 62 publishing company, the Goethe 
Institute and the Teatre Nacional de Catalunya.

In terms of the budget, the amounts corresponding to the different 
items for 2002–2003 are as follows:

 Purchase of library material: 44,000 euros
 Professional fees for the reading club leaders: 2,375 euros
 Publication and distribution of materials: 4,857.95 euros

The Target Groups
It could be said that the only restriction on joining a reading club is age: 
members under fourteen are not accepted (or twelve in case of clubs 
that specialise in reading for young people). This is an activity designed 
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for people who love reading for pleasure and want to communicate and 
share their reading experiences. We therefore assume that we are dealing 
with energetic, concerned people who do not think of reading as a soli-
tary activity but as a communal one and who help make the libraries fo-
cus points for debates that generate ideas.

Results
The members of the different reading clubs have to complete question-
naires that collect quantitative and qualitative aspects of the groups.

Over the five years the activity has been running, the number of 
reading clubs has grown 00 % per year from the initial figure and the 
number of participants has risen from 25 to the current 750.

That growth in the creation of reading clubs and the number of par-
ticipants has been in direct proportion to the growth in the acquisition 
of material for the activity. In 998 there were 50 titles available and by 
2003 there were 255.

As far as the evolution of the qualitative data is concerned, we can 
say that the most widely accepted genre is the novel, and we should also 
mention the great popularity of reading poetry. There is also a gradual 
tendency by the reading clubs towards specialisation in a subject.

In terms of the personal benefits obtained from participation in this 
activity, a large number of participants have stressed the enjoyment they 
have got from reading, but have also valued the relational aspect of the 
activity highly. They regard the added value of relating between them-
selves and meeting new people as most important.

Naturally, the best way of assessing the good work of the reading clubs 
is the rise in the number of readers linked to the libraries that organise them 
and the growing interest aroused by the initiative. This has led to an in-
crease in the provision of reading clubs available to library users.

Other Information
The reading club project is part of a set of initiatives launched by the Barce-
lona libraries to promote, as laid down in the Libraries Plan (998–200), an 
active, dynamic library, a cultural reference in the district and the territory, 
with projects that relate it to the entities and the people of the city. 
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Initiation to Music

Vision and Aims
The project aims to teach new audiences from different ages and social 
levels how to feel and listen to music. The objective is to spread knowl-
edge about classical music, and to help people far from the classical mu-
sic world to access it and to go to the Auditorium.

Partners
 The Auditorium (Consortium formed by the Institute for Cul-

ture of the Barcelona City Council and The Culture Depart-
ment of The Autonomous Government of Catalonia)

 The Autonomous University of Barcelona

Target Groups
The activity is addressed to people interested in classical music, but with 
poor knowledge of it, and to people interested in the world of culture in 
general. It is targeting all social groups.

Organisation
The project is designed by the general director of the Auditorium, to-
gether with the director of the Symphony Orchestra of Barcelona and 
the head of Education Services. The project is lead by the Symphony 
Orchestra of Barcelona. There are four people from the Education Serv-
ice, one person from the marketing department, three lecturers, the mu-
sicians of the orchestra and four technical personnel working with the 
project.
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Contents
The programme Initiation to Music enables the participants to attend a 
series of five concerts, the season 2002/03, preceded by thorough written 
and oral information about the pieces. The organization of the activity 
has three parts. Initially, people receive information material about the 
concert, the music played and the orchestra. Then a music expert gives a 
lecture about the concert with hearings and fragments of the piece and 
finally the concert itself is performed. The same process is repeated for 
the five concerts.

Results
The results of the experience have been very positive, and more concerts 
than previously intended have been programmed due to demand. The 
auditorium has qualitative and quantitative indicators to evaluate the ex-
perience, which is a real trip to music discovery. 
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Birmingham



1  Interview with Val Birchall, Zone Manager – Sound Futures

Project Outline
The area surrounding Val’s office, in the Perry Common area of Bir-
mingham, inspired the project. Forming part of the large post-war King-
standing council estate, the local community was fractured with particu-
lar distrust between older and younger residents.

Lisa Richards, the Regeneration Officer for Perry Common, under-
took a large-scale consultation exercise to ask local residents about ways 
to take steps to combat the fractured sense of community. Her research 
highlighted the need for more community activity, as well as the need 
to make links between older and younger residents, and lead to a small 
singing project in the school holidays, Kingstanding Sings. 
 

Participants
This project was such a success that it inspired a further project, with Ex 
Cathedra, who worked with local residents to form an inter-generational 
choir. The choir was formed with the objectives of getting people togeth-
er to build relationships in the local community, to learn new skills and 
to have fun making music. In the medium and long term, it was hoped 
that the choir would be self-sustaining, self-perpetuating and would be 
lead by someone from the community. Birmingham’s Youth Music Ac-
tion Zone and the local community association funded the project.

About the Project
The choir met for six weeks at Perry Common Junior School, as an after-
school club for local residents. Members were recruited from the school 
and the wider community, using local advertising, and performed pop-

BIRMINGHAM

THE RING OF SOUND 
— intergenerational choir project
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ular songs relevant to members of the choir. After six weeks, they per-
formed at Perry Common’s community picnic and fun-day.

As the choir became established, their meeting place moved to Syca-
more Court, a residential care-home around the corner from the school, 
so that the choir wouldn’t be exclusively seen as a school activity. The 
choir has now become constituted to enable them to apply for funding, 
and has secured funding from the Philip Bates Trust and the City Coun-
cil. Run by the community, potential local leaders have been identified, 
and the choir regularly performs in public, including local events such as 
the Christmas lights switch-on ceremony. 

Results
There were some initial stumbling blocks in handing over the running 
of the choir to the participants, who were unused to responsibility, and a 
walking-bus was set up to ferry children to and from the school to over-
come inertia on the part of parents about involvement in out-of-school 
activities. 

Nonetheless, the choir has meet its objectives of bringing people in 
the community together – and a mix of children and adults now enjoy 
singing in the community. For participants in other projects running in 
the local area, the choir enables them to continue their interest. 

More unexpectedly, the members of the choir have struck up a very 
developed relationship with Ex-Cathedra: part of the project had en-
abled members to attend their performances, and several have become 
part of Ex Cathedra’s front-of-house team, selling programmes and as-
sisting during concerts. One choir member, who is in a wheelchair, has 
also been advising Ex Cathedra on disability issues.  
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Musical Connections

1  Interview with Pato Banton and Viv Taylor, Musical Connections

Project Outline
Musical Connections was set up three years ago, as a result of recording 
artist Pato Banton’s desire to put something back into the local commu-
nity. He strongly believed that, for Birmingham’s disadvantaged com-
munities, music was a way of connecting.

Participants
The project was funded by money from SRB priority 4 funding (for 
community safety), with the objective that encouraging excluded young 
people into music, and back into a college learning environment, would 
have a beneficial effect on community safety.

About the Project
Links were formed with Matthew Boulton College of Further and High-
er Education, towards the west of Birmingham’s City Centre who of-
fered Musical Connections a room on their campus that could act as a 
community drop-in centre, what Pato called a ‘doorway for the commu-
nity’. A network of 8 organisations, who worked with excluded young 
people or those at risk of exclusion, such as the Youth Offenders team 
and the Asian Women’s health centre acted as a channel, informally ‘re-
ferring’ young people to the project. The project aimed to re-introduce 
these young people to mainstream education, by enrolling them into 
national qualification programmes. As young people became part of the 
scheme, an individually tailored development plan for each participant 
is devised to map out their progress. 

Recently, participants have taken part in an exchange with young 
people in Trinidad and Tobago, who came to the UK this year to work 
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with Musical Connections and Aston Villa Football Club to share a 
shared enjoyment of music and sport. Birmingham’s participants will 
visit the Caribbean next year. Musical Connections have also represent-
ed the UK at the foundation of a European Youth Music Network, in 
Barcelona, which has created a network to share teaching practices and 
approaches.

Results
Between 600 and 700 young people are or have been studying for qualifi-
cations through the Musical Connections scheme, and summer schools, 
run during the summer vacations, enabling many more young people to 
take part. Together, they inspired the formation of Music Links, which 
focused on the musical talent of Birmingham’s youth as an economic 
driver, encouraging participation in Birmingham’s music scene.

A new breed of community teachers has also grown from the project, 
as young people have developed through Musical Connections.  
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artSites Birmingham
e vision is to make the arts part of the everyday experience of local people, 
to excite and engage people as makers, participants, communicators and au-
diences of the arts.

 artSites was founded in 998 to offer sustainable long-term ac-
cess to the arts in geographical areas of the city where there is 
little other arts provision. These areas are also chosen based on 
high levels of social exclusion. 

 The aim to offer opportunities for arts participation and perform-
ance through lifelong learning opportunities that are open to all. 

 artSites also partners with the many arts companies in the city 
helping them to broker long-term relationships with these com-
munities.

 artSites unique selling point is its level of community involve-
ment through volunteering, consultation and training schemes 
that are offered to all local people.

Key Partners include
Birmingham City Council (Leisure, Adult Education, Schools Leisure 
Link and Newly Arrived Teams), mac, Birmingham Local Education 
Authority, Local Schools, Community Leisure Centres and the CBSO.

Target Groups
Basically all groups that traditionally have barriers to arts participation, 
for example under 5s and their families, young people (5–8 yrs of age), 
older people (60+), unemployed, asylum seekers and refugees, young 
people at risk of offending and disabled people.

Organisation 
Registered Charity and Company Limited by Guarantee. 3 full time perma-
nent staff and 3 part time fixed term staff. Employs about 50 freelance artists 
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per year and involves about 50 local people as volunteers every year. There is 
also a Board of 5 people and a Youth Board (Ilician) of 2–5 people.
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Content:
The artSites programme has three strands:

 Professional Performances and Exhibitions: Full scale shows open 
to all at an affordable price (all tickets £3/£5.0 concessions) by 
local and international companies – programme chosen by local 
people. 

 Participatory/Educational: Under 5s days, Adult Education Cours-
es, artists residencies, targeted projects with key groups e.g. Sum-
mer Schools for Newly Arrived Children, after-school clubs, holi-
day courses. 

 Training: Tailor made courses in Venue Management, Stage Light-
ing, Sound Engineering and Marketing plus training of local vol-
unteers and youth board. 

Results:
Last year artSites involved nearly 0,000 local people in its activities 
across the city.

A recent case study of a project at Perry Beeches artSite in 2002 
tracked the progress of its 4-year-old participants. Part of this was track-
ing the direct result that the project had on their English SAT results (the 
project was a modern day presentation of Macbeth). The results were 
outstanding with 63 % of the young people gaining higher than expect-
ed in their exams. This project was part of the reason that Perry Beeches 
School has been awarded an Advanced Quality Mark in Study Support. 
The case study has now been requested by the DfEs.

artSites has been heavily involved in the arts programme that has 
been part of the regeneration of the Castle Vale estate in Birmingham. 
This has involved using the arts as a consultation device as well as involv-
ing more local people in their local decision making through arts partic-
ipation. This good practice has now resulted in a new partnership with 
Prime Focus Housing and Mansell Builders for another regeneration 
project in Sheldon Heath.

Last year artSites’ turnover was £276,000 and this year it is predict-
ed that it will be £336,000.  
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Project Outline
This project addressed the generally low uptake of antenatal provision 
in the South Asian communities of Birmingham — something that had 
been an area of concern for health workers and midwives. At Heartlands 
Hospital in Birmingham, over 50 white women regularly attended Par-
ent craft classes, but classes run for the Asian community would only at-
tract 5 women, despite 40 % of the hospital’s users being drawn from 
various Asian backgrounds. Health professionals were particularly con-
cerned that Asian women were delivering their babies not properly pre-
pared for the birth and unaware of the options available to them. 

Participants
In partnership with SAMPAD (South Asian Music Performance and 
Dance) the health workers and midwives formulated a plan to provide 
culturally specific antenatal care, at Heartlands Hospital in Birmingham 
and at the Brace Street Health centre in Walsall. 

Aims and Objectives
Both partners went into the project with different aims: SAMPAD want-
ed the children to have a creative start in life, and for music to become a 
more important feature in their lives and the lives of their parents. The 
healthcare workers wanted to reach out to more South Asian women to 
ensure that their ante-natal care was as inclusive as possible and that their 
healthcare message was getting across. 

SAMPAD’s ante-natal music 
and movement project 2002
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About the Project
The project was formulated to be very different to previous antenatal 
classes offered to South Asian women. Healthcare workers distributed 
specially printed invitation cards, which made the classes feel special and 
different. The sessions were women only (an important fact for Mus-
lim women), fun, sociable, and were conducted in community languag-
es and activities were based on Asian culture. The atmosphere of the ses-
sions was relaxing and nurturing, making the participants feel safe and 
pampered as well as including social time to meet with other mothers-
to-be and ask midwives questions. 

The sessions involved a musician, dancer and an active birth teach-
er: the musician played and sang as the mothers drifted in, setting a re-
laxing mood, and continued during exercises involving breathing, gen-
tle movement, relaxation and massage. A key part of the sessions was 
the singing of lullabies and other children’s songs from their own lan-
guage background — in Punjabi, Urdu and Gujarati. As the sessions 
progressed, the music also incorporated songs the women remember 
their mothers singing to them — Twinkle, Twinkle Little Star was often 
mentioned — and popular songs from films. Some aspects of the ses-
sions were modified as the sessions progressed: some songs had partic-
ularly religious connotations so the emphasis shifted to vocal relaxation 
exercises, and an early dance element was regretfully abandoned because 
it was culturally inappropriate for Muslim women.

Results
Attendance at the session at Heartlands Hospital reached 25 pregnant 
women, and in Walsall where 2 or 3 women attending had previous-
ly been considered a success, numbers were considerably improved. 
Numbers were swelled by active promotion by the midwives and also 
by women who recommended the sessions to other women. Some fol-
low-up sessions were run with babies once they were born – SAMPAD 
would like to do some more work with very young children and involve 
these babies in future projects. There was a marked change in the partici-
pating women’s levels of confidence (often they were very young and liv-
ing away from their family): there is also some suggestion that their new 
confidence may lead to reductions in levels of post-natal depression.
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Time overcame the scepticism of staff  at Heartlands Hospital, and 
once they had seen the success of the sessions, the hospital has taken 
steps to incorporate music into all its ante-natal classes: SAMPAD had 
provided tapes for use in classes and delivery rooms. Th ey also set about 
creating a more relaxed atmosphere in classes through massage and 
relaxation. It is likely with a change in the way the hospital is off ering 
antenatal care to all mothers-to-be, some of the key practices from the 
Asian sessions will inform new practices. 

Th e project has garnered a great deal of interest both locally and 
 nationally. Pilot sessions have been set up in the Birmingham suburb of 
Balsall Health, and Sarah-Jane Watkinson from SAMPAD was invited to 
speak about the project at a conference for healthcare professionals.  
    

A IKON GALLERY BIRMINGHAM, KINGSTANDING EDUCATION ACTION 
ZONE AND WARREN FARM PRIMARY SCHOOL’S PROJECT (2002/3)

1  Interview with Saira Holmes and Nikki Matthews, 
     Ikon Gallery, Birmingham

Project outline
The Ikon Gallery, Birmingham’s internationally acclaimed contempo-
rary art venue, initiated this project to build links within the Kingstand-
ing area of Birmingham. Th e majority of houses in Kingstanding were 
built to re-house families relocated from Birmingham City Centre in the 
930s and 940s. It is a mainly white neighbourhood, and has signifi cant 
problems with cultural deprivation, high unemployment and isolation 
— many people, for example, do not regularly visit the City Centre. Th e 
Ikon wanted to utilise the money they had received from Birmingham 

Wish you were here?

78  |  EUROCULT21 STORIES



City Council for Arts Education projects to address some of these issues, 
by working with a group of nursery-aged children and their parents.

Before the project started, Nikki Matthews, Ikon’s Education As-
sistant, worked closely with the parents and children to devise a project 
that would respond to their interests, and collectively it was decided to 
explore the groups’ views and feelings about the Kingstanding area in 
which they live, comparing and contrasting it with the area in which the 
Ikon is situated, through the medium of photography.

The aims and objectives of the project
  To develop new links between Kingstanding Small Education 

Action Zone, Warren Farm Primary School and the Ikon Gal-
lery

  To create an opportunity for accelerated learning, raising stand-
ards and developing creative thinking skills

  To give the children and parents involved in the project a ‘voice’ 
to explore their views, feelings and aspirations in relation to their 
local community

  To give the children and parents a sense of ownership of the 
school, the local area, the gallery and the overall project

  To create celebratory artwork which everyone can feel a part of 
and be proud of.

Participants
Kingstanding Small Education Action Zone – 3 members of staff 
Warren Farm Primary School – 32 full time nursery pupils, 3 parents 
and 3 members of staff 
Ikon Gallery – 2 members of staff 
Artist/Photgrapher – Karen McDonnell

A conscious eff ort was also made to tell the whole of Warren Farm Pri-
mary School about the project, with a school assembly that showed ex-
amples of the Ikon’s and photographer Karen McDonnell’s work, as well 
as a display site in the reception area of the school so that teachers and 
pupils could see how the work was progressing.
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About the Project
For a group who had never been to a contemporary gallery before, one 
of the key parts of the project was the visit to the Ikon gallery. Armed 
with 50 free cameras that had been donated to the project, the chil-
dren photographed aspects of the Ikon gallery building — a former neo-
gothic school building in the centre of Birmingham — looking at the 
architecture of the building as well as exhibitions, whilst their parents 
photographed the surroundings of the gallery and their immediate sur-
roundings in Kingstanding to compare and contrast the two. The pho-
tographs were used to create a series of eight postcard designs, that ex-
pressed their views and feelings about their local community, and were 
distributed around the city.

The project was rounded off with a final celebration at the school, 
to which the whole school, family and friends of the participants, Ikon 
staff, local councillors and members of the press were invited. A CD-
Rom, displays and folders of work and a slideshow of the pictures and 
words that were gathered during the project were produced.

Results
Parents have also taken a more active role in the life of the school. Two 
have joined the Board of Governors, two now work full-time as play-
ground supervisors, and three are studying for a GNVQ qualification 
through the school: overall, of the 8 parents, 5 spend around 3 days a 
week helping out at the school. There has also been a perceivable shift in 
relationships between staff and parents – at the early part of the project, 
the parents had reverted to ‘school child’ behaviour but during the 
project started to relate on a peer-to-peer level to the teaching staff.

An anticipated outcome of the second phase of the project is to de-
velop the existing group of parents into a self-supported arts group, as 
the Ikon will be unlikely to be able to secure funding for a third year of 
the project. Parents have already started to develop the skills to facilitate 
this – part of the second phase of the project has involved parents shad-
owing Nikki as she manages and runs the activities. The school has also 
been awarded £4000 to purchase software for film and music making.

A key area addressed by the project was the development of language 
and creative expression skills: on their visits to the Ikon gallery, participants 
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became familiar with the words and phrases associated with the visual arts, 
and became more fluent in this ‘new’ language. Parents were encouraged to 
write down their comments, anonymously, after each session, which ena-
bled the charting of their confidence in their written skills and allowed the 
documentation of their attitudes towards the project. Keyword cards were 
also used to stimulate discussion sessions.

Strong, on-going links have been forged between the Kingstanding 
participants and the Ikon gallery. The relationship with Kingstanding 
Education Action Zone was less satisfying, as both parties seemed to be 
working towards different priorities, and as a result, the Ikon have now 
developed exacting contracts between partners in their projects, to en-
sure maximum clarity of responsibility as the project progresses.  
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Introduction
The education and community programme is a core part of Birming-
ham Royal Ballet’s work. It is part of the company’s vision to make bal-
let relevant to audiences and communities in the 2st century. BRB is 
the only ballet company in the UK in which the education and com-
munity programme is led almost entirely by company dancers, orches-
tra members and other company staff, instead of by independent free-
lance artists. 

Safahr was the final phase of a project called ‘Telling Tales’ that be-
gan in 2002. Led by the Education Department of Birmingham Royal 
Ballet, the project involved working with a cluster of six schools cater-
ing for different ages and needs. It lasted 8 months and culminated in 
two performances of Safahr to packed houses in Birmingham’s Hippo-
drome Theatre in March 2004. Part of a national initiative called Cre-
ative Partnerships (which works to give children in disadvantaged areas 
across England access to creative experiences through working in part-

Safahr – Telling Tales of a Journey
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nership with cultural organisations and individuals), Telling Tales was an 
opportunity to share stories from different communities and from these 
to create a performance. 

Vision and Aims
The original aims were to share with children and young people, as far 
as possible, an authentic artistic process from starting point to final per-
formance; to celebrate the uniqueness and creativity of all participants 
and encourage them to feel they have a voice and place in Birmingham; 
to develop interest, understanding and competence in creative storytell-
ing using drama, dance and music techniques; and to involve pupils, 
parents, carers, teachers and families, encouraging positive working rela-
tionships across age groups and different cultures.  

Although planned as an education project with educational and 
social as well as creative objectives, the project also came to fulfil an 
audience development aim by establishing links with communities for 
whom the ballet and theatre are totally outside their experiences and ex-
pectations.  

Partners
Birmingham Royal Ballet, Creative Partnerships, 6 schools (one nursery, 
one infant, one primary, one secondary and two special needs schools).

Target Groups
Children and young people from communities disadvantaged by ethnic, 
cultural and/or socio-economic situation. Children with special learning 
needs. Parents and carers of the children involved.

Content 
The project worked across art forms and involved young people from the 
age of three right through to adults. The partnership culminated in the 
creation of a performance piece, shown on the stage of the Hippodrome 
Theatre. The performance had an original score played by the Royal Bal-
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let Sinfonia and a finale involving all six schools choreographed by BRB 
Director, David Bintley.

The story was based on participants’ own stories and experiences 
around the theme of ‘journeys’. The project was divided into six phas-
es and a preparation phase, representing the different elements of a the-
atre production. 

 Preparation Phase: Planning and introductory work – Intro-
ductory projects included Magical Journeys, Out of the Class-
room, Coppelia and Fancy Free. Each school enjoyed visits to 
the Hippodrome Theatre.

 Phase 1: Collection – The collection of ideas and stories about 
journeys.

 Phase 2: Exploration – Finding out how to use those stories cre-
atively.

 Phase 3: Selection – Choosing which stories to use – young peo-
ple, teachers, artists and community groups all looked at the op-
tions and put together the Safahr story.

 Phase 4: Creation – Groups in each school took a section of the 
story and developed it into their dance. Other pupils, in collab-
oration with writers, directors, composers and designers assisted 
with the creation of the script, costume, set and the music.

 Phase 5: Rehearsal – Choreographers and the theatre director 
rehearsed and staged their sections. 

 Phase 6: Production – The technical rehearsal, dress rehearsal 
and performance.

Through each stage of the project as many students as possible were in-
volved. Each new phase saw a different group of pupils work with a team 
of artists. The Rehearsal and Production phases were experienced by a 
performance group of 90 dancers and actors from the 6 cluster schools 
and a mother from one of the parent groups. The total number of par-
ticipants over the life of the project was almost ,000. 

Conclusions
Safahr-Telling Tales of a Journey is the biggest education project run by 
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BRB in terms of duration. All partnerships fostered during the life of 
the project have been a great success, with the six schools reporting that 
they feel like a community. The length of the project has allowed BRB 
Education to analyse working relationships between arts organisations 
and schools. 

What appears striking to all partners is the depth of learning out-
comes, from artists, students, teachers and BRB. The schools reported 
an increase in pupils’ self-confidence, commitment, focus, communica-
tion and team skills. The young people enjoyed working across schools 
with different age groups developing tolerance, patience and enhanced 
social skills. Teachers talked about their time in the theatre and how, by 
being able to step back, it allowed their students and the theatre staff to 
create their own successes.  Schools devised and worked on many spin 
off projects that increased levels of transferable skills and experience. 

There were also unexpected impacts upon individual parents whose 
children were involved in Safahr and upon the relationships between 
parents and school. It encouraged parents to become more involved in 
school life with their children. In fact, the Asian Mothers’ Group linked 
to one of the schools felt that they had really contributed to the project, 
that they had grown as individuals and wanted to do more with their 
children. Individual parents found the process of storytelling helpful in 
coming to terms with their own experiences in moving from one coun-
try to another and from one culture to another and one mother said it 
was a life changing experience to perform on stage with both her sons, 
one of whom is disabled. 

Audience development was another celebrated, but initially unex-
pected success of the project. Each school had several visits to the Hip-
podrome theatre including to the production of Safahr itself. Many of 
the children and their parents had never been to a theatre before and the 
project was seen as a wonderful opportunity for whole families to enjoy 
a new experience. Tickets were bought through the schools, and buses 
were provided from school to the theatre as an incentive. For a first trip 
to the theatre this created an environment that was safe and supported 
by a community the families trusted. 

1  ANNE GALLACHER
       Education Director Birmingham Royal Ballet. 
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BOLOGNA

Manifattura delle Arti

THE MANIFATTURA DELLE ARTI, IS SITUATED RIGHT IN THE CENTRE OF 
BOLOGNA AND COVERS AN AREA OF ABOUT 00 000 SQUARE METRES. It is 
set to become one of the most important cultural centres in the whole of 
Europe, both due to its enormous size and due to the multimedia nature 
and the high quality of the various cultural opportunities on offer. 

Between the Renaissance and the end of the nineteenth century 
the area was the city’s port and, together with the surrounding industri-
al area (Reno canal, Navile, Moline and Aposa quarters), it represented 
the commercial and productive centre of Bologna’s economy until the 
end of the seventeenth century. After clearance under the town planning 
schemes of 889 and 937, and demolition caused by bombing in WWII, 
the area has been in a state of degradation for many years, necessitating 
an adequate urban planning scheme. 

The area, restructured jointly by Bologna Municipality and the 
University, is organised as follows: the ex-tobacco factory (Manifattu-
ra Tabacchi) has housed the municipal film library Cineteca di Bologna 
for a considerable time already; the Castellaccio has been converted into 
housing and given over to subsidised building (about 00 homes). Be-
yond this is the old paper factory called Mulino Tamburi, which cur-
rently houses the University’s Department of Science and Communica-
tion. Towards the Porta Lame city gate, along Via Azzo Gardino, is the 
ex-slaughterhouse area. 

In this area, which dates from the late nineteenth century, are new 
sections of the film library, two new screens linked to the Lumière cin-
ema and the University’s music and drama workshops. This includes a 
theatre, a cinema and audiovisuals room, an auditorium and a glass and 
steel area, which will be developed into offices for the La Soffitta Centre. 
The complex includes the renovated "Salara" salt warehouse, the ram-
parts of the Porta Lame city gate, and a joint nursery and infant school 
complex, and it is being extended to include a new Modern Art Gallery 
located in the ex-bakery. 
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The complex includes the renovated Salara salt warehouse, the ram-
parts of the Porta Lame city gate, and a joint nursery and infant school 
complex, and it is being extended to include a new Modern Art Gallery 
located in the ex-bakery. 

Cineteca
Founded in the sixties, Cineteca, an independent municipal institution 
since 995, has been a full member of the Fédération Internationale des 
Archives du Film (FIAF) since 989, and is a founder member of the As-
sociation des Cinémathèques Européennes (ACE). In the summer of 
2000, with the opening of the new location in Via Riva di Reno, a pe-
riod of renewal began covering all activities and projects. This was com-
pleted on 28th June 2003, when the library and non-film collections were 
transferred and two new cinema screens (linked to the Lumière cinema) 
were opened in the ex-slaughterhouse area.

Project title
La Manifattura delle Arti

Promotors and organisers
Bologna Municipality and Bologna University

Co-ordination of restructuring work
Finanziaria Bologna Metropolitana

Funding
From 99 to end of 2004 planned expenses are roughly 40 000 000 eu-
ros, of which 20 300 000 euros are to be covered by specific regional con-
tributions (Urban Requalification Programme)
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Aims and results
To relaunch a degraded area of the city; positive results from the services 
already opened (new location of the library and two new cinema screens)

Problem areas
Co-ordination of work between different organisations (Municipality 
and University); delays in support services (parking and catering area)

Strengths
Synergy between different cultural institutions; integration with local 
area; collaboration with University both for teaching and for cultural ac-
tivities; development of multiple activities (nursery school, subsidised 
building, green areas, etc.) 
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SWISS COTTAGE IS A BUSY RESIDENTIAL AND RETAIL AREA, A SHORT RIDE 
NORTH OF REGENTS PARK IN CENTRAL LONDON. It boasts a significant 
cultural cluster — Camden Central Library housed in a Basil Spence de-
signed building, a well used but run-down sports centre and the notable 
but poorly equipped Hampstead Theatre. Surrounded by residential ar-
eas, including high-rise municipal blocks, the “cultural zone” was clear-
ly ripe for regeneration.  

However, no straightforward regeneration proposition was put for-
ward, not least because it also embraced a market, community centre, 
youth project and open space. Any proposals were bound to generate 
enormous public interest and it was clear from the start that it would 
require levels of investment beyond the capacity of the local council 
alone. 

The London Borough of Camden initiated a major consultation ex-
ercise with the local community and users of the library and sports cen-
tre in early 200. The proposed plan was controversial and the success-
ful renewal and improvement of the community facilities depended on 
a deal with a leading private building contractor who wanted to use part 

SWISS COTTAGE 
— Vision to Reality 

Camden

CAMDEN   |  9



of the site for a luxury residential development of 3 flats, where the 
most expensive penthouses would cost well in excess of £ million. In re-
turn, the community would get a modernised library, a state-of-the-art 
sports centre, a new community centre, a re-vamped market, top-quality 
open spaces and a additional, affordable social-housing. The total pack-
age would cost well over £50 million. In addition, Hampstead Theatre 
would be re-built with a lottery and self-generated funding package. 

Camden City Council put its plan into practice, despite some pro-
tests raised particularly by the users of the sports centre, and the results 
to date have been spectacular. Hampstead Theatre has been re-built and 
re-opened to major acclaim because of the high standards of its architec-
tural and environmental design. 

The Library has also re-opened and proved to be a major suc-
cess. Originally opened in 964, the building was designed by a lead-
ing modern architect, Sir Basil Spence, and is now listed as a historical-
ly important building. Refurbishment was structured around the unique 
characteristics of the building. Along with improved access and air-con-
ditioning, the library now boasts new study areas, free Internet access, 
a café, gallery space and a much-improved children’s library. Library 
membership and usage have increased significantly. 

By the end of the year, the new community centre will be open and 
work will be progressing on the sports centre and other facilities. 

A key attraction will be the open space that links the theatre, library, 
sports centre, community centre and residential areas. This will be of the 
highest quality incorporating the latest in water-feature and lighting de-
sign with no compromise on detail — including the plants, shrubs and 
trees — which have been sourced from as far away as Germany.   

The Swiss Cottage experience is proving the importance of two as-
pects of regeneration that practitioners are well familiar with. Firstly, that 
effective regeneration depends on building successful partnerships – not 
only with developers but also with the local community. Secondly, that 
consultation and involvement and meeting controversy head-on are es-
sential ingredients in the regeneration mix. 
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Catan
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“Historically, Ethnodramatics is emerging when knowledge is being in-
creased about other cultures, other world views, other lifestyles; when West-
erners, endeavouring to trap non-Western philosophies, dramatics, and po-
etics in the corrals of their own cognitive constructions, find that they have 
caught sublime monsters, Eastern dragons who are lords of fructile chaos, 
whose wisdom makes our cognitive look somehow shrunken, shabby, and in-
adequate to our new apprehension of the human condition” 

— Victor Turner in Performing Arts Journal, 982.  

CATANIA is a very special Italian town. It is situated on the East coast of 
the island of Sicily, at the bottom of Mount Etna, the largest active vol-
cano in Europe. The old town, founded by Greeks in 73 B.C. and sur-
rounded by the Ionian Sea, reflects old mythology while showcasing the 
technology of the future. History and ICT reside side by side in the Etna 
valley, which is an interesting location for tourism, investment and cap-
ital gains alike.

The town of Catania is connected to an international airport, a navy 
port and a railway station. It is also well connected by two external high-
ways (one, the A9, going East to West, linking with Palermo and the 
other, the A8, going South to North, linking Syracuse and Messina) an 
urban highway and an inter-modal trade exchange.  

Catania is situated in a geographically strategic position. In the Eu-
ropean and Mediterranean area, Catania has played an historic role in 
regards to Greece, North Africa and Middle East. In regard to Sicily’s po-
sition within Italy, it is in a key geographical location in terms of logistics 
and communication. As part of Sicily itself, Catania is close to areas at-
tractive to tourism (Etna, Taormina, Siracusa, Agrigento and Piazza Ar-
merina, etc.), and benefits from the island’s special sensitivity to innova-
tion and technological solutions, its highly specialized human resources 
and its advanced services.

The sensitivity of the town to new technologies and the application 
of e-business, drive cultural policies that employ innovative solutions. 
The coexistence of traditional, local festivals with contemporary inde-
pendent artists seems to reveal the complex relationship between tradi-
tion and innovation, with the presence of community arts as a manifes-
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tation of social and ethnic activities. The argument recalls the Putnam 
diagnosis, which discusses the deficit of an attitude of co-operative work-
ing in southern Italy, and the rationalist paradigm of Weber, regarding 
industries and the forms of capitalistic organization of work. These the-
ories seem to explain some central aspect of the positioning of the town 
of Catania.  

Putnam is useful when attempting to understand the prevalence of 
familiar models and social links, that resolves them in a closer and pref-
erential system of relationship, not based on competence but on famil-
iar connections. In regards to the second point of view, presented here 
only as a synopsis, it is possible to remember that culture systems with a 
protestant background are more comfortable conceiving art and profes-
sion as a connected form of intellectual and professional life.  On con-
trary, the Latin idea of how an artist should behave is completely differ-
ent from the way a professional behaves. The myth of the artist as genio 
e sregolatezza persists up until the present day. It is the most important 
model for artistic life, providing the rationale for refusing a life standard-
ised by working time.

New technologies appear to reduce this cultural gap and, it seems, 
are the key to looking at professional behaviour in a different light. In 
other words, internet-based issues, e-business and ICT appear to be the 
way to support the conception of the artist-manager. This conclusion 
seems to be in line with what has been experienced in Catania. 

With this in mind, we can report an experience of theoretical and prac-
tical concepts merging. These concepts that originate from models, like 
the Pittsburgh school, include the idea of the cultural district and the 
artist-manager. The town of Catania has gained important experience in 
this field, and with this kind of background, it is possible to report about 
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our experiments that link management and culture. Examples of these 
experiments include Cyclopes records in discography, ZO in contempo-
rary cultures, Teatroclub in theatre, and many others that are too exten-
sive to list, as art is always about movement and change.

Some lines of experimentation have tried to connect immaterial re-
sources related to the Sicilian cultural heritage, with emphasis on the di-
alectic reflex of European and Mediterranean mirrors. The aim is to de-
velop new communication and media strategies.

The name of the pilot event that we discuss in this short story is 
“Meditheatre”. This is a program concerned with providing a deeply 
emotional experience, related to cultural needs in several ways. It in-
volved looking at various different subjects:

  The subject of experimental tourism. This is a growing area of 
interest, developed by using e-business solutions and emphasis-
ing the synthesis between humanism and technology.

  The subject of heritage interpretation. The use of anthropologi-
cal and sociological ways to inquire into events can be useful to 
understand about the level of meanings, linking the past and the 
future between tradition and innovation.

  The subject of citizenship, regarding the increasing conscious-
ness of history, myths and legends applied to understanding the 
local identity. This approach enables a comparison with other 
traditions and the experience of self-representation, with effects 
on social inclusion that come out from the use of theatre as a 
laboratory for cohabitation.

   The subject of immigration management, as the project involves 
immigrants and their cultural heritage. It also looks at ways of 
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creating conditions to stabilise the flow of immigrations, while 
trying to understand their economic situation.

Ethnographies, literature, ritual and theatrical traditions are the basis for 
conceiving trans-cultural communicative synthesis through experience. 
These are organised in the form of, as suggested in orphic conception, 
international parties using the modern form of theatre.

Integrated e-business systems create the possibility to buy online a 
combination of “transport-accommodation-theatre-journey”. This conver-
gence of identity and space for those inquiring about their cultural her-
itage and searching for answers in relation to the contemporary world 
(heritage interpretation) focuses on the anthropologic and sociologic 
study of theatre (with the involvement of university departments).

The Meditheatre programme was conceived to provide new forms 
of communication in culture, emerging from people’s needs and aspi-
rations. Citizenship realizes itself progressively through mutual knowl-
edge and participation in European cultures, developing synergies at an 
international level.  

The original idea was cultivated by the Municipality staff and co-
ordinated with the Catania UNESCO Center. This was done according 
to the medium-term strategy 2002–2007, which focused on contribut-
ing to peace and human development in education, sciences, culture and 
communication. Functionaries created sharing solutions in partnership 
with local cultural institutions and cultural operators. This phase was 
completed with the involvement of the town’s Athenaeum, anthropolo-
gy and sociology departments.

The next phase in the development of the project was directed at 
attracting partners abroad. Although it was very important to post the 
schedule on the most relevant websites concerned with partner research, 
contacts were also made as a result of participation in networks already 
established.

At the end of the partnership development process, we were joined 
by the Comune di Catania (ITALY), the Academy of Humanities and 
Economics in Lodz  (POLAND), the Aeroplio Theatre and Arts Or-
ganisation in Athens (GREECE) and the NAIS EU Network of Active 
International Society European Economic Interest Grouping in Stock-
holm SWEDEN).
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Each one of the partners has a specific role in the Meditheatre proc-
ess. The Academy of Humanities and Economics in Lodz directs stud-
ies and solutions that develop additional skills that stimulate individual 
self-development. It is also involved in the organisation of internation-
al conferences and seminars, while exchanging ideas and sharing experi-
ence about experimentation in the arts. 

NAIS EU, Network of Active International Society, the Europe-
an economic interest grouping contributes by improving measures for 
European cooperation. It also develops new and innovative ways of re-
inforcing aspects of the Meditheatre programme dedicated to dialogue 
that transcends national borders. In addition to this, NAIS studies the 
themes of immigration, which the Meditheatre programme is planning 
to carry out to improve the complexity of its laboratories. This is in ref-
erence to the cultural differences and social inclusion involved in ur-
ban life. 

The appointment of Topos Allou-Aeroplio arts and theatre organ-
isation in Athens is perfect for balancing a classical background with 
modern psychoanalytical and experimental solutions, as well as new 
technology applications, always found in ritual performances.

This diverse range of partners is also ideal for improving dialogue 
about heritage interpretation related to Northern and Southern Europe. 
This is a concept that the net has begun to help develop.   

The Protocol signed on the 5th October 2004, declared that the 
overall aim of collaboration, in the field of experimental actions in thea-
tre anthropology, was to help develop a new way of conceiving tourism 
as an understanding of European citizenship, while gaining insight into 
Mediterranean archetypes. 

For further information go to: www.eculture.it at the link Meditheatre.

1  DAVIDE CRIMI

[ Davide Crimi works in the European policies office of Catania City Coun-
cil.  He collaborates with CEDOC, department of Sociology, University of 
Catania. He is also member of the UNESCO Center in Catania. ]
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The World Book Day 

 e World Book Day is a cultural and social event, encouraged and sup-
ported by the UNESCO foundation.  is two-day event involves various 
neighbourhoods in town and stimulates the participation of citizens, who 
play in turn the role of spectator and actor.  is year, the event took place on 
the 23rd and 24th of April. 
 

Vision and aims 
Th e World Book Day was organised in a town whose inhabitants read 
and enjoy discussing and comparing each other’s reading, which means 
a town that benefi ts from a democratic climate and promotes the citi-
zens’ participation. Th ese elements infl uence the cultural profi le as well 
as the quality of life in the town. 

Partners 
Several local actors, institutions and cultural operators have been in-
volved in the development of the initiative. Th ey were specifi cally asked 
to propose an initiative, which was active and participative while defi n-
ing the objectives and eventual solutions. 

Th e partners were the following: 
  Private libraries; 
   Institutions, as libraries and historical archives; 
   Cultural Associations; 
  NGOs
   Schools. 
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Target Group 
Th e initiative has been conceived for a mixed target group of cultural 
operators, institutions, artists, journalists, children, schools and educa-
tional experts. 

Organisation 
Catania’s UNESCO Centre and the Municipality of Catania, in collab-
oration with private partners and in constant dialogue with all the in-
volved actors, were responsible for organising the event. Each of the par-
ticipants had the opportunity to contribute to the development of the 
programme and to choose their areas of responsibility. 

Content 
Th e event was organised around a central question: the role of books as 
instruments of mediation: 

  Intercultural mediation (in space), related to the problems of 
translation, language, values and cultural interpretation. 

  Intergenerational mediation (in time), related to the transmis-
sion of contents and values from generation to generation (cul-
tural heritage). 

Results 
Th e last event organised within this initiative was a participative meeting 
and pluralistic debate. All actors from the target group as well as some 
other partners attended the event and provided the project with fruitful 
contributions on the following theme: the role of books as a living in-
strument enabling the establishment of strong social links and inclusion 
values in a constantly evolving society. 
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Dusseldorf



DÜSSELDORF

Reaching 
 Young 
  People

THE DIFFICULTIES OF THE CLASSICAL CULTURAL INSTITUTIONS REACHING 
YOUNG PEOPLE WITH EVENTS AND PERFORMANCES such as operas, mu-
seum exhibitions, or theatrical productions are well known. One of the 
main reasons for this is that very young people have no idea what these 
institutions are, how they work, or what they have to off er.

It is also a known fact that the number of parents taking their chil-
dren to cultural institutions is decreasing. At the same time the impor-
tance of schools acting as mediator between youth and culture increases.

For several years it has been a political goal of the city of Düssel-
dorf to improve co-operation between the schools and the cultural in-
stitutions of the city. Düsseldorf decided to include the Departments of 
Culture, Youth, and School in this project and to call it Youth, Culture 
and School. Th e project started at the beginning of 2002 with the search 
for ideas: new ones, old ones and ones already successfully put into prac-
tice. After various trials, the results of which turned out to be both suc-
cessful and forward looking, Düsseldorf decided to put a multi-module 
system into practice.

1) Artists within Schools
Beginning with the second term (school 
half-year starting at the end of February 
until the beginning of the summer hol-
idays) of the school year 2002/03 the 
city set up a project between artists and 
schools. Contact was made by the Cul-
tural Department with artists from every 
area of artistic practice, they were asked to 
develop projects for children and young 
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people; 5 of these projects were to be put into practice for a school half-
year. Th ese extra curricular activities were in no way to replace normal 
school lessons in the Arts, but were to be distinctive and enhancing.
After a short period of time 40 projects were submitted from artists from 
all the various areas of the arts; from these the fi nal projects had to be 
chosen.

After a short period of time 40 projects were submitted from art-
ists from all the various areas of the Arts; from these the fi nal projects 
had to be chosen.

2) Cultural Institutions and 
Schools
At the same time as the above project 
was taking place this second mod-
ule was put into practice: Cultural  
Institutions were asked to develop 
projects, which meant close co-opera-
tion between themselves and individ-
ual schools: 5 such projects were to 
be put into practice for a school half-

year.
Th e intention of both modules was not necessarily to impart infor-

mation, but to encourage responsible methods of working and of think-
ing about motivation for the children’s own creative activities. Schools 
wishing to take part in this and the teachers being responsible for the 
proper performance of each project were quickly found!

Th e projects were planned to take place over a period of 40 full hours 
(as opposed to “lesson-hours“ which are only 45 minutes long!). It was left 
to the schools in co-operation with the cultural institution or the artist as 
to how this time period was divided up: the project could be integrated 
into normal lesson time, but could, in the end, take the form of a Project 
Week, or Project Days. Th e results of all projects were performed in public 
e.g. in exhibitions or theatre performances, which were generally attended 
by the school community, friends, and parents.

All the projects were successfully completed before the start of the 
school holidays. Th e City of Düsseldorf gave  600 euros as a contribu-

All the projects were successfully completed before the start of the 
school holidays. Th e City of Düsseldorf gave  600 euros as a contribu-
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tion to each project plus 400 euros for materials.
Both of the projects described above are being continued during the 

current half-year; the school half-year 2003/4 is now being prepared for.

3) Long lasting partnerships be-
tween Schools and Cultural  
     Institutions
Th ese partnerships are established be-
tween an individual school and a particu-
lar Cultural Institution. Th ey are long last-
ing, intensive working partnerships with 
programmes for which the partners them-
selves are responsible: several of these co-
operative partnerships are already working 
successfully.

 4) Cultural Institutions  “Adopt”  
a School 
For this project a particular Cultural Insti-
tution takes direct responsibility for an in-
dividual school for one year. During this 
time every child in the school visits their 
assigned Cultural Institution at least once: 
after one year a diff erent School/Cultural 
Institution connection is established, and 
these connections continue to change year-

ly. Exactly how this “close-connection” is 
developed is decided by the partners, but every child from the partner 
school can attend events at their assigned cultural institution using only 
their school pass as an entry ticket. 

1  DR.  PETRA WINKELMANN 
       Cultural Departement of Düsseldorf        Cultural Departement of Düsseldorf 
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Düsseldorf ist 
ARTIG

A competition of artistic ideas of 
young people organised by Düssel-

dorf ’s culture department and the 
Vodafone Stiftung (foundation) 

Deutschland.
Young people submit their cre-

ative ideas for cultural projects 
and realise them in cooperation with 

experienced artists from Düsseldorf.

“Give us space for artistic ideas, consider young people’s culture as a resource, 
not a threat, and listen to the experts – to young people!” Th is is one of the 
results of the fi rst Eurocities’ Youth Forum for Young Citizens in Stock-
holm in 2003 and also the maxim of Düsseldorf ist Artig, the art com-
petition of Düsseldorf ’s culture department and the Vodafone Stiftung 
Deutschland. Young people themselves make decisions about develop-
ing the projects, and artists from Düsseldorf support them. Anyone aged 
between 4 and 2 can take part in the project.

Düsseldorf ist Artig is the result of an in-depth process: since au-
tumn 2003, the culture department has been discussing the topic of 
“young people and art” with Düsseldorf-based young people who are in-
terested in art. What emerged from these discussions was the clear desire 
for interactive off erings that enable young people to become involved 
themselves. It turned out that young people would like to receive sup-
port, particularly in developing and producing their own artistic ideas.

From the very beginning young people were not only involved in 
discussing the idea of the art competition. Th ey were also involved in or-
ganisational matters like the naming of the competition, the advertising 
and the way to promote the idea to young people; moreover they were 

Düsseldorf ist 
ART

A competition of artistic ideas of 
young people organised by Düssel-

dorf ’s culture department and the 
Vodafone Stiftung (foundation) 

Deutschland.
Young people submit their cre-
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involved in supporting activities and decision-making. Through this in-
tense involvement Düsseldorf ist Artig turned out to be a youth project 
young people could strongly identify with.

The competition started on September 6, and finished on October 
24. It was open to individuals and groups. The first draft included a se-
lection of 6 project ideas from the proposals submitted: two for each ar-
tistic genre and two inter-disciplinary projects.

On October 29, a jury consisting of young people, the culture de-
partment, the Vodafone Stiftung, and artists selected the most interest-
ing project ideas from 96 total enrolments with equal participation of 
boys and girls.

This selection was a difficult task for those who had to decide, as 
many good proposals had been submitted to the jury. It turned out that 
the way and scale of support the proposals required were different. They 
varied from direct promotion to counselling, collective projects or a 
chance of presentation. This allowed more proposals to be realised than 
had first been planned. Consequently, the jury decided to accept the 
most convincing proposals and at the same time to offer many young 
people the chance to participate in the projects. 

During the realisation phase from November 2004 until February 
2005, artistic advisors assist the young people by offering infrastructur-
al, logistical and financial support. All the results will be made public at 
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Public/Private Partnership: 
           Kunstpalast

THE IDEA FOR THE PUBLIC/PRIVATE PARTNERSHIP PROJECTS IN DÜSSEL-
DORF WAS CONCEIVED MORE THAN TEN YEARS AGO. Düsseldorf`s Direc-
tor of Cultural Affairs, Mr. Hans-Heinrich Grosse-Brockhoff, realised 
that if it was to be possible to continue to finance and develop various 
cultural projects and institutions in the city, to be really innovative, and 
to stay at the cutting edge of culture, it would be vital to find new sourc-
es of funding. He had the idea of asking local firms if they would be pre-
pared to discuss a possible partnership which could be beneficial to both 
the company and to culture in the city. At first his idea was met only 
with amusement and resistance.

The philosophy behind the idea was by no means simply to find 
new financial support, but to re-establish old and traditional cultural ties 

a final presentation at the beginning of March 2005.
During this time young people and artists meet regularly in order to 

work together, to improve mutual understanding and to solve relevant 
problems. At the same time Düsseldorf ist Artig wants to establish a net-
work for young people interested in art. 

1  DR.  PETRA WINKELMANN 
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between citizens and local industrialists as benefactors; to forge new and 
lasting links, as had been practiced in the past.

After persistence on the side of the Cultural Director of Düsseldorf, 
the beginnings of the first modern Public/Private partnership were born. 

The CEO of a major local and global company, then called Veba, 
now known as EON, Mr Ulrich Hartmann, telephoned Mr Grosse-
Brockhoff: He reminded him of a ”crazy” conversation about Public/Pri-
vate Partnership which had taken place six months previously. He said 
that he was looking for attractive and representative new premises for the 
headquarters of the company, and could imagine working together in 
some way with the cultural and artistic elements of the city, in terms of 
which Düsseldorf was and continues to be, widely established. 

Near to the river Rhine there was an area of buildings with an in-
ner courtyard. This area, known as ”Ehrenhof” (Court of Honour), had 
been built in 902. Originally, the area had been planned to house the 
extremely successful exhibition of trade, industry and art which took 
place in that year; it had, at that time, been suggested that art and in-
dustry could be combined, and that a high quality art exhibition should 
be part of the framework of the exhibition. Influential business people 
from all over the area combined with local artists and citizens, and due 
to enormous efforts on the part of all concerned, which included a lot-
tery in the Rhine Province and one in Westphalia, the funds for building 
an art museum were raised.

The architect A. Bender designed a building, which was called the 
Kunstpalast, in the neo-baroque style with an impressive entrance hall 
and a high dome; his idea was based on the example of the Petit Pal-
ais in Paris. Trade and industry exhibition halls were at that time erect-
ed over the whole area, but these were left standing only for the dura-
tion of the exhibition.

The year 902 marked the beginnings of large scale combined trade 
fairs and art exhibitions in the city. In 926, due to the exhibition which 
took place in that year, and which was known as the GESOLEI (trans-
lated as Health Care, Social Care and Prevention, and Physical Exercise), 
the whole area was completely redesigned in the expressionist style, by 
the head of the architecture department of the Düsseldorf Art Academy, 
Professor Wilhelm Kreis: The Kunstpalast was re-designed and given a 
new façade to fit in with the style of the new buildings.
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Trade and commerce exhibitions continued to flourish as did annu-
al and permanent art exhibitions; the local art community was allowed 
to stage a yearly art exhibition which eventually, due to the time of year 
at which it came to take place, was known as the Winter Exhibition.

However, in the sixties of the twentieth Century, the by then flour-
ishing trade fair needed more space for exhibits, and eventually moved 
to an extensive new site with large exhibition halls, in the North of the 
city.

Sadly, the buildings on the Ehrenhof were from that time on badly 
neglected, deteriorating to an extent that they were too damp and crum-
bling to serve as suitable exhibition spaces for the local annual art exhibi-
tion. The Ehrenhof and its buildings fell into the state of a sleeping prin-
cess waiting for Prince Charming!

Thus, this whole situation of the Ehrenhof, its proximity to the 
River Rhine, its historical connection to both art and commerce, and 
with the still existing Kunstpalast its façade in the expressionistic style, 
seemed to the Director of Culture, Mr Grosse-Brockhoff, to be the ideal 
site for a new Public/Private Partnership, in the tradition which had al-
ready been established at the beginning of the 20th Century. 

He suggested to the CEO of EON that it would be an exciting idea 
to completely re-plan this area incorporating a new headquarters for the 
company and with exhibition halls of the highest quality; to integrate 
art and culture with business, in a way no longer practiced: to go back 
to the historical roots.

After much deliberation and consideration, preliminary plans were 
drawn up for the new concept. The original plan was to incorporate an 
art museum and the EON headquarters in one building, with EON oc-
cupying floors directly above those of the museum.

However, after considering many differing designs and plans, which 
were submitted after a competition was opened by the city, it was decid-
ed that the design of the famous architect from Cologne, Oswald Math-
ias Unger should be adopted. He suggested a completely new concept, 
whereby each organisation, EON and the art museum would have sep-
arate, autonomous areas, tangential to each other with pathways leading 
from one to the other, thus creating a natural flow between business and 
art. The façade of the old building of the Kunstpalast was to be preserved 
and an entirely new building on the opposite side of the Ehrenhof was 
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to be erected for EON. The reception hall of EON was also to be an ex-
hibition area for the museum.

The blueprints for this plan were drawn up and finally accepted by 
the parties concerned; the façade of the Kunstpalast was preserved; ex-
tensive building and renovation took place. The finished dynamic work, 
incorporating buildings for permanent and short term art exhibitions 
and a new headquarters for EON, was opened in 200. 

A foundation known as ”foundation museum kunstpalast” cover-
ing the whole area of the Ehrenhof, was created; thus the very first Pub-
lic/Private Partnership in modern times in Düsseldorf, based on the his-
torical concept first realised at the beginning of the twentieth century, 
came into being on the original site.

On the board of trustees, of the foundation museum kunstpalast, 
sit members of the board of directors of EON, the Mayor of Düsseldorf, 
the Director of Culture of the city, representatives of the city adminis-
tration and the town council and prominent personalities from the cul-
tural and business sectors: No group is in the majority; all have an equal 
say, which guarantees a proper balance and therefore the true liberty of 
the arts.

The project was joined some years after its conception, by two more 
local and global companies: Degussa and Metro.

Since that time another, similar Public/Private Partnership has been 
established in the Palace and Gardens of Benrath, in the South of the 
city. Düsseldorf`s original partner in this project was the local and glo-
bal company Henkel, they have now been joined by Siemens, Stadtspar-
kasse Düsseldorf, the Countryside Association of the Rheinland and the 
philanthropist Mr. Udo van Meeteren.        

Such projects as the two Public/Private Partnerships described here 
seem to us in the City of Düsseldorf to be the way forward to a fu-
ture where art and culture are intertwined with the commercial aspects 
of the city, where funding is more broadly and therefore more secure-
ly based, and where the citizens are part of an integrated, thriving, dy-
namic city. 
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And... from 
Düsseldorf 
we travel to...
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Outline of a concept of an artistic project

Outdoor Gallery 
of the City of Gdansk
as part of the redevelopment of Lower City.

Identity. Localness. Openness.
Lower City in Gdańsk was fi rst mentioned in 626 as Neu Stadt. Sub-
stantial development of this district took place in the 9th century and 
at the beginning of the 20th century. It was also then that it acquired its 
character of a workers’ and burghers’ district. Public utility buildings, 
such as Mary’s Church (857), hospital (853), municipal bath house 
(908), weapons factory (856), tobacco factory (927), artillery produc-
tion plant (873) and many other smaller factories were built at that 
time. In addition to this, the long tram line number 5 from the tram 
terminal in Łąkowa Street to Wrzeszcz was opened. However, natural 
conditions limited the development and transportation opportunities of 
Lower City. Th e New Motława River constituted its western and south-
ern borders, and the remains of old, 7th century fortifi cations made up 
its eastern border. 

Despite the fact that Lower City did not suff er substantial damage 
during the Second World War, it did not attract any attention from the 
city authorities afterwards. A process of gradual degradation aff ected the 
district over the years. As a result of the lack of repair and spatial man-
agement plans many of the buildings fell into a state of disrepair. What’s 
more, the construction of the Warsaw road closed the district from the 
north. Th e tramline has also been closed and in spite of the extensive re-
development, the public still perceive the Gdańsk, Lower City as one of 
the worst places in the city in terms of social problems and unemploy-
ment, etc.

For centuries Gdańsk has been a city that has had a close relation-
ship to water. It has functioned successfully as a port due to access to the 
sea through rivers and a network of canals. Its excellent opportunities for 
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transportation have contributed considerably to economic conditions as 
well. In the past, the city had good reasons to prevent direct external po-
litical interventions. It also had good reasons to construct fortifications. 

Gdańsk has always been a multicultural city, recognised as the “the 
Gateway to Poland” and a place where economy and culture flourished. 
For centuries Polish, German and Jewish communities co-existed here, 
and the city’s potential attracted some of the regions finest artists and ar-
chitects.    

The post Second World War history of Gdańsk, including social 
and economic developments, led to a transferring of the city’s “gravi-
ty points” to different areas. This resulted in the degradation of the ar-
eas that used to be modern districts before the War, such as the Lower 
City. It also led to a situation in which the regions that used to be very 
lively become places mentally, psychologically and physically degraded, 
requiring redevelopment in the broadest sense of the word. Needless 
to say, Lower City will never have the functions it used to, but it may 
change its role in many areas of social life and create a new European 
character based on an exciting multi-cultural tradition. 

The aim of Łaźnia Centre for Contemporary Art is to involve dif-
ferent art institutions in this renovation process by co-operating in the 
development and implementation of this long-term plan. Of course, it 
will not be possible without the co-operation of scientists, planners and 
architects as well as politicians.

The Lower City provides a great location to showcase a diverse 
range of artistic activities, which we would call the Outdoor Gallery of 
the City of Gdańsk. 

The area of our activities would include streets from the eastern 
side, behind Zielona Brama through Stagiewna, Szopy, Kamienna Grob-
la, Dobra streets. It would involve closing the district from the south 
with Reduta Wilk, Reduta Wyskok, Reduta Dzik and Chłodna Streets, 
and from the north, the crossroads of Podwale Przedmiejskie Street with 
Łąkowa Street, as well as Dolna, Śluza, Jaskółcza and Jałmużnicza streets. 
On the southern side, we would work in the area behind Podwale Przed-
miejskie-Toruńska street. Stare Przedmieście, directly adjacent to Low-
er City where the National Museum is located, can and should become 
an active partner in such an undertaking. The institutions functioning 
in this area can creatively and actively use the nearby historical canals of 
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the Old and New Motława River and nearby fortifications, the only ur-
ban European fortifications that have survived till today. We believe that 
making the area available for the project could, together with the rede-
velopment of the district, streets and historical sites, generate a top qual-
ity cultural offering for both the residents of Tri-City and tourists. This 
would also involve adapting the old water transportation routes and the 
areas around them for cultural functions. An area offering cultural, rec-
reational and catering as well as tourist attractions seems like an obvi-
ous function.

The city’s concept of restoring water transport gives us a great 
chance to develop a joint project, in which the works of art created as 
a part of Outdoor Gallery of the City of Gdańsk along the streets paral-
lel to the embankments will be combined with the other planned func-
tions of the area. 

All the activities are to be based on international co-operation and 
are to use European Union infrastructure funds, which, provided that 
there is a relevant comprehensive vision, could also result in economic 
benefits serving the people and the city itself.

CCA Łaźnia proposes activities aimed at locating projects, which 
would make the area more attractive. Contemporary artistic activities 
are often multimedia events, but they also make use of traditional means 
of expression. The aim here is to create objects that would become per-
manent features of the urban landscape, where art will be interwoven 
with life and life with art.

The redevelopment is planned to be a long-lasting process. It can-
not be shorter due to physical, financial as well as psychological reasons. 
The process should be like a chain reaction, which in the long term will 
attract both investors and outstanding artistic activities. The first thing 
that has to be done is, in our opinion, to appoint an Organisational 
Committee. The committee would, together with co-ordinators and cu-
rators, decide about the form of competition to be published and about 
the rules of selecting projects to be implemented in the urban space. 

The Centre for Contemporary Art Łaźnia proposes extensive artis-
tic activities focusing mainly on the following areas: 

  The old promenade of Stągwie Mleczne to Śluza Kamienna (the 
streets: Szopy, Kamienna Grobla, Dobra, competition for the 
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management of concrete viewing terraces)
 The crossroads of Podwale Przedmiejskie and Łąkowa streets, 

tram and bus stop with a subway
  The area between the City Centre and the Bastions, in particu-

lar Toruńska and  Łąkową Streets, post railway areas and former 
tram terminal. 

Artistic activities would include:
 Space management with permanent art in the form of sculp-

tures, installations, sound and light installations, visual projec-
tions, the utilization of post-industrial environments, murals 
and architectural developments 

 The development of a local radio station to promote culture, 
events and information about the district of Lower City.

 recreation, development of an area where local communities and 
visitors could meet (concerts, meetings with writers, poets, etc.) 

 history and the present — reflection on the condition and shape 
of urban conglomeration (organising meetings, symposia on the 
history of the district and the city)

 education of children and young people (permanent education-
al workshops in the newly established artistic space, workshops 
considering contemporary art and the preservation of historical 
buildings and sites and cultural heritage)

All the activities undertaken during this project will lead to the creation 
of permanent elements and artistic quality in the landscape of the dis-
trict.

The following institutions functioning in the Lower City: Musical 
Academy, Academy of Fine Arts, and National Museum, can creatively 
and actively get involved in the Gallery of the City of Gdańsk. In our 
opinion, such a multifaceted co-operation can contribute to the psycho-
logical redevelopment of the district, its streets and the historical sites lo-
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cated there. Such activities can lead to providing a new type of cultural 
offering for both tourists and the residents of Tri-City. The adaptation of 
the old water transportation shipping lane and the surrounding areas for 
cultural functions in the broad sense of the word, offering cultural, recre-
ational, catering and tourist attractions seems like an obvious solution.

The city’s concept of restoring water transport provides a wonderful 
opportunity to develop a joint project, in which the works of art created 
as a part of the Outdoor Gallery of the City of Gdańsk along the streets 
parallel to the embankments will be combined with the other planned 
functions of the area. 

The Vice-President of the Polish Parliament, Donald Tusk, and the 
Mayor of the City of Gdansk, Paweł Adamowicz, have assumed the hon-
ourable patronage of the project.

The competition will be announced in the winter, resolved in the 
spring, and the awards will be given in autumn. 

1  JADWIGA CHARZYŃSKA 
1  BRONISŁAW MAŁECKI
1  ROBERT RUMAS 
1  MAŁGORZATA ZWOLICKA

ul. Jaskółcza ,  80-767 Gdańsk, Poland  
tel./ fax +48 +58 305 26 80 office@laznia.pl
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Werkhof Hohenlimburg 
– Centre for culture and training

In order to save a former brewery from demolition, the Werkhof Hohen-
limburg was founded in 988 and transformed into a cultural and train-
ing centre. The Werkhof is an outstanding example in North Rhine-
Westphalia of a successful project in the fields of vocational learning and 
cultural work. In Werkhof there are workshops where unemployed peo-
ple are trained in new jobs such as carpentry, etc. The Werkhof is also a 
cultural centre with a wide offering of cultural activities. 

Visions and aims
A club of social workers, artists and journalists made efforts to recon-
struct an old brewery in Hagen’s district Hohenlimburg. The extensive 
renovation was undertaken by young long term unemployed. Through 
this work, they received training as bricklayers and experts in conver-
sion. Some years later the brewery opened its doors as a theatre and mu-
sic hall, later on also as a gallery.

But this was not the end of the training programmes. Up to now 
Werkhof Hohenlimburg has created lots more training, such as a three-
year course for technicians in media and show business. Today Werkhof 
GmbH employs about 500 people, mostly young long term unem-
ployed. As well as training programmes, they must be prepared for the 
job market with social qualifications.

Partners
Due to Hagen’s importance in the local job market, the city is Werkhof´s 
most important partner. It holds a 49 % stake in the Werkhof Compa-
ny. Further partners include the job centre, North Rhine-Westphalia (di-
verse ministries, the state youth office) and the EU. 



Target groups
Th ere are two diff erent groups using the Werkhof centre. Th e visitors 
of the cultural centre are inhabitants of the district, the city and area of 
Hagen who visit the theatre, the concerts and the workshops. Th e other 
group takes part in the diff erent training programmes. Many are young, 
handicapped people without a school-leaving qualifi cation, and many 
are immigrants.

Contents
Th e cultural centre presents artists of the independent art scene and of-
fers workshops to schools and other interested groups. Th e training cen-
tre employs and off ers training and qualifi cations to young people in the 
following fi elds: recycling technology, renewable energy, show, TV and 
lighting technology, the recycling of furniture, catering services and the 
renewal of former industry areas.

Results
Th e Werkhof is a model of a successful project for improved cultural and 
social life in a community. It employs about 500 people and its cultural 
programs attract about 0 000 visitors every year. 
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Hagen Children’s Book Days 
“Leselust und Löffelstiel” 
— Small but beautiful

Vision and Aims
The year 2000 saw the start, as part of an international cultural exchange 
project, of literary events for children involving a Polish author of children’s 
books and a Polish illustrator of children’s books. Such was the response 
from the public and from the local organisers that an idea developed for 
an annual series of events. In 2004 the Children’s Book Days programme 
comprises 20 different events for children and young people during ten 
days. These include writing workshops, illustrating workshops, readings by 
authors of books for children and young people, storytelling accompanied 
by pictures projected onto a screen, theatrical performances, further train-
ing for teachers, music workshops with German and international per-
formers, exhibitions of comics and picture-book illustrations and also edu-
cational offerings from museums. The aim of the Children’s Book Days is 
to promote reading skills through encounters with authors and texts, and 
also to foster fundamental aesthetic skills.

Partners
At the beginning of the series the Kulturamt and adult education cen-
tre planned the event series jointly as collaborating partners. The number 
of collaborating partners progressively expanded, so that 7–9 partners are 
now regularly involved in planning and putting on the events. The part-
ners include the city’s culture administration together with associations 
and NGOs. There are plans to extend this collaboration to include Hagen 
schools and involve them as soon as the planning process begins.
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Target Groups
Schools, kindergartens and teachers are the target groups for the Chil-
dren’s and Young People’s Book Days. Children aged 3–6 form the main 
target group.

Organisation
The Children’s Book Days have so far been organised as invitation based 
events. The programme is offered to schools and kindergartens, and 
classes can enrol for one or more events. The events are normally free 
of charge and are co-ordinated by the city’s Kulturamt. The series is fi-
nanced with funds from the City of Hagen, the collaborating partners 
and sponsors. For the future, additional funding from the North Rhine 
Westphalian Ministry is being sought.

Contents
Three pillars underpin the Children’s Book Days: literary readings, var-
ious workshops and exhibitions. They are complemented by musical, 
sporting, craft and other offerings.

Results
The Children’s Book Days are very popular at all levels in the city - pol-
itics, press and schools. “Leselust und Löffelstiel” is the only project in the 
City of Hagen that focuses on literature for children and young people; 
it has now become a regular feature of the City’s cultural life. We rate it 
an enduring success (Empowerment plus Experience) that works by the 
authors of books for children and young people who have given read-
ings at the Children’s Book Days are borrowed from the libraries signifi-
cantly more often. Even those schools that were initially very difficult to 
reach are now accepting the facilities offered with great interest, so that 
the number of people interested exceeds the number of places available.

The large number of collaborating partners makes a wide range of 
events possible on a very tight budget. It would nevertheless be desirable 
to secure additional partners and sponsors in order to increase the pro-
gramme’s appeal and widen its impact. 
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Vision and Aims
The Women’s Art Forum was established in 997 with the object of less-
ening or eliminating discrimination against women artists engaged in 
art as a business. 

An analysis of the art market had shown that while more female 
than male students completed art studies successfully, substantially more 
male artists were successfully engaged in art as a business, whereas many 
women artists were unable to sell their work.

The vision was a form of organisation that bolsters the self-confi-
dence of women artists, interlinks them with one another and equips 
them to hold their own against their male competitors.

Partners
  Kulturamt Hagen (Culture Department, Hagen)
  Equal opportunities offices in the South Westphalia Region
  Various adult education centres and museums in South West-

phalia
 Ministerium für Städtebau und Wohnen, Kultur und Sport des 

Landes NRW, Abteilung Regionale Kulturarbeit (Department of 
Regional Cultural Work, North-Rhine Westphalia State Minis-
try for Town Planning and Housing, Culture and Sport) 

Target Groups
Women artists in all fields from South Westphalia, museums and medi-
ators of culture and also partners from the business community interest-
ed in becoming involved in the arts.

The South Westphalia 
Women’s Art Forum
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Organisation
Initially a project based at the Kulturamt and run by a paid outsider as 
project manager; after three years transferred to an association with an 
elected executive board and project-specific secretary. Expenses-paid of-
fice at the Hagen Kulturamt.

Contents/Projects
With supra-regional thematically based projects (e horizon at our feet, 
Love in soulless places, Home – Elsewhere – Home, etc.) the women artists 
appealed to the public as a group with a wide-ranging programme, and 
as an organisation were for the first time perceived as artists by a larger 
public and the media.

The women artists learned to work competently and judiciously by 
topics, to form networks, to promote themselves professionally, to aug-
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ment their skills through collaborative projects and to open up new plac-
es to exhibit in.

Skill-enhancement programmes have enabled women artists to in-
form themselves about their rights, about suitable methods of promot-
ing their work, websites, etc. and also to attend training and further ed-
ucation courses.

Results
There have been numerous projects in the past seven years and regular in-
ternational art contacts with Holland, Lithuania, Cuba and South Africa.

The high points were the initiation of the World Summit in Johan-
nesburg in 2002, with the Visible Visions exhibition project, by one of 
the WAF’s founding members Milica Reinhart, and her participation in 
the summit itself. The summit showcased work by and about women 
from the Mpumalanga province. After Germany and Holland the exhi-
bition is also being shown at the UNESCO building in Nairobi. 
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Dance Theatre Festival in Hagen

Vision and Aims
It all started in 200 in the factory premises of the former Elbersdrucke 
company. A large and curious audience was thrilled by unusual dance 
theatre performances never seen before in Hagen. A year later in Hagen’s 
City Hall the TraumTänzer (“DreamDancers”) Dance Th eatre Festival 
became a magnet for the public, since the international dance compa-
nies on off er closed a gap in the city’s cultural provision.

In 2004 it was possible to build on this small series of successes, al-
though for copyright reasons the Kulturamt dissociated itself from the 
name TraumTänzer. A small but fi rst-class festival of international dance 
companies was again successfully put on with the new name TanzRäume 
(“DanceArenas”) and fresh visuals. In its third year the Festival found 
a new home through a collaborative arrangement with Th eater Hagen: 
OPUS – neue bühne Hagen.
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In 2004 the name TanzRäume was, moreover, quite literal, for its 
international choreography covered a broad spectrum of modern and 
contemporary dance.

In 2005 the Festival is scheduled for June 9th–9th, and will be an an-
nual event in the future, too.

Partners
  Kulturamt der Stadt Hagen (City of Hagen Culture Department)
 Ministerium für Städtebau und Wohnen, Kultur und Sport des 

Landes NRW, Abteilung Regionale Kulturarbeit (Department of 
Regional Cultural Work, North-Rhine Westphalia State Minis-
try for Town Planning and Housing, Culture and Sport)

  Kunststiftung NRW (NRW Arts Foundation)
  Regionalverband Ruhrgebiet (Association of Local Authorities in 

the Ruhr District)
 Akku – Kirche und Projekte (an initiative promoting the use of the 

church as a venue for arts and culture, including dance), Dortmund
 Die Rohrmeisterei, Schwerte (a cultural centre in a refurbished 

former pumping station)
  Festspielverein Balver Höhle e.V. (e organisation behind musical 

events – rock, jazz, opera – in the Balve Cave)
  Haus der Kulturen der Welt (House of World Cultures), Berlin
 Kultur!Büro Kreis Siegen-Wittgenstein (District of Siegen-Witt-

genstein Office of Cultural Affairs)
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 Kulturbüro der Stadt Dortmund (Dortmund Office of Cultural Af-
fairs)

  Kulturbüro der Stadt Schwerte (Schwerte Office of Cultural Affairs)
 Tanzhaus NRW, Düsseldorf (“NRW Dance Hall”, a centre for mo-

dern dance)
  Theater der Stadt Hagen (Hagen City eatre)

Target Groups
Members of the general 
public of any age either in-
terested in dance or with-
out dance experience, and 
also young spectators of 
either sex who are to be 
made curious about and 
drawn to dance theatre by 
low ticket-prices and a fes-
tival ticket.

Organisation
TanzRäume is organised 
by the City of Hagen Kul-
turamt in conjunction with 
Theater Hagen. Thanks to 
assistance from the Ministry, 
Kunststiftung NRW and 
Regionalverband Ruhrge-
biet the festival can be fi-
nanced with only a modest 
contribution from the City 
of Hagen itself. Further-
more, joint promotion in 
the two festival groups Die 
Drei (“e ree”) and TanzSpur (“Dance Trail”) is being separately spon-
sored by the Ministry / Kunststiftung NRW.
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Contents
The City of Hagen Kulturamt attaches special importance to showing a 
full range of dance theatre and so invites very diverse productions. The 
Festival communicates different narrative and dance traditions and dem-
onstrates just how innovatively dance theatre is entering into a symbiosis 
that is constantly renewing itself, with other artistic media such as vid-
eo, the visual arts and music. The target group is primarily young peo-
ple, who find out how contemporary dance theatre can give expression 
to their lifestyle.

Moreover, another part of TanzRäume’s impact is a special festi-
val ambience. This begins with the festival colours, which appear every-
where from the festival office through to the flowers for the performers, 
and continues with hoardings and banners which make the Dance The-
atre Festival’s presence visible from afar in the street and into the hall. 
What’s more, in the foyer visitors’ interest in and eagerness to see the 
choreography is stimulated with a video performance, and a TanzRäume 
Lounge caters for an atmosphere of wellbeing with pre- and post-per-
formance drinks.

The spectator thus receives an integrated impression, intended to be 
enjoyed and to prompt the desire for more.

Results
In the past three years TanzRäume has made a name for itself in North-
Rhine Westphalia and attracts annually increasing visitor numbers, even 
last year despite its name change. As early as the winter, ticket vouchers 
for the next Festival are in demand, and the dance companies consider it 
a great honour to be allowed to participate.
The Festival’s establishment has also led to new collaborative arrange-
ments within the dance theatre scene, with event promoters and spon-
sors throughout Germany. This has helped spread knowledge of the 
fundamental concept behind TanzRäume, making new experiments 
possible and attracting an even larger public. 

Footnotes
 Part of Theater Hagen (Tr.).
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Contemporary Dance 
as a Part of the Cultural Strategy 
of the City of Helsinki

Current Situation and Future Challenges

Contemporary Dance is the Art Form 
of the “Creative Class“
Richard Florida, an American professor, seeks reasons for success in the 
IT era in his book The Rise of the Creative Class. According to Flori-
da, the most successful cities are the ones that manage to attract creative 
people. Creative people in their turn search their way to places where 
there is a tolerant atmosphere and rich cultural life.

In Europe, contemporary dance is a highly appreciated art form. Its 
audience figures are growing steadily and it is increasing in popularity 
among the young, which is not the case for all forms of performing arts. 
Several studies show that highly educated people, young and early mid-
dle-aged, form the core of dance audiences.

The visual aspect of dance, use of new technologies and corporali-
ty are factors that have made contemporary dance popular among crea-
tive pioneers and trendsetters. As dance is not tied to any particular lan-
guage, there are no linguistic or national barriers to overcome. So it can 
be said that, for the creative class, contemporary dance is one of the most 
attractive aspects of a city’s cultural offering. 

As in many other countries, professional dance performing activi-
ty in Finland is concentrated in cities and especially in the capital. Ac-
cording to the registers of the Union of Finnish Dance Artists, 46 % of 
the 583 Finnish professional dancers live in Helsinki. There is no doubt 
about Helsinki being the centre of contemporary dance in Finland. 
Consequently, it is possible for The City of Helsinki to influence the de-
velopment of the contemporary dance scene in Finland.
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The City of Helsinki Supporting 
the Rise of Contemporary Dance
During the last decades, Finnish contem-
porary dance has rapidly moved from the 
margins to become a recognised art form. 
The number of dance professionals has 
grown remarkably as a result of profes-
sional education.
The City of Helsinki supports dance in 
many ways, both directly and indirectly. 
The most important dance institutions 
in Finland, the Finnish National Opera 
and Helsinki Dance Company, are based 
in Helsinki. Also Zodiak, The Centre for 
New Dance, which receives statutory state 
aid, plays an important role in the Finnish 
dance scene. It produces 5–20 dance eve-
nings and new performances every year. 
Dance Theatre Hurjaruuth and Dance 
Theatre Rollo also both receive statutory 
state aid. Their performances are particu-
larly aimed at children. 

Besides this, there are about 20 dance 
theatres not receiving statutory aid in 
Helsinki. Among these, the Tero Saarinen 
Company, Nomadi Productions, formed 
by four dance artists, and Tommi Kitti & 
Co perform the most and have the great-
est financing. These three have also gained 
most international success. 
Also several dance festivals that are im-
portant on a national scale are organised 
in Helsinki. The Liikkeellä Marraskuussa 
(On the Move in November) biennale has 
concentrated in the last few years on bringing international dance per-
formances to Helsinki. The Tanssiareena (Dance Arena) festival show-
cases the best Finnish performances. The international but small-scale 
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Sivuaskel (Side Step) festival, Asia in Helsinki festival that presents Asian 
culture and dance, the urban culture festival URB, and the Ruutia! (Pow-
der!) children’s festival also contribute to Helsinki’s dance offering. 

There are many venues that offer facilities for dance performances 
on a regular basis. Under the umbrella of the City of Helsinki Cultural 
Office there are Stoa, the Cultural Centre of Eastern Helsinki, Alexan-
der Theatre and Savoy Theatre. The Finnish National Gallery runs the 
Ateneum hall and Kiasma Theatre. There are also several stages suitable 
for dance in the Cable Factory. In addition to this, the Finnish National 
Opera and Helsinki Dance Company make sure that there is always an 
opportunity to watch dance in Helsinki.

The biggest dance organisations, such as the Union of Finnish 
Dance Artists, Finnish Dance Information Centre and Finnish Dance 
Schools’ Association, are also based in Helsinki. The Theatre Academy, 
which is the only institution giving university level dance education in 
Finland, and Finnish National Opera Ballet School, which is the oldest 
institution giving professional dance schooling, are situated in Helsinki 
as well. What’s more, other dance groups and schools organise training, 
workshops and events for professionals and amateurs in Helsinki. 

Although the City of Helsinki has not been able to respond to all 
the demands of the incredibly fast growing dance scene, it has tried in 
several ways to make it easier for the artists of this field to work. Be-
sides supporting dance institutions, groups and festivals, the City also is-
sues a remarkable amount of grants to individual dance artists and pro-
ductions. These grants have greatly supported the rise of contemporary 
dance as a respectable art form, even on a national scale. The City also 
subsidises office and rehearsal facilities for dance groups and organisa-
tions.

Future Challenges
A study made during the Tanssiareena (Dance Arena) festival in 2000 
supports Richard Florida’s ideas: 23 % of the spectators had had profes-
sional training in art. The second biggest group, representing 8 % of the 
spectators, had a technical or scientific education.

The festival showed it is possible to widen the dance audience if 
enough attention is paid to effective production and marketing. The 
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study did not support the commonly held image of dance audiences be-
ing restricted to certain types of people. Only 0 % out of the total of 2 
99 visitors were dance professionals and an important part of the audi-
ence came from outside the Helsinki region.

Consequently, it can be concluded that a flourishing dance culture, 
with the potential for increased audiences, has developed in Helsinki. 
This multifaceted dance offering particularly enhances the wellbeing of 
the young urban population, the “creative class“ and tourists.

A prerequisite for further development in the dance scene would be 
support for activities that increase the selection of high-level dance per-
formances, aimed at a broader audience in Helsinki. At the moment, it 
is even difficult for the leading Finnish dance groups to perform regular-
ly in their home city. Arranging visits of important international dance 
groups is only possible occasionally, as a part of the program of the Hel-
sinki Festival or the Liikkeellä Marraskuussa (On the Move in Novem-
ber) festival. In other creative cities, international dance group visits are 
a regular part of the cultural offering. 

It would also be beneficial for both the audience and artists in Hel-
sinki to redirect their support to performing arts. This would make 
dance better known and increase the possibilities of dance producers to 
improve their own earnings. 

Another problem that needs to be solved is the scarcity of rehears-
al facilities, which drives the groups to reside in other parts of Finland 
and abroad. Increasing the number of rehearsal studios would also in-
crease the possibility of dance artists, as well as light designers, graphic 
artists, multimedia artists, dress designers, visual artists and producers, 
to stay in Helsinki. 

“One euro invested in culture brings four euros back“ holds true in 
the field of dance. For instance, as much as 70 % of the income of the 
most successful dance groups in Helsinki comes from their own earn-
ings.

On an international scale, contemporary dance is one of the most 
successful Finnish art forms, to which the City of Helsinki has contrib-
uted. The high quality of Finnish contemporary dance and the interna-
tional interest it generates are also factors that the City of Helsinki could 
use in its own national and international image marketing, should it 
wish to do so. 
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The Veranda in Helsinki 
– an urban living room for culture

Helsinki, the capital of Finland, has always been a bilingual city, where 
the inhabitants enjoy culture despite language barriers. The city has a 
population of 500 000 inhabitants, with Finnish spoken everywhere in 
the city and Swedish being the mother tongue of some 7 % of the in-
habitants. Many more are able to speak or understand Swedish and in 
some parts of the city even 5–20 % speak it as their first language. One 
of the cultural minority challenges is how to reach people with rele-
vant cultural services in their own language, as people are spread out in 
a vast area all over the city. The cultural services are expected to be locat-
ed near people’s homes, but also centrally. They are supposed to be both 
local and familiar, but should on the other hand be interesting, provid-
ing high quality and relevant experiences. The Swedish minority culture 
is under tremendous pressure and is getting more privatized all the time. 
This is due to the fact that the language is spoken mostly at home and in 
school, while opportunities to use the language in everyday life, in soci-
ety, are rapidly shrinking. 

Therefore a discussion about “Swedish rooms and spaces“ in the 
city has been going on since Helsinki was one of the main European 
cultural main sites for 2000. In that year a lot of co-operative minority 
projects joined forces and created spaces for Swedish activities with great 
success. Since then there has been a discussion about creating “Swed-
ish rooms“ or even culture houses for the Swedish-speaking inhabitants 
of the city. 

The private Swedish Information Centre Luckan invited the Cul-
tural Office of Helsinki to join in a project concerning the creation of 
a cultural living room in the centre of the city in 2002. The idea was to 
build up an urban Swedish meeting point for people of all ages and a fo-
rum for cultural activities and producers of all kinds. The Swedish cul-
tural producer of Helsinki agreed to become the producer of this new 
cultural meeting-point for a year, as an experiment, and the Café Java, 
located on the ground floor, became the third part of the project. The 
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private cultural foundation Svenska Kulturfonden agreed to contribute 
to the project as well. A sponsorship agreement was made with the larg-
est Swedish newspaper of the city, in order to facilitate advertisements 
and information.

The cultural living room was named Verandan (the Veranda) and it 
was opened in February 2003 in the Lasipalatsi Media Centre in Helsin-
ki. It became a cultural café, being the upper floor of a traditional café 
in the functionalist building of Lasipalatsi, in the very centre of the city. 
The location was excellent, providing a vivid urban view through the 
enormous windows facing the main street. The Veranda was meant to 
create a relaxed atmosphere for all kinds of small-scale cultural happen-
ings in Swedish. It provided a new open attitude towards anyone who 
wanted to take part in the programs and happenings.

Four main themes were chosen as guidelines for the four weekly ac-
tivity-days. The first was to introduce actual Swedish events of the week, 
with “Culture on your way home“, followed by another program, where 
a theme was more profoundly examined, “Theme-Thursdays“. Fridays 
were given to performances or concerts that particularly focused on pro-
viding young artists a forum for their talents. Finally, there was the pro-
motion of children’s culture on Saturdays, with juice lounges for chil-
dren, where they could enjoy all kinds of cultural performances of high 
quality and round off with juice and cookies. In addition to the regu-
lar program, other programs were held and both individuals and organ-
izations were invited to join the Veranda with their own ideas and pro-
grams. The whole point was to underline co-operation and interactivity. 
The Veranda introduced itself as “a cultural Linux project“, where any-
body could contribute with ideas and happenings in order to develop 
better programs. 

After two months people began to understand the point of the new 
concept and some 00 programs in total were arranged at the Veranda 
before summer. There were over 3000 visitors, meaning an average of 30 
people per event. This is a good result considering that the minority sel-
dom form big audiences or events. Due to this success, the rest of the 
year brought even more people to the Veranda. Everybody was welcome 
to join and many arranged their own programs and reunions there. The 
central location and the relaxed atmosphere were mentioned when peo-
ple were asked why they attended programs there. The wide range of 

40  |  EUROCULT21 STORIES



programs was much appreciated, as was the ability to join easily. At the 
end of 2003 more than 200 programs had been arranged at the Veranda 
and some 6000 visitors had come to the different programs, and the Ve-
randa had still been existing for less than a year.

The participants of the Veranda project were so pleased with their 
experiences so they decided to continue and develop the project. The Ve-
randa moved in with the Swedish information centre Luckan in a new 
larger location on Simonkatu 8 in March 2004. The number of pro-
grams decreased, but the large scale of activities and the co-operative at-
titude remained.

It was clear to all parties involved that having the Veranda as an in-
formal meeting point in a big city serves an important function. People 
belonging to a minority need a certain space where they are noticed as 
individuals, where their particular needs are recognized and where their 
own contributions are appreciated. This, in a nutshell, explains the suc-
cess of the Veranda in Helsinki. 

1 NINA GRAN, Cultural producer of the Veranda and
Swedish Cultural producer of the city of Helsinki  [www.verandan.fi]
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Cultural Courses at Schools

Visions and Aims
The objective of the cultural courses is to arouse the young person’s inter-
est in the culture on offer and to make culture a significant and natural 
part of the young person’s life. It thus seeks to bring culture and the arts 
close to the young person’s empirical world and supply meaningful tools 
for perceiving the world. In the process young people get some idea of 
what making art actually means in practice, and those who are interest-
ed have an opportunity to observe potential future professions and study 
options at close hand. 

Cultural courses also aim at strengthening the role of the arts in 
general education. 

Partners
The City of Helsinki Cultural Office launched the courses in the 80s, to-
gether with the creation of a special arts centre for children and young 
people, and continues to be the main partner and financier of the 
project. The department of education became involved in the project 
later and nowadays covers a part of the costs. Several arts institutions 
and NGOs as well as local universities participate in organising and re-
alising the courses, too. 

Target groups
Cultural courses are organised for 6–7 years old pupils in general or vo-
cational education. 
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Organisation
The City of Helsinki Cultural Office has one full-time employee respon-
sible for the courses. She has an assistant, who changes periodically, from 
the Faculty of Arts of the University of Helsinki who can include the 
work period in their academic curriculum. Every arts institution taking 
part in the project also assigns one person to be responsible for the cours-
es. The headmaster of every school where courses are organised is also 
involved. The total budget for organising one cultural course is approx-
imately 500 euros including tickets, lectures, study material, etc. 2 dif-
ferent courses are organised every year. 

Contents
Each course is organised around one theme, which is handled in vari-
ous ways both from the social and artistic viewpoints. The themes vary 
from suicide to the history of the Jewish people and Chinese Mytholo-
gy. Going to one or several art performances form the core of the course, 
but the pupils also study texts, go to rehearsals and write essays. Teach-
ers, academics and arts professionals give them lectures on the topic in 
question from their own perspective. Each pupil is given a textbook con-
taining the texts to be studied. Digital technology makes it possible to 
produce these books at reasonable cost. Some courses also use ICT, e.g. 
net discussions, as a learning instrument. The courses last for 38 lessons 
and form an optional part of the pupils’ curriculum. The pupils’ per-
formances are also evaluated on the basis of the final essay they write af-
ter seeing the art performance. 

Results
Art, as a means of analysing society and raising awareness on social prob-
lems, has been introduced to schools’ curriculum. 
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Cultural Course on Social Exclusion
As an example on the contents of a cultural course here follows a story writ-
ten by Liisa Vilkkumaa. She studies literature at the University of Helsin-
ki and worked for six months as a trainee in the City of Helsinki Cultural 
Office in 2003.

DURING THE SPRING 2003, I WAS LUCKY ENOUGH TO PARTICIPATE IN THE 
ORGANISATION OF A CULTURE COURSE based on the theme of being an 
outsider and on exclusion. The topic was extremely interesting and of-
fered many possibilities concerning the content of the course. Conse-
quently, we developed a project that we hoped would have a multifacet-
ed approach to the subject matter in question. It was also important that 
it fulfilled the needs of its target audience, i.e. the pupils that participat-
ed in the course. This group was very diverse and included pupils from 
schools regarded as prestigious, pupils from less highly regarded schools 
and pupils with psychological problems from a hospital school. The chil-
dren were aged from 3 up to 8.

Central to the course was a play by Lars Nóren called Under, which 
was performed at the Takomo eatre. It is an intense story about three 
homeless people, the thin line that divides ’us’ from ’them’ and how eas-
ily one crosses to the other side. The play questioned the whole concept 
of exclusion and even though the course was called ’exclusion’, most of 
all we wanted to make a note of the arbitrariness of the whole juxtapo-
sition (included/excluded). We also wanted to highlight how everything 
is about humanity in the end, how we differ from each other so little on 
a basic level.

The pupils read the script, met the director and laughed a little 
when they saw the bare buttocks on the stage, but in the end found the 
play to be moving and realistic, something that was not so far away from 
their own reality. “e guy who played the drug-addict acted really well: 
I know many users, and they are exactly like he was,“ one of the students 
wrote. Feeling at home in the theatre, instead of feeling as if they had in-
vaded an elitist realm was very important to the pupils. It would be great 
if they felt that art and culture could indeed be a part of their life and 
that it could have a positive influence on their quality of life and work. 

EXAMPLE 
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It would be wonderful if they could use it as a medium through which 
to deal with events and problems in their own lives.

Yinka Shonibare’s exhibition Double Dutch at Kiasma made the 
pupils ask philosophical questions about identity, masks and roles, 
which are probably more than acute issues during adolescence. Shoni-
bare, by pushing the boundaries of art, even brought the traditional can-
on of history of art closer to the pupils’ own empirical experience. We 
felt that especially with these students and with this topic it was very im-
portant that art and culture were brought as close to them as possible. 
Th is was one of the reasons why a very popular Finnish movie that the 
students themselves asked for was taken into the program as well. Th e 
movie (based on true events) is about four brothers, Eura’s Daltons, who 
resort to a life of crime as a result of their family background on the mar-
gins. Th erefore to include to it was not at all far-fetched, but fi t into the 
project very well.

One of the leading actors visited the schools telling about the mak-
ing of the movie, even the noisiest classes sat perfectly still during his vis-
it, for a moment this event and the participating class were the talk of the 
school. Th is is very important because of the low self-esteem of the stu-
dents who could be called as misfi ts; being the ones who get off ered this 
special treatment seemed to have a positive infl uence on them. 

Th e situations the pupils had to face were not always easy, for ex-
ample the disabled fi lm festival was an unfamiliar event and therefore a 
bit confusing to the majority, but maybe surprisingly, it became the best 
liked and impressive of all the activities in which the students took part. I 
personally think that the direct contact they had with people with diff er-
ent disabilities and the in-depth contact they had with this marginal cul-
ture made it so strikingly real to the students that they probably felt that 
they had been taken in to some esoteric society and it made them feel 
proud to be this privileged. Most of them mentioned in their feedback 
that they were happy that now they and their classmates would under-
stand the disabled better. Obviously, this collective experience of some-
thing perhaps a bit unfamiliar and confusing was very relieving.

In general the feeling of community was remarkably strong among 
these youngsters, especially within the smaller classes that contained stu-
dents with learning diffi  culties or mental problems. Most of them when 
writing about their experience of the course, also commented on the 
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other students: how they behaved, how they felt proud of the others 
when they behaved well or ashamed when they didn’t, how they wish 
their classmates would learn from the situation and so forth. I believe 
that the culture course strengthens the feeling of solidarity within the 
class or group as it takes the action away from the actual school build-
ing and forces the students to confront each other and the teachers as in-
dividuals. The confrontations with actual living beings, the actors in the 
art scene outside the school environment, in delicate situations, gave the 
pupils and teachers material on how to connect in a new constructive 
way. Getting out of the school was also very much praised by the teach-
ers, especially by the teachers who had so called difficult classes, as it gave 
them a new field to confront the pupils in. To those students who have 
adopted some kind of role in the class environment these out-of-school 
events gave an opportunity to impress the teacher in a new environment. 
Sanna Heikkinen held acting workshops so that the students got an idea 
of the business in practice. The feedback was very positive, with one boy 
sending his best regards to Sanna saying that she was a wonderful, sunny 
person and that he wishes her all the best in life. These kinds of encoun-
ters can’t be meaningless.

The way the students commented on the course afterwards showed 
in a moving way, how the things they had seen and experienced really 
touched them. It seems that a more emotional dimension in teaching 
may be required. Of course not all of the feedback was positive. Some 
of the students said that they didn’t learn anything or that the course 
was boring, (although better than the normal school) but even if this 
wasn’t the normal rebellion against everything that takes place within the 
school system, the courses seemed to be well worth the effort and mon-
ey. The students who have not participated in the course, but have heard 
of it, keep asking their teachers when they will get to take part. Most, if 
not all, of the teachers who participated in the course want to take part 
again, as the system becomes familiar within the school the easier it be-
comes for the at times inflexible system to adjust to it. The culture course 
is a liberal art course, so it’s not bound with one subject, but can be ar-
ranged as a co-operation between two, three or more teachers. This of-
fers a variety of possibilities to teachers and strengthens their co-opera-
tive skills, while providing them with a new approach to the subject they 
are teaching.  1  LIISA VILKKUMAA
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IN THE SUMMER OF 2000 KONEISTO — THE FESTIVAL FOR ELECTRONIC 
MUSIC TOOK PLACE FOR THE FIRST TIME IN TURKU, the fifth biggest city 
and old capital of Finland. 

The festival was an idea of a group of young, but enthusiastic lo-
cal people who despite having very little experience of organizing such 
events decided to do it anyway. The idea for the festival came from visit-
ing Barcelona’s Sonar, a festival for electric arts and music, which Koneis-
to’s organizers had loved. 

Koneisto was basically a normal rock festival, which there are plenty 
of, and which are very popular in Finland every summer. The difference 
was that there were no traditional pop and rock bands performing but 
rather different types of electronic music by artists. They included tech-
no deejays to electronica bands to hip hop groups and all the way to ex-
perimental visual, music and performance artists. Incidentally, the Finn-
ish word ‘koneisto’ can be translated as ‘machinery’. 

The concept of a festival for electronic music was something new 
and unheard of in Northern Europe. Also one main difference between 
Koneisto and the standard rock festivals was that the number of alcohol 
selling tents was kept down to a minimum.

The first Koneisto festival took place in an open-air recreational fa-
cility and park with swimming pools, etc., in the middle of Turku in 
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August. Th e festival turned out to be both an artistic and popular suc-
cess with thousands of people attending despite some initial doubts by 
the media and the attendees alike. Right from the beginning, Koneis-
to became the biggest and only festival dedicated to electronic music in 
Northern Europe. Besides all the important Finnish artists of the genre 
and a great number of unknown performers, the festival organizers also 
succeeded in putting together a versatile line-up of interesting and for-
ward-looking foreign artists and groups. 

Th e city of Turku, although very reluctantly, did participate by pro-
viding some fi nancial aid to the festival organisation. Th e participation 
of city in the fi nancing of similar local events is almost customary in the 
case of summer festivals in Finland. 

Th e main problem for the city of Turku, although this was never 
publicly announced, seemed to be the idea that ‘a festival of electronic 
music’ meant ‘a giant techno rave’, which basically meant rampant sell-
ing and consumption of drugs by young people and minors in particu-
lar. Of course, Finnish legislation is very strict on drug issues, and Turku 
has a recent history of severe drug abuse problems, especially among its 
youth. 

Nevertheless, Koneisto festival turned out to be one of the most 
pleasant and peaceful festivals in Finland, mainly because of the limit-
ed presence of alcohol at the site. Many observers also credited this to 
the fact that people interested in electronic music are not as interested 
in consuming large amounts of alcohol as the average Finnish rock fes-
tival audiences. 

However, the local police organized an extensive operation at the 
festival and intercepted a large number of people but there were practi-
cally no drugs found. Also the number of alcohol related incidents and 
violence at the festival was almost nonexistent, even the police depart-
ment was forced to admit this afterwards. 

Th e festival was organized again the following summer. It was even 
more successful, this time already attracting lots of positive publicity and 
interest in general in many foreign trend setting music, lifestyle and fash-
ion magazines. Th e city of Turku was oblivious to this international rec-
ognition, and showed no interested in fi nancing the second Koneisto. 
Unfortunately, as is often the case with such events with high artistic as-
pirations and despite popular support, the festival was not a great fi nan-
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cial success. Th e following year, at quite a late stage of planning and or-
ganizing of the third Koneisto festival in the spring of 2002, things got 
more complicated. Th is time the city council of Turku refused to provide 
any fi nancial aid for the festival despite much negotiation. 

Th e disappointed festival organizers, most of them local young peo-
ple from Turku, then went to meet people from the city of Helsinki who 
welcomed them with open arms and with a promise of proper funding 
and all the help the city could possibly provide. Th e location of the third 
Koneisto festival was then moved from Turku to Helsinki. 

When the city council of Turku heard the news, they realised their 
mistake and made an off er of fi nancial aid for the festival organisation, 
but to no avail. Th e third Koneisto took place in Helsinki and was a big-
ger success than ever before. Th e only demands made by the city of Hel-
sinki were for the festival’s open-air concerts, held during the day, to be 
free with open access to the public and linked with ‘Helsinki Day’ at the 
same time. Free concerts took place at a public swimming beach and 
were very popular.  

Th e actual festival then lasted for two days and took place at the Ca-
ble Factory during the evening and night. Th e Cable Factory is a large, old 
industrial complex originally used by Nokia, which was turned to artists’ 
spaces and a location for small companies of the cultural economy sector 
in the early 990s. Th ere is also a big concert hall and several smaller ven-
ues and stages. It is located virtually in the centre of Helsinki. 

Th e city of Helsinki also participated in the festival by inviting jour-
nalists from selected British, Scandinavian, German and French publi-
cations to the festival and Helsinki. Th is resulted in many articles about 
the ‘Cool New Helsinki’ in foreign magazines. Th e tourism department 
of the city took advantage of this by launching its own campaign target-
ed to diff erent groups of potential tourists for Helsinki. Using the hype 
created by Koneisto, other things such as the traditional and most in-
novative of Finnish design and architecture as well as the vision of Hel-
sinki created by the original movies of the director Aki Kaurismäki were 
also promoted. 

Although it remains to be seen how successful this will be in the 
long run, all this can be seen as representing a new and more open and 
innovative style of governance from the part of the city of Helsinki. Th e 
same, unfortunately, cannot be said for the city of Turku. 
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The Koneisto festival took place in the Cable Factory again for the fourth 
time in the summer of 2003. It was as successful as ever, and will also 
be repeated in the next summer with bigger and more ambitious plans 
than ever before.  

1  Jussi  Kulonpalo  (jussi.kulonpalo@helsinki.fi)  
     University of Helsinki 

e writer is a PhD student at the University of Helsinki currently work-
ing on his dissertation on urban cultural policies and cultural ecomony of 
European cities. 

PEKKA KAIKKONEN
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This story draws from my personal experience at a rock concert 
in February 2003 and questions raised by it as a result of having been in-
vited to the event by a friend of mine from St. Petersburg. This is a sto-
ry of my amazement at the existence of Russian sub-culture in Helsin-
ki that is invisible by day and night, but that can occasionally emerge 
strongly.

Non-Visible 
and Non-Audible 

Migrants
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The rock concert was given by Leningrad from St. Petersburg, a 
band that has become a popular act in the Russian rock scene with its 
energetic shows and politically outspoken attitudes where the leading 
politicians in Russia have received mocking and criticism. The band’s 
records sell well thanks to groovy and catchy songs. 

The show took place at Tavastia Club, Helsinki’s 
leading rock venue. The place with a capacity of 900 
was almost fully packed with audience whose appear-
ance suggested they were relatively normal and regular 
rock venue visitors. People in their 20s and 30s, casu-
ally dressed, neither very distinctive nor too rock-ori-
ented. Early on I became distinctly aware of the fact 
that when the band invited people to sing along, the 
audience joined in enthusiastically. The singing took 
place in Russian, a language heard relatively often on 
the streets of Helsinki, but rarely spoken by the Finns. 
This occasion turned things upside down and I found 
myself in the language minority, as there seemed to be 
only a handful of people who were not able to under-
stand the lyrics.

This was quite a revelation to me. Here I was 
standing in the middle of the familiar rock arena in 
my home city, in the midst of a crowd that I was phys-
ically close to, but socially and culturally distant from, 
strongly aware that there seemed to be hundreds of 
young people of Russian origin in Helsinki who can 
fill up the best known rock arena in the city. I felt as if 
they had occupied, conquered the space that I had pre-
viously thought of belonging solely to the local Finn-
ish audiences.

The concert opened my eyes to the fact that there 
has to be a strong Russian sub-culture in Helsinki that 
one rarely hears anything about or would know much 
of. Indeed, its presence and influence seem to be so 
subtle that one needs careful examination to unravel 
its existence in the city. On the other hand, it does ex-
ist, much stronger than those belonging to the Finn-
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ish majority are aware of. The question for me arose as to how, or how 
not, the Russian and other minorities manifest themselves in the urban 
space and urban culture.

After the concert I consulted census data, which shows that in com-
parison to many other cities Helsinki remains a very homogeneous city. 
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Helsinki has 560 000 inhabitants, greater Helsinki region some .2 mil-
lion. 7.4 percent of Helsinki’s population is born outside of Finland. 
While this is the highest figure in Finland it remains relatively mod-
est in Scandinavian or European terms, especially considering Helsin-
ki’s capital status.

Those of Russian origin make up almost a quarter (24.2 %) of Hel-
sinki’s non-native population. In all, there are 9 000 people whose moth-
er tongue is Russian, almost all of migrant background and over half of 
them (4 800) are aged between 6 and 44 years. This means that those 
of Russian origin constitute in Helsinki terms a sizeable minority, but at 
the same time an invisible and unheard of minority. There are thousands 
of people of Russian origin who live among the Finnish people, but who 
do not make themselves visible in the urban space. They are ethnically 
close to Finns, but remain socially distant. They live right amongst us, 
but still exist culturally far away. 

This experience at the rock club prompted me to open my eyes to 
study Russian features in Helsinki that can be found embedded deep-
ly in Helsinki’s urban space and life, but that remain surprisingly un-
known or unrecognised. Indeed, historically, Helsinki would be neither 
a proper city nor a capital without the Russian influence on its urban 
structure, mentality, slang, etc. Signs of this influence are all over the 
city centre, yet they are still somehow submerged in people’s knowledge 
and attitudes.

Take the Senate Square and its surrounding buildings, for example. 
This milieu is Helsinki’s and perhaps Finland’s best known symbol, espe-
cially the Cathedral overlooking the Senate building (where the nation-
al government operates), the university, City of Helsinki administration 
and commerce. The whole square and Helsinki’s urban grid was initiat-
ed by Russian Czars in the 9th century when Finland was an autono-
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mous grand duchy within the Russian Empire. This period under Rus-
sian rule lasted over a century, from 809 until 97 when Finland gained 
independence. Strange as it may sound, this period is remembered with 
pleasure as it enabled Finland to revive and develop its parliamentary 
system, its own currency and even an army. A statue of the Russian Czar 
Alexander II is at the heart of Senate Square and acts as a symbol of na-
tional development and growth of nationhood. This must be the best-
known and most photographed statue in Helsinki.

However, the Soviet period closed the natural coexistence between 
these two countries and built cultural barriers. For Finns, Russia remains 
a rather mysterious country whose influence has been strong but unrec-
ognised and under-appreciated. A war between the two countries in the 
Second World War created strong suspicions and the Finns’ attitudes 
towards Russia are still partly reserved and partly just ignorant. We do 
not know our neighbours even if we share over 000 kilometres of bor-
der with Russia, and even though Helsinki and St. Petersburg are only 
330 kilometres apart. 

Reflecting my amazement at the experience of the Leningrad con-
cert and also the number of Russian migrants in Helsinki, it became ap-
parent to me that urban cultural policy should pay more attention both 
to the statistical evidence available about various groups and to wheth-
er their presence materialises in any way in the city. Sometimes, for ex-
ample, there can be disparity between the visibility of certain migrant 
groups and their real numbers. Perhaps I might not have been so sur-
prised had I previously known the number of Russian migrants in the 
city. Still, that figure would not have given me any ideas as to how these 
people use their leisure time, how they use urban space, where they shop, 
how they use cultural services, etc. Therefore it was a revelation to find 
out that migrants of Russian origin constitute a sizeable invisible minor-
ity, contrary to the Somalis, for example, who also make up a large por-
tion of Helsinki’s migrant community. This short story about Helsinki 
highlights that we should be sensitive to the phenomena that are not ap-
parent to the eye or the ear, neither visible nor audible in the urban cit-
yscape. 

1  TIMO CANTELL 
      Timo Cantell is Arts Management Professor at the Sibelius Academy.
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Empowering photos at the Annantalo Arts Centre

 e Loveliest Girl in the World, a photographic project launched in 998 
by art educator / social educator Miina Savolainen with ten girls and 
young women brought up at the Hyvönen Children’s Home in Helsin-
ki. Th e project revolved round the idea of empowerment and the right 
of every woman to be the queen of her own life and the loveliest in the 
world. Miina Savolainen spent several photography sessions with each 
girl in diff erent years, planning the sessions with the girl in question and 
roaming the countryside with her. Th e photos were thus taken “in the 
blue-hued dusk of evening, the springtime forest and snowstorms; in 
places and conditions in which it is easy to feel a little stranger than real-
ity, the heroine and leading character in one’s own life”.

Th e girls in the project did not primarily represent child-welfare 
youngsters. Rather, they acted as experts on girlhood and spoke of 
themes that aff ect all people. Th rough the photos the girls and their su-
pervisor questioned and discussed the roles off ered the young woman 
by the media. Th e perfect fi gures of the celebrities in the media pho-

The Loveliest Girl in the World

Photos by MIINA SAVOLAINEN
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tos strike people of all ages at an 
emotional level, causing them to 
feel ashamed of their own bodies 
and looks. In the Loveliest Girl in 
the World project the girls took 
command of the photograph. 
Why feel grieved by photos of 
celebrities and one’s own inad-
equacy when one can, with the 
help of hundreds of photos, learn 
to see oneself more kindly and 
believe one is good, lovely and 
special? Tying in with the exhi-
bition were workshops for fam-
ilies and professionals on the em-
powering photograph method, 
and talks by Miina Savolainen 
and the girls for members of the 
public and professionals about 
the project and the empowering 
photograph method. Th e public 
lecture was so popular that it was 
repeated. 

 e project was Miina 
Savolainen’s  degree assignment for 
the University  of Art and De-
sign Helsinki, Depart ment of 
Art Education, and was car-
ried out in collaboration with the 
Annantalo Arts Centre on 5-30 
November 2003.

Enquiries: Miina Savolainen, 
tel. +358 40 5000 308 or 
the Annantalo Arts Centre, 
tel. +358 9 69 399.

“The me in the photo was different 
from the ordinary me. There was just 
the photographer, the camera and me. 
Free, different, I don’t know how, nice. 
I hoped the photos would turn out well 
and be ones in which the landscape and 
the photo as a whole differed from re-
ality; ‘fairytale pictures’.”
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‘Life Drawing’ with a Beastly Twist

In autumn 2001, I took part in organising a drawing exhibition for children 
and young people at the Annantalo Arts Centre in Helsinki. As part of 
the exhibition we organised a life-drawing workshop – but instead of having 
a human sitter, our ‘model’ was a live rabbit that inhabited the gallery space 
for the duration of the exhibition.

Broadly interpreted, everything is part of ‘nature’. Usually, however, we 
narrow down this concept to animate beings. A piece of non-biodegrad-
able plastic is an environmental nuisance. It is not alive – or, more pre-
cisely, it never dies — and, consequently, it is not part of nature. A liv-
ing thing is something that moves, changes, and is part of an ongoing 
process.

Throughout history, artists have studied nature (animate beings) 
and striven to use it as a mirror to reflect their own ever-changing self. 
The way artists perceive themselves and the precepts and methods they 
employ in this perceptual process depend on the artist’s personal beliefs, 
but also on the individual’s interaction with the environment. A percep-
tion is never isolated from the culture around it. A new art movement 
emerges whenever an outdated notion of man and nature is supplanted 
by a new idea – a new boundary is drawn, a shift occurs, and we begin 
to perceive the world from a new vantage point. 

For our exhibition, we constructed a small fragment of nature in 
the middle of the exhibition space, an ‘island’ consisting of an irregular-
ly-shaped, low-legged, 2 x 3 metre plexiglass structure. We covered the 
floor with sawdust and straw and planted a birch tree in the middle. This 
was to be the rabbit’s temporary home. 

The children then set up their easels around the plexiglass enclosure 
and started to draw. They were free to use the space either in groups or 
on their own. Passers-by, too – both adults and children – were welcome 
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to grab a pencil and paper 
and use the space. Th e fi n-
ished works were then hung 
on the walls around the en-
closure for all to see.

Th e exhibition was like 
a modern installation, com-
plete with a constructed ‘na-
ture space’, yet on the other 
hand it was also a social event, 
an opportunity for bonding 
between the artists using the 
space. At the same time, it was 
also a conventional life-draw-
ing class; everyone knew ex-
actly what they were expected 
to do from the moment they 
stepped in the room.

People generally assume 
that things should be stud-
ied in their ‘natural’ environ-

ment. When you study nature, you usually go outdoors. We deliberate-
ly did things the opposite way round by bringing a piece of nature into 
a human space, an exhibition. Th is gave rise to various practical prob-
lems and misgivings about the whole project. We found ourselves hav-
ing to contemplate animal rights issues and other moral and philosoph-
ical problems. 

We cordoned off  an isolated fragment of nature: an animal that 
could not run away. We noticed that when a fragment of nature is re-
moved from its normal context and brought into a new setting, it gains 
intensity. We found that we could manipulate our fragment of nature by 
emphasising or excluding certain features. 

An artifi cial natural environment is a ‘sterilised’ illusion that can be 
manipulated with specifi c motives. We wanted our ‘fragment of nature’ 
to behave properly, so we assembled it carefully, piece by piece. Th e pres-
ence of the rabbit dictated some of our choices, others were guided pure-
ly by our imagination: We sought to produce something that occupied a 

HELSINKI

P
E

K
K

A
 K

A
IK

K
O

N
E

N

  |  6



border zone between truth, symbol and cliché. The constructed environ-
ment had to look ‘authentic’, yet be predictable. This gave rise to some 
interesting dimensional inversions. Certain things that are virtually in-
visible in a natural environment can become overpowering in an indoor 
space – such twists are difficult to predict. People have a paradoxical de-
sire to control nature, and yet to enjoy its unpredictability: a simultane-
ous desire for change and a fear of chaos.

Our model was a rabbit, one of the most common animal figures in 
European legends and fairy-tales, a cuddly ‘toy’ with the sudden move-
ments of a wild animal, the good manners of a household pet, and the 
memories of a rabbit. 

Drawing the rabbit was largely a matter of watching it go about its 
daily business in a continually unfolding sequence of motions. The rab-
bit refused to hold still, and was difficult to ‘capture’, both literally and 
on paper. What the children captured was the very elusiveness of their 
model: they drew either a remembered impression of the rabbit in a cer-
tain position, or a mental picture of what a rabbit ‘should’ look like, or 
how a drawing of a rabbit should look. The rabbit evoked emotional re-
actions in the children – they drew it because it was ‘cute’. They por-
trayed it in relation to its environment, or doing something ‘rabbit-like’ 
– eating, hopping, or lying among hay. One of the children drew the en-
tire building, indicating the precise position of the rabbit inside it. The 
oldest children and adults adopted a different approach. They eliminat-
ed everything else and focused on capturing the rabbit ‘as it really looks’. 
Presumably the older students were most familiar with our culture’s way 
of responding to a life-drawing situation, and they consequently suffered 
because the rabbit failed to meet the requirements of a ‘good’ model: it 
simply refused to hold still.

Studying an animate subject proved to be a complex process. When 
we sense that something is alive, it changes our reactions to it. It makes 
us the same, creating an instant bond. Our bodies can sense a kinship: 
we resonate the life force of a fellow living creature, giving rise to a spe-
cial interaction. 

1 TIINA AROMAA

Tiina Aromaa is a Helsinki-based artist and part-time drawing instructor.
— Translated by Silja Kudel
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The THEATRE HOUSE JENA

Theatre House is one of the most innovative theatre experiments in ur-
ingia. In the New Federal State of uringia three public drama ensembles 
have been closed down after the unification of Germany and in other thea-
tres and orchestras mergers and consolidation are the ruling element of cul-
tural policy. However, in the private theatre of Jena emphasis is placed on 
co-operation with other experimental theatres and on new plays by young au-
thors, which are mostly very well received by audience and critics. For ex-
ample, in a recent critics’ survey of the journal “eater heute“ (eatre to-
day) young actors of the ensemble, as well as the overall performance of the 
eatre House Jena, were honoured. ough the eatre House of Jena 
has to struggle with financial and spatial limitations again and again, it is 
a good practical example of the creativity and ingenuity of an autonomous 
theatre company. 

History
In 1878, Jena had its first Theatre House, sponsored by Mr. Koehler, the 
owner of the local brewery. The theatre was a small building, in which 
touring drama groups and the Court Theatre of Weimar performed. It 
soon became known as the Kunstscheune, or the Art Barn. 

With the end of World War I demand for a new theatre grew. The 
city’s Mayor of the time, Mr. Elstner, and the Jena Art Society, author-
ized the famous architect Walter Gropius to redesign the theatre. 

The reconstruction of 1921/22 was limited to the storefront due to 
shortage of money. The finished building met with opposition in the 
conservative faction of the City Council. The building, which met with 
such opposition at its unveiling, nevertheless survived the Nazi period 
untouched. However, due to the reconstruction dated 1948, nothing re-
mained of the building’s old facade. 

In 1956, a further redesign was undertaken. The stage house was ac-
commodated to take into account the technical demands of the German 
National Theatre of Weimar. Until the 960s the theatre was a perma-
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nent venue of the German Na-
tional Theatre. In 1965, the City 
of Jena took over the theatre. 
Nevertheless, it remained one of 
the venues of the National The-
atre Weimar, besides other hous-
es, e.g. in the cities Gera, Rudol-
stadt, Greiz and Zeitz.

In January of 1987, the City 
Council decided to demolish the 
auditorium in order to start a 
new development of the theatre. 
However, this was blocked by the 
building inspection department 
and the city’s theatre moved to 
the Capitol movie theatre.  

In 1989, the old theatre was 
brought to life again when thea-
tre groups took over the remain-
ing backstage to put on alterna-
tive theatre performances.

In 1991, the then head of the Jena Cultural Office appointed a 
group of young graduates from the Ernst Busch University for Theatre 
Art Berlin to Jena. Director Horst-J. Lonius and Sven Schlötcke, both 
lecturers of the university, created a theatre troupe consisting of people 
unemployed at the time. This was a second labour market initiative (the 
so-called Arbeitsbeschaffungsmaßnahme (ABM)).  

In November 99, the new Theatre House was reopened with a 
theatre night WüsteGegenZeit. Since then, a predominantly young and 
open-minded audience has populated the theatre. German daily news-
papers, as well as the specialized press, soon took notice of the small 
house. With the support of important people in German theatre, such 
as Heiner Mueller, Peter Zadek, Frank Castorf and many others, on July 
st, 1993, the theatre managed to change from a city-owned playhouse 
to a non-profit company, exclusively supported by those who acted on 
stage. 
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The seasons 1996/97, 1997/98, 1998/99 mainly focused on thematic 
theatre work. Theatre was regarded as a genre spanning arena of arts and 
communication. Beside theatre projects that were mainly developed in-
dependently of a ready-made text patterns, the work included exhibi-
tions, concerts, interdisciplinary talks, performances and festivals.

The seasons 996/97, 997/98, 998/99 mainly focused on thematic 
theatre work. Theatre was regarded as a genre spanning the arena of arts 
and communication. Beside theatre projects that were mainly developed 
independently from ready-made text patterns, the work included exhibi-
tions, concerts, interdisciplinary talks, performances and festivals.

From September 1998 to April 1999, the dilapidated Theatre 
House underwent another badly needed physical reconstruction. Dur-
ing the reconstruction works the ensemble found new venues in and 
around Jena, such as a shopping centre and a cinema. In December 998, 
the theatre company and the artistic directors of the theatre separated on 
the grounds of artistic differences.

With the turn of the century a new artistic ensemble (eight artists and 
two directors) and a new executive management inherited the house. Since 
then, Mrs. Claudia Bauer (formerly independent director and lecturer at 
the Ernst Busch University for Theatre Art Berlin) has been executive direc-
tor and the manager has been Mr. Roman Rösener (former manager of the 
Dance Theatre Basel). The double premiere of Woyzeck/Baal on January 
13th, 2000, marked the beginning of the new troupe’s time at the Jena The-
atre House. In October 2000, a Youth Theatre Club was founded to enrich 
the program, with productions by young people for young people. 
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Since its launch, the current theatre troupe has created theatre themes: 
Committers (2000 season), Ways to Paradise (2000/200 season), Tri-
umph of the Province (200/2002) and the most current theme Bastard 
Germany / Heroes (2002–2004).  

Today
At the beginning of 2003, the Theatre House had to struggle with financial 
shortages. Due to a general budget closure of the Federal State of Thuringia, 
the theatre was short of around 05 000 euros of funding. This was 5 % of 
the overall project funding granted to the Theatre House by the Free State 
of Thuringia. Bearing in mind that the actors have a monthly gross salary 
of 400 euros, this predicted shortage would have had tremendous effects. 
At this time, the Managing Director of the Theatre House even expressed 
his doubts about being able to perform the planned opening spectacle for 
Cultural Arena, an annual summer festival usually opened by a fantastic 
theatre performance. Consequently, the Theatre House wrote a letter to the 
Culture Minister of Thuringia and described the dire consequences of the 
budgetary constraints and asked for a repeated verification. Since no reply 
was received, another letter was sent, this time together with the Mayor of 
the City of Jena. The reply from the Ministry was that the Theatre House 
would receive the funding shortly, but a defined part of the money would 
be blocked for some time. 

However, the opening spectacle of the Cultural Arena 2003 could 
take place since the Theatre House undertook its own economic measures. 
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The open-air performance was a big success. The characters of Haupt-
mann’s Die Weber (e Weavers), whose distress is portrayed in tearful 
scenes in this naturalistic social drama from 892, have become the unem-
ployed of today in the production of the Theatre House Jena. The event 
was sold out and the audience celebrated the 20 amateurs (members of 
local associations asked to take part in the spectacle) and professional ac-
tors with great applause. 

Because of repeated reconstruction works in the original building, the 
Theatre House currently performs in the former Volksbad, a closed indoor 
swimming pool. The Volksbad was opened in 909 and closed down af-

ter having become unprof-
itable in 200. At another 
place a fun-and-water are-
na had been built and the 
Volksbad has been the is-
sue of many debates and 
discussions since financing 
and utilization concepts 
for the historical building 
were missing. Now, the 
Theatre House highlights 
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one possible use: Theatre in the Volksbad. Stands were built, lighting in-
stalled, a foyer, a Volksbar (People’s Bar) and a kursaal arranged.

Directed by Claudia Bauer, the opening play is Die Überflüssigen 
(e Dispensables), an adaptation of Anton Chekhov’s debut Platonov. 
The production in the empty basin of the Volksbad continues asking the 
question raised by the Die Weber (e Weavers) spectacle in the sum-
mer. What happens with those who cannot be placed in the labour mar-
ket or are no longer needed by the society? Well, they get melancholic, 
cynical and violent, look for consolation in drinking and refuge in love 
affairs, or slit their wrists. Chekhov meant the decadent gentry of the 
9th century, but the Jena production depicts the dispensable academic 
and entrepreneurial middle class or human capital of today. These pro-
tagonists, too, are desiccated by idleness and thirst for the water of life. 
This production can also be understood as containing a message about 
its own matters, as at the end of the current season the ensemble will 
leave the Theatre House Jena. The expiring contracts of management 
and staff haven’t been extended by the partners of the non-profit com-
pany Theaterhaus GmbH: they say they want to foster a strategic devel-
opment and prevent stagnancy. In the Theatre House this is a common 
procedure; the new management has already been selected and will start 
with a new ensemble in autumn of 2004. However, the last season of the 
troupe is ironically themed Heroes and creates a contrast by bringing the 
Russian drama of ruin and decay on stage. 

From November 3th to the 23rd the festival Theater in Bewegung 
(eatre in Motion) takes place in the empty Volksbad. This is the third 
festival of its kind in Jena and is organized in co-operation with the Jena 
Cultural Office and the Theatre House. The festival has a budget of 80 000 
euros, while the City of Jena covers a quarter, the Theatre House an eighth. 
28 000 euros are contributed by the Free State of Thuringia and 2 000 eu-
ros by the Nationale Performance Netz (National Performance Network), 
which supports the exchange of contemporary dance productions in Ger-
many. The rest is to be obtained by donations and sponsorship. 

Facts & Figures
According to its own accounts, the Theatre House had around  700 000 
euros at its disposal in 2003, while the City of Jena and the Federal State 
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of Thuringia supported special projects with 700 500 euros. The Theatre 
House is also supported by sponsorships and donations. For example, in 
July 2003, it received a donation of 2 400 euros from the Jenoptik Ag, 
one of the biggest companies in Jena. The Theatre House declared that 
it would use the donation mainly for the Youth Theatre Club, in which 
seven, partly funded, productions had been established and workshops 
on conflict management, rhetoric and body training were also offered.  

The Theatre House has between 20 and 40 seats. In 2002, around 
7 000 visitors came to the theatre. The Theatre House is the only the-
atre in Jena, a city of 00 000 inhabitants in the New Federal State of 
Thuringia in East Germany. 
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arts@leeds and Get Creative 04

Vision and Aims
Get Creative is one of the results of arts@leeds, a unique partnership 
between Leeds City Council and Leeds’ professional arts organisations. 
Get Creative centred around a week-long programme of creative sessions 
for young people, fusing theatre, visual arts, dance and music through a 
process of collaborative working. 

Get Creative targeted young people who have an interest in the arts, 
but who have not had much opportunity to have a go. All the young 
people taking part worked closely with professional artists, exploring 
new techniques, ideas and themes linked to the professional perform-
ances and exhibitions that theatre, dance and visual art companies un-
dertake daily. 

The aims of the project were partly around getting young people to 
take part, learn new skills and hopefully move on to longer-term arts ac-
tivity. However, it is equally important to the project that the artists in-
volved develop their artistic practice and professional skills and that the 
partner organisations learn from one another and about working with 
children with particular needs

The aims of the project were as follows:
.  To be an innovative and creative programme which fuses theatre, 

dance and music through collaborative working between a range of 
different artists.

2.  To actively engage young people (ages 9-9) who have had little pre-
vious access to the arts, or who live in areas where there is little arts-
based provision. 

3.  To foster an environment, which can support young people and 
enhance their social, behavioural and team working skills.

4.  To provide a volunteering scheme which provides skills and hands-
on experience to young people (6-9) interested in the arts.
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5.  To provide exit strategies from the programme that will give partic-
ipants opportunities to become engaged in further art-based activ-
ities, particularly with the partners and other organisations.

6.  To be collaboratively developed, managed and delivered by Leeds 
City Council in partnership with its flagship cultural organisations: 
Northern Ballet Theatre, Opera North, Phoenix Dance Theatre, 
West Yorkshire Playhouse and Yorkshire Dance.

7.  The planning and development process aims to enable professional 
development for the organisations and artists involved.

Partners
The partners in this project were the City Council and its flagship pro-
fessional companies. These were:

 Learning and Leisure Department
 Northern Ballet Theatre
 Opera North
 Phoenix Dance
 West Yorkshire Playhouse
 Yorkshire Dance

The project was funded by a combination of arts, European and regen-
eration money.  The six organisations also committed staffing, resourc-
es and funding.

Target Group
From the outset the project aimed to recruit young people who would 
not normally access the summer schools or education programmes that 
the five partner organisations generally set up. 

The recruitment plan was to target individual young people through 
youth groups, community groups and certain schools. By contacting in-
dividual youth workers or community leaders the project co-ordinator 
enlisted their support, rather than merely distributing flyers that young 
people might pick up of their own accord. 
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Organisation
All the key decisions relating to Get Creative were made by the part-
nership in monthly meetings, facilitated by arts@leeds. A co-ordinator 
was employed to manage the project. There were three training/plan-
ning days arranged to allow for discussion and planning between artists 
in their groups, to look at themes and ways of working – especially for 
those artists who had not worked together previously. Artists also took 
part in training on child protection, and training in how to deal with 
challenging behaviour, communication exercises with volunteers, sup-
port workers and creation of project risk assessments, and were provided 
with comprehensive information about how to run the project.

We ran a scheme for young volunteers before and during the project 
week. They learned skills through practical activity and by shadowing 
and helping the artists during Get Creative week. They worked alongside 
the professional artists and supported younger participants (9-5 year 
olds) to take part in the creative workshops. The volunteers were a key 
part of the creative team.

Contents and results
In the Fantastic Creatures project (for age 9– years) dance and costume de-
sign were fused to create a piece of highly visual theatre — where cocoon-
like creatures emerged into butterflies in a 5 minute long performance. 

In Opera Beats (for age 2–5 years) the group worked on learning 
street dance moves, writing lyrics, singing and devising their own op-
era and beats-based recorded soundtrack. The participants created two 
enthusiastic and upbeat street dance performances to the music they’d 
written, sung and recorded.

In Street Stories (for age 6-9 years) the group worked closely, try-
ing out different creative dance and drama techniques. The many activ-
ities were edited down to a complex 5-minute performance with a mu-
sical sound-scape.

The project resulted in a successful performance where the participants 
shared what they had learned. Parents watching were amazed at what had 
been achieved in such a short time. Overall the project was a great success.  
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One of the 9- year old participants summed up the response from 
those involved:  

“I loved this project. It was fun and very exciting. I think I have become 
more confident. I think I will do dance when I grow up. It makes me feel good”.

One of the artists working with the 6-9 year old group said:
“Without even realising it, the participants were gaining communica-

tion skills, listening skills, negotiating skills, self-confidence and the ability to 
work successfully together throughout the course of the week”.

Footnotes
)  PAYP (Connexions West Yorkshire), Breeze Too (Leeds Children Fund), Arts 

Council England, Yorkshire and Equal; (Leeds Equal e-Employability Develop-
ment Partnership, led by Jobs and Skills Leeds City Council).

PEKKA KAIKKONEN
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Breeze International 
Youth Festival 2004 

Background
2004 saw the eighth year of the Breeze International Youth Festival. Up 
until 2004, each year of the festival had been broadly similar in terms 
of timing, target customer group and aim. It had taken place each year 
during the school summer term, it had targeted young people aged 3-
9 years and it had aimed to provide opportunities for arts, cultural and 
sporting experiences. It had, additionally, always included an interna-
tional youth exchange programme. 

2004 saw a re-shaping of the festival to target a wider age range 
(8-9 years), to provide higher quality experiences to young people tak-
ing part, with the objective of building sustainable relationships with 
schools throughout the city.

In addition, the festival took on a whole new meaning as a signifi-
cant and visible part of Breeze which became the brand for all of Leeds 
City Council’s learning and leisure services to young people (0-9 yrs). 

These changes gave the festival clearer direction and greater longev-
ity than ever before. The opportunity to be a part of year-round initia-
tives also gave the 2004 festival a real chance to achieve some of its long-
er-term objectives.

Vision and aims
The 2004 Breeze festival aimed to: 
. Enable young people (8 -9 years in Leeds to gain and learn from 

new experiences that they are otherwise unlikely to get. 
2. Make young people aware of Leeds’ provision for them.
3. Encourage young people to make the most of life in the city and 

develop a sense of ownership over what it has to offer.
4. Make a significant contribution to the cultural vibrancy of life for 

young people in the city of Leeds.
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Partners
Th e diagram below identifi es all the stakeholders and partners in the fes-
tival. It includes all groups and individuals with an interest or potential 
interest in the festival and those who, if successfully targeted, help the 
festival to achieve its objectives. 

Schools &
Teachers

Parents &
Carers

Leeds City Council
Elected Members
Learning & Leisure
Dept
Other Depts
LCC Staff

Arts  & Cultural industry
Orgs providing workshops
Leeds major arts and culture
providers

Sponsors/Funders
Actual
Potential

Media
Local/regional
Specialist –
arts/culture
Specialist – YP

Community groups
Youth
Arts/Cultural

Youth
organisations and

groups

Stakeholders
& Partners

Customers: YP 8-19
Living in Leeds
Potential: Living
outside Leeds

Target Group
Th e target market for the festival was 0,000 young people aged 8–9 from 
Leeds which represented around 0 % of the total number of young peo-
ple living in Leeds in 2004. 

Th is target market was planned as a representative sample of the city’s 
young people in terms of geographical area and cultural background. 

As the festival set out to enable young people to gain new experiences, 
segmentation was also carried out in order to ensure that the opportunities 
put forward by the festival were tailored according to the diff erent areas of 
the city and the diff erent backgrounds of the young people living there.  

LEEDS   |  77



Organisation
To achieve its objectives, the festival ran the following three strands of 
activity:

 .  FOCUSED APPROACH 
A focused approach was taken to enable a measurable target group of young 
people to gain maximum value from the new experiences, made available 
to them through the festival. This was delivered in four main ways: 
  Breeze grant scheme
 Enabling a small number of groups of young people to pursue their 

own arts, culture or sports-based projects through providing fund-
ing. It also enabled them to showcase their work to other young 
people during festival week. 

  Schools workshops
 Eleven base schools were chosen on the basis of one being from 

each inner and outer ‘wedge’ of the city. Each school was the ven-
ue for festival week activity in each local area. Performance-based 
workshops were held in each school during the festival week, in 
some instances for the host school and its feeder primaries.  

  Satellite events in schools
 Some of the schools already taking part in the festival as venues 

throughout the week also held their own arts/culture-based evening 
‘satellite’ events in addition to those being held during the day. This 
approach enabled the schools and their pupils to showcase their 
own talents in a range of areas to wider audiences than the daytime 
performances would allow.  

  Festival showcase events
 The work from the eleven festival schools and the breeze grant 

holders were showcased to city-wide audiences at prestigious city 
centre theatres and concert halls. West Yorkshire Playhouse hosted 
the schools showcase and Leeds College of Music hosted the Breeze 
grants showcase. 

 
 2 .  INTERNATIONAL INVOLVEMENT
 In 2004, 80 international students from 9 countries including 

China and New Zealand visited Leeds during the Breeze festival. 
This strand of the festival provided the young people of Leeds with 
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new experiences by meeting and learning from young people from 
other countries and cultures. It was made possible by internation-
al school partnerships and relationships managed by the Leeds City 
Council’s International Relations team.

 3 .  INFORMING STAKEHOLDERS 
 The fourth and final strand of the festival was to raise awareness of 

other stakeholders and partner groups, besides young people. 
 This was an important part of the 2004 festival in order to build 

sustainability into future Breeze festivals.  

Contents and Results
Breeze International Youth Festival 2004 was a great success. As many as 
0,000 8-9 year olds from across the city gained new experiences that 
in many cases might serve to change the path of their lives. In the three 
months following the festival, a huge amount of interest has been shown 
in plans for Breeze International Youth Festival 2005.  
The successes of the 2004 festival will be built upon in 2005 to encourage 
at least 22 high schools (half of the city’s high schools) and many more 
youth and community groups to take part in a range of activities span-
ning sport, performing arts, international partnerships, and visual arts.  

Further information about Breeze can be obtained from Jenny Hails, tel.  
+ 44 3 247 839 and Sally Coe, tel. + 44 3 230 2468 in the Department 
of Learning and Leisure in Leeds City Council. 

Eurocult 2 Programme Officer for Leeds is Dinah Clark, 
tel. +44 3 224 3837/ dinah.clark@leeds.gov.uk 
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FUSELEEDS 
Summary Description of A Suc-
cessful New Music Festival for 

Leeds 

Summary
FUSELEEDS04 was a major new music festival, unique to the UK, 
which successfully developed contemporary music programming in 
Leeds by celebrating new music across all genres, developing new col-
laborations and world premieres, and presenting an extensive education 
and fringe programme. 

Significantly, it was managed and delivered through a unique arts 
partnership comprising Leeds City Council’s International Concert Sea-
son, Leeds College of Music, Leeds Jazz, The West Yorkshire Playhouse 
and The Wardrobe. This method of delivery enabled the consortium to 
unlock significant public funds from trusts and foundations, The Arts 
Council and Youth Music, to name just a few.

As well as its concert programme, FUSELEEDS also featured a 
comprehensive education, community and fringe programme, which 
took place in the run up to and during the 5-day festival period.

FUSELEEDS04, and its associated audience development strategy, 
successfully offered a legacy for developing year-round programming of 
new music in Leeds delivered through the partnerships which the festi-
val developed between local organisations and venues. The festival also 
put Leeds on the national touring map for contemporary music. As well 
as having major local significance, FUSELEEDS was marketed as an im-
portant tourist event in the City’s cultural calendar by Leeds City Coun-
cil’s Tourism Department.

Aims and Objectives
Aims
FUSELEEDS04 aimed to celebrate the wealth and diversity of today’s 
vibrant new music scene, drawing on traditions including jazz, world, 
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popular and contemporary classical. Artists were encouraged to experi-
ment and take risks through new commissions and musical relationships 
presented in innovative and exciting ways.

Objectives were: 
 to promote a unique, exciting and vibrant new music festival as one 

of the major highlights in the Leeds calendar
 to encourage the development and performance of new works and 

new creative collaborations
 to promote music currently under-represented in Leeds by the 

commercial and voluntary sector
 to introduce and develop new audiences for contemporary music 

in Leeds
 to reach local, national and international audiences
 to encourage new working relationships between venues and pro-

moters within the city of Leeds
 to support and publicise local and amateur new music making 

Benefits
FUSELEEDS04 and future Festivals will:
 commission new works and encourage new creative collaborations 

across musical styles and art forms
 increase the provision of high quality contemporary music in 

Leeds
 build a sustainable regional infrastructure for contemporary music 

in Leeds
 place Leeds as a regular destination on the national contemporary 

music touring circuit
 increase long-term provision of exciting and innovative new music 

programming in Leeds by encouraging new working relationships 
between venues and promoters within the city

 develop a local and regional contemporary music audience
 reach local, national and international audiences
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FUSELEEDS04 
– Experiences in New Music

3 – 7 March 2004

“Shrewdly programmed at a time when festivals are 
thin on the ground, it has earned the right to be 
thought of as a highlight in the arts calendar.” 
— THE INDEPENDENT

“Magnificent!” — THE GUARDIAN

“A challenge to All Tomorrow’s Parties as the 
current holder of the title ‘Coolest Festival on the 
Planet’.” — LOGO MAGAZINE

About FuseLeeds04
The very first five-day FuseLeeds music festival celebrated the new, ex-
citing and experimental and broke new ground with its eclectic interna-
tional mix of jazz, rock, folk and classical music.

Programme
A hit with audiences and critics alike, FuseLeeds04 comprised more 
than forty events at a range of different venues in Leeds. Highlights in-
cluded sell-out performances by YO LA TENGO and BILL FRISELL, con-
temporary dance by RJC, new music for silent film and an extensive film 
documentary programme. 

FuseLeeds04 embraced art forms other than music through new 
working relationships with regional arts organisations. Partnerships with 
non-music organisations and crossover programming at the festival led 
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to new audiences experiencing new music at venues they hadn’t previ-
ously visited. 29 % of bookers for events at The West Yorkshire Play-
house were new to the venue.

FuseLeeds04 reached a wider audience through broadcast by festi-
val partners BBC Radio 3.

Commissions
FuseLeeds04 invested in the creative talent of international, national and 
local artists by commissioning ten new works and encouraging new col-
laborations across musical styles and art forms. Highlights included new 
music by the festival’s Artistic Director DJANGO BATES, and Radiohead’s 
JONNY GREENWOOD for the London Sinfonietta and music for film by 
JOANNA MACGREGOR. A new sound work, Primal Soundings, by Amer-
ican artist BILL  FONTANA was commissioned for the permanent col-
lection of Leeds Museums and Galleries.

The commission Premature Celebration featured sixty bars by sixty 
composers as diverse as LAURIE ANDERSON, STAN TRACEY, ROBERT WY-
ATT, JAH WOBBLe and SIR PATRICK MOORE, arranged by Django into a 
60th birthday piece for the great saxophonist EVAN PARKER to perform 
with the London Sinfonietta.

New Audiences

“Fills a gaping hole in the calendar and meets a 
palpable audience need.” — THE FINANCIAL TIMES

FuseLeeds ran a ground-breaking event-based audience development 
programme from September 2003 including:

 A Taster Season: 9 gigs between September 03 and March 04 pro-
filing a range of new music and promoting the Fuse brand. Devel-
oped confidence and trust in the Fuse brand.  Highlights included 
Jamie Cullum, Dhafer Youssef, Andy Sheppard and Courtney Pine.

 A comprehensive programme of associated Audience Development 
activity: 
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 • Test Drive (‘try before you buy’) aimed at new attendees
 • E-prompt — a free listings service, to increase frequency of at-

tendance
 • Student Ambassadors — used to promote the festival to other 

young people
 Development of a new contemporary music distribution network as a 

resource to be shared by arts organisations across the region.

More than ,000 people attended a Fuse music event during the festival 
week.  Partnership with BBC Radio 3 enabled the festival to reach in ex-
cess of  million through broadcast coverage.

Sample analysis of attendees shows FuseLeeds was a hit with 9–34 
year olds.

Participation and Education
FuseLeeds’ participatory programme ran from January 2004 and repre-
sented a new way of working in Leeds, focusing on partnership-based, 
transcultural and cross art form work.

The Festival worked with more than 900 young people as part of its 
education and outreach programme.

An ambitious education project, eme and Variations, brought to-
gether 250 young musicians from diverse communities in Leeds through 
improvisation workshops. The finished piece was showcased to a sell-out 
audience at Leeds Town Hall on the final day of the festival.  

The Fuse Musicians Network Day brought over 600 local musi-
cians together for a day of networking, seminars, workshops, perform-
ances and stalls at the West Yorkshire Playhouse.

Participant feedback

“Jazz and Blues — I wouldn’t normally listen to these but 
I think this experience changed me.”

“I recently took an interest in classical music, which I hated 
before.”
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Tourism
Th e city of Leeds has been undergoing cultural and economic renais-
sance, which has seen its image develop as vibrant, young, cosmopolitan 
and fun. FuseLeeds is a product of and refl ects this new image of Leeds 
with its distinctive, innovative and cutting edge brand and unique place 
on the UK Festival circuit. 

Th ere was a demand for FuseLeeds04: sell-out audiences and web-
site feedback reveal that the people who live and work in Leeds were ex-
cited by the festival and its innovative programming and welcomed its 
sense of adventure.

Website feedback

” anks for this venture — 

there are a lot of eager takers 

out there for your concerts”

“ is is brilliant!” 
“I’m dead excited”  

“Festival looks absolutely amazing. Stunning”

FUSELEEDS is already recognised a signifi cant new attraction for Leeds 
and marketed by Leeds Tourism as one of the highlights of the city’s cul-
tural off ering. FuseLeeds04’s eclectic and international programme at-
tracted visitors from the UK and around the world, all of who contrib-
uted to the local economy through indirect spend on accommodation, 
food drink and other purchases.
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New Partnerships
A joint initiative between Leeds City Council, Leeds College of Music, 
and Leeds Jazz, FuseLeeds04 established a unique new partnership be-
tween key arts and education providers.  

Some tangible results of this partnership have so far included:

 An increase in the programming of new music in Leeds through a 
focused partnership approach and sharing of resources

 New relationships with national producers and agents and in-
creased profile for partner organisations

 New working relationships with a range of local partners from the 
arts, education and youth service sectors

 Increased profile of all three organisations among national touring 
agents

 New and improved relationships with venues in Leeds — new au-
diences for those venues and new venues used

 A new improvised music ensemble for young people in Leeds now 
meets weekly.

“Holy Trinity is a fantastic new addition to the 
City’s available performance spaces. As far as the 
Termite Club is concerned, it provides us with an 
ideal venue for some of our quieter, more cerebral 
concerts.” — MIKE DANDO,  THE TERMITE CLUB

“FuseLeeds04 attracted new customers to the club 
who may not have been before. It gained good expo-
sure for the venue in different media.” 
— ED MASON,  THE HI-FI  CLUB

New Funding 
The Festival successfully raised over £70,000 from the public sector, 
trusts, foundations and business sponsorship to enable FuseLeeds04 to 
take place.
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Th e festival attracted fi nancial support from businesses new to arts 
sponsorship by off ering a partnership approach that both parties would 
benefi t from:

“FuseLeeds was a fantastic opportunity for DS 
Emotion to be involved with. It allowed us to fur-
ther develop our skills in the arts arena and gave our 
staff  valuable hands-on experience of working with 
members of the local arts community. As a com-
pany that primarily works within the private sector, 
this provided us with an opportunity to have greater 
creative freedom, as well as engaging with the young 
people and arts groups of Leeds.” 
— FESTIVAL SPONSOR

The Future
Th e success of FuseLeeds04 shows the impact a strong partnership-led 
cultural project can make to a city, and has imbued everyone with a real 
sense of excitement at the festival’s future potential.

FuseLeeds is not a one-off  event. Th e ambition is for the festival to 
become a critical part of Leeds’ cultural landscape and a landmark on 
the international festival scene. Planning is already underway for Fuse-
Leeds06.

“ is thrilling new festival brings together some of 
the musical strands which make the UK such an 
important crossroads for contemporary music. Ra-
dio 3 was delighted to broadcast so much of the fes-
tival and we eagerly await its return.” 
— ROGER WRIGHT,  CONTROLLER,  RADIO 3

“Contemporary music is, I fear, in grave danger of 
becoming entertaining” 
—THE SUNDAY TIMES

people and arts groups of Leeds.” 
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Leeds Children and Young People’s 
      International Film Festival 

Vision and aims
A service of Leeds City Council’s Learning and Leisure Department, 
Leeds Children and Young People’s Film Festival (LCYPFF) will have its 
6th edition at venues across the city from 7-25 March 2005. 

LCYPFF believes in expanding the opportunities given to young 
people from the ages of 3 to 8. It aims to develop their creativity, edu-
cation and career potential through exploration of the moving image, 
from access to international fi lm culture to hands-on experience of fi lm-
making.

Partners
One of the principal ways that LCYPFF delivers its aims is through the 
practical workshops of the Film Academy outreach programme. Acting 
as an umbrella organisation for young people’s fi lmmaking in the region, 
the Film Academy is an assurance of sustainability for the experiences of 
young people interested in engaging with the fi lm and related industries. 
Th e growth of the Film Academy has resulted in the creation of key stra-
tegic partnerships with a range of organisations at a local, regional and 
national level: examples include Education Leeds (schools) Screen York-
shire (regional fi lm commission) and the national UK Film Council.

Example of Partner Activity
Alternative Programmes is a unique arm of Education Leeds that was 
set up to off er young people between the ages of 4 and 6 an alternative 
to formal education. Th ey work with a professional theatre company. In-
terplay Th eatre Company recruit 2 young people onto their ‘Tools for 
the Trade’ project, training them in fi lm and moving image skills. 
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The Film Festival offers them the next stage in their training and 
this was done through the creation of a peer education project, where 
the young people ran workshops for other young people. In addition, we 
offer real life skills by commissioning them to produce a documentary of 
the Film Festival. This has proved to be an incredibly valuable experience 
for all and the film will be completed for screening at the Leeds Interna-
tional Film Festival in October 2004. It also formed part of our overall 
evaluation of the Film Festival and the partnership.

Target Group
The Festival is aimed at children and young people aged from 3-8 years 
from across the whole of Leeds. Workshops and screenings are free where 
possible for all children and widely promoted. 

The full programme of screenings and workshops is devised in con-
sultation with educators, workshop leaders and the Young Consultants’ 
advisory team, which meets every week for three months before the Film 
Festival. 

Our overall target for the number of attenders and participants is 
set at 3000 and we target participation by the following groups:

 Sensory-impaired children and young people from the Yorkshire re-
gion via partnerships with Leeds Sign Language Interpreting Serv-
ice and Leeds visually impaired community.

 Young people who are excluded from formal education and are cli-
ents of the Alternative Programmes scheme within Education 
Leeds.

 ‘Looked-after’ children and young people sourced through partner-
ships with The Youth Service in Leeds.

 Young people who are at a high risk of social exclusion and most in 
need of diversionary engagement through positive activities. 

 Historically, the Festival targets young people from the following 
seven council wards of Leeds: City & Holbeck, Seacroft, Harehills, 
Burmantofts, Richmond Hill, Hunslet and University which are 
taken from the top of the Index of Multiple Deprivation 2000. 

 In addition, the Film Festival updates its target areas every year 
based on new government and local authority advice.
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All workshops are free and screenings are heavily subsidised by the Festi-
val where there is a charge. The benefits of the workshops include partic-
ipation in diversionary activities, development of transferable skills and 
verbal and artistic expression. Comments from the Young Consultants 
project and festival workshops programme evaluation included develop-
ing confidence, gaining new skills, learning more about the film indus-
try and knowing what to do next. We also hope that there will be an el-
ement of peer education as many of the participants last year will return 
to ‘mentor’ this year’s Consultants and will also attend workshops.

Organisation
The Film Festival is organised by the Department of Learning and Lei-
sure in Leeds City Council. It attracts funding from external public and 
private partners. 

Contents and Results
The 6th Leeds Children & Young People’s Film Festival will feature:
• Programme of Internationally diverse specialised cinema made for 

young people and families with integrated talks and workshops
• Film Academy campus of film industry related masterclasses and 

workshops; utilising established talent from the region to nurture 
and support new regional talent.

• 2nd edition of Leeds National Young Filmmakers Award; a showcase 
to celebrate young film talent

• Film for Schools; a new programme of moving image education, to 
be launched in the Festival and delivered year round. 

• Teacher training industry event
• A colloquium about the impact of video gaming on young people’s 

lives.
• Young Consultants steering group project

The Film Festival will also launch a year-round initiative of workshops 
and screenings for the Under-8 age groups. 
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Festival of Contemporary European Theatre and Dance 

The festival euro-scene Leipzig was founded in 99 and takes place each 
November. It brings experimental theatre and modern dance through-
out Europe to Leipzig and is one of the cultural highlights of the city. The 
euro-scene Leipzig is the only festival of contemporary European theatre 
and modern dance in the five new German states and is now considered 
the most important of European avant-garde festivals. 

Euro-scene Leipzig shows the latest trends in the European dance 
and theatre scene and presents on average fifteen different guest plays 
with altogether about twenty-five performances in eight different the-
atre venues. These include the theatre stages of Schauspiel (playhouse) 
and Oper (opera) as well as the free scene and unusual, newly discovered 
places. The duration of the festival is six days (Tuesday to Sunday). Eve-
ry year the festival takes place under patronage, usually of Leipzig’s Lord 
Mayor, Wolfgang Tiefensee. 

The audience is made up of all levels of society, though students 
and young intellectuals predominate. Besides local people an increasing 
number of spectators come from the surrounding area, from other Ger-
man cities and from abroad. 

euro-scene Leipzig
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Selection Criteria 
The most important criteria for selection are a highly professional atti-
tude, international quality, innovative ideas, individual and artistic com-
position as well as the courage for aesthetic experimentation. Euro-scene 
Leipzig tracks down new trends and supports time-related and social 
topics, it is the hub between Eastern and Western Europe, it crosses gen-
re boundaries and it includes new media. Above all, productions should 
be moving, exciting and stirring, they should provide food for thought 
and discussion.

So, the search is on, not just for the “big names”, the directors and 
choreographers who have made it on the international theatre and dance 
scene, but above all for young companies who are waiting to be discov-
ered and promoted. Since the year 2000, a home production has given 
the city’s own artistic strengths a place on the international stage. The 
competition Das beste Tanzsolo (Best Dance Solo), devised by Alain Pa-
tel from Ghent in Belgium, has become the favourite highlight of the 
festival and has already been held six times in the playhouse foyer, on the 
now legendary round table.

For several years now, euro-scene Leipzig has chosen a motto or 
theme in order to concentrate guest performances and avoid becoming 
an “all-sorts” shop. Examples of titles include: Love – Chance of Impossi-
bility (2003) and Framing Identity (2004). The 5th festival in 2005 will 
have the motto Elective Affinities. The festival is completed with a sup-
porting programme of talks, workshops and films.

Structure, Team and Budget
Euro-scene Leipzig is organised by the Sächsische Verein zur Förderung 
des kulturellen Austauschs nationaler und internationaler Tanz- und 
eatergruppen e. V. (Saxon Association for the Promotion of Cul-
tural Exchange between National and International Dance and eatre 
Groups).

The team consists of three permanent staff (Director, Contacts and 
Programme Assistant, Finance Assistant) and several temporary, paid 
employees (press, technical direction, graphics, secretarial/advertising).
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The total annual budget is currently around 600.000 euros. This in-
cludes all the costs of preparation, organisation and implementation for 
the festival, as well as theatre company expenses, stage hire, staffing and 
office expenses, technical equipment hire etc. For an international fes-
tival of this size, this is a very modest budget, which is also subjected to 
cuts every year and which offers no security for planning. The festival is 
financed by the city of Leipzig, the Free State of Saxony, the Saxon Cul-
tural Foundation of the Free State of Saxony, and the Deutscher Büh-
nenverein (German Stage Association) of the state association of Saxo-
ny. The Kulturstiftung des Bundes (Cultural Foundation of the Federal 
Government) patronised it in 2004 and 2005. The main partner is the 
BMW plant in Leipzig for 2004–06. This agreement was made possi-
ble by a three-year basic agreement with the city of Leipzig for a fixed 
sum, which was brought about with a resolution of the city council in 
2003 and binds the Free State of Saxony to a financial aid, too. Further 
sponsors are the savings bank Sparkasse Leipzig, the hotel Holiday Inn 
Garden Court, Leipzig and the Deutsche Lufthansa (German Lufthan-
sa airline). Additionally, it receives support from the Goethe Institute 
Munich and consular representations, such as embassies, in conjunction 
with specific guest performances. 

Networking  
The national and international contacts created are manifold. The festi-
val has been a member of the IETM (Informal European Theatre Meet-
ing, domiciled in Brussels) as the most important network for free the-
atre in Europe. It has about 450 members and helps generate positive 
public relations and representation for the city of Leipzig, the Free State 
of Saxony and the new German states. 

Furthermore, euro-scene Leipzig is an active member of the ITI 
(International Theatre Institute) — Centre of the Federal Republic of 
Germany, Berlin as well as one of the nine co-partners of the Deutsche 
Produzentenpreis für Choreografie (German Producer Award for Cho-
reography), one of the most important support plans for contemporary 
dance in Germany.

Since 2002, euro-scene Leipzig has been one of the five co-organis-
ers of the Tanzplattform Deutschland (Dance Platform Germany) (to-
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gether with institutions in Berlin, Duesseldorf, Frankfurt/Main, and 
Munich), the most important festival of innovative dance in Germa-
ny. The Tanzplattform Deutschland is an event of international signifi-
cance and is organised every two years in another city. Based on the high 
reputation of the euro-scene Leipzig, the Saxon association was assigned 
the organisation and staging of the Tanzplattform Deutschland in 2002. 
Under the project direction of Ann-Elisabeth Wolff and co-direction of 
Michael Freundt, a colleague who had been with euro-scene Leipzig for 
many years, it was the first time that a dance platform was held in one of 
the new Germany states. More than 350 organisers and journalists from 
all over the world as well as 35 representatives of the Goethe Institutes 
came to Leipzig from February 6–0, 2002 and experienced 24 choreog-
raphies in about 45 performances. 

Artistic Advisory Council 
In 995 an artistic advisory council was founded consisting of 5–6 in-
ternationally recognised experts in contemporary theatre. The members 
have advisory capacity and represent the festival internationally. The 
council was restructured in spring 2004 and currently consists of the fol-
lowing individuals:

 Dr. Elisabeth Schweeger, Theatre Manager, Schauspiel Frankfurt/Main
 Tilmann Broszat, Artistic Director, Theatre Festival Spiel.Art, 

Munich
 Rolf Dennemann, Artistic Director, Festival off limits, Dortmund
 Markus Luchsinger, Artistic Director of the spielzeiteuropa Berlin 

Festival
 André ériault, Artistic Director, TanzWerkstatt Berlin
 Klemens Wannenmacher, Stage Director and Programme Co-ordi-

nator, Rotterdam 

1  ANN-ELISABETH WOLFF,  Festival Director and Management 
       Leipzig, December 8, 2004

     (English translation: Susanne Saalfeld, Leipzig) 
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The Liverpool Festival of 
Music Speech and Drama

History
The annual Festival of Music Speech and Drama was started in 924 by a 
local music business in order to promote the sale of musical instruments. 
In the 970s Liverpool City Council took over the running of the festi-
val, and by the 990s, the Council’s Arts and Culture Unit had full re-
sponsibility for it. At the time, entries were falling, the syllabus and pro-
gramme were printed in-house at great expense and it relied entirely on 
the City Council funding.

The lead officer on the event since 996 identified a local publishing 
company to produce a glossy event programme free of charge, in return 
for selling advertising space. A brand new exhibition was developed, 
touring various community centres to raise awareness and promote par-
ticipation. New classes were introduced in order to broaden appeal. The 
impact was immediate, with entries up by 22 percent.

In 997 the City Council actively sought out sponsorship. A deal 
was secured with Jaguar Cars who were moving their operations to Liv-
erpool. The festival became the first event in Liverpool sponsored by the 
automobile giant. To generate increased income, admission charges were 
introduced and a charge made for the programme.

Next, a forum was set up with parents and teachers to explain the 
changes to the festival, seek feedback and develop new ideas. As well as 
helping to create a more diverse, relevant programme, this helped make 
the event much more inclusive, and gave the people of the city a real 
sense of contribution and ownership.

Aims
The Festival of Music Speech and Drama aims to provide a platform 
for amateur performers, combined with an educational element from 
professional musicians, dancers and speakers. The City Council aims 
to make it inclusive, dynamic and diverse, an event that is continually 
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evolving, with the continuous introduction of new classes that appeal to 
new entrants. New additions to the programme include a gospel choir 
section and steel bands.

Partners
The Arts Team works in partnership with a dedicated team of volun-
teers to deliver the festival. The volunteers include former participants 
and performing arts tutors, as well as Year 9 and Year 0 pupils from a lo-
cal school, West Derby Comprehensive. The major funding partners are 
Liverpool City Council and Jaguar.

Target Groups
Inclusion is at the heart of the festival, and all communities and age 
groups are targeted. The majority of entrants are school age. 

Organisation: How does it work?
The Festival is affiliated to the British and International Federation of 
Festivals (BIFF) for which Her Majesty the Queen is Patron. 

The Federation issues guidelines and advice; it also trains and devel-
ops a professional body of experienced adjudicators with years of experi-
ence. The BIFF holds an annual conference, and in 2005 it will come to 
Liverpool for the first time.

Liverpool’s festival has become one of the largest in the country. A 
Management Committee consisting of key Elected Members and mu-
sic, speech and drama advisors now governs it. This group meets regu-
larly to shape policy.
In September, every school in Liverpool and surrounding districts, music 
teachers, drama teachers, shops, libraries, arts and community groups, 
receives a poster or flyer for the Festival, along with a copy of the sylla-
bus and an entry form. The closing date for entries is the first week in 
December.

During December and January all entrants are added to a database, 
which allows us to produce confirmation letters, adjudication forms, 
certificates and the content for the programme. 
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Content
The festival takes place dur-
ing the first and third weeks 

of March each year. At the 
festival each individual en-
trant or group in a particular 
class will perform their piece. 

After the last performance in 
the class, the adjudicator will 
stand up and give constructive 
and encouraging feedback on 
each of the performances. It is 
not uncommon for them to give 

an impromptu workshop or dem-
onstration. 

Each performer then receives a 
certificate plus the top three will get a bronze, silver and gold medal, 
and many of the classes carry trophies or awards for the overall winner. 
Although there is a competitive element to the classes, the atmosphere is 
very relaxed and based on encouraging everyone to, literally, ‘have a go’. 
Many of the participants are performing in public for the first time and 
it gives them a rare opportunity to perform to an audience.

After the conclusion of the Festival there is a concert showcasing 
some of the winners, and we have recently introduced bursary awards to 
the best performer from each discipline on the night.

Results: 2003 Festival
In 2003 there were 2 86 individual festival entrants: 69 Music entries 
and 495 Speech and Drama entries. The Music entries were up 7.3 % 
on the previous year.

When you take into account the number of large groups such as or-
chestras and choirs that regularly enter the festival, over 6 000 compet-
itors took part in the event. The youngest competitor was aged five, the 
eldest was eighty-five.

The majority of entries came from Liverpool and surrounding dis-
tricts, but the Festival also attracted entries from Manchester, Chesh-
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ire and North Wales. Over 9 000 people came to watch the classes over 
the two-week period and a team of over 30 volunteers acted as stewards 
throughout the festival.

Many of the performers have gone on to gain parts in local TV 
productions such as Brookside, Hollyoaks, and Grange Hill. One 
eleven year old became the youngest violinist ever to lead the Roy-
al Liverpool Philharmonic Orchestra. Other children have helped out 
at the event in stage management and have gone on to work as thea-
tre technicians. Sir Simon Rattle was winner of the Instrumental Stu-
dent of the Year award in 969 and is now Patron. A great many oth-
er participants have been given the skills and confidence to speak in 
public.

Future Developments
During 2003 the City Council worked with Liverpool Central Library 
and the Merseyside Young People Theatre Company to put on high 
quality arts activity for young people. Over 200 children took part in 
creative writing workshops, with their ideas being shaped into a piece of 
work to be performed by children, through a range of drama workshops. 
Those children who participated are being given free entry to this year’s 
festival to encourage them to continue their work.

This year will be the 80th Festival of Music Speech and Drama, and 
to celebrate this anniversary, the name of the event will be changed to 
The Liverpool Performing Arts Festival, and dance classes will be intro-
duced. There has been a 32 percent increase in entries for 2004, which 
means more than 7 000 participants in over 200 classes.

International exchanges with Riga and Cork are planned, and the 
possibility of sending performers to the Baltic Bell Festival in Riga and 
inviting them in turn to Liverpool to develop a piece of work with per-
formers from Liverpool and Cork, is being investigated. 

To celebrate the city’s second themed year in the build-up to Cap-
ital of Culture, the Year of Faith in One City 2004, the festival now in-
cludes a new faith reading section, which is completely free to enter. 
There are over 200 other classes to choose from including a new dance 
section, piano, choral, brass, strings, orchestral, verse, solo acting, group 
acting and prose reading. 
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MALMÖ

Barnens Scen

Key partners 
The city of Malmö supports Barnens Scen and different groups and or-
ganisations are members of this non-profit organisation. Membership 
means lower entrance fees to private individuals, in the in the event there 
is one. There are also other organisations, which share the venue, includ-
ing Malmö Cirkusskola, which offers courses in modern circus for chil-
dren and young people, and the theatre Morianen, which mainly works 
on mime and theatre for children. 

Target groups
Focus on children in Malmö between the ages 3–2. Main customers are 
schools and pre-school groups, but also the public.

Content 
Barnens Scen / the Children’s Stage, is located in Folkets Park in the cen-
tre of Malmö. Barnens Scen is a non-profit organization the main task 
of which is to offer children of Malmö high-quality culture. Theatre is 
the main art form represented, but Barnens Scen offers all types of per-
forming arts, such as dance, music theatre, film and performances. A 
common denominator for everything presented on the Children’s stage 
is the high quality of the acts, as well as the professionalism of the actors. 
Based on this, the Children’s Stage has an important function as a guar-
antee towards the audience. Everything presented here is of high quality, 
even if the group or artist performing is previously unknown. Since the 
Children’s Stage has no ensemble of its own, the artists and performanc-
es displayed here are all hired. This contributes to the vast variation dur-
ing each season, with a wide range of acts, from easy to not so easy.
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Organisation
The Children’s Stage is mainly financed with city support. Approximate-
ly 70 % of the total income is derived from support, while the remain-
ing 30 % stems from ticket sales and other ways of income. Two people 
are employed. The program and information are promoted to schools 
and members.

Result 
Approximately 7 000 children and their parents, teachers, etc, have tak-
en the opportunity to visit 78 performances and events, presented dur-
ing 2003. Cirkusskolan is very popular. Each semester there is room for 
approximately 400 children. Very few other places offer such a large and 
diverse program for children.

As Barnens Scen works towards reaching more and more children 
and strives for ever greater quality in what they offer, the money from 
the city of Malmö has increased in the last few years. 

Contact point
www.barnensscen.nu 
E-mail: barnensscen@malmo.se

Project on sign language

When speaking of culture it is important to deal with different kinds of dis-
abilities. Malmö City Library joined in a sign language project during the 
European Year for Languages 2002. 

Key Partners
The City Library together with Stiftelsen Hadar, an organization work-
ing with education specifically for handicapped people, and the organi-
sation for the deaf, “Malmö Dövas Förening ‘Svenske’”.
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Target groups
The blind, particularly young people.

Organisation
The money to the project came from special funding for the language 
year 2002, which the library applied for. 

Content
Libraries have material for both the deaf and blind, but no related activ-
ities are available. Workshops were arranged with young people and au-
thors. Poetry slam shows were made. The show followed the rules of a 
Poetry Slam, with a jury consisting of young people, both hearing and 
deaf.

The event attracted some thirty performers and more than a hun-
dred spectators, and was a great event in the library. The room was 
swinging with clapping hands and arms stretched in the air (the way 
deaf people applaud).

Results
This was the start of the competi-
tion in Poetry Slam, which since 
then has been a yearly show in the 
library. A challenge cup is award-
ed to the winner. Two weeks be-
fore the event there is a workshop, 
led by a poet entertainer and a 
teacher in sign language. These 
two people are then the commères 
at the show.

During 2003, the UN Hand-
icap Year, the library started spe-
cial film showings for blind youngsters. The film is view-interpreted to 
the blind, something the library never has done before and which was a 
great challenge. 
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Key Partners
The Children and Youth 
Culture group (Barn- och 
Ungdomskulturgruppen 
— which consists of people responsible for children and youth culture 
within the city of Malmö from the districts and different departments) 
together with a group of students from the University of Malmö (fr de-
partment Technique and Society, project leader’s programme) and actors 
from the Malmö Dramatic Theatre and Ordfront, a publishing compa-
ny. The idea came from the Young Forum (Ungt Forum), which is a de-
partment of Malmö City Library.

Target groups
Every pupil in 9th grade (6 years old) at all schools in Malmö, in all the 
ten districts of Malmö.

Content
In the autumn of year 2002, the Children and Youth group and Young 
Forum at the City Library came up with the idea to take over a project 
concept from Stockholm. The film producer Roy Andersson received an 
unusual assignment: the Stockholm region wanted to motivate young 
people to pursue an education within the health sector and ordered a 
thirty-second commercial film. But instead of a film, it became a book 
of 400 pages. The contents soon reached cult status among young peo-
ple as well as adults. The book was bought and distributed to all pupils 

Operation Herr Moro

208  |  EUROCULT21 STORIES



in the 9th grade in the Stockholm region, but only for one year. Due to 
economic cutbacks no more books were bought or distributed in Stock-
holm. The books remained at the publishing company, Ordfront. 

The anthology consists of a mixture of the most unusual and pe-
culiar photographs and texts published during the 20th century with a 
span of more than 2 000 years! There was a diverse range of topics and 
categories ranging from Dostoevsky, United Nations Declaration of Hu-
man Rights, Simone de Beauvoir, Samuel Beckett, Nietzsche, love po-
ems, commercials, science facts regarding our solar system and German 
soldiers’ letters from Stalingrad. The photographs capture beautiful, cu-
rious but also terrible moments in people’s lives. The book urges reflec-
tion and thinking. 

Together with the book came a bookmark designed as a folder. In 
the folder one could find information about and special offers to visit all 
the major cultural institutions in Malmö.

Organisation 
Ordfront was asked whether they still had 3 000 books in stock of “Lyck-
ad nedfrysning av Herr Moro“. The Children and Youth group bought 
the books and during the winter of 200/2002, began collaborating with 
Malmö Högskola and Malmö Dramatic Teater. In April and May 2003, 
the students from the University of Malmö distributed the books to the 
ten different districts of Malmö. Each district and school could choose 
how the book was distributed. Some choose to give it to all pupils at 
the end of the semester, others gathered all the pupils in the 9th grade 
and invited actors from the Malmö Dramatic Theatre to read parts of 
the book and reflect on a text or a photograph. In some cases the actors 
would just drop by and distribute the book and bookmark in a class-
room. One district arranged a book festival, inviting authors and organ-
ising workshops, exhibitions and concerts. 

Contact point
www.malmo.se/kulturkompaniet 
E-mail: madeleine.nilsson@malmo.se
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During a work exchange, in Finland in 999, I saw museum showcas-
es containing keys. Karelian women locked their houses when the Rus-
sians drove them off their land in 944. They had kept the keys although 
they were never to return. The key to the home helped them remember. 

MIME: Migrating Memories 
— Muuttajan muistot 
— Gränslösa minnen

20  |  EUROCULT21 STORIES



I started wonder what be-
comes important and mean-
ingful when you leave your 
country for one reason or the 
other? What reminds you of 
your native country? Of what 
has happened in your life?

Th ese thoughts and a 
close co-operation with the 
Department of International 
Relations in Malmö resulted 
in an exhibition called “Keys 
to Memory“ in the summer 
of 2000. We asked immi-
grants what their most pre-
cious object was and got the 
story behind it. People en-
trusted us with the things 
they valued most for the ex-
hibition. We as a museum felt 
very honoured.

Museum colleagues in 
Tampere, Finland, found the 
idea interesting and wanted 
to co-operate on a project in-
volving more than just an ex-

hibition. Together with the Nottingham Trent University in England we 
created a project consisting of workshops on memory and museums for 
newly arrived young immigrants, a travelling exhibition, an interactive 
website and a two-day seminar on the importance of safeguarding mem-
ories. We decided to apply for funding of the Culture 2000 Programme 
of the European Union in May 2000. Th is was the starting point of the 
project MIME: Migrating Memories–Muuttajan muistot–Gränslösa 
minnen.

Migrating Memories took place from November 2000 till October 
200 with Malmö Museer as project coordinator and a total budget of 
245 000 euros. It was the fi rst EU supported cultural project ever for the 

MALMÖ

PEKKA KAIKKONEN

" ere is no greater sorrow 

on earth than the loss of 

your native country." 

— Euripides, 43 B.C.

  |  2



three co-operating cities. Once we had divided the work tasks among 
each other, the only problems we encountered in the project, namely 
who did what for what money, were solved.

The workshops involved 70 young immigrants. They put their stories 
on an interactive multilingual website. The memories were also presented 
in a travelling exhibition in the three cities. The closing two-day seminar 
on memory and cultural identity was held on the day after September , 
200. A catalogue in the three languages was published.

Migration and immigration are nothing new to our three cities, but 
although the new citizens make up part of our society, their stories are rare-
ly to be found in our museums. The MIME project aimed to change that. 
Now the project’s documentation has become a museum exhibit.

MIME was one of the reasons for Malmö Museer being appoint-
ed “Swedish Museum of the Year 2002”. The project also later resulted 
in a theatre play in Sweden, a project by Dansk Flygtinghjelpe in Den-
mark, an exhibition in Copenhagen (Images of Asia) and similar projects 
working with immigrants in other parts of Sweden. In 2003 a follow up 
application for another EU project in the same spirit was prepared.

The simplicity of the project idea and the memories of the partici-
pants touched the hearts of visitors and colleagues. It was a way to meet 
another human being. The idea and the project were presented in muse-
um forums worldwide and met with interest, as... 

“...every person is their own museum, with their own objects, memories 
and stories to tell“ (— MIME project catalogue, 200). 

Web site: www.migratingmemories.net

1  LENA MILLINGER, Project Co-ordinator
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Library Services in Malmö
Library guides in immigrant languages

Young students (originally speaking Arabic, Persian, Somali and Bosnian 
languages) get a special introduction in the library catalogue and web. 
After that they are ready to meet their fellow countrymen and guide 
them in the library. They work about four hours a week. The service 
started in 2003.

It is announced in the loudspeaker when the guide is available at 
the reception desk and people come spontaneously to ask him/her ques-
tions. They help the librarians to put books in the right place on the shelf 
if there are no questions. We write to the different Persian, Arabic asso-
ciations to market the service. The guides help a handful of visitors each 
week. Visitors believe and understand the guide better than they do the 
librarians and consider the service priceless.   

Business information at Malmö City Library
Malmö City Library offers a special service to those who want to start busi-
nesses, by introducing them to useful tools on the web and different kinds 
of catalogues. The library works together with other organizations, spon-
sored by the City, to help educate future business entrepreneurs. The library 
has short introduction courses concerning web links and the like. In addi-
tion to this, the library also invited those who are self-employed to “busi-
ness breakfasts” with lectures on interesting topics. These occasions happen 
about six times a year and usually have over a hundred attendees. 

MALMÖ
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ROTTERDAM

Cultural Capital of Europe

THE FOLLOWING ARTICLE IS COMPOSED OF FRAGMENTS FROM THE ENG-
LISH SUMMARY OF THE OFFICIAL, FINAL EVALUATION OF ‘ROTTERDAM 
200, CULTURAL CAPITAL OF EUROPE’. The full summary contains an ex-
tended overview of the results of Cultural Capital. Everyone interested 
in receiving an original version of this English summary or the full re-
port (only available in Dutch), can contact Leonie de Wit via this e-mail 
address: l.dewit@bsd.rotterdam.nl. 

Vision and aims
As early as 994, the criteria, which Rotterdam had to meet as cultur-
al capital, were formulated in a council proposal. At the beginning of 
2000, the definitive mission and objectives were formulated as follows 
and, with the odd marginal note, approved by the general committee 
on 4 February 2000. The task of the Rotterdam 200 Cultural Capital 
(R200) foundation is to improve the cultural image of Rotterdam and 
strengthen it on an ongoing basis. This must result in a growing audi-
ence and an updated range of cultural activities. It will implement this 
task by presenting a cultural programme, the focal point of which is the 
year 200. 

The task of the Rotterdam 200 Cultural Capital (R200) founda-
tion is to improve the cultural image of Rotterdam and strengthen it on 
an ongoing basis. This must result in a growing audience and an updat-
ed range of cultural activities. It will implement this task by presenting a 
cultural programme, the focal point of which is the year 200.

Research into previous cultural programmes, organised by cultur-
al capitals, reveals that continuous improvement of the cultural image is 
only achieved if the projects are borne and executed by agencies and or-
ganisations, which determine the cultural climate in the city, once the 
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year as cultural capital has come to an end. In addition, the programme 
must contribute towards strengthening the relationship between artists, 
art institutions and their audience. This is why, when drawing up the 
programme, R200 allows itself to be guided to a high degree by initia-
tives from artists, art institutions and the public. In order to be able to 
develop a coherent and high-quality programme on the basis of these in-
itiatives, R200 developed a policy vision that has been summarised in 
the title ‘Rotterdam is many cities’. The initiatives submitted are tested 
against this policy vision. If parts of the policy vision formulated are not 
yet realised, R200 can play an initiating role.

Partners
An important long-term benefit has been achieved thanks to the crea-
tion of a whole range of new or reinforced networks and partnerships 
at various levels. New networks have emerged within the city, between 
various artistic disciplines, between various artistic initiatives and insti-
tutions, between socio-cultural organisations and artists, between am-
ateurs and professionals. The same has happened at the inter-city level 
and at the international level. 

Here are a few characteristic examples of programmes which gave 
rise to such networks: the exhibition Interbellum on the various treas-
ure-chambers of the city, the theatrical production Lazarus in the form 
of dramatised monologues, the theatrical walk De Rode Roos van Rot-
terdam (The Red Rose of Rotterdam), the multidisciplinary and inter-
national art project Home Port Harbour City, the artistic laboratory 
Werkstad (Working City) in Las Palmas with the moored Stubnitz, the 
opera Vreemde Melodieen (Strange Melodies), the theatrical production 
Zonder Uitnodiging (Uninvited), the many activities focusing on Jer-
oen Bosch, over fifteen projects with Porto, the architecture project De 
Boompjes, Venster op de wereld (Window on the world) and the exhibi-
tion, photo project and book on the theme Rotterdammers.

Many artists, groups, initiatives and institutions established new 
partnerships or created new cultural networks, the benefits of which will 
also be felt in the future.
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Target Groups
The inhabitants of Rotterdam and the regional municipalities form our 
most important target group. The composition of Rotterdam’s popula-
tion has changed spectacularly in recent years. The proportion of Rot-
terdammers of ethnic origin and the number of young people have in-
creased in recent years and are set to increase further in the near future. 
The traditional range of cultural activities offered by most established art 
institutions is only geared to meet the specific needs of these groups to 
a limited degree. Besides these specific groups, the same applies to oth-
er groups of ‘ordinary’ Rotterdammers. The aim of R200 is, therefore, 
to develop a substantial number of projects, within the range of the pro-
gramme, which focus on these sections of the public.

Organisation
The European Parliament accepted Rotterdam’s nomination as Cultur-
al Capital of Europe on 28 May 998. The municipality of Rotterdam, 
until then initiator and driving force, subsequently proceeded to set up 
an independent foundation. This decision was prompted partly by past 
experience with organising another large event (Rotterdam’s 650th anni-
versary). Another important motivation was the conviction that such a 
foundation would provide a good platform for the various participants 
and interest groups. These included groups dedicated to art and culture, 
market parties and authorities at both the municipal and national level.

The foundation, with Her Majesty the Queen as its patroness, was 
given a board of heavyweights from the world of art and culture, politics 
and the business community. A superintendent was appointed to devel-
op the concept and work out the details of the programme, while a busi-
ness (and at the same time general) director and a programme staff di-
rector were given responsibility for everyday affairs. Experienced project 
managers were appointed for the various sections of the programme. 
They were responsible for the different domains (Young people, Physi-
cal domain, Debate and oration, Multicultural domain, Performing arts, 
Socio-cultural domain, Visual domain).

From that moment on, the Rotterdam 200, Cultural Capital of 
Europe (R200) foundation was the initiator of the largest cultural event 
ever held in the Netherlands. With a total budget of 23.6 million euros 
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and approximately two years to prepare the extremely ambitious objec-
tives, the planned programme, with over 330 projects and events, was 
presented at the end of 2000. 

Content
Th e programme, as developed within a ‘Rotterdam is many cities’ con-
cept, focused partly on Rotterdam’s specifi c audiences. A number of 
‘magnets’ and ‘generators’ were developed in order to work out the de-
tails of how to improve and strengthen the cultural image.

A magnet is a programme that attracts the attention of a reasonably 
wide audience. It is vital to the image of the programme. A generator is 
a programme that, due to its specifi c method or approach, invites peo-
ple to take part. In order to achieve a varied programme of a contempo-
rary and interesting range of cultural activities, a conscious decision was 
made to avoid the traditional approach with division of disciplines. 

When it was announced that Rotterdam, together with Porto, was 
to be Cultural Capital of Europe in 200, the municipality of Rotter-
dam had an express wish to become a Cultural Capital from which a 
strengthened cultural infrastructure would emerge. Th is political agenda 
was given to Superintendent Bert van Meggelen who translated the mu-
nicipality’s objectives into a narrative of Rotterdam based on the book 
‘Th e Invisible Cities’ by Italo Calvino. In this book, explorer Marco Polo 
reports to Emperor Kublai Kahn on the many cities he visited, but at 
the end of the book it appears to be one and the same city: Venice. Anal-
ogous to Calvino’s book, Bert van Meggelen tried to bring the city of 
Rotterdam, in all its heterogeneity, into the limelight by means of var-
ious stories. 

In this context, culture was defi ned as the articulation of diff erence, 
art as something that provides cohesion within a society that is increas-
ingly disintegrating into groups of varying sizes. By using a framework 
story as starting point for the year as cultural capital, an event with a nar-
rative structure was chosen. By means of programmes (stories), connect-
ed by their themes, characteristics of Rotterdam that gave substantive 
structure to the programming were formulated:
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 City of pleasure (Performing Arts domain)
 Cities of Erasmus (Debate and Oration domain)
 You the City (Performing Arts domain)
 Vibrant City (Socio-cultural domain)
 Young@Rotterdam (Young People domain)
 Home City (Physical domain)
 Working City (Performing Arts domain)
 Peripheral City (Harbours and Other Splendours)
 City of the Future (Socio-cultural domain) 
 Flowing City (Visual domain and Multicultural domain)

Results
Th e title and motto of Rotterdam Cultural Capital, “Rotterdam is many 
cities”, exceeded all expectations. Substantively, the motto was highlight-
ed in all possible ways. It pointed out the diversity of Rotterdam’s urban 
culture and searched for what made this city interesting with its hetero-
geneity, diversity and diff erences. 
Th e “Rotterdam is many cities“ concept seems to suit Rotterdam very 
well and can thus serve as motto and nickname even for the future. One 
of the reasons for this possible sustainability is to be found in the quali-
ty of what is developed, or its rich, layered character. Th is does not mean 
that everything will continue by itself. Choices and policy as well as a 
huge amount of energy and courage are needed. But it should not be 
diffi  cult to fi nd such courage in this city. What takes root is now in the 
hands of others, of individuals, of groups, of initiatives, of institutions, 
of municipal departments, of the department of art and culture and of 
an adventurous municipal policy on art and culture, forcefully activated, 
for the near future. As the new Alderman for culture says: “Cultural Cap-
ital was what it was, and what it becomes is up to all Rotterdammers.“  
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CRED – local centres 
for youth culture

THE CULTURE DEPARTMENT PLAYS AN IMPORTANT ROLE in providing 
various forms of cultural experience for the population of Stockholm. In 
the overall targets for the city it is stressed that the cultural policy shall 
specifically target children and youth. The Culture Department includes 
the City Library (incl. 40 libraries in the city and its suburbs), the School 
of the Arts (which is located all over the City and also works in ordinary 
schools) and the Division for Cultural Support (support for independ-
ent professional artistic activities). Within this division is Culture for the 
Young, which, through a system of grants, makes it simpler for schools 
to utilise the City’s professional artistic output. Apart from the Culture 
Department other departments in the city of Stockholm also have a re-
sponsibility to work with culture for children and young people. The 
City Districts, of which there are 8 in Stockholm, have to ensure that 
cultural activities reach out to the suburban centres and housing estates 
and that local culture organisers are supported. 

In the budget for 2003 the City Council decided to give the Culture 
Department the mission of establishing local centres for youth culture 
and to co-operate within the department and with the City Districts and 
other local, non-governmental, cultural organisations.

In January 2003 a project named CRED was founded in four City 
Districts by the city’s Cultural Department, which also acted as a finan-
cier of the project. The name CRED comes from the English word cred-
ibility – an expression young people use in Stockholm today (or did in 
the beginning of 2003). The project’s aim is to regain credibility from 
young citizens towards the city’s own cultural organisations, such as the 
Public Library and the School of the Arts. By creating local centres for 
youth culture, the long-term intention is to create more culture activi-
ties in the City Districts. It also aims to increase young people’s influ-

PEKKA KAIKKONEN
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ence in the planning of these activities and to inspire them to experience 
and produce culture themselves. To do this the project aims to build 
networks, break boundaries and maximising the use of local resources. 
These resources can come in the shape of ideas and engagement as well 
as physical space and financial support. 

One of the City Districts where a CRED-project is taking place is 
Skarpnäck. The following is a story written by the project coordinator in 
Skarpnäck, Alexandra Elvesund.  

1  BITTE JARL

The Skarpnäck story

In the Skarpnäck District the working group of CRED was formed of rep-
resentatives from the District Administration, the Public Library and the 
local School of the Arts, led by a project coordinator who communicates 
with the city’s Cultural Department. 

The working group agreed on five main goals: 
. To make the already existing Skarpnäck Cultural Centre a place 

where young citizens can take part in a large variety of culture 
events and activities. 

2. To set up cultural helpdesks for young entrepreneurs in the dis-
trict. 

3. To introduce new cultural expressions and organisational forms for 
young performing art within Public Libraries and the local School 
of the Arts. 
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4. To create good support for an annual youth festival arranged by 
young people. 

5. To strengthen co-operation between the Public Libraries, the 
School of the Arts, the District Administration and the local cul-
tural organisations. 

CRED Skarpnäck is in the middle of the implementation period and so 
far so good. The work to establish the Skarpnäck Cultural Centre as a 
meeting-point for young people is progressing. Although, due to delays 
in previously drawn up renovation plans for the house, the project has 
been launched in stages. 

The helpdesk for entrepreneurs is one of many new things situated 
in the Cultural Centre and includes a creative area for youth culture. At 
the helpdesk young people can get advice for example on how to arrange 
a film festival, an exhibition, a poetry slam or a rock concert. They can 
also make their own t-shirt prints, bracelets and badges. In addition, the 
School of the Arts has set up workshops with drop-in classes in street-
dance and guitar in the Centre.

The workshops above are examples of the introduction of new ways 
and organisation structures within the School of the Arts. Another, that 
includes the Public Library, is the joint singer-songwriter workshop for 
youths, also located in the Skarpnäck Culture Centre. A musician is 
working together with staff from the Library and youths aged between 
3—5 from the District’s schools for a four-week period. At the end of 
the workshop the participants get to record a CD with their songs at a 
local studio. The studio is run by local young bands and is also a result 
of the CRED project. 

When it comes to the annual youth festival, support is given both 
financially and through services provided by the CRED network. As 
agreed, the District Administration assists in marketing the event and 
students from the School of the Arts participate with various perform-
ances. 

The working group has regular meetings and has become an appre-
ciated forum for all parties. This has opened up new possibilities, and the 
participants see the group as a resource, not only when it comes to the 
CRED project but in other arrangements in the City District too. It is 
clear that the co-operation between the District Administration, the Li-
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brary and the School of the Arts is already stronger, as is collaboration 
with local cultural organisations. There is also a more attentive attitude 
towards cultural projects and ideas initiated by the citizens of the dis-
trict. Future plans include events such as a multicultural festival in De-
cember in the Skarpnäck Cultural Centre, and co-operation with young 
people from a local theatre ensemble in the spring of 2004.

CRED is intended to reach young people aged between 3 and 22 
from the local districts. Generally, in Skarpnäck, the young people tak-
ing part in CRED activities have been 3 years old rather than 22. It 
seems like the older youths prefer the cultural activities offered to them 
in downtown Stockholm. 

The CRED project is supposed to last at least three years. CRED 
marks the first steps towards the creation of a new working process in 
the Skarpnäck City District. The discussions, plans and networking will 
continue next year. Whatever ideas are generated will provide a new plat-
form for creative solutions. To be continued... 

1  ALEXANDRA ELVESUND 
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Key partners 
The key partners in this project are: 
  The district administrations 
  The consumers’ administration 
  The non-profit organizations
  The private organizers and, foremost, 
  Young people

Target groups 
Young people aged 3 to 9 years. 

Content 
The aim is to establish a website for young people, cre-
ated by young people where they can find all kinds of 
information, ask questions, participate in discussion fo-
rums, write and publish articles or ideas. The website is 

organised around different subjects, in the field of culture and entertain-
ment, so that people can easily find what they are looking for. 

Organisation 
A reference group led by two employees of the Culture Administration 
was established. The group consisted of 30 young people between the 
ages of 3 and 9 years. They were very active and had many interesting 
opinions. Social workers in the suburbs helped in recommending the 
young people for this group. The editorial office consists of 0 young 
people who write and send their material to a central group composed, 
among others, of a person from the Culture Administration as well as a 
Webmaster. The central group then approves and publishes their articles 
or sends them back for amendments. 

Results 
The concrete result of the project is the creation of a website for young 
people by young people. During the year 2003, 400 000 persons visited 
the website (www.ung08.nu).  
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Tarnow
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The National Festival of Comedy 
— Ta l i a —

THE NATIONAL FESTIVAL OF COMEDY TALIA IS AN ANNUAL PRESENTATION 
OF HUMOUR, SATIRE AND THE GROTESQUE in the many artistic dimen-
sions of theatre. Starting in 997 the festival was held for the 7th time 
in October 2003. It has grown to be one of the most important comedy 
festivals in Poland, gathering theatres from all over the country. Future 
plans include extending it to an international comedy festival starting 
with the 8th festival 2004. The Talia festival is an event of high artis-
tic importance, generating huge interest from spectators and critics. The 
Talia festival does not only consist of theatrical plays, but is also a week 
long event that includes related events such as art exhibitions in city gal-
leries, a biannual comedy writing competition, numerous meetings as 
well as workshops where actors, spectators, critics and journalists can ex-
change opinions and ideas on subjects of comedy in the artistic world.

Partners
Institutions co-operating with the festival organisers include:
 The Ministry of Culture
 Authorities of Malopolska Region
  The President of Tarnow

The Talia Festival gains strong support and builds partnerships 
with large national newspapers, TV, radio stations and the local media. 

Target groups
For one week Tarnow turns into the comedy capital of Poland and is 
taken over by theatre fans, artists, critics and journalists. All events, both 
main performances and the related events are always sold out.

Organisation
Since the festival was initiated, the Culture Department of Tarnow City 
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Hall has been responsible for organising the event in close collaboration 
with Tarnow’s Theatre. Last year the roles were reversed and Tarnow’s 
Theatre acted as the main organiser of the festival.

Content
During the festival, theatrical performances, which cover a wide spec-
trum of theatrical comedy art, are presented. The festival is always ac-
companied by a number of related events like exhibitions, theatrical 
workshops and seminars, poetry events and workshops for journalists 
covering arts in the media. The main stage for the Talia festival is Lud-
wik Solski’s Tarnow City Theatre, but a number of performances and 
other events take place in other places in the town, such as in the Main 
Square, cultural centres, galleries and clubs. 

A special daily festival newspaper is printed. It is called 4 x Talia 
and covers all the performances. It also presents interviews with authors, 
directors and actors as well as publishing reviews and editorials concern-
ing theatre, comedy and arts in Tarnow.

Last year’s festival took place on the 21–26th of October. Spectators 
were able to see, amongst others, performances of Wroclaw Pantomime 
Theatre, Warsaw’s Syrena Theatre, National Old Theatre from Krakow, 
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Modrzejewska’s Theatre from Leg-
nica, Studio Theatre Montown-
ia from Warsaw and Theatre KTO 
from Krakow. A special daily festi-
val newspaper is being printed. It is 
called 4 x Talia and covers all per-
formances; presents interviews with 
authors, directors and actors; as well 
as reviews and editorials concerning 
theatre, comedy and arts in Tarnow 
(see a sample at this link).

Last year’s edition took place on 
2–26th of October. Spectators were 
able to see, amongst others, perform-
ances of Wroclaw Pantomime Thea-
tre, Warsaw’s Syrena Theatre, National 
Old Theatre from Krakow, Modrze-
jewska’s Theatre from Legnica, Studio 
Theatre Montownia from Warsaw 
and Theatre KTO from Krakow. 

Results
After seven years of the Talia festi-
val, Tarnow has become a capital of comedy. Every year it attracts more 
and more large and famous theatres from around the country and or-
ganisers are now planning to turn it into a more international event. An 
International Comedy Festival Talia could be organised in the near fu-
ture. 
All main performances and the related events present various theatrical 
and interdisciplinary forms, which are of great interest to culture and 
which enrich everyone’s individual cultural activities and policies.

Thanks to the Talia festival, the Tarnow Theatre, a provincial theatre 
facing difficulties, is beginning to establish itself as a strong theatrical cen-
tre in the southeastern part of Poland. The festival also offers the population 
of Tarnow the opportunity to watch world class comedy performances and 
actors, while participating in discussions and workshops with artists.  
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Venice Cultural Laboratory

ABOUT 3 YEARS AGO, THE MOST IMPORTANT VENETIAN CULTURAL INSTI-
TUTIONS, IN PARTNERSHIP WITH THE CITY COUNCIL OF VENICE, gave 
birth to Venice Cultural Laboratory (VCL). This was an initiative pro-
moted by the Deputy for Culture of the City of Venice and more than 
40 Venetian institutions, which represent almost the whole cultural of-
fering in Venice.

The initiative was born with the aim of offering the widest possi-
ble panorama of activities promoted by the institutions participating in 
VLC. The main goal of the promoters is to improve the collaboration 
among Venetian institutions and offer a single point of access to all the 
information concerning cultural aspects in Venice. VLC is also an op-
portunity to support networking between institutions at the city, nation-
al and international level.

Partners
The partners involved are the City of Venice’s eighth department of cul-
ture and more than 40 cultural institutions.

Contents
Through a website, managed by the Istituto Veneto di Scienze, Lettere 
e Arti, this project intends to offer information and services to anybody 
interested in culture in Venice. 

The services offered are as follows:
 An updated calendar of all the events related to culture, promoted 

by the institutions,
 A list of the museums and other exhibitions in Venice
 A research tool (search engine) to support online event finding
 A database of activities and projects on specific areas managed by 

the members

VENICE   |  235



One of the next initiatives will be a project to create a single ticket for 
the members of VLC. This will be promoted in order to offer better ac-
cess to more than 40 museums and institutions in Venice. For more in-
formation, please visit: http://www.veneziacultura.it

Results
Since the Laboratory was established 3 years ago, it has consolidated its 
position and has gained a permanent place on the agenda of the Cultur-
al Institutions. 
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History unwired

ICT and the valorisation of the cultural heritage: the new 
technologies for a more sustainable cultural tourism

Visions and Aims
Venice has a lot of “surface tension.” The place looks like a movie set and 
many tourists marvel at the rich history and intimate details of its mon-
uments. However, overcrowding has taken some of the magic from Ven-
ice’s main monuments (500 000 tourists in 960 and approximately 4 
million tourists in 2003.) History Unwired will use mapping and mul-
timedia as a Trojan Horse to give some depth to these wonders and lead 
tourists to encounters with unexplored monuments, historical figures 
and neighbourhoods.  

History Unwired is new mobile media company based in Venice 
and Boston, producing tours of backstreets and less-travelled neighbour-
hoods. Using the location based services of mobile phones and Personal 
Digital Assistants (PDAs), we aim to provide more personal, interactive 
experiences of historic cities. We work closely with cultural tourists to 
find the things they want to know about Venice: its infrastructure, secret 
gardens, recipes, ghosts, forgotten heroes, irony, and modern life. We 
then produce various multimedia routes through its neighbourhoods 
based on these themes and narrated by insiders. Rather than making in-
formation-based mobile media, we base our media on characters and 
stories. We build mobile guides that tell the story of people and history, 
along a defined walking story arc.

Target groups
Our target group have been called Cultural Tourists, a general category of 
travellers interested in the history, cultural heritage, local life and art of 
the places they visit.  Working closely with data from Ca’ Foscari Univer-
sity, the Biennale of Venice and other recent tourist surveys, we are cre-
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ating a more specific niche for cultural tourists who attend events such 
as the Biennale and have a pronounced interest in the local life, strug-
gles, and ironies of the places they visit. These cultural tourists are often 
repeat visitors and somewhat resistant to classical notions of history and 
tourist hotspots. They avoid crowds, crave underground scenes and are 
always looking to get off the beaten track.

Organisation
We have formed a unique partnership between university programs, 
regional government, multimedia designers and cultural institutions. 
Michael Epstein, a multimedia designer and artist recently graduated 
from MIT, and Filippo Dal Fiore, a researcher from Venice interested in 
the development of creative industries and cultural preservation, head 
the project. We work with the Department of Urban Studies and Plan-
ning MIT Professor Dennis Frenchman, and Cristobal Garcia who co-
ordinates discussions between Media Lab and the Sloan School of Man-
agement. At the University of Architecture of Venice (IUAV) we are 
under the tutelage of Professor Pierluigi Sacco. We are working close-
ly with the Director of the Press Office of the Biennale to test our prod-
uct with end users and integrate our work into the Visual Art Biennale 
of 2005. We have received donations and consulting from Ericsson Ita-
ly. Finally, the program is expanding to include Visual Arts and Design 
graduate students at MIT and the University of Architecture Venice.  

Contents  
Our product will function like a multimedia, outdoor version of a Mu-
seum audio guide. Visitors to Biennale will check out free multimedia 
cell phones and use them to tour the neighbourhood around the event. 
The tour will be led by the voice of an insider, someone from the neigh-
bourhood, taking visitors to local restaurants, hubs, and places of interest.  
The devices will let you peek into places you cannot enter through video 
and 3-D. The mapping and location-aware functions will make sure you 
know where you are, and also encourage you to explore side streets and 
back alleys. Above all, you will be exposed to the story of the neighbour-
hood, meet its characters, explore local hangouts and live its history.  
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Venice is structured as a maze of tight streets that regularly open 
into “campos” or small plazas (a few hundred years ago these were actu-
ally agricultural fields — the direct translation of “campo”).  Since many 
location-based technologies do not work indoors and on narrow streets, 
we plan to use these campos as GPS or Bluetooth reception points.  We 
hope that this type of intermittent location awareness will encourage 
wandering, so that tourists don’t have to follow specific itineraries, but 
can wander the streets and choose to synch up to our information sys-
tem or not, when they reach a campo. Of special interest is the idea of 
using defunct wells that adorn the campos to hold Bluetooth or other 
wireless transmitters that can trigger location awareness on the devices.

Another interesting location sensing technology is what is called a 
Spotcode Reader (www.highenergymagic.com). This allows videophones 
to read a code (the circle with squares around it) off a sign or display 
and trigger information, like a barcode in a grocery shop. In our case, 
we would put these codes on existing signage, wells, and pamphlets. The 
video phone will read the code and bring up the appropriate map, vid-
eo, or audio to complement the location.

Partners
History Unwired began in spring 2003 as an independent research effort 
of MIT and Venice University graduate students to develop education-
al applications for mobile phones. We have been funded and await fu-
ture funds from the Veneto Region Office of Tourism. We have a mul-
timedia studio and offices at the University of Architecture Venice and 
MIT. We are working with Ericsson Italy as a technical partner. Biennale 
di Venezia is providing testing grounds for our media at the 2005 Visu-
al Arts Festival. 

More info
http://web.mit.edu/frontiers

1  MICHAEL EPSTEIN  (M_E@mit.edu)
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 e international festival dedicated to short fi lms was born in the city of 
the Mostra del Cinema in 2000 as the result of the initiative of a group of 
young Venetians. 

Visions and Aims
Circuito Off  Venice International Short Film Festival is the fi rst inde-
pendent Festival of the short fi lm in the city of Venice organized by the 
cultural association Artecolica. Artecolica, literally “art to the attack”, 
was born in Paris in 2000 as the result of the initiative of a group of 
young Venetians.

Th e French city off ered every kind of cultural entertainment. Th e 
idea was to import a young, fresh, alternative and independent event 
into Venice, the city of Mostra di Arti Cinematografi che where no events 
for short-fi lms had previously existed.

Th e festival grows year by year and has now reached its sixth anni-
versary. 

“We like quickness and 

brevity because it off ers the 

soul a host a simultaneous 

ideas.”   — GIACOMO LEOPARDI
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Circuito Off projects the entire international panorama of reviews 
dedicated to short films and is considered an important appointment for 
the cultural life of Venice and its regions. 

Circuito Off is promoting a new form of art in a city like Venice, fa-
mous for its tradition of opera music, theatre and cultural heritage, but 
not for fresh and young forms of art.

Partners
The City of Venice, the Region, the University of Venice (Esu and Ca’ 
Foscari) and many Provinces are partners of Circuito Off.

Several private sponsors like VolareWeb, Kodak, Consorzio Venezia 
Nuova, Hotel Monaco, Veneto Cinema Pro, Image.com, Mondadori 
Bookshop, and the newspaper Il Gazzettino also support the Festival.

Circuito Off develops special partnerships with other cultural insti-
tutions, in order to improve its programme in terms of short and long 
movies, special sections, and retrospectives.

The Festival also develops special partnerships with newspapers, 
magazines and societies that specialize in communication, in order to 
promote its activities.

Target groups
Target groups are Venetian inhabitants, especially students, and people 
interested in cinema. The Festival is also targeted at tourists.

Organisation
Self financed at first, the Festival has now a proper budget based on pri-
vate and public funds.

The festival takes eight days and costs a total of 90 000 euros. 
Every year the Festival hosts directors, the jury, journalists and pro-

ducers.
The entry is allowed to the members of the association Artecolica. 

The membership cards cost 5 or 0 euros and give access to all the shows. 
The membership fee includes the catalogue.
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Contents
Every year Circuito Off offers:
 An international competition for a selection of 30 short films, with 

two sections. One is for short films of maximum 30 minutes and 
one for short films of less than 3 minutes.

 Retrospectives dedicated to directors (Matthieu Kassovitz in 2000, 
Norman McLaren in 200, David Cronemberg in 2002, Emir Kus-
turica in 2003, Spike Lee in 2004) and to specific themes, like chas-
tity in 2004.

 Thematic sections, such as Shorts and Web, a social documentary 
section, a video clip section, sections dedicated to the geographic 
area (East of Europe and Asia in 2004), or movements (Free Cine-
ma in 2003, Dogma 95 in 2004).

Five to nine people make up the jury judging the films. They are cine-
ma critics, writers, producers, directors and other film industry profes-
sionals. 

There are five festival awards. The Jury Award for the best short 
film, the Kodak Italia Award for the best Italian short film and the Vene-
toCinemaPro Award offered by the Veneto Cinema and Television pro-
fessionals’ trade union. On top of this, the Veneto Region offers the Best 
Veneto Short Film Award, and the final award, the Short Film Mediate-
ca Award for the best short film is voted for by the public. 

Results
Every year public interest and media coverage grows. The number of 
short movies participating in the Festival competition is also increas-
ing year on year. There were 70 in 2000, about 50 in 200, 300 in 2002, 
450 in 2003 and more than 800 in 2004. These movies come from across 
the globe. 

More info
http://www.circuitooff.com

1  ALESSANDRO GRANDESSO & ELENA PIAGGI
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Trademark of the 
City of Venice

e City of Venice has created the Trademark of Venice, an initiative that 
aims to involve private and public independent enterprises as partners in 
maintaining the social and economic vitality of the city.

e Trademark of Venice is an identifying symbol, the Lion of St. Marco, 
whose use is granted to its partners and whose proceeds are earmarked to improv-
ing the quality of life of Venetian citizens and protecting the city’s heritage.

The MISSION Of Trademark Of The City Of Venice
Venice is once again proving its leadership and its uniqueness. It is the 
first Italian city to combine an institutional symbol with a logo for com-
mercial purposes and related marketing. The Venice trademark is posi-
tioned “alongside” the institutional symbol of the city, thereby assum-
ing a complementary role: it represents the image of Venice around the 
world, further bolstering the value and the characteristics thanks to the 
objectives that distinguish the design.

It has two main purposes: to create a coordinated and coherent image 
of the city for the global market and generate new resources for economic 
development, apace with the growth of tourism. It contributes to the cre-
ation of a pool of activities related to ingenuity and thought, in synergy 
with the Venice, district for innovation -project, financed by the European 
Community for developing an intellectual production centre.

In this way, the goal is to help Venice evolve towards an econom-
ic model oriented to innovation, to make the city more liveable and of-
fer new opportunities for work to its young people. Part of the proceeds 
made from the use of the image and the name of Venice will be invested 
in programmes for the social and economic revitalization of the city.

A trademark that represents Venice, along with the partner compa-
nies that value and support this city, in a shared journey of cultural, social 
and economic development. An exclusive “club of the friends of Venice.” 

Therefore, more than a trademark of  Venice, it is a trademark for 
Venice.
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Licensing
The trademark of Venice project foresees granting to third parties the use of 
the trademark for philanthropic marketing activities (cause-related market-
ing) and for creating products and services or putting on events. The field of 
application of the trademark extends to any type of product or service, pro-
vided that they are in line with the distinctive features of the project and up 
to a proven ethical and qualitative standard of the partner companies.

A fundamental requirement for licenses is the ability to reflect the mis-
sion of the project and the values of Venice — uniqueness, progress and 
quality — in the culture of the company and its strategic objectives.

The companies that apply the trademark of Venice to their products 
characterize a quality level worthy of this inestimable cultural legacy, repre-
sented by Venice, and they communicate to the whole world their contri-
bution to improve the quality of life of its inhabitants in the city.

The products that display the trademark of the winged lion can be 
accompanied by a communications support that contains a brief illus-
tration of the lion and the design connected to it.

The trademark of Venice brings together a range of products and 
companies which are very diverse from each other, but the essence is 
common to all: the ability to communicate to the consumer a unique 
and well-defined identity, transmitting and transferring its values and its 
image to the partner companies. 

Companies
The city of Venice and the partner companies share objectives and core 
values such as uniqueness and distinctiveness, sophistication, accessibili-
ty and inimitability, and draw mutual advantage from this relationship.

Companies around the world identify with this project and have signed 
an agreement with the City of Venice that goes beyond simple use of its im-
age, as has occurred to date, but represents a concrete and real commitment 
to the city. Therefore, the role of the partner companies is also changing. They 
are no longer considered simply sponsors, but instead become full-blown 
members of an exclusive club, known and recognized around the world.

The partners become active members of an important development 
project of the city and, at the same time, enjoy the opportunities to communi-
cate to the entire world via an inimitable “showcase” that is the city of Venice.
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Products
License holders, who want to mark their products and create special 
lines and collections dedicated to the lagoon city, can use the trademark 
of Venice. Elegant and high quality merchandise has been developed, ac-
companied by a recognizable and recognized name.

A wide range of products bearing the winged lion is already availa-
ble: clothing (t-shirts and sweatshirts), accessories (caps, umbrellas, eye-
wear) and gift items (mugs, plush toys and chess sets). The merchandise 
makes great souvenirs of Venice or an original gift idea to remember the 
most beautiful city in the world.

Projects
The City Council of Venice has developed and implemented initiatives 
where the trademark of Venice is used to communicate to the public the 
institutional and innovative nature of the new projects. The partnership 
established between the City of Venice and other companies and bodies 
has become official by the presence of the trademark in the communica-
tions work of each partner.

Many initiatives can be set up while respecting the underlying principles 
of the trademark. These include safeguarding the environment, the architec-
tonic and historic values of the city, improving or e-services to the citizen and 
the visitor, and assisting in bringing to fruition ideas and innovative projects.

Agencies
The Municipality of Venice has also charged specialized agencies to con-
vey the purpose and promote the application of the “Trademark of Ven-
ice” project to potential partners. 

The target remains to grow the network of companies that partic-
ipate in the Trademark of Venice -project contributing thereby to revi-
talize the social and economic life of the city and to protect its cultural 
and artistic heritage. 

More Info
http://www.comune.venezia.it/marchio
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