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Introduction 

Not just a follow up 
(by Umberto Bellodi) 

 

The SCENART training experiences run in the period June 2010 - January 2012 
highlighted different matters, opening new paths and also underlining several elements 
which are parts of the whole Romanian social and labour system. That’s happened 
because of the fact that performing arts are not only a specific field of interest but also 
a sort of “sample”, including all the weak and strength points composing the whole 
frame of a market which is facing a global crisis all over the European Union. 

Compared with the European Union’s examples, the Romanian specificity provides 
some further elements of discussion because of the public nature of the larger part of  
the performing arts institutions and the consequent working status of its professionals, 
mainly “permanent employees”. This status could be described as the closest possible 
connection between “employees” and “employers”, and it is an element which makes 
hard to consider any kind of an alternative labour market for the system; “alternative” in 
order to face problems like low salaries or nowadays government’s difficulties in 
assuring a stronger social security to all the employees. 

Imagining a new way of conceiving the system is not simply an hypothetical shifting 
from a public nature to a “private” one but it consists also in a larger analysis matching 
together considerations about training professionals at different levels, focusing on the 
updates of the needed skills, facilitating the mobility of collaborators between 
institutions and countries, considering the importance of the evolution of stage 
technologies, keeping in mind the extreme importance of the “quality” of the artistic 
product as the concrete output of a properly working system. 

Moreover, a hypothetical new system must provide reciprocal benefit to workers and 
employers, including in the second category both Theatres and Public Administration.  

Thus, starting from the training phase of the SCENART project, the team of 
researchers has been investigating on all the possible evolutions and improvements of 
the results already gained, considering them within a framework which must 
necessarily have a European perspective in order to face problems and solutions 
within a common environment together with other countries and not to be self-
addressed to the national specificity only. 

 

The key-concepts: requalification, reconversion and 
flexsecurity 
The focus of the research is represented by two issues which are debated at a 
European level since several years and that became more and more urgent together 
with the intensification of the global economic crisis. 

The first issue is represented by the concept of “requalification and reconversion”, 
addressed to all those workers who do not have the possibility (for several different 
possible reasons) to carry on the same role/profession all along their working life. 

The second one is focused on the term of “flexsecurity”, a neologism matching 
together the concepts of flexibility and security (welfare) basing on 3 elements:1 equal 

                                                 
1 Bellodi Umberto, Van Goethem Chris, PEARLE* EURO-MEI Training Forum 2009 - A report on theatre  
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opportunities in terms of retirement pension, governmental support through 
unemployment benefit and right to life-long learning in order to guarantee 
competitiveness in the labour market. This concept is a sort of "do ut des", meaning 
that the "flexibility" of the professionals helps the employers in facilitating the measures 
of "security". 

Those priorities found a term of discussion within the SCENART training activities and, 
specifically, in all those courses which joined in the same classroom people working in 
different theatres and through different approaches formalized on the workplace and 
not through a specific and dedicated training path. In fact, in the frame of SCENART 
project, training operators considered the large number of people attending courses 
which were not exactly corresponding to their role played on the workplace. The cause 
of this phenomenon is given by the peculiarities of every single theatre which create 
differences from the expected occupational standard. For a lot of these participants, 
courses have been not only a lifelong learning experience in terms of qualification and 
specialisation, but also a unique path of re-qualification and, sometimes, of 
professional reconversion.  

Thus, the interest and the attention of the researchers working at the present 
publication moved to how those training experiences could enter the social context, 
opening new perspectives of the system but starting from the employees’ direct 
experience and behaviour. 

 

Training facilities 
Within the following chapters there will be shown the results of the investigation on 
those training facilities aimed at creating new job opportunities for people working in 
the performing arts field. These facilities are (or could be) developed in order to face 
properly the issues of requalification and reconversion, keeping in mind the general 
trend of considering flexsecurity as a possible model of reference.  

Since its original design, this phase of the SCENART project (focused on the present 
research) had an experimental nature because it did not aim at researching training 
approaches with a skills importance exclusively, but it would pay special attention to 
the social consequences.  

The research has been composed of different activities such as an analysis of the 
critical professional profiles (in terms of duration of career and job opportunities), a 
brief analysis of the European best practices in the field, the comparison between 
those practices and the Romanian situation, the planning of requalification and 
reconversion pilot experiences based on the results of the previous phase of 
SCENART (training phases). 

In order to develop this experience, since the beginning the researchers have been 
creating a synergy together with a selected number of experts taking part in Brussels’ 
Social Dialogue2 as representatives of employers and employees. The involvement of 

                                                                                                                                              
technical training in EU 1998 – 2008, page 36 
(http://theatreserbia.net/assets/0000/0974/Bellodi_and_Goethem_Theatre_Technicians_Training_in_Euro
pe.pdf) 
2 European sectoral social dialogue is an instrument of EU social policy and industrial relations at sectoral 
level. It consists of negotiations between the European trade union and employer organisations of a 
specific sector of the economy. The Commission, in its Communication on ‘The European social dialogue, 
a force for innovation and change’, has expressed the view that the sectoral level ‘is the proper level for 
discussion on many issues linked to employment, such as working conditions, vocational training and 
industrial change, the knowledge society, demographic patterns, enlargement and globalisation’ (COM 
(2002) 341 final of 26 June 2002). For this reason, the Commission is committed to establishing more 
committees in order to ensure that all the main sectors are 
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these consultants has been the innovative element of this phase, because it has been 
opening the perspective of the project to a wider community. 

Together with a specific series of interviews and focus groups with the team of experts, 
the phase has been moving on through the creation of other different focus groups 
which investigated on those professional profiles that are in a critical position because 
of their related job peculiarities and job opportunities, taking into account the key-items 
of the European Community.  

The target users of the phase are all those professionals belonging to different 
Romanian theatres in the country who need a process of re-training, improving their 
hidden skills in order to find a new occupation/role inside their working-place.  

This phase aimed at being the base for the implementation of specific projects in the 
following years, and at opening a new important window on the diversification of job 
opportunities and requalification of professionals inside every staff. 

                                                                                                                                              
covered. (http://www.eurofound.europa.eu/areas/industrialrelations/dictionary/definitions/europeansocialdi
alogue.htm) 
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Part I  

A possible portrait of Flexsecurity 
(by Umberto Bellodi) 

 

1. Flexsecurity: origins and original model 
Flexsecurity is a word “invented” in the nineties during a specific social process which 
took place in Northern Europe bringing two main new matters: the de-regulation of the 
labour market and the improvement of the social security system for the weakest 
classes.  

It was actually a form of compromise between employers, unions and government 
based on the key-concepts of flexibility, security and lifelong requalification of the 
employees. This process brought automatically a strong mobility in the sector.3 

It is particularly interesting to focus on three key-concepts coming from the 
“Flexsecurity” one; these concepts are: flexibility, security and active policy. 

The first one, “flexibility”, is the freedom for the company to fire employees without 
strict limitations and, at the same time, the possibility for employees to get new 
occupations easier.  

 

“It's what allow us to have a production facility that is free to invest and innovate without 
constraints (…).It is the freedom that allow us to get more and more in the scale of 
production with higher added value".4 

 

The second element is “security”: the benefits which the state provides to workers in 
unemployment situation. The first kind of benefit is the unemployment compensation. 
In Denmark, the compensation is warranted until a maximum of 2.000,00 Euros per 
month, with a percentage between the 60% and the 90% of the last earned salary. The 
maximum duration of this benefit is 48 months and it will be reduced to 24 months in 
2013. 

The third aspect, which is actually the one supporting the first and the second cited 
making them feasible and sustainable, is the “active policy of the labour market”. 
Workers are continuously upgraded, updated and re-qualified when they are both 
employed or unemployed and agencies are concretely active in seeking jobs for who is 
in need of, both searching in the same sector and creating new job opportunities. This 
aspect allows to maintain the “security” element within limits which are not creating 
issues to the economy system of the country and, at the same time, smoothes the 
harder aspects of flexibility (facility in laying off) converting it into a kind of active 
“mobility”, which becomes an opportunity for everybody.  

 

About 25% of Danish people change company every year (and many others change 
position in the same company). It means that, during a lifetime of work, a citizen could 
change company and working sector to seven or eight times. (…) the fear of losing the 

                                                 
3 See Taino Danilo, “Flexsecurity, il segreto danese - Sussidi e formazione in cambio di licenziamenti facili La 
ricetta (unica) che rimette in moto la scala sociale”, Il Corriere della Sera, January 14th 2012, page 13. 
4 Nils Trampe, Director of International Affairs of the Danish Confederation of Entrepreneurs, in Ibid. 
Translated by the author. Original text: «È ciò che ci consente di avere una struttura produttiva che è 
libera di investire e innovare senza vincoli (…). È la libertà che ci permette di salire sempre di più nella 
scala delle produzioni a maggiore valore aggiunto». 
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job is avoided because of the awareness of the existence of other opportunities; on the 
other hand, there is the awareness of the opportunities to improve themselves, in parallel 
with the increasing sophistication and innovative capacity of the companies, which is 
pushed by the Danish Flexsecurity. "If you propose to a Danish a permanent job for all of 
his life, he will take it as a condemnation to a sort of 'life imprisonment' “says Trampe.5 

 

Because of different social, geographical, demographical, historical and economical 
reasons, the “flexsecurity” model probably cannot be exported as it is, without any kind 
of adaptation to the country in which it is going to be introduced, even because every 
transfer of innovation has to be adapted according to national specificities which are 
considered as the enrichment element of the united Europe. Anyhow, there are some 
inputs which can influence the mentality of people of countries in which the culture of 
labour is differently considered (with a strong prevalence of the “permanent” character) 
shifting the attitude towards a new way of considering everyone’s professionalism, 
career and job experience.  

In the same article including the previous statement, Kongshøj Madsen, Professor of 
Research of the labour market at the 'University of Aalborg states:  

 

“(…) if you protect those who have a permanent job you are inevitably raising barriers 
against all who are supposed to enter in the labour market"6 

 

At a deeper level of attention it is possible to notice that this kind of protection is 
focused on the workplace and not on the worker. That’s why, in Danish mentality, 
protection has been moved to the worker, helping him in finding another opportunity 
through concrete helps such as salary compensation, re-qualification and job seeking 
support. 

The problem is not the workplace, but the individual expertise: what a person is able to 
do and to improve in his/her professional career. Thus, the investment on people 
becomes concrete and brings to meaningful results thanks to the cooperation of all the 
organisations involved in the “social dialogue”, Unions included. 

 

In 2009, the Maersk Group, an historic shipyard existing since almost one hundred years, 
has announced its intention to quit because in other countries there was producing ships 
at lower prices. This was a cultural shock for the Danish and 2.500 workers in the two 
following years loosed their jobs. But no strikes neither protests happened: the logic to 
relocate production has not been argued. Most of the workers, however, have been 
reconverted, despite the crisis is hitting also Denmark (unemployment is now at 
6.9%). Many of those workers now are working in the alternative energy sector in a park 
which has been built up in place of the former shipyard. Others have changed totally. In 
the recent days, a blacksmith who used to work for Maesk before the crisis became 
famous because of his new professional activity with handicapped children.7  

                                                 
5 Ibid. Translated by the author. Original text: “Circa il 25% dei danesi cambia azienda ogni anno (e molti 
altri cambiano posizione nella stessa impresa). Significa che, nel corso di una vita di lavoro, un cittadino 
può cambiare azienda e settore anche sette-otto volte.(…) la paura della perdita del posto non c' è perché 
si sa che se ne presenterà un altro; c' è in compenso l' opportunità di migliorare, in parallelo alla sempre 
maggiore sofisticatezza e capacità innovativa delle imprese danesi indotta dalla Flexsecurity. «Se 
proponete a un danese un lavoro a vita, lo prenderà come una condanna all' ergastolo» sostiene Trampe” 
6 Ibid. Translated by the author. Original text: “(…) se si protegge chi ha un lavoro stabile inevitabilmente 
si alzano barriere all' ingresso nel mercato del lavoro contro chi un posto non ce l'ha”. 
7 Ibid. Translated by the author. Original text: “Nel 2009, un cantiere navale storico, quasi centenario, del 
gruppo Maersk ha annunciato l' intenzione di chiudere: in altri Paesi si producono navi a prezzi molto più 
bassi. Culturalmente uno choc per i danesi e 2.500 lavoratori che nei due anni successivi hanno perso il 
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The whole system is sustainable only if training at different levels works continuously 
on an excellent standard. Denmark provides lifelong learning programs 
for workers, retraining for the unemployed people, and technical and vocational 
schools often operate through a six months theoretical plus six months internship 
methodology in order to strongly facilitate the link within training and working systems. 
State, employers and unions support this system with a deep cooperation and every 
two years, on a regular base, a national collective bargaining for each sector is signed.  

The financial resources required by the flexsecurity system are very high (between 3% 
and 4% per cent of the gross domestic product) and, for the Denmark situation, are 
just a part of the whole welfare state which provides education, university and 
hospitals for free; thus, this requires the acceptance by citizens of high levels of 
taxation (50% of GDP) and a very low level of tax evasion (no more than 5% of GDP).8 

 

Finally, it is required a common mentality which is not something you can create in a 
short time, that’s in order to see employment as a result of the system and not as a 
job guarantee. 

(...) 

"Of course you can not copy us, everyone is the product of his own history - says 
Professor Madsen - but if what our experience can teach is that the defence of the 
permanent workplace and the stiffness do not create equality and prosperity. On the 
contrary, they create inefficiency, unemployment and loss of incomes." 

(...) 

Even at the top of the global crisis, the model responded well: (in Denmark) the long-term 
unemployment is 2%, half the EU average and youth unemployment is at 14%, against 
the 21% of Europe.9 

 

                                                                                                                                              
posto. Ma nessuno sciopero, nessuna protesta: la logica aziendale di delocalizzare la produzione non è 
stata messa in discussione. Gran parte dei lavoratori, però, si è riconvertita, nonostante la crisi colpisca 
anche la Danimarca (la disoccupazione è salita al 6,9%). Molti si occupano ora di energie alternative nel 
parco sorto al posto del cantiere. Altri hanno cambiato tutto. Nei giorni scorsi è diventato famoso un 
fabbro che, licenziato dalla Maersk, ora si occupa felicemente di ragazzi handicappati.” 
8 Ibid. 
9 Ibid. Translated by the author. Original text: “Infine, per vedere l' occupazione come un risultato di 
sistema e non come un posto di lavoro garantito serve una mentalità condivisa che non si crea in poco 
tempo (…) «Certo non potete copiarci, ognuno è il prodotto della sua storia - dice il professor Madsen - 
ma se qualcosa la nostra esperienza insegna è che la difesa del posto fisso e la rigidità non creano 
uguaglianza e benessere. Creano inefficienza, perdita di lavoro, perdita di reddito». (…) Anche nel pieno 
della crisi, il modello ha risposto bene: (in Danimarca) la disoccupazione di lungo periodo è al 2%, la metà 
della media Ue, e quella giovanile è al 14%, contro il 21 dell' Europa.”  
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 2. Freelancers, self-employed and economically 
dependent workers 
Being “flexible” workers requires a status which is not the one of the permanent 
worker. This is not a rough question of privatising a sector or liberalizing the market at 
one hundred per cent, but it is a deeper analysis on different job-status which could be 
acquired in order to face the changes of the system. 

The traditional definition of “employee” is in discussion because of the existence of a 
parallel large system of self-employed people. 

 

The concept of ‘economically dependent worker’ falls between the two established 
concepts of employment and self-employment. It refers to those workers who do not 
correspond to the traditional definition of employee because they do not have an 
employment contract as dependent employees. However, although formally ‘self-
employed’, they are economically dependent on a single employer for their source of 
income.10 

 

These self-employed workers are considered as “in between” self-employment and 
dependent employment, having features of both forms. 

 

First, they are formally self-employed, in that they usually have a sort of ‘service contract’ 
with the employer. Second, they depend on one single employer for all or much of their 
income. They are often similar to employees in a number of ways. They may lack a clear 
organisational separation, working on the employer’s premises and/or using the 
employer’s equipment. There may be no clear distinction of tasks: they may perform 
similar tasks to existing employees, or of those formerly undertaken by employees, 
before the work was outsourced. Finally, their ‘services’ fall outside the traditional 
professions, in that they often do not require specific skills or professional knowledge or 
competence.11 

 

Despite of all the common points between employees and economically dependent 
workers, there are some critical elements which open the debate on this new 
phenomenon.  

In fact, economically dependent workers don’t benefit (in most of the cases) of the 
same “protection” which is provided to employees through legislation and collective 
bargaining. Moreover, health and safety and working time are not always properly 
regulated.12 

In several European countries strategies have been implemented in order to solve this 
issue, including treating economically dependent workers exactly like employees in 
terms of protection, security and legislation and in several Member States unions 
established organisations specifically dedicated to them. 

One example is given by Austria’s 2007 initiative carried out by the government and 
social partners: 
                                                 
10 See 
http://www.eurofound.europa.eu/areas/industrialrelations/dictionary/definitions/ECONOMICALLYDEPEND
ENTWORKER.htm  
11 Ibid. 
12 “The categories of employee and self-employed workers are reasonably clearly defined, and the 
distinction in most, but not all EU Member States, tends to exclude the latter from employment protection 
law, including working time regulations.” Ibid. 
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In January 2007, Austria’s new coalition government adopted a proposal put forward by 
the social partners to extend social insurance coverage for self-employed people, in 
particular for self-employed workers who are deemed as being ‘economically dependent’. 
Accordingly, self-employed people working under the same conditions as employees will 
be obligatorily covered by unemployment insurance or, like genuine self-employed 
people, may opt for this scheme on a voluntary basis. 

The new coalition government of the Social Democratic Party (Sozialdemokratische 
Partei Österreichs, SPÖ) and the conservative People’s Party (Österreichische 
Volkspartei, ÖVP), which took office on 11 January 2007, has announced better 
protection measures against social risks for self-employed people, in particular so-called 
‘economically dependent workers’. In their joint programme for the legislative period 
2007–2010, the two parties committed themselves to enact legislation extending 
unemployment insurance coverage, as well as sickness and maternity benefits, to self-
employed persons. In doing so, the government has adopted part of a comprehensive 
package of social partner proposals (Wachstum und Vollbeschäftigung), drawn up by 
Austria’s four major social partner organisations in December 2006. 

In accordance with the package of proposals put forward by the social partners, holders 
of so-called ‘free service contracts’ (Freie Ddienstverträge), whose incomes exceed a 
defined minimum amount laid down by law and increase annually 
(Geringfügigkeitsgrenze), should be covered by unemployment insurance. All other 
groups of self-employed people, including those working on a so-called ‘contract for work’ 
(Werkvertrag), should be given the right to voluntarily opt for the unemployment 
insurance scheme. Furthermore, it is proposed that ‘free service contract’ workers would 
be fully integrated into social protection legislation that applies to ‘standard’ dependent 
employees, who are covered by the General Social Insurance Act (Allgemeines 
Sozialversicherungsgesetz, ASVG). This would result in total coverage in relation to 
health and occupational injuries insurance, pensions and unemployment insurance, the 
severance pay scheme, and statutory protection in the event of insolvency, an issue 
which is still subject to ongoing debate.13 

 

In 2003, the International Labour Organisation (ILO)14 defined dependent self-
employed workers as “workers who provide work or perform services to other persons 
within the legal framework of a civil or commercial contract, but who in fact are 
dependent on or integrated into the firm for which they perform the work or provide the 
service in question”15, while the Organisation for Economic Co-operation and 
Development (OECD)16 three years before claimed that there was an increase of jobs 
on the borders of wage and salary employment and self-employment, including 
contractors working in a dependent relationship with just one employer without 
concrete differences in autonomy from the employees. According to these information, 
several organisations tried to describe the new group of workers in different ways such 
as “economically dependent on a principal” or “in permanent legal subordination” and 
the first to get the actual definition has been EIRO, the European Industrial Relations 
Observatory, a monitoring instrument offering news and analysis on European 
industrial relations which started publishing online since 1997.17  

 

                                                 
13 See http://www.eurofound.europa.eu/eiro/2007/01/articles/at0701049i.htm. 
14 See http://www.ilo.org. 
15 See http://epub.wu.ac.at/604/1/document.pdf, pages 4-5. 
16 See http://www.oecd.org. 
17 See http://www.eurofound.europa.eu/eiro/about_index.htm. 



The Research (Phase 4) 
Re-qualification follow up 

 
FINAL REPORT 

 

 
14/132 

In a comparative study at the EU level, EIRO (2002) describes these  workers as 
“economically dependent workers […] who are formally self-employed but  depend on a 
single employer for their income”18 

 
Beside the definition, the issue of these professionals is that they risk to face two 
different forms of dependence from the economical and logistical point of view 
because they carry on all the risk of a freelancer and they actually do their job in the 
same place, time and contents of employees, specially when they concretely have to 
deal with a contractor only. 

 
Because such workers have only one contractor they generate their whole income from 
this business relationship. If we assume that the two parties do not usually agree on a 
constant quantity of orders, but quite the contrary, namely that the amount of business 
depends on the economic situation of the firm the worker contracts with, the dependent 
self-employed worker obviously takes the entrepreneurial risk (i.e. the short-term risk of 
demand fluctuations). 

(…) 

The second form of dependence relates to dependence in terms of time, place, and 
content of work. Whether a dependent self-employed worker is more similar to 
employees or to independent self-employed persons is determined by the degree of 
these two forms of dependency.19 

 

Thus, even if we usually speak about “freelancers” or “self-employed”, the definition, 
features and typologies of this category are extremely debated and include more than 
one kind of workers. 

The concept of self-employment includes different forms of labour contracts:20 

- labour contract 

- service contract 

- labour agency contract 

- services supply 

- intellectual professions (doctors, consultants, agents) 

 

Moreover there are further kinds of contracts which are not explicitly foreseen by the 
legislation: 

 

- franchising 

- engineering 

- factoring 

- leasing 

- management 

                                                 
18 http://epub.wu.ac.at/604/1/document.pdf, pages 4-5. 
19 Ibid. 
20 See European Parliament, Studio sul lavoro economicamente dipendente/lavoro parasubordinato del 
professor Adalberto Perulli, 19 giugno 2003, page 7 (electronic publication: 
http://www.europarl.europa.eu/hearings/20030619/empl/study_it.pdf). 



The Research (Phase 4) 
Re-qualification follow up 

 
FINAL REPORT 

 

 
15/132 

- transfer of competences 

- software production and supply  

 
Moreover, for the understanding of the self-employment concept it should also be 
necessary to diversify the individual working activity from the business/entrepreneurial 
activity.  However, because of the similar situation of economic and legal dependence, 
micro-enterprises are often the legal structure of business used by individual 
professionals. In conclusion, the “self-employment area” must take into consideration a 
growing variety of different typologies of contract and status, and it is not easy to 
speak about all those elements under a common term.  

Thus, it is not easy to find a unique solution to the problem of regulation of 
economically dependent work and whether the regulation of economically dependent 
work will be left to the market forces there is still the risk of social dumping. 

On the other hand, legislative support should try to solve issues connected to self-
employment without interfering with the “flexible” feature.   

Because of the difficulty of organizing workers economically dependent and weak 
systems of industrial relations, collective agreements alone might not be able to 
provide a suitable solution.  

In the study on the “Economically dependent work” run by Prof. Adalberto Petrulli 
(published by the European Parliament in 2003), the outputs highlighted by the author 
suggested to act at European level with a “mild” legislation and program, allowing 
Member States to adapt to national circumstances. The study suggests that it is the 
task of the social partners to produce appropriate standards (Association of social 
partners at European level) and that the possible future solution at European level 
would not start from scratch: there is already an osmosis between the law of self-
employment and that of employees in such areas as: social protection (pensions), 
vocational training, employment services, employment incentives (support 
employability and entrepreneurship), health and safety at work.21 

Within these aspects, “vocational training” is not only an area of legislative interest but 
could be also a pivot for several innovative measures helping in renewing the labour 
system. 

 
 
 
 
 

                                                 
21 See http://www.europarl.europa.eu/hearings/20030619/empl/study_it.pdf, page 11. 
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3. Relationship between flexsecurity and 
requalification 
The relationship between flexsecurity and requalification/reconversion is extremely 
deep.  

Actually, re-qualifying people means facilitating the flexibility of them and, at the same 
time, providing a security tool helping in maintaining the professional mobility within a 
labour market which is based more on freelancing and collaborating than on the status 
of “employee”. 

The partnership and cooperation between employers’ and employees’ associations 
could play an important role on this matter. The definition of this cooperation could 
assume different shapes and one interesting example could be given by the Italian 
specificity which defines the concept of “bilateral organisations”22 in the frame of the 
legislative order of September 10th 2003 n. 276, integrated by the October 6th 2004 n. 
251.  

According to the orders, bilateral organisations are bodies made from the initiative of 
one or more main associations of employers and employees. Thus, these bodies 
become the most important and effective places in which the labour market is 
regulated according to different actions such as:  

 

- promoting regular and high quality job opportunities; 

- intermediating between job demand and offer; 

- programming training within and outside the workplace; 

- promoting good practices against the discrimination of disadvantaged workers 
(which means also promoting social inclusion); 

- managing funding for training and salary supplement; 

- certificating the different kind of labour contracts; 

- developing means and tools for health and safety on the workplace; 

- supporting other actions concerning legislative aspects and collective 
bargaining. 

 

Also the European sectoral dialogue is an example of this cooperation because:  

 

(…) is an instrument of EU social policy and industrial relations at sectoral level. It 
consists of negotiations between the European trade union and employer organisations 
of a specific sector of the economy.23 

 

The European Commission has expressed in an official communication24 the view that 
the sectoral level is the proper level for discussion on many issues linked to 

                                                 
22 In Italian “Enti Bilaterali”; see http://www.cliclavoro.gov.it/operatori/Pagine/Entibilaterali.aspx. 
23 
http://www.eurofound.europa.eu/areas/industrialrelations/dictionary/definitions/europeansocialdialogue.ht
m. 
24 European Commission, COM(2002) 341 final. COMMUNICATION FROM THE COMMISSION, The 
European social dialogue, a force for innovation and change, “Proposal for a COUNCIL DECISION 
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employment, such as working conditions, vocational training and industrial change, 
knowledge society, demographic patterns, enlargement and globalisation. 

The opinion of Pietro Ichino (Italian jurist, journalist and politician) is that training must 
be planned and focused on the concrete job opportunities and should not have a 
simple cycling structure, proposing periodically the same paths and options.25 His 
proposal for a new labour system in Italy, which is strongly based on the concept of 
flexsecurity,26 foresees the highlighting of the job priorities through the proper 
investigation activity played by specific “agencies” set up by bilateral organisations27 in 
order to help and guarantee the “mobility of workers between different companies”.28  

Nowadays in Italy, the coherence between training programs and job opportunities is 
not systematically analyzed, but only from time to times and without a proper 
methodological approach. The consequence is a large loss of public money (managed 
by the Regions through the European Union’s funding, according to the Italian system 
which foresees a regional based management of the training activities) addressed to 
the training system in all the sectors of the labour market. Ichino’s proposal is to create 
a network of independent evaluators inspired by the United Kingdom’s “audit 
commissions” which has a specific role in controlling the efficiency of the public 
administration and services. Independent evaluators are in charge of sorting out and 
identifying situations of wastage and, at the same time, creating a concrete ranking 
between different services, putting in evidence the best practices giving to the worst 
examples concrete terms of reference for their self-improvement. This approach is 
commonly defined as “comparative benchmarking”.29 

The history of Pietro Ichino, who is actually the main promoter of flexsecurity concept 
in his country, is extremely rich in terms of cooperation with all those representatives 
who are within the social system developing from the labour market. In fact, he has 
been FIOM-CGIL union leader in the northern Italy from 1969 until 1972 and from 1973 
to 1979 he was responsible for the coordination of legal services of the Chamber of 
Labour of Milan. Since then he has been also working with CGIL, CISL and UIL (the 
three larger Italian Unions) by counselling, participating as expert in conferences and 
teaching training courses. Because of this deep cooperation with unions, he published 
a handbook about labour legislation addressed to workers in two volumes which had a 
considerable success in the labour movement.30   

                                                                                                                                              
establishing a Tripartite Social Summit for Growth and Employment.” Brussels, 26.6.2002. 2002/0136 
(CNS); (see http://eur-lex.europa.eu/LexUriServ/LexUriServ.do?uri=COM:2002:0341:FIN:EN:PDF). 
25 See http://www.pietroichino.it/?p=4515. 
26 See http://www.youtube.com/watch?v=qSvnatXAe-0 . 
27 See Senato della Repubblica, XVI legislatura, Article 2120, Disegno di Legge n. 1873. 
http://www.pietroichino.it/wp-content/uploads/2010/02/18731.pdf. 
28 In Italian: “mobilità interaziendale”. See  http://www.pietroichino.it/?p=4515. 
29 See http://www.pietroichino.it/?p=4515. For the definition of benchmarking as a comparative study see 
pages 22-23.  
30 Since 1975 he also worked together with Carlo Smuraglia, professor of labour law at the state 
University of Milan (Università degli Study di Milano), beginning to write contributions for the “Rivista 
giuridica del lavoro” (“Legal magazine of labour”). Pietro Ichino has been also an academic researcher 
since 1983 in Milan and from 1986 to 1991 he’s been professor of labour law at the University of 
Cagliari. Since 1991, he’s got back to Milan with the role of professor at the state University, where he 
founded - together with Marino Regini - the Department of Labour and Welfare, which today joins together 
lawyers, economists, sociologists, political scientists and psychologists. In 1985 he became coordinator of 
the “Rivista italiana di diritto del lavoro” (Italian journal of labour rights), directed by Giuseppe Pera, 
becoming managing editor from 2002 until the end of 2008, when he had to resign because of the election 
to the Italian Parliament. The main themes of Ichino’s research and publications are: the function and 
effectiveness of the collective bargaining (1974-1975), the discipline of the information system within the 
company (1976-1980), the problems and prospects for reforming the labour market (1981-1982), the 
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In 2008, as member of the Italian Senat, he coordinated the works for the presentation 
of a proposal for a law about labour relationships (Article 2063-2078 civil code), for a 
re-codification and simplification of the whole system. This proposal31 is a synthesis 
based on 55 articles of the entire law discipline for the labour system and is strongly 
inspired to the northern-Europe model of flexsecurity.32  

The core of Ichino’s concept is supported by several considerations about the 
adaptation of the original model of flexsecurity to a different reality such as the Italian 
one. In his opinion it is extremely important to develop a proper know-how in order to 
activate a brand new system of social security and assistance to workers and, at the 
same time, it is necessary to facilitate the “collaboration” of the workers helping them 
in entering in a new order of ideas which includes an open perspective to self-
improvement through re-qualification and continuous research of job opportunities.33 

The benefits brought by flexsecurity are several and touch both employers and 
employees. From one hand, employers and companies have the possibility to manage 
properly their human resources in terms of quantity and quality while employees 
actually move to a condition of “permanent” workers even if their providers are different 
and their occupations along their life become several: nobody is firm but everybody get 
a social assistance in case they loose the employ, an assistance which has both an 
economical and a training perspective. The economical assistance is translated in 
salary supplements and active support in searching a new occupation. The training 
assistance is justified by the possibility to easily get proper requalification and 
reconversion paths in order to facilitate their integration in a new workplace. 

In this new system, the concept of “permanent” shifts from the labour contract to the 
security system: workers can actually have several kind of contracts along their career 
(full time and part time contracts, apprenticeship contract, job sharing, collaboration 
contracts, home-working contracts) but all their steps and movements are followed and 
supported in terms of  economical and training assistance. 

Speaking about the training assistance, the approach should be completely separated 
and different from the academic/educational one. In a country like Italy, in which 
training is managed on a Regional base and training institutions are often private 
foundations and companies, it happens pretty often that the training offer is the same 
every year, with courses which are traditionally established and replicated as in a 
public or private university. Especially in the field of performing arts, fashion and 
cinema, it is not compulsory to organize training on the base of official job enquiries 
and, on the other hand, public administration does not update regularly the job 
situation in every sector in order to facilitate the planning of a proper training offer. 

Thus, in a flexsecurity system, training should be innovated year by year with new 
paths re-designed like a brand new dress suiting at the same time the needs of the 
beneficiaries and of the labour market, eventually anticipating the trends. 

 

                                                                                                                                              
working timing (1983-1987), the contracting and negotiating legal method (1988-1992), equality of 
opportunities (1991-1993), the economic analysis of the labour law (since 1994), the objective reason for 
dismissal (since 1996). In 1996 he wrote a three-volumes publication about civil and commercial law 
(Trattato di diritto civile e commerciale) and labour contract. The work has been published between 2000 
and 2003 and brought Ichino to a special mention of merit by the Italian president Carlo Azeglio Ciampi in 
2006. (See http://www.pietroichino.it/).  
31 Senato della Repubblica, XVI legislature;Disegno di Legge n. 1873. http://www.pietroichino.it/wp-
content/uploads/2010/02/18731.pdf. 
32 See http://www.pietroichino.it/?page_id=6 and http://www.pietroichino.it/?p=4896. 
33 See Interview to Pietro Ichino by Carlo Barberis, Human Training, year 2, number 7, C.R.I.S.O.F. 
S.c.a.r.l., June-July 2009 (http://www.pietroichino.it/?p=4515). 
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4. The costs of flexsecurity  
Naturally, one of the main critics to the eventual implementation of this model in a 
country like Italy is related to the costs of such initiative: how the public administration 
could carry out expenses related to unemployed workers who are in a phase of shifting 
from one job to another? 

In Italy, Ichino’s proposal faced the critical observations of Confindustria, 
the Italian employers' federation, joining together more than 113.000 companies and 
approximately 4.200.000 individuals. In an interview34 by Carlo Barberis, published on 
the magazine “Human Training” in June 2009, Ichino answered as follows to the 
specific question about Confindustia’s critics on the costs of flexsecurity project: 

 

I personally asked to the managers of Confindustria to recalculate costs, not on the 
base of the worst possible case but on the average hypothesis, in which the company’s 
former worker is placed in a new workplace within a period of three-six months. This 
goal is not hard to get if the agency in charge of orienting and re-placing the fired 
employee works properly in managing his/her behaviour, helping the research of a new 
occupation and re-qualifying according to the available job opportunities. Anyway, 
according to the project, employers should cover only costs about worker’s income, 
while all costs related to services and orientation, including intensive assistance in 
searching the workplace and professional requalification, should be entirely covered by 
Region’s funding and European Social Fund.35 

 

In the frame of the same interview, Ichino answered to a specific question about 
human resources responsible’s additional needed competences in a flexsecurity 
system: 

 

Beside the traditional competences, they should have a strong knowledge of the labour 
market and the capacity of orientating and coaching workers towards the labour market 
itself: flexibility, in the frame of our project, it will be as much effective and cheap for the 
employers as shorter will be the unemployment period for the fired employees.36  

 

In a recent article appeared on the largest diffused Italian newspaper, “Il Corriere della 
Sera”, Stefano Scabbio, deputy president of Assolavoro,37 made an interesting 
analysis of the relationship between national welfare systems and the urgency of the 

                                                 
34 Interview to Pietro Ichino by Carlo Barberis, Human Training, year 2, number 7, C.R.I.S.O.F. S.c.a.r.l., 
June-July 2009 (http://www.pietroichino.it/?p=4515). 
35 Translated by the author. Original text: “Ho invitato i dirigenti di Confindustria a rifare bene i conti, 
facendo riferimento non all’ipotesi peggiore, nella quale non si riesce a ricollocare il lavoratore, ma 
all’ipotesi media, nella quale il lavoratore può e deve essere ricollocato entro un periodo dai tre ai sei 
mesi. Un obiettivo di questo genere è facilmente raggiungibile, se l’agenzia deputata al compito di 
orientare e ricollocare il lavoratore licenziato funziona bene e utilizza correttamente i propri poteri di 
controllo sul comportamento del lavoratore stesso, sulla sua disponibilità effettiva per le iniziative di 
ricerca della nuova occupazione e di riqualificazione in funzione di essa. In ogni caso, secondo il progetto, 
sulle imprese dovrebbe gravare soltanto il costo del sostegno del reddito del lavoratore, mentre i costi dei 
servizi di orientamento, assistenza intensiva nella ricerca del nuovo posto e riqualificazione professionale 
mirata dovrebbero essere interamente coperti dai contributi delle Regioni e del Fondo Sociale Europeo.” 
Interview to Pietro Ichino by Carlo Barberis, Human Training, year 2, number 7, C.R.I.S.O.F. S.c.a.r.l., 
June-July 2009 (http://www.pietroichino.it/?p=4515). 
36 Ibid. Translated by the author. Original text: “Oltre alle capacità richieste tradizionalmente, grande 
conoscenza del mercato del lavoro e capacità di orientare e guidare i lavoratori in esso: la flessibilità, nel 
progetto di cui stiamo parlando, sarà tanto maggiore e costerà tanto meno all’impresa, quanto più breve 
sarà il periodo di disoccupazione dei lavoratori licenziati.”  
37 National association of labour agencies; see http://www.assolavoro.eu/. 
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unemployment phenomenon.38 His considerations start from the report Global 
Employment Trends 2012, by the International Labour Office,39 stating that 
unemployed people in the world are about 200 millions and 23,8 of them lives in the 
European area. The estimated growth in 2012 is about 2% (3 millions of people) and, 
according to the estimations about the growth of people in age of employment, it is 
considered that the global economic system should be able to create about 400 
millions of workplaces. 

 

The world enters the year 2012 facing a serious jobs challenge and widespread decent 
work deficits. After three years of continuous crisis conditions in global labour markets 
and against the prospect of a further deterioration of economic activity, there is a 
backlog of global unemployment of 200 million – an increase of 27 million since the 
start of the crisis. In addition, more than 400 million new jobs will be needed over the 
next decade to avoid a further increase in unemployment.40 

 

The interest of every country is to renew and restore the own welfare system in order 
to maintain the social cohesion and to further develop the economy through the 
creation of new job opportunities.  

Italy is actually one of the few European countries investing on labour politics aiming at 
maintaining and safeguarding the permanent occupation through the adoption of 
different measures assuring part of the salaries (the systems of “Cassa integrazione 
salari” or “Indennità di mobilità”) in a sort of passive approach, without any proactive 
nature. This situation put the fired worker in a standby position, often investing his 
initiative in finding some temporary occupation in the black labour system. In other EU 
countries, all those who receive a salary supplement have to demonstrate they’re 
actively searching a new occupation in order not to loose their rights. In Italy, the cost 
of an unemployed worker supplied by the government (through the social security 
system) is about 1300,00 euros, money which could be re-directed to a system of 
active searching, avoiding the loss of the level of employability due to the inactivity. 

Countries like France, Belgium, Denmark and Norway promote an “active” approach. 
France supports the fired employee for the first nine months of unemployment through 
the cooperation with agencies and the integration of the 65% of the last salary; on the 
other hand the employee has to demonstrate his “mobility”. 

Scabbio asks how is it possible to transfer this model in a country where training, 
orientation, coaching and advising are almost completely self-funded by providers and 
users, without a proper public support. These activities are the ones that help both the 
development of competences and the employability on the medium and long term. It is 
not easy to plan a sustainable welfare system but the attempt to do it is absolutely 
necessary because results are clearly positive: the re-employment data are more than 
80% for the employees who have been followed by an active approach and are below 
the 50% for those who have been passively assisted. Moreover, in the first case the 
average time of waiting for a new occupation is between 6 and 8 months while in the 
second case is more than 30 months. 

 
                                                 
38 Stefano Scabbio, “Una via italiana per la flexsecurity”, Corriere Economia - Il Corriere della Sera, 
February 6th 2012, page 5 (see 
http://archiviostorico.corriere.it/2012/febbraio/06/Disoccupazione_una_via_italiana_per_ce_0_120206031.
shtml). 
39 International Labour Office, Global Employement Trends 2012 - Preventing a deeper jobs crisis, – 
Geneva: ILO, 2012. (See http://www.ilo.org/wcmsp5/groups/public/---dgreports/---dcomm/---
publ/documents/publication/wcms_171571.pdf).  
40 Ivi, page 9. 
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5. Coaching: a necessary support 
An example of one of the possible tools helping in orientating, coaching and advising a 
professional in his requalification process (or re-employment process) is the use of the 
competence portfolio.  

The competence portfolio is normally created to promote own competences related to 
the professional experience and the process which brings to its creation is emblematic 
of a coaching support to individuals.  

From 2007 to 2009, a consortium of European organisations (from 6 different 
countries) supporting career development for art and culture professionals, studied this 
tool and created different supporting guides for operators and consultants working with 
people in need of professional orientation in the field of performing arts. The project, 
named Portolano, has been funded by the European Commission as a project of 
transfer of innovation selected for the Leonardo program.41  

The aim of Portolano is to help professionals in getting their skills identified and/or 
recognised, either as part of a review of their professional status, or because they are 
about to plan a requalification or reconversion process. Moreover, the project is 
addressed also to coaches and professional counsellors interested in integrating the 
Portfolio and electronic-portfolio methodology into their practice. Finally, for institutions 
and professional networks in the arts and culture sector Portolano could be an 
instrument to support employment, career and geographical mobility. 

The focus of the project was on “enhancing” individual professional identity through the 
use of a specific self-evaluation approach, in order to meet the challenge of getting a 
recognition of knowledge, skills and potential.  

Here follows a brief description of the tools (Competence Portfolio and ePortfolio):  

 

The Competence Portfolio approach is a constructive and creative way of highlighting 
achievements and abilities. In this way a holistic picture of professional competencies 
and generic skills can be produced enabling individuals to present themselves for 
employment, assessment, promotion or career conversion.  

Today’s technology – the ‘e’ in ePortfolio - enables a rich and dynamic representation 
of individual competencies, particularly adapted to the worlds of arts and culture. Tools 
available allow the expression of a unique artistic identity.  

It further enables sharing  and collaborating with friends, colleagues, managers, 
counsellors, potential employers and members of the artistic community to maximise 
the enhancement of professional identity and career development and planning.42  

 

According to the Guide, specifically designed for the operators assisting employees in 
the realization of a portfolio, there are three main goals which have to be achieved in 
the process.  

The first one is to list competences, skills, knowledge acquired through training, 
professional, social or personal experiences; also describing and analysing activities, 
jobs and artistic career. The second is to collect and organise documents that are 
meaningful and valuable evidences of the declared and identified skills and 
knowledge, such as official diplomas, references, job descriptions, recommendation 
letters and also personal creations, collective works, personal written documents, 

                                                 
41 See Itinéraires Formation, PORTOLANO – a competence portfolio approach for arts and culture 
professionals, http://www.itineraires.fr/ePortolano/, Leonardo da Vinci, 2009. 
42 From http://www.itineraires.fr/ePortolano/?page_id=21. 
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images, pictures, videos, objects, illustration which prove the participation in different 
projects. The third goal is to create a digital or paper competence portfolio through a 
shape and template which is coherent with the use that the beneficiary intends to do. 

 

6. Coaching and work innovation 
It’s interesting to notice that in the frame of the focus groups with the expert 
consultants of this research, the issue of “coaching” and advising came out from the 
discussion after a while and has been developed basing on workers’ perspective.43 

Experts considered that the realization of a coaching process is absolutely necessary 
in order to support requalification, helping people to look into their career realistically 
and to figure out which can be their adaptation to the labour market’s evolutions. 
Moreover, for artists one part of the coaching process should be the evaluation of the 
artistic competences. One of the main issues concerning this idea is the consideration 
if workers are “asking” for training and coaching or not.  

In the same focus group, different concrete examples of successful and failing 
experiences in the specific field were considered. 

The general opinion is that within permanent workers training is generally not 
demanded while for freelancers is strongly asked both for updating technological and 
technical skills. The consequence is that the same activity required by young 
freelancers becomes an obligation for employees. Moreover, for those who are asking 
training, coaching has a cost while for those who feel forced is for free. This paradox 
has social and psychological implications which make everything more complicated. 

Another example is given by the introduction of information technology in theatre 
techniques; in all those situations in which the change from analogical to digital was 
harder it has been pretty common to meet refusals of the employees in learning new 
approaches. For the freelancer training is an update and an opportunity; for the 
employee training is requalification in the negative sense of “denying” who he was in 
order to create a brand new professional. 

Thus it is extremely important to find the positive sense in transmitting training 
initiatives to all kind of workers. 

Actually, only if training should become part of a normal working process there won’t 
be frustrating situations or paradoxes. Training should shift from being an extra activity 
to be a compulsory part of everyone’s job. 

Chris Van Goethem’s point of view is that normally are not the job descriptions which 
change but the tools which are used in the working process. Competences remain the 
same so it’s never a reconversion of the job profile, it’s just a question of tools that a 
professional has to learn, even moving from a manual activity to a digital activity. An 
interesting example is in the “film editor” profile in cinema and video making.44  

                                                 
43 See http://scenart12.wordpress.com, CM.01. 
44 “Video Editor: Career Profile, Employment Outlook and Education Requirements: Video editors edit 
videos, films and soundtracks for eventual viewing as motion pictures or cable and television broadcasts. 
Video editors typically learn their craft through video editing courses or media arts degree programs. 
Video Editor Career Profile: Video editors are part of creative production teams that include camera 
operators, directors, sound technicians, assistants and actors. They are tasked with creating a final, 
presentable piece of film or video. With new technology, video editors have actually become digital video 
editors who work mostly on computers, adding sounds, designing scenes and shaping the presentation. 
Although the most well-known work environments for video editors are movie and television studios, many 
have found employment recreating crime scenes at law enforcement agencies or law firms, while others 
have found work with event planners, editing videos of weddings, birthdays, conferences, meetings, 
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The coming of digital in video brought effects on the artistic conceptions, aesthetical 
approach, working procedures and in the labour market which are deeper than in 
every other sector of performing arts. Fabio Amerio, professor at the Department of 
Multimedia Arts at the Fine Arts Academy in Carrara (Italy) notes that: 

 

The use of digital in cinema will happen for sure and it will be anticipated, and at the 
same time overtaken from the post-digital or multimedia cinema, which is already 
leaving important results. As well as it happened in photography and video, modalities 
and timing of this new evolution will be probably short and, as usual, moved by the 
“critical mass” of users and beneficiaries who influence the aesthetical and 
technological environment through the market and consensus channels. 45  

 

In his opinion, all those who will be able to adapt themselves with convincing results to 
all of these innovations, they will get results; on the other hand, all those who will get 
left behind, they will have to pay, mainly in economical way, their delay. One of the 
most resounding cases is the one of Kodak, which underestimated the digital 
revolution and between 2001 and 2003 loosed the 39,79% of its value.46 

In the famous Dominique Villain’s “Montage au cinéma”, published in 1991, the author 
speaks about “virtual” editing, which is actually the early definition of “digital” editing, 
describing the change of working methods from physical to technological approach. 

 

Virtual editing (…) is this: all the available options for the editing of a film – which are 
impossible to be done on a video strip because it requires a new copy for each attempt 
– without any kind of extemporary technical manipulations. This kind of editing is done 
through theoretical assembly and not through a physical one. It’s never fixed on a 
continuous physical support (video, film or sound), but it exists as a series of 
addresses. This list of events can be stored and modified. 

                                                                                                                                              
celebrations or ceremonies. Often camera operators can be freelance, independent contractors who do 
their own video editing. 
Video Editor Employment Outlook: The U.S. Bureau f Labour Statistics (www.bls.gov) states that 
employment of video editors is expected to grow 12% over the 10-year period of 2006-2016, which is 
about the national average for all occupations. Because the expansion of cable television and 
independent film studios is expected to augment available positions in major studios, the demand for 
video editors is projected to increase at a steady pace. Individuals who work as assistant editors, can 
eventually advance to become full-fledged editors. Because video editors have such a specialized skill 
set, few branch out to become producers or directors. 
Education Requirements of Video Editors: Although not mandatory for employment, many video editors 
hold bachelor's degrees. High school and postsecondary courses in photography, art, computer systems 
and digital camera technology can serve as preparation for becoming a video editor. American Cinema 
Editors (ACE), an honorary professional society, sponsors a yearly internship for college graduates 
looking to start a career in film editing. Applicants must have a Bachelor of Arts degree and experience 
using non-linear digital editing equipment. Information about apprenticeship programs for video editors is 
available through the International Alliance of Theatrical Stage Employees and Moving Picture 
Technicians and the National Association of Broadcast Employees and Technicians.” From 
http://degreedirectory.org/articles/Video_Editor_Career_Profile_Employment_Outlook_and_Education_Re
quirements.html.  
See also http://www.guidaconsumatore.com/professioni/diventare_montatore_audiovideo.html.   
45 Translated by the author. Original text: “Il passaggio del digitale al cinema avverrà sicuramente e sarà 
anticipato e simultaneamente superato da questo cinema post-digitale o multimediale che già lascia 
impronte di una certa profondità. Come è accaduto per la foto e per il video, le modalità e i tempi di questa 
nuova evoluzione saranno presumibilmente brevi e, come di consueto, determinati da quella “massa 
critica” di consumatori o fruitori che, attraverso i canali del consenso e del mercato, determinano la realtà 
estetico-tecnologica che lo circonda”. From Fabio Amerio, “La mutazione digitale. Fotografia, cinema ed 
elettronica”, in Balzola Andrea - Monteverdi Anna Maria, Le arti multimediali digitali, Garzanti Libri, 2004, 
pages 190-197. 
46 See Massimo Magrini, “Kodak rischia il fermo immagine”, Il Sole 24 Ore, 24 agosto 2003, p. 18. 
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(…) 

The tactile approach (…) get lost (…). 

(…) 

In November 1988 it has been presented for the first time a machine for the digital 
editing by “wordprocessing” (…). It cuts and pastes all frames – virtually – thanks to a 
menu with the following options: Shift, Move, Delete, Adjust or Find (…).47 

 

In any case, training to cut by hands or through software are based on the same 
concept, thus it is possible to guide a professional in evolving his competences 
towards information technologies. Coaching should help in deleting all those negative 
feelings which are blocking the professionals’ attitude also enhancing the skills and 
competences already owned and communicating all the evolutions as evolution of 
tools and not as evolution in “people”. Coaching should give responsibilities to the 
employees because they complete their learning by adding the missing skills but only 
through a positive approach related to tools. In this way scaring and frustrating 
situations could be avoided. 

Pier Verderio’s opinion is that at European level things are nowadays moving 
according to two concepts: training people to facilitate their employability and creating 
a more productive system for the benefit of employees. In Europe, even if there are 
some differences from country to country, everywhere we are moving from a total 
public system toward a private one, therefore a different approach is required both in 
technical and in management professions. In order to fund these activities, the best 
way is probably getting bilateral agreements between trade unions and employers 
associations, in the same perspective enhancing the concept of flexsecurity. 

In order to support all the training, orientating, coaching, supporting activities to 
employees in a flexsecurity system, it is necessary to think about a specific 
organisation, an agency in charge of managing all these aspects. This agency should 
take care of the assistance to workers in order to adapt their profile to the labour 
market demands and to help their mobility in the labour system. 

The definition of this agency can be different: it could be a consortium, a bilateral 
organisation or a simple front office,48 eventually managed by the employer itself. The 
role of the union should be played in the definition, together with the employer, of the 
criteria for the evaluation of the job opportunities offered to the worker. In Pietro 
Ichino’s proposal for an Italian flexsecurity system, these criteria should be 
personalized according to every worker specificities and should not be rigid and 
standard for everybody. This approach is actually the same used in different north-
European countries. 

In any case, social partners are expected to be active operators in the development of 
the process also because of the continuity they could provide to the system. 

                                                 
47 Translated by the author. Original text:  “Il montaggio virtuale (…) è proprio questo: tutte le possibilità 
del lavoro di montaggio del film – impossibili da eseguire sulla banda video che obbliga a una nuova copia 
per ogni operazione – senza le manipolazioni tecniche istantanee. Questo montaggio viene effettuato 
tramite assemblaggi teorici e non più fisici. Non viene mai riportato su un supporto fisico continuo ( video, 
film o suono), ma esiste sotto forma di indirizzi. Questo elenco di eventi può essere archiviato e 
modificato. (…) l’aspetto tattile (…) va perso (…). Nel novembre  del 1988 è stata presentata per la prima 
volta una macchina per il montaggio virtuale di “wordprocessing” (…). Taglia e incolla le inquadrature – 
virtualmente, è ovvio – grazie a un menu di opzioni: Scambiare, Muovere, Sopprimere, Aggiustare o 
Trovare (…).” From Dominique Villain, Il montaggio al cinema, Cahiers du cinéma, Lupetti, 1991, 1996. 
pages 167-171. 
48 See http://www.pietroichino.it/?p=4515. 
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CEDEFOP, the European Centre for the Development of Vocational Training,49 

established in 1975 helping to promote and develop vocational education and training 
in the European Union (EU), stated in the document “The role of social partners in 
implementing European tools for vocational education and training and lifelong 
learning”50  the following concept: 

 
The social partners’ involvement in the development and implementation of the 
European tools and principles is determined by:   

• their ability to achieve a sufficient level of knowledge of the different instruments and 
principles and the interconnection between the instruments;  

• the enormous diversity in the bargaining role played by the social partners in the 
different countries and sectors, which affects their participation in the process at 
national level; and  

• their competence defined in terms of responsibility and autonomy, i.e. the ability to 
contribute, to take responsibility and to be involved in the process and to initiate/carry 
out activities themselves.51  

 

Moreover, in the same document CEDEFOP assessed the urgent need of a “closer 
relationship between the European processes and the social partners at all levels.”52   

This would help to face European training policies at a communitarian level, which is 
considered stronger than the national one, because of different weights of social 
partners among the different EU countries. Enhancing this relationship would mean 
also facilitating a closer connection between vocational training and labour market 
(which is the core for all operators in the field of professional training), thus the role of 
the social partners has to be more and more crucial for sectoral developments.  

 

                                                 
49 CEDEFOP is the EU's reference centre for vocational education and training. Cedefop was one of the 
first specialised and decentralised agencies set up to provide scientific and technical know-how in specific 
fields and promote exchanges of ideas between different European partners. Originally based in Berlin, in 
1995 Cedefop's head office was transferred to Thessaloniki. Cedefop has a liaison office in Brussels. See 
http://www.cedefop.europa.eu/about/default.asp.  
50 CEDEFOP, “The role of social partners in implementing European tools for vocational education and 
training and lifelong learning”, Thessaloniki, 26 and 27 February 2009, Full Report. See 
http://libserver.cedefop.europa.eu/vetelib/2010/73437.pdf. 
51 Ivi, pages 6-7. 
52 Ibid. 



The Research (Phase 4) 
Re-qualification follow up 

 
FINAL REPORT 

 

 
26/132 

7. Performing arts labour market: a possible 
description 

In 2007, a French and an Italian Unions (F3C-CFDT and FISTEL-CISL) wrote together 
a document53 in the frame of a Leonardo da Vinci programme which was investigating 
within the field of training for performing arts. This document was setting all the social 
issues concerning performing arts employees (technicians, artists and managers) with 
a deep analysis of the labour market and its trends. 

The starting point of the whole document was the diversity and peculiarity feature of 
the sector, which requires to adapt existing systems in order to support the working 
process at different levels. Careers of technicians and artists are characterized 
by cyclical ups and downs, thus, even the supporting services might take into 
consideration the flexible shape of those occupations in order to adapt all the 
interventions addressing to personalized paths. The definition of these careers is “non-
linear” or “nomadic”, in sense of evolution of job occupations over the years and also in 
considering the strong inclination to mobility.54  

Beside the bigger institutions and Houses, the field of performing arts is composed in 
all the European Union by small and micro enterprises with strong limitations in human 
resources management and this forces the industry to deal with conflicting objectives 
such as the need to face all the issues concerning career paths and skills development 
and the need of reinforcing the social security devices. Unfortunately, the majority of 
performing arts organisations can play only a limited role in these aspects. 

The description of the mission of a performing arts organisation is the representation of 
a creative product put into a play by at least one artist-performer within a productive 
cycle, and this activity justifies the financial remuneration of the employees. 
Nevertheless, this easy and synthetic description touches organisations and 
institutions which are extremely different between each other in terms of legal 
status, work organization and economic models. In fact, performing arts institutions are 
agencies, orchestras, public institutions, opera houses, concert venues, touring 
companies, festivals, private services, production houses and much other kind of 
realities. 

Even the spectrum of activities is extremely diversified, including production, crafts, 
distribution, touring, hospitality, co-production, provision of technical services, opera 
production, ballet, symphonic and popular music, dance, drama and entertainment. 
Because of this, making statistic considerations and comparative analysis becomes 
harder. 

Moving from the French examples, the document stated some interesting data about 
the dimension of the sector. In France about the 98% of the performing arts 
institutions has less than 20 employees, while in the other economic sectors the 
average percentage of small companies is around 33%, and the 53% of  the 
companies operates without permanent employees but just through a team of 
collaborators and freelancers. These companies are the economically weaker; they 
work like a craft company with an association status (which is no-profit) and have a 
continuous turnover of workers. Moreover, the senior staff of the sector (including 

                                                 
53 F3C-CFDT and FISTEL-CISL, D'une photographie de l'emploi à la recherche de formation… - 
Formation et développement des compétences, orientation et accompagnement des professionnels, 
gestion et politique de l’emploi : un nécessaire dialogue entre partenaires sociaux, enseignement et 
organismes de formation, Leonardo da Vinci “the BEST EUROPEAN SOLUTIONS OF TRAINING” 
(I/05/B/F/NT-154004), 2007. 
54 Ivi, page 6 
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management and artists) is more than half of the total number of employees, against 
the 16% of the rest of the economic sectors. 

The following table refers to data collected in 2007: 55 

 

From 

0 to 4 
employees 

From 

5 to 9 

From 

10 to 19 

From 

20 to 49 

From 

50 to 249 

More than 

250 

Number of French 
performing arts 

institutions 
11 863 836 324 179 52 6 

(%) 89,5% 6,3% 2,4% 1,3% 0,4% 0,05% 

 

All French institutions are divided in three different funding categories:  

 

- Public institutions, funded permanently at local or national level 

- Institutions funded through “purchasing policies” of the public sector, which 
means “getting funds for specific projects” 

- Private or mostly private institutions 

-  

The “project” approach, which is the second shown case, is largely diffused but its 
characteristic is to be short or middle-term; that means that this kind of funding does 
not allow a programming activity based on a long-term strategy. 

Speaking about the workers, in France the largest percentage of them has a fixed-term 
contract and the 77% of them has a specific access to a program of support to 
unemployment in order to be assisted in facing the periods of mobility between one 
occupation and the next one. From a statistical perspective, we can state that this 
branch of population is relatively young and predominantly male (60% are under 40 
years.).  

In the last years, the occupation in the field has still grown between 6 and 9% per year, 
even if it decreased the duration of individual contracts. In 2005, the 99% of the 
contracts had an average duration of less than 4 months.  

Also because of all these elements, the growth of the precariousness of the individual 
conditions (fewer hours worked, reduction of annual income, increase in the number of 
workers seeking employment, increased competition) affects mainly a sector like the 
performing arts one. 

In fact, the permanent employees (including the organisations belonging to the public 
sector) do not exceed 50/60% of the total (against the 90% of the other sectors) and 
the 25% of the employees declares seniority in the same company which is less than 
one year (in the other sectors the average is 16%). The 40% of workers who 
have been employed in a specific year are moved in the following year and 
this percentage rises to 60% for those who worked less than 100 hours. Those who 
work less than 500 hours a year finds a lot of difficulties in remaining in the same 
field, while those who have been working for more than 1600 hours constitute a 
nucleus of employee which has 77% of chances to be in the same working situation 
during the following year. 

                                                 
55 Ivi, page 7. 
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The average hourly salary is higher than in other sectors but this condition hides some 
issues which affect different working areas. For instance, the average hourly fee of an 
artist is 40% higher than the technician’s one and the number of hours worked per 
year is less. On the other hand, technicians and administrative staff are normally more 
flexible in transferring skills between sectors and occupation, therefore they are more 
facilitated in retraining and re-qualifying themselves in order to face the mobility  
feature of the sector. 

 

8. The weakness of a system 
Speaking about the main difficulties faced by professionals in the field of performing 
arts, we can state some general considerations which find confirmation and evidences 
in the Romanian situation as well as in different reports and articles managed by 
Unions and specialists in the last years in Europe. 

Job insecurity affects mainly artists who have to deal with special physical and 
athletic requirements, muscle-skeletal issues and a form of "youthfulness" as 
a precondition request by the larger part of the audience. For these reasons, artists 
are particularly involved in problems related to reconversion. 

At the same time, technicians, dancers and musicians are particularly affected due to 
the weight of equipment, machinery and tools, for the exposure to loud sounds, and to 
the length and irregularity of working hours which are always influenced by the 
production timing. 

Finally, professionals working in the administrative staff find difficulties in the earlier 
part of a career, because of the gaps between the level of required education and the 
precariousness of the employment, on one hand, and between the level of 
responsibility and the low salary, on the other hand.56 

The reconversion program for these categories should pay attention to different 
elements which would force to start a re-training activity starting from the age of forty, 
in order to prepare employees to a second career before they get in a situation which 
could have dangerous psychological frustrating effects. 

Beside physical issues, it is anyway important to consider that the link between 
occupations and artistic/technological trends is an element which influences the labour 
market in a fast and not foreseeable way. Thus, training (and re-training) is a 
fundamental service which should be provided to all performing arts’ professionals and 
should be – at the same time - transmitted as a part of the professional ethics for all 
those who “act” in the sector as artists, technicians or administrative. 

French Union F3C-CFDT’s opinion in the cited document57 is that, in order to protect 
careers and professional paths, it is necessary to work in three directions. 

The first one is to improve the management of the employment policies. This goal can 
be achieved optimizing practices and policies of intervention through the 
implementation of an initial and continuous training, specifically aiming at introducing 
professionals in the labour market; reinforcing professional stability and deleting 
precarious situations as much as possible; empowering enterprises with regard to the 
human resources management, facilitating also their awareness about the 
responsibility towards the employees during and after the job collaboration. 

The second one is to improve orientation, guidance and career support, improving 
services aiming at informing, guiding, coaching employees in managing 

                                                 
56 Ivi, page 11. 
57 Ivi, pages 13-18. 
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their careers through mobility, second careers, retraining, requalification, reconversion. 
In order to achieve this goal it is necessary to encourage the maintenance of working 
activity by promoting the construction of alternatives, preventing exclusion from the 
labour market developing a specific attitude in the employees since the beginning of 
their career (thus, even before the need of a reconversion path), developing tools for 
the recognition of skills and an access to different existing opportunities in order to 
improve the visibility of social and institutional security providers. 

The third and last action is in the development of competences through training 
activities; which means continuously investing on the enrichment of professionals’ 
skills and competences. Union focuses on the concept of “multiskilling” (opening to 
new career opportunities) and on the orientation activity played towards specific 
targets which are in synchrony with the trends of the labour market.  

Therefore, encouraging life-long learning by adapting the education system to the 
needs of industry seems to be the common (ideal) solution for more than one 
organisation among the European countries. 

The organisation of the work on stage for technical crews is different from theatre to 
theatre. On one hand there is a demand of specialists, while on the other hand others 
work with polyvalent technicians. 

Moreover, the involvement of technicians in the artistic conceiving of a production is 
increasing a lot. The growth of small companies working for theatre, researching and 
using a complex system of technology in un-conventional designs, asks for a 
technicians’ deeper involvement in the artistic and creative process. Technology is in 
continuous innovation but is also usually cheaper and more available than in the 
Nineties, that means that the trend is to invest on small technical crews which join 
together a restricted number of multi-skilled technicians.  

 

Moreover, technical crews are employed in different systems. In some countries crews 
are still permanent staff, while in others they are temporary, interim or independent. 
Sometimes they have an advantageous artist statute, in other cases they are treated as 
pure temporary staff, not different from casual  staff working in other sectors. The result is 
that we are moving away from a “job for life”. In general we can say that trend goes 
towards smaller, more flexible organizations giving bigger responsibilities to (temporary) 
technicians. This new structure is in conflict with the traditional “father to son” or “master 
to apprentice” education used in theatre. 58   

 

Moreover, the use of technology is not limited to theatre: also other sectors (pop 
music, fashion, exhibitions, commercial events…) use the same technology and 
require the same kind of technical expertise. The result is that, from a flexible demand 
of the employers is sorting out a flexible answer from professionals.  

 

                                                 
58 Umberto Bellodi and Chris Van Goethem, op.cit., page 14. 
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9. Mobility as a possible solution 
In the field of performing arts there is a strong imbalance between occupational offer 
and demand. The first consideration is that the attractiveness of the sector is extremely 
high because of its overexposure on the media. At the same time, there is a further, 
internal imbalance between the attractiveness (and the offer) for artistic professions 
against technical and administrative one. Arts academy are more diffused among 
students, their presence is larger than the technical centres’ one, even because a lot of 
professions working in the backstage are less known. Several training centres works 
on an informative base in order to inform all potential beneficiaries (i.e. students from 
technical secondary schools) of the existence of technical and administrative jobs in 
the performing arts, giving also a concrete alternative to the “use” of the diploma in the 
civil sector. 

The orientation policy of the Accademia Teatro alla Scala,59 which is the main training 
centre for performing arts in Italy, aims at planning and implementing the necessary 
actions to provide a service, addressed to all the young students of the country, in 
order to provide them the awareness of the existing professional profiles operating in 
the performing arts system. Accademia’s activity brings students to an opening of the 
range of individual working opportunities in the sector, through knowledge and 
information on how is developed a production. 

This kind of “initial orientation” could be a proper answer to the general attractiveness 
of the system which usually produces a disordered interest in the performing arts 
professional career, conveying the requests – on the contrary - into diversified paths 
and channels. 

Thus, the “internal imbalance” could be part of the solution of the first one. 

Moreover, there are further critical points in the specific sector. The lack of 
regulation of professions is opposed to the increase of training over the last ten years. 
Thus, the growth of training opportunities is not properly supported by regulations. The 
logical consequence is that the importance given to certification in the field is still not 
adequate. Many employers still think that the level of academic/training degree is not 
a decisive criteria in the selection of the human resources (specially in technical and 
administrative areas). 

The job market is still largely regulated by the relationship aspects, that’s why the 
attitude which is larger diffused among employees is to build and maintain a kind of 
network that, from one part, helps in keeping a professional activity but, on the other 
hand, makes harder any kind of investment on the development of other competences 
and on the anticipation of requalification and reconversion matters. 

The requirement of mobility (geographical mobility and functional mobility) is crucial in 
this sector and, in order to be properly developed, it should be regulated in a balanced 
way matching together job opportunities with lifelong learning and security services, 
protecting the workers  in case of injury, illness, maternity, etc ... 

The safety net is something absolutely important, therefore a “career management” 
based only on the development of a personal network assuring the employment only 
can not be enough. 

Anticipating issues related to requalification and reconversion would mean moving 
against causality and precarious situations. Nowadays, when a worker anticipates 
the need for retraining or acquiring new skills is often too late, thus, the concept 
of 'second part of career’ is something that must be improved in terms of professional 
awareness since the early years of training. The operators of the initial training should 
                                                 
59 See http://accademialascala.it/en/orientation-area.html. 
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play an important role in raising this kind of awareness, highlighting all these aspects 
through specific training modules which should be cross-cutting between all the 
professional training paths.  

Up to now, researches highlighted a general failure in training for the reconversion. 
The workers of performing arts seem to be not enough attracted by devices 
and opportunities related to their "skills assessment" (which could be beneficial in case 
of retraining) and even artists or technicians who, in their careers, develop skills and 
knowledge outside of their discipline, they miss in valorising these extra 
competences. More than in other sectors, people working in performing 
arts remain primarily focused on their "art" or on their craft.60 

It’s anyway clear that even information about training and requalification opportunities 
are not properly diffused to the potential users. The lack of information is an issue 
which has already been enhanced in the frame of recent publications. 

 

For those who work in the field it seems to be very important to be informed on:   

• results of international cooperation and relationship between different projects  

• information on training operators and training partners  

• Information on social partners involved in the trans-national cooperation  

• information on the state of different training and labour systems across Europe  

• information on competences, qualifications and job descriptions / opportunities across 
Europe  

• updates on European developments and evolutions in the field  

• updates on funding opportunities  

• address books listing all national and international organisations working in the cultural 
and training processes.61  

 

The authors of this statement declare that the institutions taking part in the Social 
Dialogue should play the role of “managers/owners” of this information system 
because they nowadays are the main representatives of the sector across the whole of 
Europe.  

 

This should give a stronger voice to the practical needs of the sector. (…) Social partners 
are believed to be essential in the process also because of the continuity they could 
assure: from the analysis of the European training context they seem to be the only 
permanent operators in the field. Social partners are the only organisations that are not 
dependant on projects, therefore their management role could be dedicated to give 
access to content providers. These content providers would also benefit from a common 
information platform in order to develop their own projects. Therefore, the role of social 
partners would be reinforced by a proper network of stakeholders aimed at working on 
theatre technical training.62   

 
                                                 
60 F3C-CFDT and FISTEL-CISL, op.cit., p. 19 (Original text: « De la même façon, les professionnels du 
spectacle vivant semblent avoir peu d’appétence pour les dispositifs de bilans de compétences qui, 
pourtant, pourraient leur être particulièrement utiles dans une logique d’évolution ou de reconversion. 
Ainsi, d’après certains de nos témoins, les techniciens ou artistes, qui développent, par force, des savoir-
faire en dehors de leur discipline au cours de leur carrière, ne les valorisent absolument pas. Encore plus 
que dans d’autres métiers, interrogés sur leurs activités professionnelles, ils ne parlent que de leur art. ») 
61 Umberto Bellodi and Chris Van Goethem, op.cit., page 48. 
62 Ibid. 
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The enhancement of the logic of "multiskilling approach” or “multitasking profile”  may 
represent a useful tool for securing career paths. The small size of enterprises, the 
current artistic trends and the funding based pretty often on specific projects are all 
elements driving to this diversified profile which could be intended in different forms: it 
could be a sort of “multi-artistic skilling approach”, including singing, dancing, miming 
but also a “multiskilling approach” between sectors like administrative, technical, 
artistic, and educational.  

These two examples could be concrete ways to face the professional uncertainty by 
promoting access to employment in small structures and facilitating reconversion 
inside and outside the industry. 
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Part II 

Samples and examples of EU different practices  

(by Chris Van Goethem) 

 

1. Four main types of reconversion 
When we look into different practices over Europe, we can distinguish 4 major types of 
reconversion. All reconversion programs have roughly three phases. In the first phase, 
there is a type of measurement where the candidate is screened on what competence 
he has and what learning potential he has. This screening gives the starting position to 
work with. 

In a second phase, there is a form of coaching of the candidate. New possibilities are 
researched. The candidate becomes aware of his potential to reconvert, figures out 
what alternatives are available and how these alternatives can be reached. 

In a third phase action is taken based on the lessons of the coaching process. The 
actions can vary depending on the needs and include learning, gaining new 
experience or finding a direct path to a new job. 

 

We can put the different types of reconversion into a table with these three main 
actions. 

 

Focus on target profession 

Type 1 is the reconversion program that takes in people from different professions or 
fields en prepares them to one specific profession. The focus of the screening process 
lays on searching for potential. This type of reconversion has a clear view of what is 
needed to start. The training program will be more or less the same for all participants. 
At the end of the program they will have a common set of skills that is applicable in a 
specific profession. 
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A good example of this type is the Sabbattini project that runs already for more than 
ten years in Antwerp. It is a joint initiative of the social partners (employers and 
unions), the city counsel of Antwerp, deSingel and VDAB (unemployment and 
professional training service).  

The project has two programs. One training assistant technicians (stage hands), the 
other training production assistants (assistant production leaders). 

The project targets specifically unemployed people. During the intake, a group of 
assessors look for potential, hidden skills and motivation. “wanting” to follow the 
program is essential. The intake has to give a clear answer to the question “does the 
candidate really want to do this”. 

The candidates come from different fields (musicians, fine arts, arts theory) but most of 
them have a background in the arts. Others come from completely different fields, but 
show a strong interest in their private life. 

The program is strongly imbedded in the field. All trainers are practitioners that bring 
their experience, but also their network and knowledge about the sector. Over the total 
length of nine months, the candidates have three practical work experience periods of 
a month. While the training is more or less the same for every participant, the practical 
work experience gives the candidate the possibility to choose his own path.  

 

Focus on starting profession 

Type 2 is the reconversion program that starts from the needs of a specific 
professional group and leads to several professions. 

Screening starts again with a search of what the candidate has, but with a focus on 
hidden or potential skills that are applicable in other contexts. These skills can come 
from a private as well as work related context. Based on this, a counselling process 
figures out what the candidate wants and if this is realistic. Based on the result of this 
process a road map is set to reach the target. Guidance is provided through the 
following learning process. 
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The actual transition process is not part of the action. The program will guide and 
support the candidate towards the right training provider and will follow up the 
candidate, but will not provide the training itself. In most cases the training will be 
provided by the target field. 

There are several good examples of this type of reconversion, especially in transition 
for dancers. The Flemish “What next” pilot project and the Dutch “fonds 
omscholingsregeling dans” are good examples. Both projects provide an intensive and 
individual coaching part where the candidate gets insight in his possibilities and the 
way to get there. This coaching part is provided by experts that understand the 
position of the dancer and have a strong knowledge of the labour and training market. 
In the next step the candidate is supported financially in his/her training effort. If 
needed, extra coaching is provided.  

A slightly different type of project is carried out by the “kunstenloket”. (Kunstenloket 
(arts counter) is a service organisation funded by the social partners that provides 
legal support for artists. They provide a supportive pathway for artists that want to 
create an independent activity or a company. The target group is larger and the focus 
is on entrepreneurship in the artistic sector. 

After an orientation phase, where the candidate researches the possibilities, they 
provide support in the legal, administrative and economic part of the candidates 
project. 

 

Focus on employment 

A third type of transition scheme is the one that takes in all types of unemployed 
people and leads them to reconversion to all types of professional activity. This type of 
scheme is very general and in most cases not adapted to artists. The screening part is 
mostly based on statistical analysis and doesn’t detect the rather specific needs and 
opportunities of artists. 

Most countries have a type of program like this, that can be followed on a voluntary or 
obligatory basis. The programs are run by employment offices or private skills 
counsellors. The program can only send / guide the candidate to other specific 
services, but can’t provide the expertise for niche fields. 



The Research (Phase 4) 
Re-qualification follow up 

 
FINAL REPORT 

 

 
36/132 

 

 

Focus on sustainability 

The fourth type of scheme is natural transition. This is the traditional way people 
developed a career in the arts. They started “at the stage door” and moved step by 
step in the organisation to a function at their level. A classic example is the stage hand 
that becomes a stage manager. But real life examples include also dancers that 
became costume people, actors that became educational staff, etc… 

Where in small organisations this type of transition can work in an informal way, it can 
in larger organisations be integrated in the whole of HR activities. Natural transition 
matches the changing needs of an organisation with the changing needs and potential 
of the employees. In this way employment becomes sustainable without limiting the 
organisation in its growth or change. 
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2. The tools for reconversion 
 

In the different types of projects, similar tools and methodologies are used depending 
on the specific needs. These tools are universal exchangeable between the different 
types of projects. 

 

Making skills visible 

Making skills visible is an essential part of a reconversion process. Participants are in 
most cases not fully aware of what their skills are. By making the skills visible, 
awareness is created with the participants. This awareness is the fundament of the 
changing process. 

The screening for existing skills should not be limited to professional experience. Also 
skills from the private field should be taken into account. The total experience of an 
individual includes also skills learned by family life, hobby’s or other experience 
outside the professional field.  

These skills can be used and/or updated for use in a new professional field. On top of 
this, the non-professional skills can be a good indicator for the direction of a path 
change. 

 

Looking for potential 

Closely related to the skills is the search for potential. In this process we look for skills 
that are not there or that are not developed, but can be trained / developed. In fact this 
process looks for learning capacity as well as interest. The candidate has to be able to 
learn, but also there has to be a potential interest in the subject. 

 

Matching skills and potential 

Based on the now visible skills and the potential, a search for possible alternative 
career paths can be started. This can be done by comparing the available skills with 
professional profiles of other sectors. By doing so, a range of professions will appear 
where the candidate can (re)use his/her skills. At the same time, the missing skills 
become visible. This mapping of skills towards profiles gives an indication of the effort 
needed to reconvert. 

In more general programs, the matching is done on a pure analytic base. This is 
probably useful for more common profiles, but misses the nuances needed to 
understand the professional possibilities of an artist / art worker.  In art related 
projects, the matching is more based on a personal interaction between the candidate 
and the coach or assessor. In this way extra information about style and taste can be 
included. 

 

Documenting skills 

Most processes use a form of documenting skills. This methodology goes further than 
a CV, a tick box list or questionnaire. In most cases a sort of portfolio is used. The 
candidate not only declares the skills he possesses, but also collects evidence to proof 
so. 
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Proof can exist in different forms. For artists it can be an artefact as result of their 
work, a recording of the actual work or the testimonial of the creating process. For 
every profession or skill the type of valuable proof needs to be defined.  Moreover, 
there must be a certainty that the given proof is the result of the candidates own work. 
So in most cases secondary proof needs to be added. This can be contracts that proof 
the candidates function but also for example performance programs stating his title. 

The collection of proof needs support of a professional in most cases. The evidence 
has to be checked for relevance and for evidence quality. This needs the eye of an 
outsider. 

 

Training 

Training is an essential part of a reconversion process. But training has to be seen in a 
large context and in a wide variety of methods. The training can vary from short 
informal training within the new work situation to long formal training in a specialised 
training institute. Depending on the needs it can be a general training of a tailor made 
training focussing on the needs of the individual. 

Training programs can be a defined formal training, using classroom methodology, 
before the candidate goes (or even applies) to his/her new working environment. But it 
can also be an integrated process where the future employer takes part of the 
responsibility. This type of training will combine the needs of the candidate and the 
future employer. It can include hands-on, Informal, on-line, apprenticeship or blended 
learning methods. 

In most projects, the last type of approach seems to be more efficient and more 
satisfying both employer and candidate.  

 

Recognising skills 

Recognising skills is the formal process of transforming a range of existing skills into a 
legally defined statement. (diploma’s, certificates, degrees, etc.) This document will 
provide a civil effect, in other words, it guarantees to future employers a certain level 
that is defined in national frameworks of qualifications. 

In all cases the recognition will need to be based on an assessment of the available 
skills. These are compared with standards that set the norm and level expected. The 
assessment can be based on proof (like portfolio) or measurement (like observation of 
work). 

An important difference with “educational recognition” is the fact that the skills are 
measured based on the standards set. The knowledge behind the skills is measured 
trough the skills. 

 

Coaching 

Transition can only work if the individual participates in the process. For the process to 
be successful, the individual needs to want it, to see it as an opportunity. Individual 
“one on one” coaching is a very effective methodology to create the right 
circumstances for transition.  

Candidates for transition wrestle with feelings of fear, uncertainty, failure, non-
acceptance or punishment. They feel like “thrown away” and kicked out of their familiar 
environment. Coaching can avoid an escalation of these negative feelings that block 
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the transition process and make them into positive feelings like challenge and 
opportunity. The coach provides a safe environment for the candidate. 

The coach will go the path step by step with the candidate. They will discover the 
possibilities and opportunities together and the candidate will get over the fear of 
leaving a “permanent” situation for a certain level of uncertainty. 

 

Guidance 

A guidance process is based on the support of the participant by an expert. The expert 
uses his/her expertise to help the candidate to find the way through legal, social or 
economic difficulties. 

A good example of this type of action is  the path to a professional project as an 
independent worker (see higher Kunstenloket). 

 

To conclude 

In all the good practices we looked in, some more general considerations come back 
as a red treat.  The participant that wants / needs to be reconverted should be central 
in the process and should be valued. This means that adapting the process to the 
individual’s needs, wishes, potential and capacities is essential for a successful path to 
new employment. If the process is felt like a punishment it is doomed to fail. But is the 
process is seen as an opportunity there’s a high chance for success. 

 

A critical point in the side-line 

Several projects mention that there is a discrimination dependent on the social status 
(employee, permanent position, free-lance, independent) of the candidate. If a more 
flexible labour marked is needed / wanted, there is also a need to take care of this kind 
of discrimination.  

 

Permanent transition 

More and more the labour market is in permanent movement. The content of functions 
and professions change as technology and working methods change. Job content and 
responsibilities change with new organisational methods. 

This means that the people working in the field are in fact in a permanent evolution. In 
the traditional way, transition is seen as a solution for a concrete problem. A worker is 
not fitting anymore in the changed environment and the organisation has to deal with 
this problem. An alternative to this view is to see the worker in permanent transition 
and to support this permanent transition as part of the permanent development of the 
entire work force of the organisation. In other words, not to wait till the employee needs 
to be fired, but support the permanent adaptation to the new working environment and 
avoid needles personnel changes. 

The complexity of technical and artistic challenges creates a permanent need for long 
life learning. A state of the art technology today is old fashioned tomorrow, so 
permanent learning and training is needed anyhow. It would make sense to include the 
transition in these learning processes and make it part of the natural process of 
development within the work place. 

By doing so, the challenge  to get the maximum out of employees is no longer a 
negative issue, but becomes part of a long term and sustainable vision on 
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employment. Putting the right person on the right place becomes a way of making 
space for the individual development. The transition keeps people fresh, changing 
functions on a regular basis, touring, exchanging with other companies or services in 
house keeps people flexible. They will be able to continue longer, to adapt to new 
situations, to enjoy change at the end. Incoming transition brings new experience, 
skills and methods of other fields, sectors or industries. They bring a “fresh view” on 
existing working methods. 

Transition in this sense doesn’t need the development of a new system. It can be 
integrated to the learning path and become a tool like the others. Transition should 
become a natural part of career. 

To create a sustainable transition, looking into labour conditions and workability needs 
to become part of the process. Taking care of older workers and adapt the work to 
their needs and possibilities is one element of it. But taking advantage of their 
experience, ensuring continuity and knowledge transfer are equally important. 

 

In a wider perspective 

Even if we see the transition a permanent part of the career, it is impossible to 
organise all needed activities as an individual organisation. The FIA study makes clear 
that transition needs to be a common responsibility of all partners in the labour 
organisation. A permanent learning / transition process should include social partners, 
professional organisations, education and training providers, governmental and legal 
institutes (employment office, pension funds, health insurance) and even 
manufacturers. All of these partners have a specific interest in participating. (for 
example the health insurance will have to pay less as happy people are less ill). The 
FIA study also suggest to take advantage of existing structures and adapt them to the 
specific needs of the arts. This should provide more efficient funding and sustainability. 

A sector wide approach would also guarantee equal rights for temporary or freelance 
staff and workers moving from one company to another.  

In a larger context, flex-security can also be redefined based on these conclusions. It 
becomes flexibility without influencing the security of the individual, without a negative 
effect for the laborer. It becomes a positive experience for the employee. 

Finally It’s about happy people. 
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 Part III 

SCENART training activity’s results: the feedback  
(text by Dianella Chiodi; data processing and reporting by Antonella Cagnano and Marija Kuhtic) 

 

Since SCENART project key goal is to invest in professionals, those represent also the 
starting point for the drawing of a panorama of the results collected by the SCENART 
experience and also the starting point for possible and advisable next steps in the 
perspective of a possible continuation of the training activity as coherent as possible 
with the Romanian performing arts system. Results and potential guidelines for a 
future experience are obviously tightly interlaced and raise from the same occurrence 
which is SCENART: the results obtained so far increase in value if observed and 
analyzed in a planning perspective. 

As a matter of fact the survey intends to outline and suggest a possible future 
development crossing the results obtained up until the end of the training experience 
and the current Romanian situation in the light of the European perspective. Such a 
survey uses as primary material the contribution of those who are part of the 
Romanian performing arts system that have participated to SCENART.  

Therefore the account of trainees, trainers, general managers and representative 
figures in the Romanian current panorama of performing arts are at the base of all 
considerations about possible guidelines for the future together with the contributions 
of the expert consultants involved in the research. 

Nevertheless, in order to take the most accurate picture it may be of help to proceed 
with taking into consideration SCENART’s short-term impact and consequentially sort 
out which could be possible guidelines for the future, starting from the contribution 
given by the people involved in the project about both topics: results and future 
challenges. 
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1. Training quantitative results 
The aim of SCENART project is to develop the job market and human resources in the 
field of performing arts in Romania by developing and improving the skills of 
professionals working in the sector covering the lack of specialized training as well as 
of specific professions in the field.  

As a result of the project, the National Operetta Theatre “Ion Dacian” (TNO) “became 
an authorized training provider, offering courses certified by former CNFPA63 and 
being able to offer, following a graduation exam, diplomas certified by the Ministry of 
Education, Research, Youth and Sports and by the Ministry of Labour, Family and 
Social Protection for 15 professions specific to the field of performing arts”64. 

The training courses within the project took place in two periods: in June - September 
2010 and December 2010 - January 2011 the training was addressed to the 
employees of TNO. In July, September and December 2011 the same courses were 
repeated and addressed to the employees of the associated theatres, that is Teatrul 
National din Targu Mures (TNTM), Teatrul Metropolis (TM), Teatrul National de Opera 
si Balet “Oleg Danovski” (TNOB) and Opera Brasov (OB), respectively situated in 
Targu Mures, Bucharest, Constanta and Brasov, resulting in the training of over 200 
employees of the associated institutions and of theatres under the patronage of the 
General Council of Bucharest Municipality.65 

16 courses in total were held within the technical area (make up, property master, 
stage electrician, stagehand, tailor, dress keeper), the technical-artistic area66 (sound 
designer, light designer, video designer, stage manager), the artistic area67 (assistant 
director) and the administrative area (project manager, performance organizer, 
delegate producer, artistic secretary) besides a course for health and safety addressed 
to all the professionals trained within the above-mentioned courses.  

The table below shows the distribution of trainees among courses, specifying the 
theatres of provenance: 

                                                 
63 CNFPA was the National Council for Adult Professional Training. See http://www.anc.gov.ro/. 
64 From Scenart (Support for skills improvement in the Romanian Performing Arts/Sprijin pentru 
competente in artele spectacolului din Romania), Performing arts professions – Overview/ Meserii 
specifice artelor spectacolului – Privire de ansamblu, ESF/FSE, 2012, page 175. 
65 Ivi, page 177. 
66 The technical-artistic area is intended to include those professions which foresee a base of artistic 
education and, at the same time, a technical application of these knowledge on-stage. Moreover, this 
definition follows the idea of defining as “technical” people working within a technical crew who is not 
deeply involved within the creative process and “creative” the ones playing a proactive role in conceiving 
the idea of a setting. For this definition see studiOpera -The Research, ESF/FSE, 2010, pages 174-175. 
67 The artistic area is intended to include all those jobs performing on stage or managing directly the 
artists’ performance. Ivi, page194. 
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AREA COURSE TNO TM TNTgM OB TNOB Others TOTAL 

Make up 1  2 5 4 1 13 

Property master 5 2 8 3 5 3 26 

Stage electrician 5 1    3 9 

Stagehand 16 8 11 4 5 9 53 

Tailor 7   2 3 4 16 

TECHNICAL  

Dress keeper 8 2 3 4  1 18 

Sound designer 4 1 4 5 3 4 21 

Light designer 4 3 5 3 3 1 19 

Video designer 7  1 2   10 

TECHNICAL-ARTISTIC 

Stage manager 2 2 3 3 2 4 16 

ARTISTIC Assistant 
director 

3  2 9 5  19 

Project manager 10 6 3 1 5 5 30 

Performance 
organizer 

10 3 1 1 4 3 22 

Delegate 
producer 

7 2 4  2 2 17 

ADMINISTRATIVE 

Artistic secretary 7  6 7 5 1 26 

ALL AREAS Health and 
safety 

X X X X X X  

TOTAL 16 courses 96 30 53 49 46 41 315 
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2. Methodology and sample 
Starting from the conviction that the account of professionals who are part of the 
Romanian system that have experienced SCENART should be at the base of any 
consideration, the intent of this analysis was to gather information about SCENART 
training’s results and the advisable steps for the future firstly from the concrete 
perspective internal to theatres, which are also the realities most representative of the 
public nature of the larger part of  the performing arts system in Romania.  

Therefore, seen that a large part of SCENART trainees (108 out of 315 ) attended 
courses partially or completely not coherent with their professional role and since the 
research focuses on two issues highly debated at European level respectively 
represented by the concept of “requalification and reconversion” and the “flexsecurity” 
model, the researchers considered as most appropriate to concentrate the analysis on 
this wide sample of professionals for whom courses represented a lifelong learning 
experience of qualification but, at the same time, an occasion of re-qualification and, in 
some cases, of professional reconversion. 

The following tables draw a picture of the above-mentioned group of trainees 
accounting for their areas of professional provenance, the areas of training and the 
specific courses attended. 

 

AREA OF PROVENANCE OF THE TRAINEES  

Technical 
Technical-

artistic 
Artistic Administrative Other TOTAL 

Technical  9 3 5 0 1 18 

Technical-
artistic  

9 1 6 2 1 19 

Artistic  
0 0 18 0 0 18 

A
R

E
A

 O
F

 T
H

E
 C

O
U

R
S

E
S

 

Administrative  0 4 37 9 3 53 

 
TOTAL 18 8 66 11 5 108 
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 AREA OF 

PROVENANCE 
OF TRAINEES 

Technical Technical-
artistic 

Artistic Administrative Other Total 

Make up 2 1 5 - 1 9 

Props 5 2 - - - 7 

Stage 
electrician 1 - - - - 1 

Stagehand 1 - - - - 1 

Tailor - - - - - - T
E

C
H

N
IC

A
L 

C
O

U
R

S
E

S
 

Dresser - - - - - - 

Sound designer - - 4 1 - 5 

Light designer 8 - - - - 8 

Video maker - - 1 1 - 2 

T
E

C
H

N
IC

A
L-

C
O

U
R

S
E

S
 

Stage manager 1 1 1 - 1 4 

A
R

T
IS

T
IC

 
C

O
U

R
S

E
S

 

Assistant 
director 

- - 18 - - 18 

Project 
manager 

- - 5 4 1 10 

Performance 
organizer 

- - 7 2 1 10 

Delegate 
producer 

- 2 5 4 - 11 

A
D

M
IN

IS
T

R
A

T
IV

E
 C

O
U

R
S

E
S

 

Artistic 
secretary 

- 2 20 - - 22 
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The transversal quality of the training path covered by these professionals perfectly fits 
the needs of the researchers who through this study aim at figuring out how SCENART 
training experience could enter the current Romanian social and professional context, 
considering it in a wider perspective and specifically the European one, which is 
moving exactly towards a professional system more and more characterized by 
mobility. 

In order to draw the most accurate picture in the above-mentioned perspective the 
investigation availed itself of the contribution and opinion of three experts participating 
in the activity of the Social Dialogue in Brussels and respectively a Romanian union 
representative, an Italian union representative and a Belgian expert in technical theatre 
involved in European-level projects focused on training and evaluating professionals in 
the field of performing arts.  

Moreover, individual interviews with general managers of the theatres involved in the 
project and with specific professionals chosen to give their testimony about their 
working experience in the Romanian performing arts system helped the researchers in 
completing the picture. 

Besides individual interviews, the methodology approach chosen in order to gather 
opinions and point of views is the focus group, a technique based on the discussion 
between a small group of persons invited by one or more moderators to speak each 
other, discussing in-depth the topic object of the survey. The circular arrangements of 
the seats eases the communication which reveals to be basically informal, fluid and 
not suffering the influence of hierarchies and roles that could make the participation 
difficult. The presence of moderators carries out important functions during the 
discussion such as assuring a systematic exchange of opinions and avoiding typical 
risks of participative meetings like chaotic attitude or the possibility of quickly arriving 
at a dead end. As a matter of fact, the moderators help the communication between 
the participants functioning as a sort of driving force guiding the group towards the 
interaction and helping in maintaining it constant.  

Both focus groups and individual interviews were conducted using the focused 
interview approach: a predefined list of topics was covered in a flexible way in order to 
encourage freedom of expression. 

The ideas gathered during the sessions are the data elaborated in the research 
process.   

It’s important to consider that the research process deems as valuable data both 
individual opinions and group opinions since the added value of the focus group 
approach resides precisely in the product created by the interaction of the individuals. 

In the case of trainees from Opera  Brasov, questionnaires were used as an alternative 
tool to focus groups and were addressed to all the professionals who attended the 
training. 

Following this methodology the research carried out 7 focus groups with the 
participation of 61 trainees among 77 invited, 9 individual meetings, 2 collective 
meetings and collected 47 questionnaires. 

All interviews were recorded, with the permission of interviewees, and stored in the 
server of SCENART project. Written reports of the interviews were collected online in a 
private blog-site, http://scenart12.wordpress.com. This web platform was developed in 
order to process and report outputs and results of the interviews, facilitate the sharing 
of information between researchers and help with data processing for the analysis. 



The Research (Phase 4) 
Re-qualification follow up 

 
FINAL REPORT 

 

 
47/132 

In the research references to focus group are identified using its acronym (FG), as well 
as references to individual meetings (IM) and collective meetings (CM).  

With regard to focus groups, in the research they will be identified as follows: 

 

FG.01: focus group with trainees from TNO and theatres under the patronage of the 
General Council of Bucharest Municipality 

FG.02: focus group with trainees from TNO 

FG.03: focus group with trainees from TNO and Metropolis Theatre 

FG.04: focus group with trainees from TNOB  

FG.05: focus group with trainees from TNOB 

FG.06: focus group with trainees from TNTM 

FG.07: focus group with trainees from TNTM 

FG.08: questionnaires answered by trainees from OB 
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3. Short-term impact 
SCENART’ s courses intent was to operate on a double level of competences: the 
technical competences level and the soft skills level.  

The feedback received from the trainees at the end of the courses highlighted that the 
training was effective on both levels, having worked on the technical competences 
specific to each profession touched by the training and making a significant impact on 
soft skills, that is to say on intrapersonal and interpersonal skills enhancing individuals’ 
interactions and job performance, useful to an effective working and organizational 
behaviour.68 Besides, having brought brand new competences in particular to the 
professionals who attended courses not afferent to their specific occupation, 
SCENART training, as we will see, led in some cases also to a transformation of roles 
and tasks. 

 

3.1 Technical competences and soft skills  
With regard to strictly technical-professional competences, courses firstly succeeded in 
refreshing, perfecting and updating the already possessed knowledge for those 
professionals who attended courses afferent to their job or belonging to the same area 
they were used to work in (e.g. for a professional working in the technical area who 
attended a course for a different job from his, but belonging to the technical area too). 
This result was effectively reported by some of the trainees who described themselves 
as familiar with the fifty per cent of the contents discussed during the lessons while the 
remaining part was new, stressing the fact that courses first of all helped them in 
organizing their knowledge.69 Secondly, the training brought in brand new information, 
knowledge and skills especially for the trainees who attended courses particularly 
distant from their original working area (e.g. for artists that attended technical courses 
or administrative courses).70  

The fact that trainees reported to have received new information and improved or 
increased the number of their competences in different degrees depends mainly from 
the individual starting level, thus confirming a consideration by Chris Van Goethem, 
whose opinion is that every course could provide initial learning, lifelong learning or 
requalification since it depends on the starting level of the single participant more than 
on the content itself.71 

Benefits on the level of specific competences were reported by all the trainees 
involved in the focus groups. A part of them reported to have noticed improvements in 
working procedures also among their colleagues, in particular those who attended 
technical or technical-artistic courses. 

Dressers and tailors use all the new methods and they are much more self-confident.72 

                                                 
68 For a in-depth overview on definition of soft skills and their applicability to performing arts sector see 
SCENART (Support for skills improvement in the Romanian Performing Arts/Sprijin pentru competente in 
artele spectacolului din Romania), Raport/Report, ESF/FSE, 2010, page 256. 
69 “Often we are not aware about the way we operate, thanks to courses we clarified our ideas and each 
department now is able to well understand its own activities”. From FG.06. See also FG.01, FG.03, FG.04, 
FG.05, FG.06, FG.07, FG.08. 
70 See FG.01, FG.02, FG.03, FG.04, FG.05, FG.06, FG.07, FG.08. 
71 From IM.01. 
72 From FG.06. 
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People from in the technical crew are the ones that learnt more because they were 
always on the stage. Their improvements are already visible in our shows.73 

In the technical area what was most insisted on by the interviewees was the increased 
consciousness about safety techniques and the possibility given by the courses of 
making themselves familiar with new equipment, materials and tools.74  

New learnt safety techniques were applied as soon as the courses ended and were 
put in practice as the natural consequence of a training that insisted a lot on this issue, 
in particular technical and technical-artistic courses which included specific modules 
dedicated to it, besides a course for health and safety addressed to all the trainees. An 
important outcome of the survey with relation to this subject is that among other 
changes in the attitude towards health and safety and work, in the opinion of trainees, 
SCENART training taught them to envisage a wider range of risks and consequentially 
to prevent it. 

On the other hand, the interviewees remarked that becoming acquainted with new 
equipment, materials and tools (e.g. lighting console, materials for make up) was 
extremely useful also for those who couldn’t keep on using them after the end of the 
courses. As a matter of fact, the benefit lies not only in becoming able to use them, but 
also in the incentive derived from getting to know new means, adequate to the needs -
that is to say facilitating and improving one’s job - and in a more precise awareness of 
the technical improvements needed, very useful in case the possibility to buy new 
equipment turns up. 

In the managerial area, the same stress was given to the importance of experiencing  
virtual tools (e.g. softwares, search engines) and bibliographical tools and to the 
consequent improvement in work organization and results.75 

Of no lesser importance is another result noticed by part of the trainees who after the 
end of the courses felt to aim at a higher quality of performances.76 The account of the 
interviewees revealed that for technicians in particular, the change was radical since 
those who after the courses started to work or continued to cover their original role in 
the technical and technical-artistic area had the opportunity to put in practice and see 
the result of this changed attitude almost immediately and in a very concrete manner. 
In the words of two general managers of the associated theatres, for instance, for 
technicians working on stage the effect was immediate: they changed the way they 
feel their job and as a tangible consequence of this they are now careful, for example, 
not to scratch surfaces or damage objects while moving them. Moreover, it was 
affirmed that props behaviour on stage completely changed, being much more 
appropriate, efficient and organized and able to face extremely complex situations.77 
On the other end, the colleagues who attended administrative courses registered the 
same change in the way of thinking the performance and its quality standard and 
reported to have realized how it is important that also their work aims at a precise 
standard of quality, higher to what they were used to. 

I have seen the quality of level transmitted by the trainer. We have realized that the 
level of performance we should reach is higher compared to our initial idea.78  

                                                 
73 From FG.05. 
74 See FG.01, FG.03, FG.04, FG.07, FG.08, IM.06. 
75 See FG.03. 
76 See FG.01, FG.02, FG.05, FG.06. 
77 See IM.04, IM.06. 
78 From FG.01. 
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Moreover, it was underlined that this new standard of quality should be shared by all 
the departments in the theatre, even if belonging to different areas (technical, artistic, 
or administrative).  

Part of the trainees reported to have increased their consciousness about a common 
end all the professionals working in a theatre should aim at, that is to say the quality of 
the performance. After having attended the courses, they feel to share it in a higher 
degree and transversally, that is to say to share it not only with the colleagues working 
in the same department, but with anyone working in the theatre, also working in totally 
different areas. 

In particular, for trainees of administrative courses, it was extremely important to 
understand and realize the concrete weight and reverberations of activities of this kind 
(e.g. artistic secretary, delegate producer, project manager) on the actual and final 
quality of a performance. 

Such a result is counted among those concerning technical competences because it is 
based precisely on their perfecting. As a matter of fact, courses pushed participants to 
work on their technical competences associating to this effort a higher goal, that is a 
higher quality of the performance.  
With a stronger confidence in their own abilities, the trainees can aim at a higher 
standard of quality, the same transmitted by the courses. This result melts improved 
technical competences with a different standard of quality and has a number of 
positive repercussions on professionals’ working attitude. This is the reason why this 
last analyzed result may well introduce the second level of benefits gained through the 
courses pertaining to soft skills. 

As said above, both individual interviews and focus groups pointed out the remarkable 
influence courses had in enhancing and broadening intrapersonal and interpersonal 
skills, improving the quality of relations at workplace, the quality of working life and, in 
last analysis, the quality of work itself. 

The study sorted out that one of the major effect of SCENART courses resides exactly 
in the impressive and immediate change registered by the trainees with regard to a 
wide range of transversal competences, in different measure depending on the 
characteristics of each professional profile. 

Seen the broad area of influence acted by the courses, it may be of help to take into 
consideration separately the issues most frequently brought to light by focus groups 
and interviews: although they are tightly interlaced to each other, it may be useful to 
start from the considerations about professional self-perception, point of departure of 
any observation about the following topics.  

 

Professional self-perception 

Being the link between education and labour market rather loose in Romanian field of 
arts, in particular for technical and technical-artistic professions, for the larger part of 
trainees SCENART courses represented the first acknowledged training opportunity - 
compared to “learning by doing” to whom most of them were accustomed to and came 
from -. Specifically structured on the needs of professionals already working in the 
field, these courses blended theoretical learning, practical activities and “on-the-job” 
training activity. 

It is not difficult to imagine the impact this training opportunity had on self-perception 
as professionals, in particular for the large part of trainees who are non-qualified 
workers (e.g. stagehands) or whose jobs specificity is not recognized (e.g. theatre 
tailors vs civil tailors) for whom, by consequence, making a correct perception of their 
own job is difficult, with repercussions also on the relations with those colleagues who, 
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on the contrary, enjoy an established professional status like actors, singers, ballet 
dancers and managers. 

As a matter of fact, during focus groups and interviews the gain of professional 
recognition, firstly inside the institution professionals work for, was pointed out several 
times and from both perspectives: from the perspective of the lower-status workers 
and from the perspective of the colleagues who used not to give them a feedback of 
appreciation about the importance of their role.79 

 

 Stated by a participant to the course for delegate producer  

In my opinion it is necessary to organize a training with the participation of workers 
coming from all the departments. This is important in order to spread the importance of 
each role. During courses I spent a lot of time with props and stagehands. They usually 
feel humble and this is the reason why it is important to improve their mood. They can 
be motivated not only by the salary.80 

 
Stated by a participant to the course for  artistic secretary 

Before the courses it happened often that we were not able to understand our technical 
crew, but now the situation is different: we understand how much they work and they 
respect us, so everything has improved. The way of thinking can change: one thing is 
knowing, yet another is seeing people working and becoming conscious.81 

 
Moreover, a change in the perception of individual professionalism and of the role 
played in the institution was registered transversally by the larger part of the 
participants, independently from the nature of their jobs but, on average, in inverse 
proportion to the level of specialization of their own educational path: the less 
specialized was the educational path behind a professional, the higher self-appraisal 
he gained by experiencing the course. In practice, the participants described 
themselves as more aware of their specific skills since courses refreshed their 
knowledge, trained new skills and brought to light the complexity and relevance of the 
professionalism of the individual, made of the sum of different competences, skills and 
abilities. 82 

Moreover, giving new skills and competences, SCENART training experience in 
several cases represented the occasion to discover new professional inclinations and 
interests, giving the opportunity to participants to focus on and consider with a higher 
consciousness their own profession, role and interests.83 

In addition to these considerations, quite a few participants to courses not afferent to 
their professional roles reported to have reappraised their usual jobs and positions 
thanks to the acquired knowledge. This means that in case after the course no 
changes occurred in the tasks they were asked to carry out, nevertheless something 
changed in the esteem they have for their “usual” position because the new knowledge 
made them able to approach it in a different manner.84 

 

                                                 
79 See FG.01, FG.03, FG.04, FG.05, IM.04, IM.06. 
80 From FG.03. 
81 From FG.05. 
82 See FG.01, FG.02, FG.03, FG.04, FG.05, FG.06, FG.07, FG.08. 
83 Ibid. 
84 See FG.01, FG.04, FG.05, IM.06. 
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Production cycle 

Tightly connected to professional self-perception and, we could say, the other half of it, 
is the perception of the position each professional feels to cover inside the institution, 
which during the courses became clearer and more defined for most of the 
participants.85 

In particular, one important outcome sorted out from the focus groups is that 
participants have on the whole described themselves as more aware of the functioning 
of the whole production cycle and with a more precise idea of the function they 
personally play in it. Conscious of cause-effect mechanisms in the production chain, 
they now feel able to better weigh their position and the relevance of their actions at 
workplace. The shift of point of view from an individual perspective to a more 
comprehensive view was pointed out mostly from the professionals who attended 
courses like delegate producer, assistant director, performance organizer, project 
manager, stage director, artistic secretary.86  

As stated by a participant to assistant director course, they had the opportunity to look 
at the theatre activity in all its complexity and parts ceasing to see it through the lens of 
a single role or profession, by consequence becoming concerned with all theatre 
professions.87 

The input for the same change was registered from part of the technicians as a 
consequence also of the fact that during the courses they had the occasion to have an 
overview on the artistic project not limited to the area of direct competence or to 
individual concrete tasks. In particular, they had the opportunity to better understand 
how their work influences the whole artistic product and the reasons that lie behind 
every concrete task they usually perform.88 The testimony of a stagehand trainee is 
particularly clear about this topic:  

During the development of the course, a lot of time was dedicated to the study of the 
connections between stagehand activity and the activity of other departments of the 
theatre, all contributing to the realization of the performance: who makes what, how 
does a performance set up work...89 

Moreover, during the focus groups run in the frame of the research, it was several 
times underlined that more time and constant efforts are needed in order to have this 
shift of attitude and awareness in the whole technical area, in particular for 
professionals working on stage. 

They are competent, but we have to recognise the importance of allowing time for 
change.90  

 

Team communication   

Team communication is one of the subject SCENART training courses mostly insisted 
on, in particular in the frame of the training for technical professions, since team 
effectiveness depends in large measure upon team communication. 

It is interesting to note that the trigger for the enhancement of interpersonal relations 
and team communication for the participants seems firstly represented by the simply 

                                                 
85 See FG.01, FG.02, FG.03, FG.04, FG.05, FG.06, FG.07, FG.08. 
86 “We do not forget that all of us are little elements belonging to a bigger machine. If we do not work all 
together we will going to do our work all alone”. From FG.06. 
87 From FG.05. 
88 See FG.01, FG.04, IM.04, IM.06, IM.09, IM.10. 
89 From FG.01. 
90 From FG.03. 
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occurrence of the courses. To be more precise, the fact of attending a course together 
and consequentially share time and efforts in a different direction than usual, through 
the guidance of a trainer, although always in the frame of the professional context, 
improved relations among the participants who usually work together in the same 
team.  

Moreover, in some cases this benefit in a way affected also the colleagues of the same 
team who didn’t attend the courses. Having experienced a better way to communicate 
and its extremely positive repercussions (e.g. improved effectiveness,  better quality of 
life in the workplace, enhanced job satisfaction), seems to have changed the attitude 
of several trainees. In the opinion emerged during the focus groups with some 
professionals from TNO and TNOB, interpersonal relationship and team 
communication improved transversally among the entire technical staff while in the 
opinion of professionals from TNTM, no significant changes occurred at group level 
and much more needs to be done in this direction.91 

 

Stated by a participant o the course for props  

Interpersonal relationship has been improved by the course not only in props group but 
among the entire technicians groups: stagehands, electricians, props… It is 
extraordinary and it is possible to note a real improvement of the working activity. 
Things are working better now.92 

 

Stated by a participant to the course for delegate producer 

I think we can perceive changes on a personal level but not on a general one.93 

 

Besides technicians, also part of the professionals who attended the courses for 
assistant director insisted during focus groups on the “team communication” issue and, 
in particular, to the consciousness raising about the necessity of good communication 
skills in the group since the ability of team members to understand and communicate 
information enables them to work together collaboratively. As a matter of fact, the 
communication issue is central to this professional profile since assistant directors 
work and relate with several teams, have to be excellent communicators and need to 
have a receptive environment with whom easily share information.94    

 
Stated by a participant to the course for assistant director 

We have noticed that it’s necessary to be very patient when doing our job, but also to 
have good memory and to be able to communicate with singers in order to help the 
team. In our theatre too many people think as single persons, but not as a team.95  

 

Interdepartmental communication 

Communication between departments and categories of workers markedly improved 
thanks to the fact that all the courses touched and insisted on the communication 
issue. Moreover, the fact that in almost all the courses participants came from different 
areas pushed the trainees to try and imagine themselves in place of their colleagues, 
no matter which department they came from.  

                                                 
91 See FG.01, FG.02, FG.05, FG.06, FG.07, FG.08. 
92 From FG.01. 
93 From FG.06. 
94 See FG.01, FG.05. 
95 From FG.05. 
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Besides, those who attended courses far from the area in which they used to work, 
even if their role and tasks didn’t change after the courses, having had the opportunity 
to experience closely what their colleagues do, reported to have gained a lot for their 
“usual” profession. Being their vision enlarged and having started to take into 
consideration areas they used not to think about, a breach opened in the iron curtain 
that divided some departments.  

 
Stated by a participant to the course for assistant director 

Now there is excellent collaboration among technical crew, artistic crew and the 
production. I would like that all people working in the theatre could attend these courses 
because this experience changes your mentality.96  

 
Stated by a participant to the course for project manager  

Communication among departments is at its beginning. We’ve started to go all together 
toward a common goal.97 

 

Among all, the most noticeable change was registered in the communication quality 
between artists and technicians which is felt as the most delicate and potentially 
problematic relationship.  

The testimony of a soloist singer who attended the delegate producer course is 
strongly illustrative of the change occurred after the courses and, in particular, of the 
repercussions a good communication between departments has on the quality of the 
performance: 

Before the courses we couldn’t feel in the right way the relation between all the 
departments. On the contrary, during the first performance we did after the courses, I 
felt that things were going on well and I felt safer on the stage; by consequence my 
artistic contribution was better. We understood the huge work that there is behind the 
scenes and this reflected on the artistic result, at least for me.98  

Similarly to the considerations gathered about team communication, also with regard 
to inter-departmental communication the experience of the participants from TNTM 
appears to differ from the others’. As a matter of fact, if they perceive to have 
professionally grown on an individual level and although they are perfectly aware of 
the important effects a good communication between departments has on the working 
activity, they didn’t report relevant improvement in that sense. Nevertheless, they 
recognize in communication and collaboration between departments and in particular 
between artistic and technical staff a real solution in order to eliminate the invisible 
bound between the two categories.99 

  

Team working 

Team working is an integral part of the theatrical production. At its bottom lie an 
effective communication and the ability to manage relationships in a collaborative way. 

It’s hardly surprising, then, that in the frame of the focus groups run during the 
research, the professionals who reported relevant improvement with regard to team 

                                                 
96 From FG.05. 
97 From FG.02. 
98 From FG.05. 
99 See FG.06, FG.07. 
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communication were the same that brought to light an enhancement of their ability in 
working in team. 

Some issues in particular were underlined as steps done towards a better quality of 
team working.  

Firstly, the fact that the courses enlarged the vision of the trainees making them be 
able to shift from an individual perspective mainly focused on individual tasks - 
nevertheless necessary -, to a group perspective which takes into consideration the 
relation and the precious complementarity between different tasks and roles. 

With regard to the ability to discern between individual goals and group goals, it’s 
interesting to consider the testimony of a participant to props course who, describing 
the tasks property masters have to deal with (e.g. moving objects on stage, repair and 
paint them, solve any kind of problem related to props before the beginning and during 
the performance), reported that the training helped them in thinking as a group, better 
understanding the tasks the whole group has to carry out and, consequentially, 
improving the share-out of assignments.100 

Secondly, great importance was given to the acquired awareness of being involved in 
a common project, sharing the same goal that is, in concrete terms, the realisation of a 
production. This aspect emerged in particular during focus groups with participants 
working in institutions with a higher number of employees and collaborators - like TNO 
- and was highlighted also from professionals that attended administrative courses and 
the course for assistant director. In their opinion, the improved understanding of the 
relation between individual tasks and group’s tasks together with the awareness of 
sharing the same objective that is the good success of a project was one of the most 
important benefits coming from the SCENART training experience.101  

Moreover, several participants reported an increase in cooperation within single teams 
and among teams and a general improvement in managing relationships in a 
collaborative way.102 This appeared to be the direct consequence of the increased 
awareness of the fact that individual job is tightly interlaced to the tasks performed by 
the others as well as the fruit of the practical activities and theoretical knowledge 
connected to the courses, in particular for stage and workshops technicians.103 

On this respect, it is interesting the note the effects registered from a wider 
perspective, that is from the point of view of the Director of Metropolis Theatre, 
interviewed in the frame of the research: 

 
Differently from the past, our staff is like a family now: interpersonal relations have 
improved. (…) Moreover I feel relieved because I am no longer inundated with questions. 
Workers take their own decisions and everything works well.104 

 

Organizational behaviour 

As already noted above, observations related to group organizational behaviour  
sorted out in parallel with comments about communication (intra and inter 
departmental) and team work. Those who reported benefits within these skills reported 
also a general improvement in the organizational attitude of the work groups and, 
especially, in their awareness of its necessity. Nevertheless, a good level of 
organization appeared to be far to reach also because of the high numbers of 

                                                 
100 See FG.01. 
101 See FG.01, FG.02, FG.05. 
102 See FG.08. 
103 See FG.01, FG.05. 
104 From IM.04. 
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variables, sudden changes and unforeseen events occurring in a theatrical system 
characterized by short-term planning such as the Romanian one.105 

On the other side, what was particularly insisted on during focus groups was self-
organization. As a matter of fact several trainees and in particular those who attended 
administrative courses, reported to have remarkably improved the ability to manage 
their time, to efficiently organize their work load, to project the time it will take to 
complete a task, underlining the benefits this improvement brought not only to their 
working lives, but also to their personal lives. 

 

Stated by a participant to the course for delegate producer 

On a personal level this course has been useful: I am dealing with several jobs and I 
can do everything all at once. Now I am able to organize my time.106  

 

Stated by a participant to the course for project manager 

First of all this course has helped me a lot from a personal point of view – but also in 
my work – because I have learned what organizing is. This is something extremely 
worthy for me and the people I work with because in my work I have to organize also 
the work of others.107 

 

Stated by a participant to the course for project manager 

As my colleagues say, the big advantage I have received from these courses is that 
now I have learned to organize myself much better.108 

 

Problem solving 

The main change related to problem solving skill can be found mostly in the change of 
perspective which shifted on two levels: firstly, from thinking that no solution is possible 
to thinking that a solution can be found; secondly, from asking for a solution (e.g. to a 
superior) to the attempt to find it.  

A particular successful case is the one described by a general manager interviewed in 
the frame of the research who reported that people in his staff changed the way they 
work because during the courses they became proactive. Now they do not wait for 
orders and they do not ask for solutions: they find them.109 

Moreover, another aspect touched by some participants working in different 
professional areas which is in a way related to problem solving skill is the fact that 
courses taught them to foresee a wider range of risks. Consequentially after the end of 
the training they began to take  into consideration a higher number of variables while 
carrying out their tasks, trying to prevent potential problems, being prepared to the 
possibility that a problem could occur and being equipped with a wider range of 
solutions to fix it. 

  

Stated by a participant to the course for project manager 

                                                 
105 For this section  see IM.04, FG.02, FG.03, FG.05, FG.06, FG.07, FG.08. 
106 From FG.03. 
107 From FG.02. 
108 Ibid. 
109 See IM.04. 
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During the course we have seen difficult projects, studying how to prevent some risks 
we have never thought about.110 

  

Interdisciplinary 

In the frame of the research run at the end of SCENART training experience, 
interdisciplinary was clearly a central issue in considering the training path of 
professionals attending courses not afferent to their working area. Its importance 
sorted out as one of the main outcomes although most professionals didn’t change 
role after the end of the courses. 

As a matter of fact, the majority of trainees consulted during the focus groups agree 
about the fact that course were useful in order to better do one’s job and in order to 
enlarge one’s knowledge, regardless of the fact that they didn’t have the occasion yet 
to directly put in practice what they learnt in another working area. 

Moreover, trainees reported to have appreciated the interdisciplinary approach used in 
the training, strengthened by the co-presence of professionals coming from different 
areas attending the same course.  

 
Stated by a participant to the course for delegate producer 

I was attracted by the interdisciplinary of the course. I wanted to know, in detail, the 
work of different areas (...). I wanted to compare my bases, better understand the 
people I meet, reach a complete perspective and be close to the needs of the people I 
work with.111 

 
Stated a participant to the course for project manager 

This course had as further objective to get us to know each other better, not only inside 
the department we work in, but also with people from other sectors (for example we 
worked with people from the administrative department of the theatre).112 
 
 

Again, the interdisciplinary approach of the courses, letting professionals experiencing 
a different area of work through the course itself and through the tight exchange with 
professionals with complete different backgrounds, enabled them to form a more 
precise image of the whole production cycle and of its functioning. 

Moreover, in the opinion of the trainees, interdisciplinary helped workers in behaving in 
a more collaborative way. This is particularly noticeable for departments belonging to 
the same area and in institutions with small numbers of employees, where it’s often 
needed to be temporarily of support of another department and to carry out different 
tasks at the same time.113 On this respect it can be useful to report the opinion of the 
general manager of TNOB, interviewed in the frame of the survey: 

 

There are many professionals in TNOB who have taken part in training courses not 
coherent with their professional profile. Now they are matching their role with the new 

                                                 
110 From FG.02. 
111 From FG.01. 
112 From FG.02. 
113 “In our team machinists and props collaborate a lot: if one forgets something, the other will intervene. 
As we are all one team, I asked my colleagues to tell me what they studied during their courses”. From 
FG.04.  
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activity of the attended course. (…) The idea to add these new responsibilities to the 
normal task was mine. I took this decision in order to compensate theatre needs.114 

 
 

Finally, the feedback given by the participants pointed out that this interdisciplinary  
training experience led them to think over their career in a planning perspective, being 
aware of the fact that having multiple skills can represent a precious resort firstly in 
order to join and carry out new and different tasks and also in the perspective of a 
future change of profession. 

 
I am a set painter and I attended the course for property master. Now I am joining the 
two professions and I am able to create little objects.115 

 
I was actor and I attended the course for delegate producer. For me training was 
helpful. I have recently been director in an independent project with a team composed  
of a manager, a certain number of actors, a set designer… Thanks to my new skills I 
have been able to correctly manage and organize my team and to hold the reins of the 
entire project.(…) I am taking part to my independent project implementing my 
knowledge. In the future I hope to continue to put in practice these knowledge in other 
situations.116  

  

Responsibility 

The topic of responsibility is one of the main outcomes of the survey run among the 
professionals who participated to SCENART training and, probably, the most 
discussed.117 

As a matter of fact, professionals from any area touched the matter both in terms of a 
change and in terms of an extremely urgent issue to work on. 

The responsibility matter so often raised all along the survey was given slightly 
different meanings according to interlocutor’s perspectives. On the whole it can be 
easily translated into respect for one’s professional role and tasks, respect for the 
stage, respect for the colleagues and setting a good example to them. 

Focus groups and interviews brought out the tight connection between motivation and 
work ethics. 

In the case of technicians in particular, it resulted that courses fostered a domino effect 
in which self-esteem, self-efficacy, motivation and responsible behaviour are all 
interlaced. This happened thanks to the fact that trainers insisted a lot on ethical 
behaviour at workplace and, as already said, also thanks to the simple occurrence of 
attending a professional course whose legitimating power can be extremely strong in 
particular for unqualified workers such as stagehands. 

It’s opinion of the participants – as an example in the words of an artistic secretary 
trainee with an artistic background - that having better understood and weighed the 
importance and the amount of work technicians have to deal with lead them to show 
more respect towards their colleagues who, in answer, show the same respect, feel 
more motivated and naturally become more responsible towards their role.118 

                                                 
114 From IM.06. 
115 From FG.01. 
116 From FG.06. 
117 See FG.01, FG.02, FG.03, FG.04, FG.05, FG.06, FG.07, FG.08. 
118 See FG.05. 
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Moreover, if from trainees’ account it follows that all the courses in general directly or 
indirectly worked on all those issues useful to form or strengthen a sense of 
responsibility in the worker, it results also that higher level of responsibility belongs to 
the nature of specific professional figure, such as assistant director and stage 
manager. Therefore it’s easy to understand why the professionals who attended the 
above-mentioned courses particularly stressed the gain in “responsibility”. 

What is even more interesting in the opinions gathered among this group of 
professionals is that in some cases the responsibility gained in the frame of the course 
had positive repercussions also on the original professional role, confirming the 
general belief that sense of responsibility should be firstly an attitude, something that is 
part of the work behaviour, apart from the specific profession, that shows in the way 
one carries out his job and his own tasks. 

 

Stated by a participant to the course for assistant director 

What I have obtained with this course can be expressed with the word ‘responsibility’. 
Both in rehearsal as soloist and in rehearsal as assistant director I am more 
responsible, I try to be as a model for the others and I realize that some people follow 
me. My sense of  responsibility is grown both as soloist and as assistant director.119 

 
 
In the opinion of some of the general managers interviewed, SCENART training by 
aiming at professionalism instilled a sense of responsibility among the participants, in 
particular in stagehands and props which on the whole after the courses appeared to 
show a proper behavior at workplace (e.g. silence while working  on stage during the 
performances, precision) as well as, for example, more regard towards the stage and 
the concrete objects they have to deal with.120 

The opinion of the above-mentioned general managers confirmed what several 
participants insisted on, that is that through the training workers understood to be 
important: 

Stagehands for instance, are now aware of their role in the performance and they feel 
personally responsible. After the participation to the courses the quality of the 
performances has improved and with regard to technicians’ quality of work in particular, 
the effect was immediate: technicians have changed the way they feel with their job. 
Now, for example, they are careful not to scratch surfaces or damage objects while 
moving them.121  

 
Moreover, it is important to note that the need of an increase of the sense of 
responsibility in all professionals, in particular for stage technicians, was so often 
pointed out as a dramatically urgent issue that the consciousness raising of the 
fundamental role played by this skill can be counted among the short-term results of 
SCENART training.122  

 

Career planning 

An important outcome of SCENART training sorted out during the survey is to have 
raised the consciousness of the professionals about job opportunities and in particular, 
about the power they have to design their own project of career. 

                                                 
119 From FG.01. 
120 See IM.04, IM.06. 
121 From IM.06. 
122 See FG.01, FG.02, FG.03, FG.04, FG.05, FG.06, FG.07.  
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As a matter of fact, attending a course was the means to professionally grow through 
the re-training of specific competences, skills and abilities and the training of 
completely new ones. At the same time, it represented the occasion for a tight 
exchange with professionals working in the same field and for discussions about the 
potential of specific professions, in particular of the ones that are now entering or have 
recently entered the performing arts field in Romania and that, by consequence, are 
not completely defined yet or not extensively diffused on the territory, such as video 
designer, project manager, performance organizer, delegate producer, assistant 
director.  

The survey run among the participants revealed a rather homogeneous feedback 
about this topic, though with some differences according to different degrees of 
awareness the participants told to have started the courses from about three main 
issues: 

- need to update specific competences  

- need to plan a possible second career for professions with a reduced activity cycle 

- individual interests and potential. 

On the whole, the participants reported to have gained a higher consciousness of 
individual professionalism, higher self-esteem, higher motivation, higher knowledge 
about individual potential and higher knowledge about individual interests (either about 
specific branches in the usual profession or about the new possible profession), having 
acquired familiarity with self evaluating own interests, skills and competences and 
exploiting the best attitudes. Lastly, the professionals reported to have become aware 
of the fact that the same job can be applied in different contexts, thus confirming that 
the training experience helped them in getting a more precise and comprehensive 
picture of the marketplace in the performing arts field.123 

Moreover, it resulted that courses had concretely raised in the professional awareness 
of the participants the matter of reconversion for short careers such as ballet dancers 
or soloists, by representing an opportunity to imagine and test first hand the 
perspective of a different professional role for those who hadn’t any project yet for the 
second part of their career and an opportunity to test and start to realize a career plan 
for those who had already imagined which profession they could cover after the 
natural/accidental ending of their first career. 

 

Stated by a participant to the course for performance organizer  

In this moment, I am not using this new knowledge but I am prepared in making 
another job. This is positive especially for me, because, as a dancer, I will have a short 
term career. I have learnt a lot (…). Course has really been a progress for me and, in 
the future, I really want to practice what I have learnt. 124  

 

Stated by a participant to the course for assistant director 

As a recent tendency I am noticing that people think about re-qualifying themselves in 
order to continue working in theatre. In past times this possibility did not exist but now, 
thanks to these courses, we have the opportunity to choose.125 

 

Stated by a participant to the course for project manager  

                                                 
123 See FG.01, FG.02, FG.03, FG.04, FG.05, FG.06, FG.07, FG.08. 
124 From FG.03. 
125 From FG.01. 
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Maybe SCENART was like an insurance for active ageing: if I remain without voice, 
theatre has given me another possibility.126 

 

Although the general opinion of the trainees is that big changes in the organizational 
charts of the institutions they work for are not feasible in the near future, the larger part 
of the people involved in the survey showed to have started to conceive their career as 
something in progress and not linked to a single profession. 

In particular, several participants reported to have understood the potential implied in 
being multi–skilled and the value of the experience they gathered in their respective 
professions in a planning perspective, as a precious resource that, if combined with 
further competences, can open a number of career opportunities (inside or outside the 
institutional context). 

 

Stated by a participant to the course for assistant director 

Ballet dancer is a short term job and for this reason I attended the course thinking that I 
could have continued working in theatre covering another new role. As I have a long 
experience in theatre I had the opportunity to better understand all the information the 
trainer gave in class.127  

 

Stated by a participant to the course for delegate producer 

I think that in the future there will be the possibility to put in practice what I learnt. I still 
haven’t something in order to realize it, but I think that in the future we will be able to 
give our contribution with our multi-year knowledge.128 

 

As a concrete consequence of the above-mentioned results, the training experience  
set in motion a career planning attitude for many people representing the trigger to 
think their professional future in a more active way.  

The survey revealed that the general tendency among the trainees is to imagine an in-
house career development, that is to continue working inside the institution covering a 
different role, but it is important to note that also the entrepreneurship attitude emerged 
among part of them. 

 

Stated by a participant to the course for delegate producer 

Anyhow, when we speak we refer to ourselves and the theatre, but these courses 
taught us to think to ourselves as freelancers and entrepreneurs.129 

 

As a matter of fact, the answers to this new impulse were different according also to 
the degree of initiative: some of the trainees do not feel skilled enough to start a new 
job and prefer to perfect their skills, others are willing to or already deal with new tasks 
or role inside the theatre, some others started to put in practice the new knowledge 
and competences immediately after the courses, performing the new job outside the 

                                                 
126 From FG.02. 
127 From FG.01. 
128 From FG.05. 
129 Ibid. 



The Research (Phase 4) 
Re-qualification follow up 

 
FINAL REPORT 

 

 
62/132 

institution, in the spare-time, in particular for administrative courses (e.g. participation 
to projects as performance organizer, project manager or delegate producer).130 

 
Real test is to put in practice what learnt theoretically.(…) If I was in the situation I am 
not sure I would be able to deal with the organization of a performance.131 

I’m already using part of the knowledge acquired during the course in the job I’m doing 
right now because I can organize the artistic part. As we are few people in the theatre, I 
can touch other activities that are part of this role of delegate producer.132 

After participating to SCENART, I was able to write a project. I would not have been 
able to do it before the training. This is the reason why I missed two project contests. 
Being an actress I have enough time to do other things. I love all the theatre in general. 
After the end of the course I presented four projects to several institutions and I am 
waiting for the results. I have started practicing on a personal level but not inside the 
theatre.133 

 

3.2 Changes in roles and tasks 
SCENART training effect in the short-term was detected through a further level of 
investigation, strictly connected to competences’ one. 

As a matter of fact, one of the central aims of the research phase is to envisage how 
SCENART courses could enter the social context considering not only their intrinsic 
influence on competences and skills, but also their potential in creating new job 
opportunities. In particular, being the research focused on requalification and 
reconversion issues, the survey on the short-term impact run among participants to 
courses working in theatre and general managers intended to point out eventual 
changes occurred in the organisational charts, individual positions and tasks after the 
courses. 

As a matter of fact, since part of the trainees attended courses not afferent to their 
professional roles, SCENART could potentially represent for them not only a lifelong 
learning experience, but also a requalification or reconversion means. 

If changes in the organizational charts were not feasible at the moment of the research 
because of both a complex bureaucratic process connected to requests of changes in 
organization charts and the global economic crisis which led to the freeze on any kind 
of modification in public institutions,134 general managers and trainees involved in the 
survey gave an interesting contribution with regard to changes in responsibilities and 
tasks inside the institutions that took place after the training experience.135 

With regard to the typology of changes occurred, the investigation brought out that 
most of them deal with amendments or addition of tasks and responsibilities more than 
with the radical change of professional roles. As a matter of fact on the whole the 
managements of the theatres involved decided to give some professionals the 
opportunity to add further and specific tasks afferent to the profession they attended 
the course for (e.g. writing programmes for artistic secretary) or to exercise the new 

                                                 
130 See FG.01, FG.02, FG.03, FG.04, FG.05, FG.06, FG.07. FG.08. 
131 From FG.03. 
132 From FG.04. 
133 From FG.06. 
134 See IM.04, IM.06, IM.09. 
135 See FG.01, FG.02, FG.03, FG.04, FG.05, FG.06, FG.07. FG.08, IM.04, IM.06, IM.09. 
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profession in parallel to the old one, in particular for professionals with frequent periods 
off, like artists. 

All theatres involved in the training reported to have brought changes in the distribution 
of tasks among the employees who attended the courses, in direct proportion to the 
need to cover specific roles and tasks because of lacks in the personnel and obviously 
to the positive response of professionals. Moreover, in theatres where seasons are not 
particularly tight, alternating between two professional roles was described as a viable 
option more than in institutions with intense programming. 

With regard to specific roles, the survey revealed that assistant director is absolutely 
the profession towards which the larger part of trainees have been partially 
reconverted by their managements, in particular among artists (actors, ballet dancers, 
opera singers). Other professions pointed out in this perspective are make up artist, 
property man and specific tasks afferent to delegate producer, project manager and 
artistic secretary professions. 

Moreover, all the general managers interviewed in the frame of the research 
expressed the intent to follow this path compatibly with the compliance of the 
professionals involved and possible bureaucratic obstacles, asserting that chances of 
requalification and reconversion would be resources of the utmost importance for both 
workers and institutions.136  

 

 
 

 

                                                 
136 See IM.04, IM.06, IM.09. 
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4. Guidelines for future training activity  
Parallel to opinions about the immediate results of the courses, the investigation run by 
the researchers let them collect precious indications and recommendations with regard 
to a possible continuation of SCENART training. The consideration of the achieved 
experience in fact represented also the occasion for the people involved in the survey 
to freely express their suggestions with regard to any aspect connected to the training 
such as specific competences to train, modules, methodology, duration. 

Firstly, it is important to note that not only general managers, but also the larger part of 
the trainees hope and consider of the utmost importance that all their colleagues could 
have the opportunity to attend the courses. This consideration has its roots not only in 
the desire of equal opportunities, but especially in the need of a common background, 
a shared set of knowledge and abilities that would make them able to cooperate in a 
more effective and easy manner.  

This concept emerged many times during the focus groups described as the need of a 
“language” common to all the professionals working in the theatre, be they employees 
or collaborators. 

The problem of the lack of a shared knowledge, in fact, was frequently raised by the 
trainees not only in relation to the quality of cooperation with all the colleagues inside 
the theatre, but also while describing the range of problems they usually have to face 
when working with external collaborators. If people daily working in the same institution 
feel the lack of a common language (broadly speaking), the gap becomes wider when 
talking about people that work for that institution only occasionally and who, by 
consequence, cannot compensate this lack by the sharing of procedures, working 
rhythms and, above all, a deep familiarity with the specific theatre and the people 
working in, but on the contrary, have to learn everything from scratch each time they 
enter a theatre. 

 
Even if people working in theatre come from different worlds, it is extremely important 
they speak a common language. For instance, some of the stagehands working in the 
theatre come from carpentry factories and they have a different language compared to 
the one used in theatre. It is not enough to say that one person is able to work wood, 
but it is necessary to apply knowledge inside theatre environment trying to understand 
its peculiarities.137 
 
My team is completed but there are several situations where some people get sick and 
replacement is not simple at all. For example external collaborators entering in the staff 
have to know how to handle our technology. (…) It is not so simple because of the fact 
external collaborators have, in any case, to learn everything.138  

 

Briefly described, these are the reasons at the base of the indication of a common 
language as one of the most urgent needs in the opinion of the trainees and of 
interviewees. 

Clearly connected to the immediate results of the courses described above and 
probably as a consequence of the virtuous circle put into operation by the courses, one 
of the most frequently addressed topic during the survey and especially during the 
focus groups are soft skills and, in particular, the responsibility issue. 

The interviewees transversally agreed about the fact that future training courses 
should include a substantial work on soft skills. In particular, in their opinion they 

                                                 
137 From FG.01. 
138 Ibid. 
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should aim at strengthening the awareness professionals have about the production 
cycle, at providing skills for intra and inter-departmental communication – with a 
specific reference to the relation between technicians and artists – and team 
working.139  

With relation to team working, it is interesting to note that professionals do not refer 
only to the need to improve the quality of team working itself as related to single 
groups of workers, but also to the necessity of extending team working to the whole 
institution, as a working procedure and a mental attitude which, as stated by a 
participant to the course for artistic secretary could be of great help in facilitating the 
running of the production process:  

 

Once I met a director who used to ask for the presence of the technical staff during 
rehearsals: light, tailors, props… The entire technical staff has been present and 
director used to ask them opinions on the performance. It was like a team collaboration 
and each part was more important inside the group. In my opinion this method is the 
right one. Usually technical staff is only involved during general rehearsals and for this 
reason we usually work under pressure. This way to work depends on the director. We 
should include this activity inside the tasks of these roles.140 

 

At the base of any consideration made by the interviewees with relation to the need to 
train professionals to soft skills resides the importance given to professional 
recognition for all roles, professional ethics and responsibility, considered by the larger 
part of the interviewees as the most urgent needs.141 

As a matter of fact, according to the opinions gathered during the survey, training 
courses should be addressed to all professional profiles with the aim to spread the 
importance of each role, to reinforce motivation, to train to professional ethics and 
increase the sense of personal responsibility as stated, among others, by a participant 
to the course for delegate producer: 

 

In my opinion it is necessary to organize a training with the participation of workers 
coming from all the departments. This is important in order to spread the importance of 
each role. During courses I spent a lot of time with props and stagehands: usually they 
feel humble and this is the reason why it is important to increase their mood. They can 
be motivated not just by the salary.142 

 

This issue is felt as particularly urgent for technicians’ training. A large part of the 
interviewees described themselves as aware of the extreme importance and potential 
technicians have and imaging advisable changes made references to past times 
where technicians used to know and respect the theatre and were consequentially 
respected by the colleagues. This is the reason why several interviewees suggested to 
educate technicians to theatre as a whole and to provide them the tools necessary to 
understand the artistic process in order to be able to take part into it and, above all, to 
respect it.143 

                                                 
139 See FG.01, FG.02, FG.03, FG.05, FG.06, FG.07. 
140 From FG.06.  
141 See FG.01, FG.02, FG.03, FG.05, FG.06, FG.07. 
142 From FG.03. 
143 See IM.09, IM.10, FG.01, FG.03, FG.05, FG.06, FG.07. 
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In the opinion of the interviewees this would give rise to a wide range of positive 
repercussions, such as increased self-esteem, motivation, better communication, 
better relations, better results: 

 

Involvement and motivation of technicians, collaboration between artistic and technical 
staff could be a real solution in order to eliminate the invisible bound between the two 
categories.(…)Doing this way also technicians can better understand director’s 
requests.144 

 

A further suggestion implied by this topic is that working procedures in theatre should 
involve technicians also in specific phases of the artistic process, for instance by 
providing them information about the artistic project and involving them in a wider 
range of rehearsals.145 

With regard to specific professions and technical competences training, the survey led 
to the collection of two categories of opinions:  

 

1. which courses the trainees would attend if they had a further alternative in the 
frame of SCENART 

2. which courses they suggest to implement also in order to fill a lack of the 
Romanian training system (not necessarily self-addressed) 

 

With regard to the first point some trainees expressed the desire to attend the same 
course in a perspective of an in-depth course while others would aim at widening their 
knowledge by attending a different course. In particular the most sought-after are 
project manager, assistant director, stage manager, make up artist, light design, sound 
design, property master and tailor with a specific module for ballet costumes among 
SCENART courses already held and artistic impresario, hairdresser, wigmaker and 
upholstery as courses not held in the frame of SCENART.146 

Speaking about the planning of future courses, multi qualification is a further 
suggestion made by the director of Metropolis Theatre: 

 

I am satisfied by the results of SCENART training. One proposal could be the 
realization of other new courses. For example, for Metropolis theatre it would be useful 
to have stagehands with a training in lighting. I am speaking about a multi qualification 
(...). I am thinking about combinations between similar professions.  

 
With regard to the second point, that is to general consideration about what the 
Romanian training system is in need for, the survey pointed out that training paths for 
professions specific to the field of the performing arts field are needed, in particular for 
the technical area and those professions which are more subject to the overlapping of 
the generic profession and the specific profession for theatre (e.g. civil tailors vs 

                                                 
144 From FG.06. 
145 “Technicians cannot be restricted to their specific activities: they also have to be pretty artists. 
(…)Directors should provide information to the entire technical staff in order to let them be able to know 
the artistic project and the storyline”. From FG.03. 
“It is necessary to give libretto to stagehands in order to explain them when the movement is needed. This 
training is important in order to give them self-esteem”. Ibid. See also IM.09, IM.10, FG.06, FG.07. 
146 See FG.01, FG.03, FG.04, FG.05, FG.07, FG.08. 
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theatre tailor, make up vs theatre make up, carpentry vs theatre carpentry).147 

Moreover, the opinions collected insisted on the urgent need of rescue those jobs 
which are running the risk of disappearing because linked to a craft know-how which 
has partly already vanished and to specific competences difficult to be found in the 
new generation because of the lack of training: wig making in particular, but also 
upholstery and props were indicated as some of the theatre professions in need for 
specific training courses.148 

Props craft is gradually disappearing, In Romania there is no course in order to learn 
props job: academy of art has courses  in sculpture and painting (in sculpture training 
there are few elements of props activity, but it is not enough). Several theatre jobs are 
disappearing because of the lack of their training. These jobs are only surviving in the 
theatres.149 

Moreover, being the issue of professional reconversion for ballet dancers discussed 
several times during the survey and since dance instruction emerged as one of the 
most common choices for ballet dancer after the end of their career as performers, a 
course for dance teacher was highly recommended by some of the trainees.150 

Lastly, as a further suggestion for potential courses to be implemented in the future, 
some trainees pointed out that training would be needed also for directors and for 
management boards of theatres being respectively responsible, among others, for the 
artistic quality of the performance and for the correct distribution of roles and 
responsibilities among the personnel. In their opinion, in fact, the general improvement 
brought by courses would be incomplete if the artistic and management directions are 
not directly involved.151 

Besides the above-mentioned considerations, the investigation run by the researchers 
led also to the collection of some scattered opinions about the organization of the 
courses.  

Trainees, in fact, suggested to plan courses with a higher number of hours providing 
the opportunity to practice a lot together with the trainer, especially for technical and 
technical-artistic courses, with a further stress on those ones which foresee the use of 
technological equipment (e.g. sound design, light design, video design).152 

The need of longer courses with a strongly practical approach was underlined also by 
trainees in the administrative area and from assistant director trainees who remarked 
the importance to put in practice with the supervision of a professional the large 
amount of theoretical notions provided by this kind of courses.153 

Moreover, it was recommended to extend the training opportunity to the whole country 
with the purpose of affecting the performing arts system as much as possible, in all its 
parts. It was also suggested to avoid to let a long lapse of time pass between the end 
of this first experience and a possible continuation since the implementation of these 
courses prepared a fertile breeding ground among the colleagues who didn’t have the 
opportunity to participate, but also in the performing arts environment.154 

Lastly, a general consideration made by some trainees concerning all the 
professionals working in theatres, independently from their individual jobs, is that 

                                                 
147 See FG. 01, FG.04. 
148 See FG.01, FG.04, FG.07. 
149 See FG.01 
150 Ibid. 
151 See FG.07, IM.10 
152 See FG.01, FG.04, FG.08, IM.09.   
153 See FG.03, FG.05, FG.08. 
154 See FG.03.  
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theatres should invest in vocational training for their personnel and that exchanges 
with other institutions and professionals, both Romanian and foreigner, would be 
extremely useful.155 

 
 

5. Flexibility in the Romanian performing arts labour 
market   
Starting from the consideration that an investigation on a possible development and 
evolution of SCENART training experience should be run in an European perspective 
with the intention to align the efforts with the environment countries in order to arrive 
and share common solutions, the survey intended to draw a picture of the Romanian 
labour market in the field of performing arts and in particular of the degree of job 
mobility of professionals currently working in it, with the aim of understanding if the 
flexsecurity model could represent a feasible option for the near future and which could 
be the steps to make in order to go in that direction as the other European countries 
are trying to do. 

Given the lack of an accurate calculation of the number of people working in the 
performing arts field, be they employees or free-lancers, the professionals involved in 
the survey represented an interesting sample useful to get the picture of the 
functioning of this specific branch in Romanian job market.156 

Starting from the fact that the largest part of professionals working for the performing 
arts in Romania are employed in public institutions, the investigation proceeded from 
the gathering of information about the possibility professionals have within this system 
to join external collaborations to their ordinary activity in the institution. In particular, 
the interviewees (not only trainees, but all those who took part in the survey) were 
asked to give an account in that sense of their own experience, of the experience of 
the people they work with and of their opinion about the job opportunities offered by 
the market in the entire performing arts field. 

 

5.1 Mobility within, among and outside theatres 
As a general tendency it can be noted that if mobility within and among theatre 
institutions is felt as really difficult mostly because of law and budget limitations, labour 
market in the performing arts isn’t blocked in Romania outside the institutional 
frame.157  

The larger part of the people interviewed during the survey reported to be interested in 
adding external collaborations to their institutional activity. Most of them already do it 
as often as they can. Low salaries as employees represent the main reason at the 
base of this choice which, on the contrary, in general seems to be led less by the 
desire of performing a job in a different frame. This is particularly true for professions 
traditionally related to theatre: being mobility within theatres rare, in several cases 

                                                 
155 See IM.09, FG.01, FG.02, FG.03, FG.06, FG.07, FG.08. 
156 “We have asked to have data for the whole cultural sector and we have obtained an answer only for 
employees: the final number is almost 100.000 employees in the sector of culture and media. The 
problem is that the actual legislation speaks of employees, but we know that beyond employees there are 
also many other workers with a different kind of contract or who haven’t any. It’s important to know the 
number of workers in the cultural sector because they have to know their rights, rights that must be written 
in a document recognized by all parts”. From IM.02. 
157 For this section see FG.01, FG.02, FG.03, FG.04, FG.05, FG.06, FG.07, FG.08, IM.02, IM.04, IM.06, 
IM.07, IM.08, IM.11. 
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professionals have collaborations in other contexts where - as they reported - they can 
perform their job only partially needing to adapt it to the specific sector. 

As we will see, the situation slightly differs for professions in the administrative area 
such as project manager, delegate producer and performance organizer which do not 
belong to theatre tradition and potentially have an extremely wide field of application. 
Interviewees who attended this kind of courses, in fact, revealed to be particularly 
interested in the opportunity provided by the labour market outside theatres. A reason 
to this interest could be found in both a different mental attitude and in the fact that at 
the time of the research these same professions were little diffused and, above all, not 
yet included in the organizational charts. 

If the situation obviously differs from a geographic area to another and in high degree, 
the survey pointed out that generally artists and technicians have more opportunities to 
work as freelancers outside the theatre, while for administrative professions the market 
is described as not yet aware of their potential and in some cases of their existence, 
consequentially not offering many opportunities for the moment. On the other hand, 
most of the trainees from administrative courses interested in developing an activity in 
the field showed to be perfectly aware of the fact that they should start and sensitize 
the labour market to the potential of these professions by offering their services on 
their own initiative. It is important to note that also in the case of these professions, 
interviewees showed to be greatly interested in working as project manager, delegate 
producer, performance organizer firstly in the theatre their work for, as soon as they 
are given the chance to do so. 

The general tendency of keeping theatre in the first row of career and professional 
targets seems to have different causes, all sorted out from the survey: firstly, Romania 
has an extremely strong and well-established tradition in theatre which is at the base 
of the attachment and respect shown for the institutions which very often have a long 
history behind. Therefore, the same tradition normally assures social acknowledgment 
since workers usually feel recognized by the simple fact of working for theatre, even if 
their salaries are far from reflecting the cultural relevance of their work. Secondly, the 
public and permanent professional horizon is extremely rooted and has started to 
waver only recently, and particularly fast during last years where the global economic 
crisis has been forcing state institutions to take extreme measures by blocking 
engagements, cutting salaries and job places, by consequence constraining the labour 
market to rethink its rules. Lastly, participants to courses not afferent to their 
professional role tend to consider preferable to practice the new profession firstly 
inside the institution, in order to gain experience before a possible attempt in a 
freelance career. 

In particular, the survey brought to light how also in the frame of this new panorama a 
permanent job is still perceived as a safer condition than working as a freelancer 
because it provides a guaranteed salary although under the minimum threshold for a 
large part of theatre workers.158 

With regard to job opportunities alternative to theatre in the performing arts field, it 
resulted that they are provided by different sectors: tv, cinema, fashion, events of 
various genres (festivals, concerts, fairs). Most of them have a private nature, but also 
events organized by municipalities offer quite numerous job opportunities in the frame 
of events and festival, for example. Moreover, in some cases professionals have the 
possibility to collaborate with theatres, especially as artists or as technicians with 

                                                 
158 “A permanent role gives a permanent salary too. Looking for a new activity leads you to confront 
yourself with difficult situations, because there is not a market in this way”. From FG.06. 
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specific competences not covered by the personnel of the theatre and needed for 
specific productions.159 

 

5.2 Local labour markets  
The picture of the Romanian labour market in the performing arts field described 
above during the survey was found to present relevant differences among different 
geographic areas. 

The study, in fact, immediately revealed that the area of Bucharest has an advantage 
relative to the rest of the country. As a matter of fact the capital concentrates the 
largest part of job opportunities of the whole country in a number of sectors, 
performing arts included. Apart from being the financial capital, with more than 2 
millions of inhabitants and more than 30 theatres Bucharest, being the seat of national 
TV, networks and hosting renowned film studios is also the cultural capital of Romania, 
offering the largest number of live events, performances, concerts, festivals and fairs in 
the country. Compared to other regions involved by the survey, the area of Bucharest 
offers noticeably more job opportunities in this field but, at the same time, presents a 
higher number of workers in this line of work. 

Several interviewees among the trainees coming from Bucharest confirmed to have 
hold collaborations outside the theatres in the past and to occasionally hold them in 
case they have the opportunity. In any case, working also outside the institution is 
generally seen positively and necessary too since theatre salaries are extremely low 
and collaborations, in particular in the private sector, are more gainful, as stated by a 
workshop technician from Bucharest:  

I had important collaborations with privates. I dealt with television, cinema (…) and I 
also received an offer in the advertisement field. Several colleagues of mine moved 
from theatre to television and later returned to our theatre. We all look around to other 
opportunities in order to get some money, our salaries are not good. All my colleagues 
are well prepared. Two of my colleagues, the younger ones, refused to attend the 
training because, in that period, they were involved in privates and paid projects. I tried 
to explain them that salary is only a short term result. Moreover after the end of the 
course they would have obtained a certificate recognized by the Ministry. Unfortunately 
they did not understand. I would repeat the training and I would be glad if also young 
people would take part.160  

In the opinions of the interviewees, the area of Bucharest is a profitable environment 
where to hold occasional collaborations as freelancers for both artists and technicians 
aside their activity in the theatre. For administrative professions’ opportunities the 
panorama described is more vague because of the fact that these jobs are not 
widespread, but the general opinion is that there could be some chances for these 
professions too in the near future on condition that some legislative and economic 
changes occur in order to improve the market. 

Moreover, Bucharest is an advantaged working area also with regard to the possibility 
of collaborating with theatres. Although in Romania theatres have many difficulties in 
externalizing specific services and in engaging external collaborators, in the opinion of 

                                                 
159 “With regard to sound technicians, we engaged external collaborators because the theatre started with 
another kind of performances that is musical which required other kind of sounds; as the theatre hadn’t 
the possibility to train the employees it decided to ask external collaborators.” From FG.02. 
160 From FG.01. 
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the interviewees Bucharest presents some exceptions with theatres like TNO, 
Metropolis and Odeon.161 

The part of the survey run among professionals working in TNOB brought to light 
interesting information about the performing arts labour market in the area of 
Constanta.162  

In the opinion of the interviewees, the area of Constanta provides job opportunities in 
the performing arts also thanks to the fact that it plays a central role in the national 
industry of tourism which implies that a number of events are organized in the area.  

Besides artists, also hairdressers and make up artists, set painters, stagehands and 
electricians told to have had collaborations outside the theatre in local festivals, 
events, tv. It’s common opinion among the interviewees that if labour market in 
Constanta is partially open to artists and technicians in particular and may offer some 
opportunities to performance organizers, it is still closed to professions like delegate 
producer and project manager.  

The demand for performing arts professionals seems however to be insufficient to let 
freelancing be an option alternative to permanent job at the moment.  

With regard to the frequency of engagement of external collaborators in theatre, it is to 
remark that TNOB presents a particular situation which notably conditions choices in 
human resources management. The number of people working in each sector, in fact, 
is considerably not appropriate to the needs of the theatre having each department 
undersized.  This is the reason why the management board is obliged to engage 
external collaborators in order to be able to run the minimum activity of the theatre. 
Nevertheless, these collaborators are chosen among former employees of the theatre 
and not among the entire offer of the labour market: 

Also among artists, dependent workers are few: we have 7 soloists, 20 chorists, 16 
ballet dancers. Sometimes we make use of collaborators, but we can choose only 
among former employees of the theatre. Only for 4 titles in repertoire we have enough 
singers. For the rest we choose collaborators in relation to the voice we need. In 
orchestra, choir and ballet we have permanent collaborators. With regard to technical 
area, we do not find collaborators close to Constanta because the fee they ask for is 
comparable with the monthly salary earned by a technician, of the same level, working 
as employee of the theatre. Dancers and technicians are always the most difficult to 
find. In other cases, like tailoring, we outsource to external enterprises.163 

It is to remark that TNOB’s workers when asked about their chances and hopes about 
a possible development of their career, showed a remarkable attachment to the 
institution and clearly expressed the preference to put their skills and competences to 
use inside the theatre.164 

Moreover, they would be all available to move and catch the opportunity to have 
occasional collaborations in the periods in which they are not involved in the activity of 
the theatre. On the other hand, an issue that was raised is that even if the activity of 
the theatre is not so tight, being few they have difficulties in balancing their job as 
employees and an eventual freelance activity. 

With regard to administrative professions, it is to note that in the opinion of the 
interviewees the area of Constanta seems to ignore almost completely the existence of 

                                                 
161 See IM.04, IM.08, IM.10, FG.01, FG.02, FG.03.  
162 See FG.04, FG.05, IM.06. 
163 From IM.06. 
164 “We all gave our willingness to apply what we learnt inside the theatre. The direction accepted and 
plans to do it in the present or in the future, as soon as possible”. From FG.05. 
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professions like project manager and delegate producer.165 Nevertheless, trainees 
showed interest in developing this line of work inside and outside the institution. 

Professionals from Targu Mures involved in the survey confirmed that also in Mures 
province administrative professions for the performing arts are not taken into 
consideration with a consequent lack in demand. However, they see the great benefit 
these professions would bring to the performing arts field and, in particular, to the 
activity of the theatre, improving quality of work, of organization and of artistic 
results.166 

Willing to put in practice the new knowledge about these professions, some trainees 
have already started personal initiatives in this line of work outside the institutional 
frame in addition to their usual work inside the theatre, but on the whole they all asked 
for these new positions to be included in the organizational charts since they consider 
them vital to the activity of the theatre. 

With regard to the degree of job mobility offered by the area for the other professions, 
the investigation revealed that actors have a wider range of job opportunities involving 
different sectors such as other theatres, cinema, tv and advertising, while for artistic 
secretary and technicians the demand is very little because the province of Mures is 
saturated by the offer except for some request in the private sector for professionals 
working in the lighting sector. TNTM itself usually doesn’t engage external 
collaborators in the technical area while has collaborators among actors, directors and 
set designers. 

With regard to the concrete feasibility of combining institutional activity to a personal 
one as a freelancer the survey among professionals from Targu Mures brought to light 
a further obstacle to job mobility: the short-term planning and the high instability of 
programs which impede professionals – in particular actors in the case of TNTM – to 
plan an activity outside the institution in those periods in which they are supposed not 
to be needed inside the theatre. 

The answers gathered from the participants to courses working in OB confirms the 
general reticence about changing from the employee to the freelance status mainly 
because of the belief that local and Romanian job market is not yet favorable and that 
as freelancers they could find themselves facing the lack of the minimum financial 
security. Nonetheless, some of the trainees expressed no particular reluctance about 
such a potential change, in particular with regard to opera singers, stagehands and 
tailors and it’s generally admitted that theatre professions can be applied also in other 
contexts. Moreover about one fourth of the interviewees and in particular opera singers 
reported to carry out collaborations also outside the theatre in the field of performing 
arts.167 

 

5.3 A glimpse outside theatres 
The investigation run with the involvement of professionals and experts pointed out 
that the space for freelancers and the number of private initiatives are constantly 
growing in Romanian performing arts system although with different specificities 
depending on the geographic area or the professional sector. One of the main reasons 

                                                 
165 “In my opinion there is not the awareness of these roles. Those who want to make a production usually 
don’t realize they would need a delegate producer. If projects’ backers understand that these figures are 
needed, everything will be good”. From FG.05. 
166 For this section see FG.06, FG.07. 
167 For this section see FG.08. 
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is that employees job places were reduced in the last years and consequentially 
collaborators are used more frequently.168 

The case of technicians in stage, light and sound areas is particularly interesting. In 
the technical area, in fact, professions like stage electrician, sound designer, light 
designer and stagehand enjoy a high level of transversality being demanded in a 
variety of sectors in addition to theatre: tv, cinema, fashion, fairs, events for private 
companies… Moreover, these professionals can work directly for theatres or for 
services. Also in this specific branch the crisis emphasized the freelancing trend since 
many services fired their employees and have now increased the number of 
collaborators who, in turn, have the chance to augment their earnings since they are 
basically paid remarkably better than employees – theatre employees in particular -  
and there is not huge competition in the sector yet. In addition to this it is important to 
remark that former employees tend to re-enter the system as freelancers, possibly also 
in the same theatre or service they were employed at.169 

With regard to firms supplier of technical services for live events, the area of Bucharest 
is the most equipped counting about 3 big companies and 8 medium companies while 
2 medium companies and nearly 60 companies are distributed all over the country.170 
In order to give a picture of the functioning of a service for live events and performing 
arts and of the professional horizon of this job area in the current Romanian system, 
the example given by Five’s International, a big company based in Bucharest, can be 
of great value.171  

Covering the whole gamma of entertainment field for what concerns light, video and 
stagecraft, the company deals with corporate events and the whole sector of 
performing arts. The main application segments of the company are the corporate 
sector, theatre and public live events. Speaking about the number of events in which 
the company is involved, apart from theatre which is at the first place in this specific 
case, the remaining is occupied for the 80% by the corporate sector and the 20% by 
public live events like concerts. In terms of earnings potential, the corporate sector is 
the most cost-effective one, public live events (especially concerts) are at the second 
place while theatre is the less profitable branch. 

With regard to tasks, when the client is a company, the service usually takes care of 
the whole event, including all the phases of the production (e.g. proposing a technical 
equipment, doing the lighting design), while in case of public live events like pop/rock 
concerts the service is usually not charged with organizing the event, but only to 
provide the technical service.  

The company counts almost 40 employees, hired as technical staff: 20 are technicians 
and 20 are producers, intended as people with specific competences in the production 
cycle. Collaborators are used in the 90% of the assignments: depending on the 
complexity of the event they can be up to 200, but not for the part of the production 
since professional figures like set designer,172 lighting designer and producer can 
hardly be found in the Romanian market. 

Given the lack of specialists in this area, the tendency is to train people almost from 
scratch in order to hire them as employees or permanent collaborators. While 
employees work only for the company, collaborators have several employers. 

                                                 
168 See IM.02, IM.08, IM.10. 
169 Ibid. 
170 See IM.08. 
171 For this section see IM.08, IM.10, IM.07. See also http://www.fives.ro/. 
172 In theatre, the set designer is a scenographer. In events production in general, the set designer is a 
technician able to create the scaffolding and the structure of the show and to establish if a scenery is 
needed. See IM.09 
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With regard to incomes, a freelance technician earns between 2,5 and 3 times what a 
theatre employee earns and about 2 times what an employee of the service company 
earns. Moreover, on the whole people working with the service are remarkably 
younger that theatre employees. 

If specific companies providing technical services like the case described above are 
able to offer clients not only technical competences and equipments, but also 
production competences, this is not true for the larger part of medium and small 
companies which usually provide exclusively technical services. Thus, in order to have 
an overview on how production and technical services interact in the Romanian 
cultural system and to get the picture of a possible job market also for administrative 
professions in the performing arts it can be useful to integrate the investigation with an 
overlook on a public institution dealing with the organization and the production of 
cultural events for the municipality of Bucharest thanks to the testimony given in the 
frame of the research by a representative of ArCuB.173 

The center  creates, organizes, finances and produces its own projects and is involved 
as co-organizer of cultural events of national and international relevance. 

Also in the case of this institution, the crisis and the choices of the local administration 
led to the reducing of the personnel employed and to the consequent increase in the 
use of collaborators. Among 27 employees, 5 are organizers and since the institution 
develops its own theatre season with a hall destined to it, but the personnel is strongly 
limited, some employees are multi-tasking and deal with the activities connected to this 
internal season in parallel with other assignments, like the technical staff, composed 
by 1 stage manager and 3 stagehands covering multiple roles inside the institutions 
and by permanent collaborators (1 lighting technician, 1 sound technician, 1 
electrician). 

The larger part of events produced by the institution are not connected to the in-house 
activity and count the involvement of a considerably high number of collaborators both 
for the technical part and for the organizational part. With regard to the technical part, 
ArCub owns neither equipment nor personnel. Therefore, it outsources the service to a 
technical provider chosen through a competitive tender, being ArCuB a public 
institution. 

The production and the supervision of the whole project, on the contrary, is entirely 
and directly managed by the institution which can assign the organizational role to 5 
employees covering the role of chief of production, all boasting practical experience 
and, in some cases, an artistic background, but not specific training. Delegate 
producers, on the other hand, are chosen among freelancers who have been working 
with the institution in the production of several events or of different editions of the 
same event. 

On the basis of the testimonies, opinions and accounts gathered all along the survey it 
is possible to say that the job market for professions specific to the field of performing 
arts seems to be going through a transformation phase which is progressively leading 
professionals to be more mobile and flexible.  

The global economic crisis with consequent personnel cuts, salary imbalance between 
public and private sector and the diffusion of recently born professions which don’t 
have a traditional space in the public frame of the larger part of Romanian theatres and 
which furthermore have several segment of application in the current job market are at 
the base of this transformation. 

                                                 
173 ArCub: Centrul de proiecte culturale al primariei municipiului Bucureşti. See http://www.arcub.ro/. 
For this section see IM.07. 
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Therefore, this change seems to be the answer to a problem more than a choice itself, 
leading professionals to offer their flexibility in order to have the chance to do their job 
and to earn an adequate salary. An important issue pointed out by the survey, in fact, 
is that if on one side professional flexibility encounters the resistance of a part of 
professionals which are accustomed to permanent job contracts and could be 
promoted through an adequate welfare policy, on the other hand the professionals who 
are interested in combining collaborations to their permanent job or in taking up a 
freelance career meet a number of obstacles able to make them desist. A general 
overview on the nature of these difficulties could be of help in completing the picture of 
the current situation. 

 

5.4 Critical issues and possible solutions 
The opinions and remarks about the flexibility issue raised by the larger part of the 
professionals employed in theatres involved in the survey tend to reveal a general 
resistance to the shift of perspective from a permanent to a freelance job. On the other 
hand, as we commented above, this resistance revealed to be weaker in the 
participants to administrative courses. As a matter of fact being these professions less 
rooted in the traditional and institutional framework, the effort of imagining a freelance 
career resulted less hard. Nevertheless, the professionals who gave an opinion about 
potential careers in the administrative field perceive the Romanian marketplace as 
culturally open, but that investments in cultural projects are limited and that individual 
initiative is strongly obstructed by economic problems, law inadequacy and the fact 
that decision-making state apparatus is not acquainted with performing arts system. 
The same interviewees see in a stronger collaboration between public institutions and 
private entities the chance to augment the cultural investments and, as a 
consequence, enlarge and strengthen the marketplace in this field.174  

With regard to flexibility inside theatres, problems of two natures were identified during 
the discussions with the professionals. Firstly, the external collaborators issue and 
secondly, professional mobility of employees inside the same institution. 

The theme of the collaboration with professionals occasionally working for the theatre 
raised different reactions. As a matter of fact, if for some professionals this tendency is 
seen as a potential menace to the permanency of their positions, for a large part of the 
interviewees external collaborators are needed firstly as an answer to the lack of 
personnel and of specific competences and secondly as a precious resource of 
professional exchange bringing new competences and abilities, rousing a cultural 
renewal and possibly strengthening professional motivation in the employees.  

If the investigation brought to light, as already reported, that theatre employees and 
external collaborators hold the same opinion about the seriousness of the problems 
raising “in the field” from their concrete collaboration while working together, the 
discussions run during the survey revealed also an attempt to go over the belief that in 
most cases the intervention of external collaborators represent a problem since they 
are not used to technical and human mechanisms of a specific theatre and that, on the 
other hand, employees show some resistance in integrating them in their teams. 
Through the change of perspective brought by the courses, in fact, adequate and  
common training paths seem to represent a possible solution to this professional rift: 
the possibility of sharing a working method and language thanks to common training 
background and experiences make possible to imagine a good quality cooperation 
between employees and collaborators. 

                                                 
174 See IM.04, IM.06, IM.09, IM.10, FG.01, FG.02, FG.03, FG.04, FG.05, FG.06, FG.07, FG.08. 
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With regard to employees’ professional mobility inside the same institution, the survey 
revealed that the issue is felt deeply among employees who, on the whole, when 
asked to picture possible changes in their careers, use to envisage them in the frame 
of the same institution they are employed at. Moreover, the topic concerns in particular 
employees who need to plan a second career because of the peculiarity of their jobs. 
The general opinion is that mobility inside theatres should be promoted by general 
management, but given the fact that changes in organizational charts are almost 
impossible in the current critic situation, the general belief is that possible solutions 
could be found only in consequence of the appeasement of the economic crisis and 
the weakening of law bonds in the management of human resources in public 
institutions.  

A further indication sees in short-term planning and instability typical of the 
programming in Romanian theatres an obstacle to those professionals who intend to 
combine their activity inside the institution with collaborations outside it. 

In the opinion of professionals already working as freelancers or managing 
freelancers, theatres are the less flexible job places compared to other branches in the 
performing arts field mainly because of law bonds which don’t allow them to freely hire 
collaborators. Giving managements more autonomy in administrating these institutions 
was pointed out as one of the possible solutions in order to make them more flexible 
and open. Moreover, it was remarked that only few institutions are able to manage with 
higher autonomy the involvement of external collaborators thanks to managements 
that succeed in drawing private funds.175 

If workers’ attention along the discussions about flexibility resulted to be naturally 
addressed to problems of an economic, concrete and logistic nature and generally 
identified them in an inadequate legislation and unsatisfactory managements, on the 
other hand the discussion run with the consultants involved in the research about the 
same subject focused on matters of a legislative nature, in particular related to public 
welfare and to the modifications needed in order to ease and at the same time protect 
the gradual and natural shift towards a flexible labour market. 

The account given in the frame of the research by Leonard Paduret was extremely 
helpful in getting the picture of the labour legislation operating in the performing arts 
field in Romania and in envisaging possible improvement strategies also through the 
comparison with other European countries, in particular Italy, thanks to the contribution 
of Pier Verderio.176 

Starting from the fact that an exact calculation concerning the actual number of 
workers in the Romanian performing arts field doesn’t exist and that the few ones 
elaborated up to now mainly relate to employees of the whole cultural and media 
sector, the survey clearly brought out the fact that the Romanian legislative apparatus 
tends not to consider the cultural sector – without mentioning performing arts sector – 
in itself, as a separate area. On the contrary, culture is by law associated to the media 
area in a single economic sector despite the significant differences between the two 
and the high and ever-growing number of workers.177 

The entire cultural and media sector concerns an extremely wide variety of professions 
including technicians, managers, artists, professionals working in the administrative 
area, in theatres, in museums and in several other cultural bodies, but counts two 
generic categories of workers: employees and freelancers with other contractual 
placements. 

                                                 
175 See IM.08, IM.10. 
176 See IM.01, IM.02, IM.03, IM.05, CM.01, CM.02. 
177 Legea nr. 62 din 10 mai 2011 Dialogului social, 
http://www.cdep.ro/pls/legis/legis_pck.htp_act?ida=103416  
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In the opinion of Paduret, one of the main problems resides precisely in the fact that 
current Romanian legislation set criteria which are too general for the sector without 
distinguishing among different type of jobs (e.g. ballet dancer, museum employee, 
administrative personnel) and different type of workers (employees and freelancers) 
and its being permanent employee-centered. 

The lack of detailed data about the composition of workers in the cultural sector 
impedes to picture the actual extent of this area and doesn’t help the realization of a 
legislation that takes into consideration also the high number of professionals working 
in the field not as employees. 

Moreover, an adjustment of the legislation is considered more and more urgent since 
the number of not-employees is constantly increasing. As a matter of fact, between 
2010 and 2012 the number of employees decreased because of the global economic 
crisis which led to job cuts, freeze on organizational charts and on hirings, at the same 
time impeding the replacement of retired employees. As a consequence, the number 
of collaborators engaged by the institutions increased. Moreover, an ever greater 
number of professionals – in particular young ones – choose to work as freelancers 
because they can negotiate their wages following the logic of the liberal system while 
salaries of permanent employees are fixed by law for all the public sectors and are 
similar in all public institutions, whichever field they belong to. 

If occasional and short-term work is almost not regulated and is usually covered by a 
variety of placements such as authorized physical person (PFA)178, provision of 
services and authors’ copyright assignment,179 with regard to the legislation regulating 
employees’ contracts in the sector of culture, the deep concern expressed by Paduret 
can be easily explained with an overview on the recent changes occurred in labour 
legislation and, in particular, in the national collective agreement whose function is to 
determine the essential content of individual contracts in a specific sector.180 

In 2011 the Romanian government approved a law changing the way collective 
agreements work at all levels, from individual company to national level. If before 2011 
the national collective agreement was mandatory and set terms of reference for the 
national minimum wage, working time and working conditions, the social dialogue Law 
62181 revoked the legislation used to regulate collective bargaining. Such negotiations 
are now covered by a law that regulates also trade unions, employer organizations, the 
Economic and Social Council, social dialogue committees and labour conflicts. 
Collective agreements, which could previously be negotiated for each branch of the 
national economy, have been replaced by sectoral collective agreements. Culture and 
media are now by law considered as a single economic sector. 

The law set also new criteria for representativeness of social partners. The traditional 
parties to negotiations are employers and employees, with the latter being represented 
by trade unions or employees representatives. According to the new law, in order to be 
representative and allowed to negotiate a single-employer collective agreement a 
trade union has to have at least half plus one of the company’s workers affiliated to it 
(compared to one third under the old law).182 Besides, among other newly introduced 
provisions, trade union representation is not allowed for workers without a labour 

                                                 
178 PFA stands for Persoana fizica autorizata (author’s note). 
179 “Contract of authors’ copyright assignment was created in order to support artists. Thanks to this 
contract, in fact, they can pay and benefit at least from social security. Before the introduction of this type 
of contract they couldn’t access it”. From IM.02. 
180 For the following section see IM.02, CM.01 and 
http://www.eurofound.europa.eu/eiro/2011/07/articles/ro1107029i.htm. 
181 Legea nr. 62 din 10 mai 2011 Dialogului social, 
http://www.cdep.ro/pls/legis/legis_pck.htp_act?ida=103416, 
http://www.cdep.ro/proiecte/2011/100/80/5/leg_pl185_11.pdf. 
182 See http://www.eurofound.europa.eu/eiro/2011/07/articles/ro1107029i.htm. 
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contract, that is to say the majority of artists and technicians who do not work for a 
state institution. So, if concluding a negotiation successfully is almost impossible also 
because not incentivized by the commitment to do it, obtaining representative status 
necessary to start a bargaining can be even harder, causing difficulties to social 
partners in getting reorganized at sector level and leading to a serious standstill in 
collective bargaining against a rapid-changing labour market. 

With regard to job mobility and flexsecurity Paduret underscored how flexibility in 
Romania has increased during last years against a dramatic weakening of the social 
security system, making this incongruity one of the most urgent issue to face. Besides, 
he stressed the importance of supporting artists’ and technicians’ mobility inside and 
outside the country, following what European guidelines state about the central role 
played by mobility for professionals working in cultural areas such as performing arts 
and audiovisual, in particular for technicians and artists. Lastly, Paduret put in 
evidence the difference running between Romania and France, where intermittent 
work has already been regulated and differences among professions of the same area 
are taken into consideration through a deeply detailed legislation. 

All along the survey the need of a change in legislation and in the status of theatres 
were often claimed as the only practicable solutions by both professionals and expert 
consultants. 

Being the situation of Romanian entertainment system several times compared to the 
Italian one, the overview given by Verderio on the evolution of Italian entertainment 
system in the last decades can be of some help in envisaging possible obstacles and 
solutions and in avoiding potential errors or inaccuracies in tracing the near future of 
Romanian performing arts system.  

Similarly to what happens in Romania, before 1967 the largest part of theatres in Italy 
were public. Financed in the same way of all other public institutions, they had no 
special funding. Only a part of artists were employees: Teatro alla Scala was almost 
an exception. With the introduction of Law Corona183 in 1967, were among others 
instituted Enti Lirici (opera houses), Teatri di Tradizione (opera or drama theatres), 
orchestral institutions, national and international festivals. Moreover, the artistic crews 
became permanent. The  precise amount of money to be destined to these institutions 
was not decided: the state had to fund them on the base of the number of employees 
and the type of activity. Law 800 represented the most influencing reform since some 
of its elements are still governing the current system.  

The Seventies were the golden era of entertainment in Italy with the state funding all 
the sector, private companies included, with great generosity. On the other hand, 
starting from the end of the Seventies, the state continued to guarantee for these 
institutions, but funds were dramatically reduced provoking their fall into debt at the 
end of the Seventies and the beginning of the Eighties. 

The law of 1985, introducing the Fondo Unico per lo Spettacolo (FUS)184, was needed 
exactly in order to set the precise amount of money to be destined to the entertainment 
sector. These funds are to this day assigned to public theatres and to private theatres 
companies that are recognized by the Ministry. FUS funds enti lirici, drama theatres, 
ballet companies not included in enti lirici, cinema and circus while private theatre 
companies can ask funds for specific productions. Also Regions, Provinces and 
Municipalities can fund this kind of institutions: some theatres, in fact, receive only 
local funds while the larger part gets both FUS funds and local funds. The law of 1985 

                                                 
183 Legge 14 agosto 1967, n. 800, “ Nuovo ordinamento degli enti lirici e delle attività musicali”, 
http://www.dirittoespettacolo.eu/legge-14-08-1967-n-800/. 
184 Legge 30 aprile 1985, n.163, “Nuova disciplina degli interventi dello Stato a favore dello spettacolo”, 
http://www.normattiva.it/uri-res/N2Ls?urn:nir:stato:legge:1985;163. 
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set also the minimum partition of the funds among different sectors of the 
entertainment field, that is 45% for enti lirici, 25% for cinema, 15% for theatre and 1% 
for circus and travelling performances. 

Immediately after the 1967 a national collective agreement was signed: one for enti 
lirici, one for symphonic orchestras and teatri di tradizione and one for drama theatres. 
Being these theatres public entities, it was not possible to bargain corporate 
agreements which in Italy existed only in the industry.  

Nevertheless, in 1984 was signed the first corporate agreement in Teatro alla Scala. In 
order to make it lawful, it was necessary to find out a new definition, according to 
which enti lirici were public but independent bodies consequently making possible to 
apply to workers the regulations of private economical corporations. It was decided 
that this kind of agreement was enforceable in all the theatres on condition that they 
were funded not only by the State, but also by local authorities or by sponsors. 
Nevertheless, something different happened: within the beginning of the Nineties, all 
enti lirici had signed the corporate agreements. Since fund from the State wasn’t 
enough to cover the costs, the debt of theatres increased again. As a consequence, 
the national collective agreement was frozen in order to clarify which institutions were 
entitled to subscribe it or not. 

In 1996 a decree led to the transformation of the public enti lirici into foundations with 
independent legal autonomy185 in practice converting them into public bodies managed 
with a private-sector methodology. Following this reform, to this day in Italy private 
backers can become part of the board of directors if they give a financial contribution 
for all the period during which they take part to it. Therefore, FUS is still operating, but 
in order to be foundations theatres must receive extra funds from the private sector. 
This reform had another important effect: if private financial backers and local 
authorities giving their contribution are represented in the board of directors, trade 
unions are not more part of it.  

Verderio underscored also that most of the times in Italy private entities choose to fund  
foundations for reasons connected to prestige and return of image more than to the 
fiscal benefits they would be entitled to profit by.  

At present the Italian performing arts system is in dire financial straits: FUS has been 
continuously reduced and in 2012 it is even lower than in 1985. Another issue 
worsening this crisis is that in some cases local authorities are reluctant to finance 
employees’ salaries following the idea that theatres should produce incomes for a part 
of their expenses.186 But also with regard to percentage of incomes from sponsors and 
tickets there are huge differences among theatres in Italy: except for Verona Opera - 
which gains among 48-50% of its incomes from sponsors and tickets being a roman 
arena with an extremely high number of seats - and Teatro alla Scala which reaches 
the 40%, other theatres can hardly reach the 5-10%. Despite these differences, FUS 
cuts hit all the institutions and no distinctions were made.  

Nevertheless, in Italy funds are often awaited for a long time. The paradoxical effect, 
according to Verderio, is that the most productive institutions, that is mid-size drama 
theatres, are the most penalized since they are the last to receive funds, after 
foundations and cinema. 

                                                 
185 Decreto Legislativo 29 giugno 1996, n. 367, “Disposizioni per la trasformazione degli enti che operano 
nel settore musicale in fondazioni di diritto privato”, 
http://www.camera.it/parlam/leggi/deleghe/testi/96367dl.htm 
186 At the moment in Italy state is obliged by law to funds theatres, but there is no a law that oblige 
Regions to do the same. In France, on the contrary, all theatres are funded by Regions except for 6 
institutes which are recognized and funded at national level. See IM.05.  
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With regard to professionals, minimum wages are fixed by law at national level and are 
applied to technicians and actors playing little roles; the last ones can have fixed term 
contract. Actors playing leading roles have a different contract, as freelancers, and 
they discuss it directly with the director of the company. 

Salaries of enti lirici’s employees belong to the highest range of the entertainment 
system and are remarkably higher than salaries for actors or technicians in drama 
theatre. They are defined on the base of the national wages to which benefits 
regulated by corporate agreements are added.  

With regard to contracts, a further distinction exists among employees of permanent 
theatres and for members of theatre touring companies: the first are full time 
employees while for the latter contracts start the first day of rehearsals.187 In Verderio’s 
opinion, drama theatre is at the same time the most vital and the most fragile part of 
the sector, with a good gains-costs ratio compared to opera houses. Nevertheless, 
unions are stronger in opera houses. By consequence, opera houses employees are 
usually more strongly represented compared to other categories, like drama actors.  

A new bill  proposed in 2011188 and not yet approved, foresees a new statute for 
professionals in the entertainment field which would represent a step towards the 
flexsecurity model. According to this law proposal, in fact, differences among 
employees, freelancers and collaborators would be minimized by the regulating of 
working relationships of economically dependant workers. 

Another issue pointed out by Verderio is the importance of training for the 
professionals in this specific field.   

With regard to lifelong learning, in Italy a percentage of social security contribution paid 
every year by companies is voluntarily destined to a fund for training managed by 
unions and employers through which they can organize courses for employees. In 
Verderio’s opinion, if this system works for industry, trade and tourism sectors, it 
doesn’t fit the entertainment one. In fact, being the larger part of corporations in this 
field – theatres included - small or midsized, it’s hardly probable that they would be 
able to activate courses since the sums set aside in the fund for training would be too 
small. Moreover, freelance professionals are excluded from this system. 

Among possible solutions topic of discussion, gathering all the raised funds and 
offering training at national level would let also touring companies, freelance 
technicians and artists benefit from it. A further option in order to let the individual 
personalize his training path according to his needs - especially for artist – could be to 
have specific schools recognized for training and to give money as a voucher to the 
individual professional, that in this way could be free to choose where to be trained. 

With regard to the flexsecurity model, Verderio’s opinion is that the philosophy at its 
base can play a crucial role in preventing the effects of potential crisis in sectors of the 
labour market, making both system and workers acquainted with the fact that training 
new competences in order to change job can be one of the major resources in order to 
face career interruptions and sectorial crisis.  

                                                 
187 “One of the first examples of the crisis of the artistic sector is that theatre companies don’t pay 
anymore for days of rehearsal. They prefer, going against the contract, to pay more for the day of the 
performance, which is a damage for the artist because having heavy consequences on his pension since 
if days of rehearsal are not paid, it is extremely difficult to reach the 120 working days necessary to obtain 
the pension. It is extremely difficult to convince actors that this situation could be changed with a little 
lawsuit. They don’t want to sue because they are young, they are artists, or simply because they don’t 
want to damage the agreement with the company”. From IM.05. 
188 Disegno di legge, “Disposizioni per la tutela dei lavoratori dello spettacolo, dell’intrattenimento e dello 
svago” (Nuovo testo unificato C. 762 Bellanova, C. 1550 Ceccacci Rubino, C. 2112 Borghesi, C. 2654 
Delfino). 
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Flexibility is the working scenario European countries are moving towards, although 
not simultaneously and in different degrees depending on social, historical and 
economical basis. Besides, the survey confirmed the paradoxical situation that 
countries like Romania and Italy are currently facing: against the ever increasing 
working flexibility offered by workers, social welfare is becoming more and more weak. 
Supporting this historic turning-point which is involving all labour markets in Europe 
was found to mean above all foreseeing and strengthening adequate social security 
systems and training services with the aim of sustaining all categories of professionals. 
Moreover, such an adjustment should take into consideration that nowadays labour 
markets move simultaneously on two levels, the local one and the European one. 
Therefore, an adequate approach to the noticeable ongoing transformation should 
consider national specificities, but at the same time should be arranged in concert at 
European level, in this way assuring security also to the increasing number of 
professionals, especially in the field of performing arts, working within and beyond  the 
borders of their countries. 
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Part IV 

Re-qualifying areas and possible training pilot 
experiences 
(text by Umberto Bellodi; collaboration on the definition of training clusters by Marija Kuhtic) 
 

Matching together the outcomes of the focus groups carried on in the frame of this 
research together with the considerations about flexibility and requalification, it is now 
possible to design some cross-cutting “clusters” which could be a sort of “base” in 
order to develop proper training programs addressed to professionals in need of 
requalification. 

These clusters could be developed also starting from the training plans and 
methodology which have been experimented in the first wide training session, which 
has been run in Romania in the frame of technical and administrative professions of 
performing arts (phases 2 and 3 of the SCENART project189). Those plans were 
effective in dealing with the various features of the direct beneficiaries, who were 
sometimes participating in training experiences according to certain professional 
profiles which were slightly different from the effective role in the respective theatre 
(which, as well, changes a lot from situation to situation). 

Through the analysis of the entire set of training methodologies applied, it has been 
selected some core areas which could be considered as transversal and applicable to 
a group of beneficiaries who need to open their perspective in order to consider 
requalification paths in re-placing themselves in the same field but with different tasks, 
roles and occupation. These core areas are actually the same which help in shifting 
from a self-addressed perspective of the own occupation to a wider vision which is 
able to place everyone’s role within a production process/cycle.  

Being part of a production process means, on one side, feeling the own role as a part 
of a working machine and essential in order to reach a common goal (which is, for the 
performing arts, the artistic result of a production) and, on the other side, helps in 
considering all those skills and competences which could be efficiently exploited in 
other parts of the same “working machine”: 

Thus, the following clusters are matches of smaller denominators (modules) which 
take into consideration a form of requalification within the same system, considering 
the importance of keeping everyone’s cultural and experience heritage for the 
development of a performing arts institution and the optimization of all the human 
resources concurring in the production process. 

The clusters and modules which will be taken into considerations in the next pages 
concern: 

 

- Organisational behaviour 

- Health and Safety 

- Setting and production 

- Communication and relational skills 

- Production cycle 

- Project management and business plan 

                                                 
189 See http://scenart.ro/siten/cursuri/. 
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- Technical innovation 

 

These areas have to be considered as experimental in the frame of our discussion and 
could be divided into three main core-areas:  

 

- Relational clusters (including organisational behaviour, communication and 
relational skills and health and safety, intended as correct behaviour on the 
workplace) 

- Production and management clusters (including setting and production, 
production cycle, project management and business plan) 

- Technical innovation clusters (including technical-artistic specialisations helping 
light, sound and video technicians in shifting from an exclusively technical 
working approach to an artistic one. Video-making, for instance, is considered 
as an opportunity to specialize technical competences through a new 
professional profile which is considered as the newest innovation in different 
branches of performing arts, such as drama and music theatre). 

 

Moreover, it will be considered and described a further specific area which is actually a 
scientific approach applied to the specific problem of requalification/reconversion; the 
area is the professional orientation (or career guidance and advice) and the related 
clusters and activities are specifically dedicated to the technical and procedural needs 
which are necessary to face the reconversion process. This area considers also 
another specific cluster aimed at developing the freelancing approach, transmitting all 
those abilities which help the beneficiary in designing an own project of career, self-
evaluating the own skills and competences and exploiting the best attitudes. 

We will now try to design those experimental clusters, matching different modules 
(which could be also self-existing in smaller training paths) as possible units of a 
specific requalification program, helping in opening professionals’ perspective towards 
different choices and professional solutions within the sector. 
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1. Relational clusters 
Relational clusters (including organisational behaviour, communication and relational 
skills, health and safety) 

The objectives of the following clusters are concentrated on the transmission of the 
ability of interpreting all the relationship and organisational matters which are 
connected to a specific enterprise/institution. All these matters are based on a 
common “environmental culture” and on values which must be taken into consideration 
before taking any kind of operative decision within an organisation. 

Knowing the work-environment and its organisational context becomes a facility in 
helping the entering process of the professionals through the comprehension of 
dynamics and individuation of constructive strategies.   

Moreover, this approach helps all those skills which affect positively the teambuilding 
within an institution and it is easy to consider how an efficient team-working could have 
a positive effect specifically for a performing arts institution. 

Being able to “read” the context is probably one of the most important things helping a 
professional in considering himself as part of a system in which he could be placed in 
more than one key-sections, according to everyone’s motley profile. 

The general contents of these clusters must include knowledge and analytic 
approaches helping the participant in acquiring important attitudes towards his 
colleagues and his direct responsible. Thus, it is important to teach the organisational 
structure of a performing arts institution and the related rules regulating a responsible 
and cooperative behaviour, addressing the individual attention towards the working 
activity and the respect of others’ roles and tasks. This includes also the management 
of “processes” as delegacy and communication.  

The basis for these competences are given by smaller denominators such as: the 
analysis of individual responsibilities within a work-environment, the analysis of 
relational dynamics between different professional profiles and teams working at close 
distance for the same common result, the analysis of the proper communication 
techniques (written, verbal, non-verbal, formal, non-formal) and their applications 
according to the contexts.  

Communication issues are strongly focused because of their important role in the 
operative and decision processes. Communication is taught as a tool helping in 
gaining personal professional goals and must be associated to an analysis of the 
possible group-dynamics which could sort out on the workplace. 

The contents of this area could include also some knowledge about the self-promotion 
and the freelancing approach such as the creation of a curriculum vitae and/or an 
individual portfolio, tools to analyse the labour market’s demands and a general unit 
concerning the different opportunities of all the sectors concurring in the whole of the 
performing arts system. These matters are anyway deeply faced in the frame of the 
specific module on orientation and guidance to professional career. 

Moreover, the specific field of performing arts needs a deeper analysis of the 
relationship between the main macro-sectors: technical, artistic and management. In 
fact, knowing and interpreting the relationship within these three groups help in 
understanding the whole of the production process and its critical points to be faced 
and solved in every professional experience. 
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Relational clusters  

01 

The concept of the organisational attitude: definition 
and interpretation 

 
Modules and contents 
 

• Definition of the concept of the organisational attitude 

At the end of the module the participants will be able to: 

- understand a shared definition of the organisational attitude gained through an 
inductive approach. Joining opinion and point of view of the participants to the 
module, the trainer will drive the class toward a common description of the 
organisational attitude 

 

• Interpretation of the concept of the organisational attitude 

At the end of the module the participants will be able to: 

- reach a shared interpretation of all the elements concurring in the 
organisational attitude through an inductive approach. Joining opinion and point 
of view of the participants to the module, the trainer will drive the class toward a 
common interpretation 
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Relational clusters  

02 

Elements of interpersonal communication 
 

Modules and contents 
 

• The interpersonal communication  

At the end of the module the participants will be able to: 

- develop an efficient communication, not only through the contents but also 
through actions and behaviour 

- analyse all the indicators of the behaviour’s typology such as the 
three behavioural languages, the tone of voice, habitual  vocabulary, postures 
and gestures, the structure of the communication (emitter, content, message, 
receiver) 

 

• Emotional attitude  

At the end of the module the participants will be able to: 

- recognize postures assumed and correlate emotional status of the interlocutors 

- analyse the four main emotional attitudes: apathy, antipathy, sympathy, 
empathy and the related advantages and disadvantages 

 

• Listening attitude  

At the end of the module the participants will be able to: 

- get effective listening attitude; being able to under stand others’ message and 
related point of view 

- analyse the concepts of perceiving, understanding, testing, encouraging, 
restating, comparing, verbalizing, asking and answering through a proper 
attitude 

- analyse the seven habits of the effective listening 

 

• Assertive communication (practice) 

At the end of the module the participants will be able to: 

- develop an assertive communication, arguing the own points and 
reasons without attacking the interlocutors 

- analyse the difference between passive and aggressive behaviour, the 
characteristics of the assertive communication, the techniques to react to 
critics, further assertive strategies such as the “broken record”, going from 
content to process, taking a break, interrupting 
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• Conflict management 

At the end of the module the participants will be able to: 

- handle a conflict 

- analyse different styles of reaction to conflicts and the differences between all 
those typologies 

- analyse the concept of interactive  negotiation and the key-points of attention in 
the management of conflicts 
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Relational clusters  

03 

Comparison between the expected professional role 
and actual professional role: analysis and 
comparison of the matrix of competences. 

 

Modules and contents 

 

• Analysis of the matrix of competences 

At the end of the module the participants will be able to: 

- recognize of the main soft skills which are necessary on the workplace 

- analyse the matrix of the main soft skills of the worker 
 
 

• The definition of the professional role 

At the end of the module the participants will be able to: 

- get a definition of the incoming and outgoing profiles  of  
a theatrical professional before and after the start of a career or of a training 
experience 

- compile (in workgroups) a grid of evaluation of all the key skills in incoming and 
outgoing, taking into account the matrix of soft skills analyzed in the previous 
phase of the module
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Relational clusters  

04 

Different organizational behaviours 
 

Modules and contents 
 

• The different organizational behaviours 

At the end of the module the participants will be able to: 

- detect different organizational behaviours through the analysis of the 
main factors that influence them and their possible combinations 

- observe  behaviours, communication styles, attitudes to be taken and avoided 

 

• The predominant organizational behaviour of an individual  

At the end of the module the participants will be able to: 

- find and recognize the own behaviour through a process of self-evaluation 
based on the previous module 

 

• Study cases 

At the end of the module the participants will be able to: 

- analyse study-cases, simulating situations which are possibly happening on the 
workplace 

- “read” and analyse together with the participants the outcomes of the cases 
through a simulating and inductive approach (this activity could be managed 
through different workgroups in order to facilitate comparison between different 
results) 
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Relational clusters  

05 

Organisational structures and relationship dynamics 
 

Modules and contents 

 

• Theatre as a corporate organizational structure 

At the end of the module the participants will be able to: 

- analyse key professional roles involved in the organization and in setting 
up a theatrical performance (leadership, technical and artistic roles)  

- discuss on the various kind of cultural institutions existing in the labour market 
for the cultural and performing arts fields  

- analyse advantages and disadvantages of these organizational structures 

 

• The dynamics of organizational structures 

At the end of the module the participants will be able to: 

- analyse the dynamics of organizational structures such as structure 
and organizational climate, organizational behaviour, team-working and 
working group 

- make examples and discussions about issues related to daily activities and 
concur in collecting proposals for the improvement of adopted working 
methodologies 

- read situations and relational dynamics 
 
 

• The Curriculum Vitae 

At the end of the module the participants will be able to: 

- create a resume in order to diffuse their skills, being also able to make skills 
spendable in different areas: opera companies, drama theatres, traditional 
theatres and touring companies, television, cinema, exhibition, crafts 
and small-medium industries 

- identify, through an active web-searching, the major companies or agencies 
requiring such skills 

- cross-check offer and demand 

 

 



The Research (Phase 4) 
Re-qualification follow up 

 
FINAL REPORT 

 

 
91/132 

Relational clusters  

06 

Communication and team-working 

 
Modules and contents 

 

• The importance of communication within a corporate structure 

At the end of the module the participants will be able to: 

- understand how to deal with a responsible and with a subordinate.  

- develop listening skills as the basis for the sharing and comparison of ideas 

- develop the importance of the concept of team-working 

- use an effective communication on the workplace through the analysis of 
the main dynamics related to communication within colleagues (technicians 
and artists) with particular reference to the three levels of verbal, para-verbal 
and nonverbal communication 

 

• Sending clear messages  

At the end of the module the participants will be able to: 

- analyze the various methods that can help to convey messages clearly and to 
get a positive outcome in the negotiation phase 

- analyse verbal language, body language, context analysis, choice of register 

- develop the problem solving attitude towards the problems of communication  

- study techniques of active listening and appropriate wording of questions 

- use communication in order to conduct business and mediations 
 
 

• Working in group 

At the end of the module the participants will be able to: 

- understand the importance of working in group 

- understand how conflicts arise and how to respond to "aggression" 

- solve problematic situations within a group 

- handle critics 

- understand the difference between individual and group goals  

- contextualize  critics 

- identify strengths 

- manage relationships in a collaborative way 
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• Analysis of group dynamics 

At the end of the module the participants will be able to: 

- study and analyse cases 
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Relational clusters  

07 

Health and safety 

 
Modules and contents 
 

• The existing legislation 

At the end of the module the participants will be able to: 

- understand basic collective and individual protection measures, EU directives 
and laws about safety  

- understand the role of the unions 

- prevent hazards and accidents in the workshops and in the theatres 

- verify the applicability of the European directives on safety in a specific 
workplace 

- identify responsible and ensure safety  

- understand the contents of the European directives on safety at work 

- analyze the main points of the latest European directives on safety at work 
(expected roles, corporate organizational documents) 

 

• Knowledge of the work spaces 

At the end of the module the participants will be able to: 

- analyse health risks and possible damage related to the professions of the 
sector 

- analyze the risks and possible preventive measures on the stage, in workshop 
and in theatre in general 

- understand actions to be taken in emergency situations, including identifying 
responsible for security and eventual sanctions 

- understand and use preventive measures and health surveillance  

- understand and use measures of individual and collective protection 

- understand and use the proper treatment of tools, structures, equipment and 
personal protective equipment to prevent accidents at work 
 

• Knowledge of tools and equipment 

At the end of the module the participants will be able to: 

- understand how to correctly use working tools and equipment, including 
machines and machineries 

- understand possible resolutions to problems and malfunctions 
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• The role of trade unions 

At the end of the module the participants will be able to: 

- understand the importance of the role of unions in ensuring workplace safety 

- understand the Importance of good communication between unions and 
management figures of the theatre to ensure the safety of operations on the 
workplace 
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2. Production and management clusters 
Production and management clusters (including setting and production, production 
cycle, project management and business plan) 

The general objectives of the clusters of this area are all included in the concept of 
“awareness” of the whole of the theatre and performing arts production. It happens too 
often that professionals are not really included in the cycle which brings to the final 
goal of a production (the performance). Professionals of the technical and 
administrative sectors often risk to remain closed in their limited list of tasks without 
feeling themselves as a part of a productive and artistic system. This brings a couple 
of bad consequences like the lack of sense of belonging to a working team and open 
perspective on all the sectors which concur to the realization of a show. On the 
medium term, this situation turns into a loss of quality in the production itself. 

Thus, it is a specific goal of these clusters to implement the “awareness” both through 
teaching the general knowledge of a setting (including parts and characteristics of the 
set, storing spaces and logistical needs, professional profiles involved in the 
production), and transmitting all the necessary knowledge related a production from 
the analysis of the feasibility of an artistic project to the organisation of the work on 
stage and off stage. Naturally, all modules included in clusters are strongly 
characterized by the problem solving methodology. All the elements which are part of 
the concept of “project management” are isolated and transmitted to the participants, 
including information regarding technical and specific sectors like the financial one. 

To understand how a cultural project is made of and how it is managed is a sort of 
input which really gives several benefits also on a personal level because it allows 
every individual to paste a management experience into his own professional 
development, considering “planning” as an active part of the own growth and career. 
Concepts like monitoring and evaluating, which are key-words in the project 
management theory, are extremely useful in order to understand that professional 
development is something which needs a constructive behaviour in order to be 
implemented, renewed and enhanced following a proper direction. 

The contents of the following clusters cross all the main aspects of a production 
including time-management and financial control of an activity. The organisation of a 
production into phases regulated by a chronoprogram and based on previews 
experiences, the importance of planning through a cross-check with the financial 
situation, the management of time and resources (human and material) are all aspects 
which help in gaining the expected objectives and the general concept of “awareness”.  

Knowing the project cycle helps in planning activities taking into consideration all the 
aspects eventually going in deep through concepts related to the financial 
management and budget monitoring.  

The realization of a business plan is another important tool helping in planning a 
cultural event and, at the same time, in creating an own plan for the development of 
the individual career, facing all the required steps on the short, medium and long term. 

Finally, an important section of contents is linked to the theatre technical terminology, 
which helps in transferring concepts and decisions without any kind of 
misunderstanding and, consequently, helps decisively in the cooperation between 
teams and sectors for the realization of a production. 
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Production and management clusters  

01 

Staging and setting 
 

Modules and contents 
 

• Stage geography 

At the end of the module the participants will be able to: 

- communicate properly on stage, through proper vocabulary and knowing the 
main elements 

- understand the importance of the inspection of the stage in order to plan a tour 

- recognize and evaluate spaces around the stage in order to consider the 
efficient use of  adjacent locations and to improve the work before, during and 
after the performance 
 

• Phases of the production process (including rehearsals and 
performance) 

At the end of the module the participants will be able to: 

- manage phases of a production and specifically of staging 

- get the importance of effective communication to better organize the work. 

- apply knowledge in compliance with safety standards  

- work in accordance with technical designs of the setting 

- perform minor repairs on the stage elements. 
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Production and management clusters  

02 

Production cycle 
 

Modules and contents 
 
 

• Different steps and phases 

At the end of the module the participants will be able to: 

- recognize duties and tasks belonging to the main profiles involved in 
the staging of a play: producers, the cast (director, actors/singers, 
author, designer, costume designer, lighting designer, composer, 
conductor, musician, choreographer, dancers, mimes, acrobats ...), technician 
crew (lighting technician, electrician, engineer, stage manager, stagehand, 
photographer, press office, assistant director, production manager and 
delegates, administrators...) 

- recognize the concepts related to staging since the conceiving of a 
performance: general timing, building and rehearsing, setting, premiere 

 

• The role of the production manager 

At the end of the module the participants will be able to: 

- recognize duties and tasks belonging to the production manager as a 
supervisor / director of the whole production  

- understand the main tasks of the production: the division of working 
resources, production planning and costs,  necessary  adjustments to be 
considered for the process, coordination of work, management of materials / 
goods, verification and evaluation 

- understand the key features of a production such as: work ethic, problem 
solving, constructive critical approach, organizational abilities  

- work according to the company policies 

- consider the importance of communication in gaining the 
trust of employees and in being able to lead a team 

- get the importance of flexibility, working on specific projects and therefore 
promoting the own professionalism through proper tools such as Cv and 
portfolio 
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Production and management clusters  

03 

Production methodologies 
 

Modules and contents 
 

• Methods and techniques of needs assessment and feasibility study 

At the end of the module the participants will be able to: 

- understand how to set the feasibility of a project including pre-
assessments which are necessary to establish the project 
feasibility (technical, financial, economic, commercial, social, environmental...) 

- get aware (through study case) of the importance of the experience on the 
field, in order to enhance and promote the own image as a freelancer 

 

• Methods and tools of work organization 

At the end of the module the participants will be able to: 

- organize work and meet time and budget, paying special attention to the 
planning of the production activities, the manufacturing process and to the 
testing of the final production 

 

• Methods and tools for personnel management 

At the end of the module the participants will be able to: 

- understand how to manage and coordinate human resources 
through workgroups, techniques of verbal and nonverbal communication  

- learn the importance of artistic mediation between parties, 
management techniques and conflict management 

- get a leading attitude, coordinating and supervising the work of others 

 

• Methods and techniques of problem setting and problem solving 

At the end of the module the participants will be able to: 

- get a problem solving attitude, cases studying and applying methodologies for 
problem setting and problem solving 
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Production and management clusters  

04 

Project Management 

 
Modules and contents 

 

• Project management theory  

At the end of the module the participants will be able to: 

- understand the importance of the origin of the idea 

- understand what is project management: concepts, methods, applications 

- understand how to build a project scenario, objectives, strategies and actions 

- understand the creative process: artistic demand, production, programming, 
public policy that can be the basis of the birth of a project-idea 

- understand the exploitation and “explosion” of the idea from dreaming 
dimension to concrete application (importance of creativity, analysis and 
coherence), also evaluating the feasibility of the project 

- get the main concepts of business planning: analysis (scenario, territory, 
industry, market) and design (marketing plan, budget and financial review, 
organization) 

- get information about planning and to understand the value of the relation 
between time / resources / quality of the project (store design), programming 
(choice of place, time, context and identifying synergies), the operational level 
(operational activities, schedule activities, identifying resources), economic and 
financial forecast (budget and financial plan), monitoring (control, risk 
assessment and problem solving) 

- understand the role of a cultural project and its impact within a specific territory 

- evaluate strategies for the enhancement of an area through the performing arts 
practices 

 

 

• Project management techniques 

At the end of the module the participants will be able to: 

- get techniques in order to be clear about the final goal, matching elements like 
the main objectives, the project size (national, international, local), the users, 
the organizational context 

- build and manage a work plan allocating the necessary skills. Scheduling 
allows to make decisions more easily identifying problems and evaluating 
alternative solutions, assessing risks, developing creativity etc.  

- recognize which are the main working tools: location of the headquarters and 
information technology facilities 
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- get the elements of the operative team (artistic, technical, administrative), the 
functions of individual participants and the needed skills (competences, 
expertise, conceptual skills, behavioural skills, communication skills) 

- get all the possible elements for a complex program in the field of performing 
arts: hospitality, co-productions, productions, conferences, presentations, after-
festival, publishing catalogues, communications materials, web materials, 
international touristic promotion, local touristic promotion 
 

 

• Planning and implementation of a cultural project 

At the end of the module the participants will be able to: 

- understand how to plan all the phases of a production, knowing the life cycle of 
a project in the field of performing arts 

- understand how to design, plan, implement and evaluate a project, including 
the budgeting aspects 

- plan a complex project or a single performance 

- get all the aspects of the implementation: choice of performers and technicians, 
management of administrative and financial practices, contracting, the main 
issues connected to designs and artistic creations (sets, costumes, etc..), 
rehearsals / debut / replies, permits, logistics, etc.  

- be aware of the importance of leading a team and communicating 

- practice the acquired knowledge through the analysis of study-cases 

- practice the acquired knowledge through drafting a project agreed with the 
trainer following the methodology acquired 

- be aware of the importance of promoting the own professional activity as a 
freelancer 
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Production and management clusters  

05 

Business plan 
 

Modules and contents 
 

• The importance of business plan as a tool for a business and 
organizational activity 

At the end of the module the participants will be able to: 

- get all the elements of the business plan and the needed skills to design it  

- get the cultural definitions of business starting from the business idea and 
getting the distinctive features of a business plan  

- understand elements such as the concept of “users” of a project 

- learn how to manage the contents of a business plan such as content analysis 
of the scenario, territory, industry, market  

- design a marketing plan and a budget and financial statement 

- understand elements of marketing for cultural prcrices such as the elaboration 
of a strategy, tools and the definition of a supply system, pricing policy 

- get the meaning of governance of a business plan, recognizing who are the 
stakeholders  

- to manage a financial plan: the plan of the expenses and of the incomes, the 
management control, the projection sheet, the terms of revenues 

- practice the previous knowledge through a tutorial on building a project by 
working groups based on the simulation of concrete cases 

- understand how to match cultural awareness combined with managerial and 
organizational knowledge of historical context and socio-economic 
institution and territory, as well as the ability to analyze and assess the needs 
of a project, defining the timing of the implementation 

- create a communication strategy and a fundraising activity 

- get criteria and indicators for the evaluation of a project 
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3. Technical innovation clusters 
The general objectives of the clusters of this area are connected with the innovation of 
professions in the frame of performing arts. 

This kind of innovation has a continuous evolution and it opens new professional 
perspectives mainly thanks to the support of technology in developing the artistic 
languages. 

One of the most important innovation of the last ten years is, for instance, the use of 
video projections in set design both in the sense of “virtual set” and of “dramatic 
codex”. Videos interact with characters on stage at many different levels and require a 
strong technical and artistic preparation for those who are in charge of managing the 
related tools. 

Even if the profession of video-maker or video-director is a specific one including skills 
and competences which are acquired during a long and specific academic and training 
path, it often happens (specially in middle and small size organisations) that 
technicians working in the lighting or sound crews are called in solving problems of 
projecting at least in the setting-phase of a production. 

Thus, a specific module addressed to technicians already working in the lighting and 
sound fields, could be considered as a requalification path, updating existing 
knowledge and providing new skills in order to face changes and demands within the 
labour market. 

The knowledge of the main techniques of projection moves mainly through two 
elements: the ability of creating or interpreting a project of a video on stage and 
interacting with all those figures who manage the performing result according with the 
original artistic concept (director, set designer and lighting designer). Video is 
something which enters in relation with set, light and also dramaturgy, thus it has to be 
managed according with a large spectrum of different skills and competences, 
matching features of artistic and technical-specialist level. 

Beside video making, the other clusters of this area will take into account some of 
those competences which allow the professionals to shift from a pure status of 
“technician” to a more articulated one of “technical-artistic professional”.  

Also in this case, this phenomenon is visible and touchable in those departments in 
which theatre technology did the stronger evolution in the last ten-fifteen years: sound 
and light design. Together with the growth of technical and technological devices, 
professions changed rising the level of complication and requiring skills and 
competences which imply not only a practical assistance on stage but also a creative 
input starting from artistic knowledge and analysis. 

Also in this case, specific modules addressed to technicians working in the sound and 
lighting field could be taken as a requalification path increasing the professional level 
in order to face the new demands within the labour market.  

Finally, the area includes two specific modules addressed to the professional profile of 
“assistant director” which has been strongly demanded by theatre managers in the 
frame of the training phase of the SCENART project and which could be considered as 
a core-profession for the development of the Romanian system. 
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Technical innovation clusters  

01 

Techniques of video projection on stage 
 

Modules and contents 
 

• Playing on stage (projection techniques) 

At the end of the module the participants will be able to: 

- analyse a video project 

- collect and select creative ideas and alternatives according to a specific video 
project 

- understand the process of creation of a video project 

 

• Practical workshop 

At the end of the module the participants will be able to: 

- design an action video for a play through a (simulated) discussion with the 
creative team of a performance (director, set designer, lighting designer) 

- create and analyse a storyboard of a video project 

- design the multimedia setting for a video-projection 

- understand techniques of creation and production of images: outlining a 
screenplay, making of the movie, editing and image composition 
 

• Managing live video 

At the end of the module the participants will be able to: 

- to run a live video image according to the dramaturgy of a performance 

- how to run a live video image according to the set design of a performance 

- how to run a live video image according to the lighting design of a performance 
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Technical innovation clusters  

02 

Lighting design (technical-artistic approach) 
 

Modules and contents 
 

• Basic principles of lighting design 

At the end of the module the participants will be able to: 

- understand the connections between the features of light and the realisation of 
lighting effects on stage 

- make connections between the historical development of lighting design in 
theatre 

- translate emotions and emotional status into a lighting setting/effect  

- consider the relationship between the lighting design and the scenography, 
characters, plot  

- understand the geometrical, qualitative and quantitative features of light 

- understand and use the movement of light 

 

• Lighting effects and setting 

At the end of the module the participants will be able to: 

- understand the different roles concurring in the realisation of a setting 

- understand and use methodologies of lighting designing (handmade and/or 
through the use of a specific software) 

- translate historical and cultural elements into an artistic project and in a 
correlate technical plan 

- understand the concepts of historical transposition, realism, surrealism 

- set a lighting plan on stage considering the balance between the decisions of 
the different creative professionals (director and set and costume designer) 
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Technical innovation clusters  

03 

Sound design (technical-artistic approach) 
 

Modules and contents 
 

• Features of sound 

At the end of the module the participants will be able to: 

- understand and recognize the features of sound (amplitude, frequency, 
intensity, timbre) 

- understand the changing of the features according to the medium supporting 
the wave 

- understand different ways of perception according to the setting (hall/open air) 

- understand the measures for soundproofing 

- define a sound-project 

- edit a sound-project 

 

• Physiology 

At the end of the module the participants will be able to: 

- locate the sources and in what way it’s possible to determine the source of a 
sound on the horizontal and vertical plane  

- understand the noise contours and their units of measurement (Phon).  

- recognize the physical elements and functions of the auditory system: its parts 
(outer ear, middle, inner) and operation. 
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Technical innovation clusters  

04 

Reprise of a performance 
 

Modules and contents 
 

• Techniques and methodologies for the reprise of a performance 

At the end of the module the participants will be able to: 

- understand the role of the assistant director as the responsible of the reprise of 
a performance 

- re-set a performance starting from the reportorial notes 

- assure the artistic quality of an original performance 

- understand the original direction plan 

- understand and translate the original artistic intentions 

- assist the director 

- manage and coordinate the technical setting of a performance according to the 
director’s original project 

- select artists and casting 

- work in group and communicate efficiently with all the colleagues 



The Research (Phase 4) 
Re-qualification follow up 

 
FINAL REPORT 

 

 
107/132 

Technical innovation clusters  

05 

Reprise of a performance starting from a video 
recording 

 
Modules and contents 

 
• Transposition from video recording 

 
At the end of the module the participants will be able to:  

- acquire working methods and techniques to store and shift on the script / score 
a performance from a video recording 

- analyse of different techniques for the implementation of a performance from a 
video recording  

- identify the movement of the soloists 

- identify the references in the space 

- identify the musical references 

- identify the movements of the chorus 

- identify the extras and technical movements 

- ensure the artistic quality of the project 
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4. Orientation and career guidance clusters 
 
This area consists in a scientific and methodological support to the issue of 
requalification and reconversion. Moreover, orientating and advising are services 
which should be guaranteed both to young people entering in the labour market and to 
professionals in mobility between a former occupation and a new one.  

Professional orientation is dedicated to the specific needs which are necessary in 
order to face every process of change. The general approach is featured by a 
freelancing attitude which is a sort of “natural status” for the larger number of 
professionals in the field of performing arts. Because of this reason, the area suggests 
a specific cluster including modules which invite the users to take into consideration 
their own professionalism as an entrepreneurial activity, developing tools and 
methodologies aimed at promoting themselves in the market. 

The modules of this area supporting the user during the completion of his own 
career, providing proper information needed to start the active research of a work 
position. The goal is to create and strengthen awareness about the importance 
of planning the own career path in order to be able to build concrete opportunities 
according to the demands of the labour market, starting from the enhancement of skills 
and developing a capacity of self-promotion.  

The modules focus on providing  users with knowledge and competences in using 
information technologies and web tools, defining the individual professional project, 
getting confidence in managing the curriculum vitae, the individual portfolio and the 
letter of presentation. They develop the capability of self-promotion, the habit in 
searching and finding new channels for job searching, the knowledge about the 
selection process and the selection interview. 

Both new and experienced professionals have to be aware on the trends of the work 
system today and consequently to acquire proper tools for a project of self-
employment, including knowing how to read the context and the market to set a 
complex system of creativity, coherence and feasibility of a professional idea. 

In synthesis, the main aspects concurring in assisting professionals on this specific 
matter are: introduction to business plan, business idea, feasibility studies, index and 
contents of a business plan, market analysis, marketing plan, budget and financial 
review, the role of entrepreneurial, market expectations, self employment. 
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Orientation and career guidance clusters  

01 

Tools for the job searching 
 

Modules and contents 
 

• The Curriculum Vitae (Detailed module)  

At the end of the module the participants will be able to: 

- support the individual user in writing his own curriculum vitae, highlighting the 
most significant aspects of his profile to make the most of his potential 

- to get the different typologies of CV 

- prepare a traditional CV, enhancing knowledge, skills and abilities 

- prepare a CV in a European format (Europass), enhancing knowledge, skills 
and abilities 

- prepare an artistic CV, in order to enhancing knowledge, skills and abilities 

- understand the importance of authorization to the processing of personal data 
(privacy policies) 

- understand the seriousness of false acts as injurious.  

- be aware of problems and penalties that may arise from the insertion of false 
information in a CV 

- choose and select any additional material to be attached to the CV 
(photographs, works / previous publications, letters of endorsing) 
 

• Letters of presentation 

At the end of the module the participants will be able to: 

- write an effective cover letter, emphasizing the most significant aspects to 
make the most of their potential 

- compile custom letter and to know the existence and the utility of various types 
of letters 

- get the importance of the cover letter as a tool aimed at enhancing the CV’s 
information and at attracting the interlocutor towards the own candidature 

- calibrate letters on the base of the recipient’s features (i.e. kind of company's 
business, kind of position to be applied for). 

- find the right balance between respect for the standards and formal originality 
 
 

• The selection interview 

At the end of the module the participants will be able to: 

- face the selection interview 
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- get the right attitude to be taken during the interview 

- understand the actions to be taken during the selection interview 

- answer questions and to act with their examiners 

- understand the appropriate behaviour to be taken during a selection interview 
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Orientation and career guidance clusters  

02 
Active research of job opportunities 

 

 

Modules and contents 
 

• Channels of job seeking 

At the end of the module the participants will be able to: 

- use an individual support aimed at facilitating the searching path related to the 
job 

- get an attitude specifically addressed to the active research of job opportunities 

- understand how to get an easier access to the labour market  

- develop self-promotion abilities 

- understand how to design a project of continuous active searching of job 
opportunities. 
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Orientation and career guidance clusters  

03 
Self-entrepreneurship: from the idea to the business 

plan 
 

Modules and contents 
 

• The changing labour market 

At the end of the module the participants will be able to: 

- understand features of the current labour market and  changes occurred in the 
recent years 
 

• Responsibilities and expectations held by the market: the shift 
to self-employment. 

At the end of the module the participants will be able to: 

- recognize which candidate’s characteristics (human  and professional) are 
appreciated by the labour market. 

- analyse all the aspects of the professional role  

- analyse all the aspects of the entrepreneurial activities 

 

• The business plan and its analysis 

At the end of the module the participants will be able to: 

- perform market researching through the identification of sources on the web 

- understand the aspects of market researching: scenario, 
territory, sector, demand, offer 

- understand contents and indexes of the business plan 

- practically apply the previous information in work-groups aimed at designing 
a market research, identifying sources on the internet and sharing strategic 
information 

- get a creative approach to be applied in a company project 

 

• Marketing plan 

At the end of the module the participants will be able to: 

- et  the basic information to write a marketing plan (product / service, price, 
distribution and communication) 

 

• The economic and financial budget. 

At the end of the module the participants will be able to: 
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- understand the constituent parts of an economic-financial forecast 

- design an investment plan including funding sources and economic budget 

 

• Preparation of business plans  

At the end of the module the participants will be able to: 

- understand in practice (through a workshop managed by the trainer in working 
groups) the setting of an economic – financial estimation verifying the feasibility 
of an economic plan through the collection of information on the web 

 

• Legal Forms 

At the end of the module the participants will be able to: 

- understand of the legal forms related to business planning 

 

• Organisational section  

At the end of the module the participants will be able to: 

- get the organizational structure of a micro-enterprise (roles and tasks) 

 

• Funding  

At the end of the module the participants will be able to: 

- get basic information on available funding and funding opportunities in public 
and private sector 

 

• Services for new businesses enterprises 

At the end of the module the participants will be able to: 

- get basic information on available services helping the creation of brand new 
companies 



The Research (Phase 4) 
Re-qualification follow up 

 
FINAL REPORT 

 

 
114/132 
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Appendix 

Legislation of the performing arts system: a 
commented bibliography of the Italian experience 
(by Pier Verderio) 
 
 

The regulation of the performing arts system is generally extremely various. It is 
composed by important sector laws and several decrees and rules which have the 
main role to mitigate the lack of a unique legislative system (including theater, dance 
and all the activities out of Lyric-Symphonic Foundations) and the lack of appropriate 
funding. 

What are nowadays called Lyric-Symphonic Foundations were, for the first time, 
legally classified as independent bodies by the Royal Decree-Law of February 
3rd,1936. With this decree, Municipalities and other Bodies directly involved (at least 
for one month) in the management of the Opera seasons, are obliged in the  

 

(…) constitution of a special Body with legal personality, non-profit featured, that 
provides theatres activities organizing of concerts and opera performances, aiming at 
educating people to music and theatre.190 

 

1936 REGIO DECRETO LEGGE 3 Febbraio 1936, n. 438. 
DISCIPLINA DEGLI ENTI LIRICI E DELLE STAGIONI 
LIRICHE GESTITE DAI COMUNI E DAGLI ENTI 

AUTONOMI. [GU n. 72 del 27-03-1936] 

http://www.archivioperaro
ma.it/to/pdf_normativa/Re
gio_Decreto_1936.pdf 

 

 

The necessary funds are composed by incomes from the opera season, concerts, 
events, tickets, grants, possible contributions coming from Municipalities providing this 
kind of funds, State, provinces, provincial councils and any other institution, whether 
public or private, as well as income from property of the theater and every kind of 
contributions provided by law, private donations or legacies. The Public Funding 
became mandatory in 1967, with Law n. 800. 

1967 LEGGE 14 agosto 1967, n. 800  

Nuovo ordinamento degli enti lirici e delle attività 
musicali.  

(GU n.233 del 16-9-1967 ) 

http://www.dirittoespettacolo
.eu/legge-14-08-1967-n-
800/ 

 

 

The starting point of all the current legislation concerning “Opera Houses" and Musical 
Activities is surely Law Aug. 14, 1967, n. 800 (New ordering of Opera Bodies and 
Musical Activities). For the first time, funds for Opera and Musical activities have been 
introduced. Starting from the financial year 1967,  

 

(…) these funds are annually allocated in a particular section of  the estimates of 
expenditure of the Ministry of tourism and entertainment.191 

                                                 
190 Translated by the author. 
191 Translated by the author. 
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In addition to Independent Lyric Bodies and to Concert Institutions, Law defines and 
recognizes Tradition Theaters, Concert and Orchestral Institutions, Lyrical Enterprises, 
National and International Festivals and Concerts, Choirs and Ballets. 

State had the role to assist the implementation of funds. First allocation amounted to 
Lire 12 billion192 but this figure was much less than the Opera Institutions’ concrete 
needs covering just the artistic and technical human resources. In that occasion, there 
has been no increase in the amount of funds and the State has been forced to take 
measures to temporarily solve the situation, waiting for a reorganization of the musical 
activities. 

From 1967 until 1985, it is a continuous succession, annual or biennial, of laws, 
decrees, ministerial official communications in order to allocate allowances, make 
interventions in supporting Lyric Bodies, Concert Institutions and Drama Theatre.  

1970 Legge 10-05-1970, n. 291 

Provvidenze a favore degli enti autonomi lirici e delle 
istituzioni concertistiche assimilate. 

http://www.dirittoespettacolo
.eu/legge-10-05-1970-n-
291/ 

1973 Legge 9 agosto 1973 n. 513 - Interventi a favore delle 
attività teatrali di prosa.  

 

http://eunomos.di.unito.it/ind
ex.php?action=loadLaw&ur
n=urn:nir:stato:legge:1975-
08-05;410 

1973 Legge 27-11-1973, n. 811  

Interventi straordinari per la sistemazione finanziaria 
degli enti autonomi lirici e delle istituzioni concertistiche 
assimilate. 

http://www.dirittoespettacolo
.eu/legge-27-11-1973-n-
811/ 

1975 Legge 20-10-1975, n. 529  

Intervento straordinario a favore delle attività musicali. 

http://www.dirittoespettacolo
.eu/legge-20-10-1975-n-
529/ 

1975 Legge 5 agosto 1975, n. 410 - Interventi a favore delle 
attività teatrali di prosa.  

 

http://eunomos.di.unito.it/ind
ex.php?action=loadLaw&ur
n=urn:nir:stato:legge:1975-
08-05;410 

1976 Legge 08-04-1976, n. 115  

Provvedimenti straordinari a sostegno delle attività 
musicali. 

(G.U. 20-04-1976, n. 103, Serie Generale) 

http://www.dirittoespettacolo
.eu/legge-08-04-1976-n-
115/ 

 

1977 Legge 13 aprile 1977, n. 141 - Interventi a favore delle 
attività teatrali di prosa.  

 

http://eunomos.di.unito.it/ind
ex.php?action=loadLaw&ur
n=urn:nir:stato:legge:1977-
04-13;141 

1977 Legge 22-07-1977, n. 426  

Provvedimenti straordinari a sostegno delle attività 
musicali. 

http://www.dirittoespettacolo
.eu/legge-22-07-1977-n-
426/ 

1979 Legge 08-01-1979, n. 8  

Modifiche ed integrazioni alla legge 14 agosto 1967, n. 
800, in materia di impiego del personale artistico e 
tecnico. 

http://www.dirittoespettacolo
.eu/legge-08-01-1979-n-8/ 

 

                                                 
192 Corresponding to € 6,2 millions.  
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1979 Legge 14-11-1979, n. 589  

Provvedimenti per le attività musicali e 
cinematografiche. 

 

http://www.dirittoespettacolo
.eu/legge-14-11-1979-n-
589/ 

1980 Legge 06-03-1980, n. 54 

Interventi a sostegno delle attività musicali. 

http://www.dirittoespettacolo
.eu/legge-06-03-1980-n-54/ 

1980 Legge 6 marzo 1980, n. 55  

"Interventi straordinari a sostegno delle attività teatrali di 
prosa" 

http://www.normattiva.it/uri-
res/N2Ls?urn:nir:stato:legg
e:1980-03-06;55@originale 

 

1981 D.P.R. 21-01-1981, n. 179  

Approvazione del regolamento di attuazione della legge 
8 gennaio 1979, n. 8, recante “Modifiche ed integrazioni 
alla legge 14 agosto 1967, n. 800, in materia di impiego 
del personale artistico e tecnico”. 

http://www.dirittoespettacolo
.eu/d-p-r-21-01-1981-n-179/ 

 

1981 Legge 17 febbraio 1981, n. 25 

"Provvedimenti straordinari per le attività teatrali di 
prosa" 

Legge 10 aprile 1981, n. 148  

"Interventi straordinari a sostegno delle attività teatrali di 
prosa". 

 

1982 Legge 17 febbraio 1982, n. 43 - Interventi straordinari a 
favore delle attività dello spettacolo 

 

http://www.normattiva.it/uri-
res/N2Ls?urn:nir:stato:legg
e:1982-02-17;43@originale 

1983 Legge 10 maggio1983, n.182 - Interventi straordinari nel 
settore dello spettacolo 

http://www.ubertazzi.it/it/cod
ice/doc241.pdf 

 

Finally, in 1985, it has been adopted the Law April 30, 1985, n. 163 (New guidelines on 
State intervention in favor of the Live Performing Arts Field) establishing the 
“Entertainment Industry Fund”193 (FUS). 

1985 Legge 30 aprile 1985, n.163 - Nuova disciplina degli 
interventi dello Stato a favore dello spettacolo 

http://www.normattiva.it/uri-
res/N2Ls?urn:nir:stato:legg
e:1985;163 

This fund was covering the lack of a reforming law for the various sectors of the field 
and provided contribution for agencies, institutions, associations, organizations and 
companies operating in the fields of cinema, music, ballet, theatre, circus and touring 
live performances and for the promotion and support of events and initiatives of 
national importance, in Italy or abroad. 

It is also established minimum criteria of apportionment among the various sectors: 
45% for music and dance activities, 25% for the cinema, 15 % for drama theatre and 
1% for circus and touring performances. 

Thus, for the very first time, one law establishes criteria for funding all the activities of 
the sector. 

With regard to amounts, FUS received a budget of 2.050 billion Lire for the first three 
years 1985-1987: 600 billion for 1985, 700 billion for 1986 and 750 billion for 1987.  

                                                 
193 In Italian: Fondo Unico per lo Spettacolo (FUS). 
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In the following three-year periods, the State Finance Law provides the refinancing of 
the FUS. Consequently, it was set up the concept of funding programs during a three 
years period and this situation would help institutions in planning their activities with 
the certainty of the necessary resources.  

But, starting from 1988, things keep returning to the previous uncertainties concerning 
funds. The respect of the logic of the three-years program not only failed, State 
Financial laws also used to cut off already allocated funding. 

In order to face again the increase of the indebtedness of Liric Bodies, the opera Law 
n. 367 of 1996, starts the process of transformation of these public Bodies into Private 
Foundations. 

1988 Legge 29 dicembre 1988, n.555 – Disposizioni in 
materia di interventi finanziari per i settori dello 
spettacolo 

http://www.confcooperatives
alerno.it/files/legge_29_dice
mbre_1988_n_555.pdf 

1994 D.P.R. 21 aprile 1994, n. 394 – Regolamento recante 
semplifi-cazione procedimenti di concessione contributi 
a favore attività teatrali di prosa, cinametogr., music., 
danza, circensi, spettacolo viagg., nonché procedimenti 
autorizzaz. Per esercizio attività circensi e per parchi 
divertimento 

http://www.confcooperatives
alerno.it/files/dpr_21_aprile
_1994_394.pdf 

 

1996 Decreto Legislativo 29 giugno 1996, n. 367  

“Disposizioni per la trasformazione degli enti che 
operano nel settore musicale in fondazioni di diritto 
privato” 

Gazzetta Ufficiale n. 161 dell’11 luglio 1996  

http://www.camera.it/parlam
/leggi/deleghe/testi/96367dl.
htm 

 

1998 Decreto Legislativo 23 aprile 1998, n. 134  

“Trasformazione in fondazione degli enti lirici e delle 
istituzioni concertistiche assimilate, a norma dell’articolo 
11, comma 1, lettera b), della legge 15 marzo 1997, n. 
59” 

pubblicato nella Gazzetta Ufficiale n. 105 dell’8 maggio 
1998 

http://www.camera.it/parlam
/leggi/deleghe/testi/98134dl.
htm 

 

 

 

Two Legislative decrees (367/1996 and 134/1998) transformed the Lyric Bodies in 
Foundations, determining an important institutional and management turning point.  

Legislator is led to change Lyric Bodies legal status, hoping that this would bring to 
collect more private funding. Legislative Decree June 29, 1996 n. 367 is created for 
this reason; it obliges Bodies covered by Law n. 800/67 to become Private 
Foundations and establishes “ex lege” also contents of the statute, the privatized 
status of staff and the applicable tax provisions. 

Therefore, "Lyrical Foundation" was born for legislative imposition and it is subjected to 
a legal status which differs from those regulated by the Civil Code in the frame of 
common-law foundations. On the contrary, Lyrical Foundations are subjected to 
enterprise regulation. Even employees’ labour status within the Foundations is 
regulated by laws concerning enterprise employment relationships. The Board of 
Directors shall consist of seven members and, for the first four years, not more than 
three of them may be elected by private funders. 

The target was the privatization of legal institutions, an organizational  simplification, 
an adjustment  of the problems related to working conditions under private law, a 
financial and institutional participation of privates trough fiscal subsidies for those who 
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was interested in funding Foundations, the entry in the Board of Directors of members 
designed by private funders. The Statute provides that only private founders ensuring, 
for the first three years of the Foundation’s life, an annual contribution of (at least) 12% 
of the total budget, they can nominate a member of the Board of Directors.  

Obviously, private participation affects also on mechanisms of FUS allocation among 
different Bodies, according to a logic that every additional private financing implies a 
corresponding reduction in public funding. Private sector then should progressively 
become a replacement for the government intervention. In the debate that preceded 
this law, many music industry operators argued that the relation between public and 
private financing should be reversed: Foundations able to receive funds from the 
business world would have to get much more public funding as a reward for their 
dynamism. Despite expectations, lack of benefits for companies wishing to contribute 
financially to the Foundations and, especially, lack of tax relief, meant that (with the 
exception of the Teatro alla Scala Foundation) private donors failed (as perhaps 
predictably) the expectations of the legislator. 

In order to face this situation, Legislative Decree 134 of April 23, 1998 tried to solve 
the problem. It required the conversion “ex lege” of the autonomous bodies and other 
music institutions in lyrical foundation, establishing that they also immediately acquire 
the legal status of private law before the planned transformation foreseen in the 
following decree d.lgs.367/96 (July 1999). The intervention was necessary because, 
for twelve of the thirteen Bodies, private participation was not successfully realized. 

The Leg. April 23, 1998, n. 134 was declared unlawful for excessive delegation from 
the judgment of November 18, 2000, n. 503 of the Constitutional Court, in violation of 
the provisions of Article 76 of the Constitution, following the notifications of the regions 
Lombardy and Piedmont. 

1998 Decreto legislativo 20 ottobre 1998, n. 368 

Istituzione del ministero per i Beni e le Attività culturali,  

a norma dell’articolo 11 della legge 15 marzo 1997, n. 
59  

(Gazzetta Ufficiale del 26 ottobre 1998, n. 250) 

http://www.parlamento.it/par
lam/leggi/deleghe/98368dl.h
tm 

 

 

1998 Legge 15 dicembre 1998, n. 444 

“Nuove disposizioni per favorire la riapertura di immobili 
adibiti a teatro e per attività culturali” 

Gazzetta Ufficiale n. 299 del 23 dicembre 1998 

http://www.parlamento.it/par
lam/leggi/98444l.htm 

 

1999 Decreto del Ministro per i Beni e le Attività culturali 4 
novembre 1999, n. 470  

Regolamento recante criteri e modalità di erogazione di 
contributi in favore delle attività teatrali, in 
corrispondenza agli stanziamenti del Fondo unico per lo 
spettacolo di cui alla l. 30 aprile 1985, n. 163 

(Gazzetta Ufficiale del 15 dicembre 1999, n. 293) 

http://www.aedon.mulino.it/
archivio/2000/3/teatro.htm 

 

2000 Sentenza 18 novembre 2000, n. 503 della Corte 
costituzionale 

«Legittimità costituzionale del decreto legislativo 23 
aprile 1998, n. 134, recante «Trasformazione in 
fondazione degli enti lirici e delle istituzioni 
concertistiche assimilate, a norma dell’art. 11, comma 1, 
lett. B), della legge 13 marzo 1997, n. 59» 

http://www.giurcost.org/deci
sioni/2000/0503s-00.html 

 

2000 DECRETO-LEGGE 24 novembre 2000, n.345  http://gazzette.comune.jesi.
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Disposizioni urgenti in tema di fondazioni lirico-
sinfoniche. 

Gazzetta Ufficiale n. 277 del 27-11-2000 

an.it/2000/277/2.htm 

 

 

Between the d.lgs.134/1998 and before the declaration of its unconstitutionality, six 
other foundations obtained the participation of private entities, while the remaining six 
were taken as a foundation but without private participation. These six theatres without 
the participation of the private sector should have been covered under the 
management of a public commissioner, their boards should be reconstituted according 
to the rules of the law 800, the accounts should be restored according to public 
regulations and employees find themselves with a public employer.  

The Government, in order to "preserve the institutional and legal relationships", on 24 
November 2000 (just few days after the judgment of the Constitutional Court) issued a 
new Decree-Law n. 345 (further converted into Law No 26 January 2001 n.6) in order 
to avoid the return to the “public” nature of the six opera foundations that have not yet 
achieved the participation of private donors. 

Thus, the 2001 reform has reaffirmed and complemented the objectives of the 1996’s 
one, setting new foundations for the lyric-symphonic public purposes such as:  

 

- spreading and diffusing the art of music; 

- mandatory transformation into Foundation;  

- streamlining the organization and strengthening of institutional powers of the 
Superintendent (General Manager) and Board;  

- privatization of the employment relationship;  

- attraction of private contributions to balance the reduction of the state 
contribution;  

- increase of incomes in order to improve the financial self-sustainability;  

- promotion of a multi-year artistic program. 

 

2001 Legge 26 gennaio 2001, n. 6 

"Conversione in legge, con modificazioni, del decreto-
legge 24 novembre 2000, n. 345, recante disposizioni 
urgenti in tema di fondazioni lirico-sinfoniche" 

Gazzetta Ufficiale n. 21 del 26 gennaio 2001 

http://www.parlamento.it/par
lam/leggi/01006l.htm#decre
to 

 

2002 MINISTERO PER I BENI E LE ATTIVITA' CULTURALI - 
DECRETO 21 maggio 2002, n.188  

Regolamento recante criteri e modalità di erogazione di 
contributi in favore delle attività di danza, in 
corrispondenza degli stanziamenti del Fondo unico per 
lo spettacolo, di cui alla legge 30 aprile 1985, n. 163. 

(Gazzetta Ufficiale N. 195 del 21 Agosto 2002) 

http://www.altalex.com/inde
x.php?idnot=5086 

 

2002 Legge 8 Novembre 2002, n. 264  

"Disposizioni in materia di interventi per i beni e le 
attività culturali e lo sport" 

Gazzetta Ufficiale n. 274 del 22 Novembre 2002  

http://www.camera.it/parlam
/leggi/02264l.htm 
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2003 Legge 17 aprile 2003, n. 82 

"Conversione in legge, con modificazioni, del decreto-
legge 18 febbraio 2003, n. 24, recante disposizioni 
urgenti in materia di contributi in favore delle attività 
dello spettacolo" 

Gazzetta Ufficiale n. 92 del 19 aprile 2003 

http://www.parlamento.it/par
lam/leggi/03082l.htm 

 

2003 LEGGE 11 novembre 2003, n. 310 - Costituzione della 
«Fondazione lirico-sinfonica Petruzzelli e Teatri di Bari», 
con sede in Bari, nonché disposizioni in materia di 
pubblici spettacoli, fondazioni lirico-sinfoniche e attività' 
culturali.  

http://www.parlamento.it/par
lam/leggi/03310l.htm 

 

 

To facilitate the entry of private shareholders in the foundations and stimulate its 
economic involvement, the Urbani194 Decree n.128 of 21 May 2004, introduced new 
rules for the assignments of representatives in the board of directors by private 
partners: a financial contribution for at least two consecutive years (instead of 3) and 
not lower than 8% (instead of 12%) of total public funding provided for the 
management. 

 

2004 Legge 21 maggio 2004, n. 128 

"Conversione in legge, con modificazioni, del decreto-
legge 22 marzo 2004, n. 72, recante interventi per 
contrastare la diffusione telematica abusiva di materiale 
audiovisivo, nonché a sostegno delle attività 
cinematografiche e dello spettacolo" 

Gazzetta Ufficiale n. 119 del 22 maggio 2004 

http://www.senato.it/docu
menti/repository/eventi/di
cembre2004/fscommand/
Elenco%20leggi/128.pdf 

 

2004 D.P.R. 10 giugno 2004, n. 173. 

Regolamento di organizzazione del Ministero per i beni 
e le attività culturali  

Gazz. Uff. 17 luglio 2004, n. 166, S.O. 

http://www.beniculturali.it/
mibac/multimedia/MiBAC
/documents/1229605372
421_DPR-
10062004art23c14lettd.p
df 

2004 Corte costituzionale - Sentenza 21 luglio 2004, n. 255 

(in tema di potestà legislativa statale e regionale nella 
materia dello spettacolo)  

http://www.aedon.mulino.
it/archivio/2004/3/255.ht
m 

2004 Corte costituzionale - Sentenza 21 luglio 2004, n. 256 

(in tema di potestà regolamentare in materia di 
spettacolo) 

http://www.aedon.mulino.
it/archivio/2004/3/256.ht
m 

 

Anyway, the legal framework was still insufficient to encourage private participation 
and this induced the legislator to further changes (Decree January 31, 2005, n. 7, 
converted into Law March 31, 2005, n. 43). It is expected that privates can nominate a 
member of the board of directors of the foundation when giving a contribution of 12 
percent of total loans given only by the "state" rather than “the public”. It also 
strengthened the powers of government for the dissolution of the Board of Directors of 
the foundations, as well as for cases previously planned (serious irregularities in the 

                                                 
194 The name of  the Decree comes from Giuliano Urbani, former Ministry of Cultural goods and activities 
from 2001 to 2005. 
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administration, or serious violations of rules, regulations or statutes governing the 
activities of the foundation), but also when a balance-sheet is in loss. The failure of the 
Foundation is ordered by the Government when the income statements of two 
consecutive years have lost an amount of money which is more than the thirty percent 
of the patrimony, which means a loss of capital. 

The decree came at a time when the foundations of the theatre crisis has reached 
emergency levels that may lead to a real risk for some of them to get managed by a 
state commissioner (which is a legal measure ordered by the article 21 of the Act of 
'96, in the event of closure of two financial years with losses, each more than 30% of 
assets, or presentation of the forecast budget at a loss). The crisis has worsened, in 
addition to impossibility or inability to contain costs, the reduction of private funding 
and the reduction of the support from the FUS (which halved its funds in the last 
twenty years and whose cuts and reductions are often made unexpectedly, since its 
texture is subject to the impact of the difficulties of public finance.  

2005 Legge 31 marzo 2005, n. 43 

"Conversione in legge, con modificazioni, del decreto-
legge 31 gennaio 2005, n. 7, recante disposizioni 
urgenti per l’università e la ricerca, per i beni e le attività 
culturali, per il completamento di grandi opere 
strategiche, per la mobilità dei pubblici dipendenti, 
nonché per semplificare gli adempimenti relativi a 
imposte di bollo e tasse di concessione. Sanatoria degli 
effetti dell’articolo 4, comma 1, del decreto-legge 29 
novembre 2004, n. 280" 

Gazzetta Ufficiale n. 75 del 1° aprile 2005  

http://www.camera.it/parlam
/leggi/05043l.htm 

 

2006 Decreto ministeriale 28 febbraio 2006 - Disposizioni in 
materia di coordinamento delle fondazioni lirico-
sinfoniche 

Uff. 28 marzo 2006, n. 73. 

http://www.spettacolodalviv
o.beniculturali.it/normativa/n
ormativa_Generale/DM_28
_febbraio_2006.pdf 

2006 MINISTERO PER I BENI E LE ATTIVITA' CULTURALI  

DECRETO 4 settembre 2006 

Modifica del decreto 28 febbraio 2006, recante 
disposizioni in materia di coordinamento delle fondazioni 
lirico-sinfoniche. 

Gazzetta Ufficiale N. 244 del 19 Ottobre 2006 

http://gazzette.comune.jesi.
an.it/2006/244/2.htm 

 

2007 Decreto 12 novembre 2007 - Criteri e modalità di 
erogazione di contributi in favore delle attività teatrali. 

 (G.U. n.9 dell'11 gennaio 2008) 

http://www.spettacolodalviv
o.beniculturali.it/normativa/
D.M.Teatro12_11_07.pdf 

2007 Decreto 9 novembre 2007 - Criteri e modalità di 
erogazione di contributi in favore delle attività musicali.  

(G.U. n.9 dell'11.1.2008) 

http://www.spettacolodalviv
o.beniculturali.it/normativa/
D.M.Musica_9_11_07.pdf 

2007 Decreto 8 novembre 2007 - Criteri e modalità di 
erogazione di contributi in favore delle attività di danza.  

(G.U. n.9 dell'11 gennaio 2008) 

http://www.spettacolodalviv
o.beniculturali.it/normativa/
D.M.Danza_8_11_07.pdf 

 

In more recent years there has been enacted the law June 29, 2010, n. 100 and the 
DECREE OF THE PRESIDENT OF THE REPUBLIC May 19, 2011, n. 117. 
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In the Act 100, the first three articles are devoted to the lyric-symphonic foundations 
and it is a kind of compendium of unsolved problems that have recurred constantly 
from the Law 800 of 1967. In particular, it delegates the Government to issue 
regulations to facilitate the retrieval of resources from private donors, to contain costs 
through regulations that govern the recruitment of staff and the national and enterprise 
bargaining, the criteria for recognition of special forms of organization (special 
autonomy statutory for some foundations). 

The Decree of the President of the Republic 19 May 2011, n. 117 represents just one 
of these regulations. 

2010 DECRETO-LEGGE 30 aprile 2010, n. 64  

Disposizioni urgenti in materia di spettacolo e attività 
culturali. (GU n.100 del 30-4-2010 ) convertito con 
modificazioni dalla L. 29 giugno 2010, n. 100 (in G.U. 
30/06/2010, n.150). 

http://www.normattiva.it/uri-
res/N2Ls?urn:nir:stato:decr
eto.legge:2010;64 

 

2010 Decreto 3 agosto 2010 - Modifica dei decreti recanti 
criteri e modalità straordinarie di erogazione di contributi 
in favore delle attività dello Spettacolo dal vivo. (G.U. 
n.233 del 5 ottobre 2010) 

http://www.spettacolodalviv
o.beniculturali.it/normativa/n
ormativa_Generale/Dec_3_
8_2010_Mod_criteri_contr_
spett.pdf 

2011 Articolo 21 del decreto legge 6 dicembre 2011, n. 201, 
convertito, con modificazioni, dalla legge 22 dicembre 
2011, n.214. 

 

2011 DECRETO DEL PRESIDENTE DELLA REPUBBLICA 
19 maggio 2011, n. 117 - Regolamento recante criteri e 
modalità di riconoscimento a favore delle fondazioni 
lirico-sinfoniche di forme organizzative speciali, a norma 
dell'articolo 1, comma 1, lettera f), del decreto-legge 30 
aprile 2010, n. 64, convertito, con modificazioni, dalla 
legge 29 giugno 2010, n. 100.   

http://www.gazzettaufficiale.
biz/atti/2011/20110169/011
G0155.htm 

 

 DISEGNO DI LEGGE 

Disposizioni per la tutela dei lavoratori dello spettacolo, 
dell’intrattenimento e dello svago (Nuovo testo unificato 
C. 762 Bellanova, C. 1550 Ceccacci Rubino, C. 2112 
Borghesi, C. 2654 Delfino). 

ULTERIORE NUOVO TESTO UNIFICATO  
ELABORATO DAL COMITATO RISTRETTO E 
ADOTTATO COME TESTO BASE 

 

 

In conclusion it should be noted the importance of the Law proposal "Provisions for the 
protection of workers in the performing arts, entertainment and recreation" as worded 
in the New Unified Text prepared by the House Commission XI (July 2011). 

The most important innovation is the establishment of the "Order of engagement",195 to 
regulate labour relations for workers who are not employees (self-employed, 
freelancers, economically dependent workers…). The "Order of engagement" as "a 
private contract” in which are listed (having reference to the collective national labour 
contract) economic conditions, tasks, timing inclusive of the duration of the testing 
period, and the methods for demonstrating compliance with tax obligations, social 
security and insurance. This introduces (or certifies) the possibility that it might be 

                                                 
195 In Italian “Foglio di Ingaggio”. 
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possible for the future to stipulate collective agreements also for workers who are not 
employees or defined as "atypical" in its broadest definition. 



The Research (Phase 4) 
Re-qualification follow up 

 
FINAL REPORT 

 

 
125/132 

BIBLIOGRAPHY 
 

Accademia Teatro alla Scala (ed.), Polo formativo per le professioni dello spettacolo - 

Indagine qualitativa e quantitativa, 2007 

Balzola Andrea - Monteverdi Anna Maria, Le arti multimediali digitali, Garzanti Libri, 2004 

Becker Gary S.,  Human Capital: A Theoretical and Empirical Analysis, with Special 
Reference to Education, University of Chicago Press, 1964 (3rd ed. 1993)  

Bellodi Umberto, Van Goethem Chris, PEARLE* EURO-MEI Training Forum 2009 - A 
report on theatre technical training in EU 1998 – 2008 

Camera dei Deputati – Italian Government, Decreto Legislativo 29 giugno 1996, n. 367, 
“Disposizioni per la trasformazione degli enti che operano nel settore musicale in 
fondazioni di diritto privato” 

Camera dei Deputati – Italian Government, Disegno di legge, “Disposizioni per la tutela dei 
lavoratori dello spettacolo, dell’intrattenimento e dello svago” (Nuovo testo unificato C. 762 
Bellanova, C. 1550 Ceccacci Rubino, C. 2112 Borghesi, C. 2654 Delfino) 

CEDEFOP, “The role of social partners in implementing European tools for vocational 
education and training and lifelong learning”, Full Report of the conference in Thessaloniki, 
26 and 27 February 2009  

CEDEFOP, Terminology of European education and training policy. A selection of 100 key 
terms, Office for Official Publications of the European Communities, 2008 

Commission of the European Communities, Communication from the Commission - Adult 
learning: It is never too late to learn, 2006 

Contratto Collettivo Nazionale di Lavoro, per il personale dipendente dalle fondazioni 
liriche e sinfoniche, 2000 

Die Sozialpartner Austria, Wachstum und Vollbeschäftigung – Sozialpartner-Vorschläge, 
2006 (electronic publication:  
http://www.arbeiterkammer.at/bilder/d48/Sozialpartner_Vorschlaege_Letztversion.pdf) 

EIRO, "Economically Dependent Workers" (EDW) – Representation and Collective 
Bargaining”, EIRO Observer 4'02, Comparative Supplement, p. vii. 

Erlin Mia, Bond Tony, Larson Anders, Van Goethem Chris, LPT – Live 
PerformanceTechniques, Competence Units for theatre technicians, Helsinki Metropolia 
University of Applied Sciences, Italian version ed. by Umberto Bellodi – Accademia Teatro 
alla Scala, 2009 

European Commission, COM (2002) 341 final. COMMUNICATION FROM THE 
COMMISSION, The European social dialogue, a force for innovation and change, 
“Proposal for a COUNCIL DECISION establishing a Tripartite Social Summit for Growth 
and Employment.” Brussels, 26.6.2002. 2002/0136 (CNS) 

European Foundation for the Improvement of Living and Working Conditions, 
Economically dependent workers, employment law and industrial relations, EF/03/53/N, 
(electronic publication: 
http://www.europarl.europa.eu/hearings/20030619/empl/dublin_en.pdf)  

European Parliament, Committee on Culture and Education, Rapporteur: Claire Gibault, 
REPORT on the social status of artists, (2006/2249(INI)), 2007 

European Parliament, Direttiva 2002/74/CE del Parlamento europeo e del Consiglio, del  
23 settembre 2002, GU L 270/10, 8.10.2002 



The Research (Phase 4) 
Re-qualification follow up 

 
FINAL REPORT 

 

 
126/132 

European Parliament, Studio sul lavoro economicamente dipendente/lavoro 
parasubordinato del professor Adalberto Perulli, 19 giugno 2003 (electronic publication: 
http://www.europarl.europa.eu/hearings/20030619/empl/study_it.pdf) 

ETF (European Training Foundation), Social  Partners in Vocational education and 
Training in the Southern Mediterranean, 2011 

F3C-CFDT and FISTEL-CISL, “D'une photographie de l'emploi à la recherche de 
formation… - Formation et développement des compétences, orientation et 
accompagnement des professionnels, gestion et politique de l’emploi : un nécessaire 
dialogue entre partenaires sociaux, enseignement et organismes de formation”, Leonardo 
da Vinci “the BEST EUROPEAN SOLUTIONS OF TRAINING” (I/05/B/F/NT-154004), 2007 

F3C-CFDT and FISTEL-CISL, Dalla fotografia dell’occupazione alla ricerca di formazione, 
Leonardo da Vinci “the BEST EUROPEAN SOLUTIONS OF TRAINING” (I/05/B/F/NT-
154004), 2007 

International Labour Office, Global Employement Trends 2012 - Preventing a deeper jobs 
crisis, Geneva: ILO, 2012 

Interview to Pietro Ichino by Carlo Barberis, Human Training, year 2, number 7, 
C.R.I.S.O.F. S.c.a.r.l., June-July 2009 

Itinéraires Formation, PORTOLANO – a competence portfolio approach for arts and 
culture professionals, Leonardo da Vinci, 2009 

Kennedy Dennis,  The Oxford Encyclopedia of Theater and Performance, Oxford 
University Press 2003, 2005 

Leonardo da Vinci - Virtual Interactive Programme, Le Interviste - Schede relative alle 60 
interviste effettuate in Italia, Francia, Inghilterra, Spagna e Ungheria per la Ricerca del 
Progetto VIP, 2005 

Magrini Massimo, “Kodak rischia il fermo immagine”, in Il Sole 24 Ore, 24 agosto 2003 

Rene Böheim and Ulrike Muehlberger, Dependent Forms of Self-employment in the UK. 
Identifying Workers on the Border between Employment and Self-Employment, (electronic 
publication: http://epub.wu.ac.at/604/1/document.pdf), 2006 

RITS Kennis Centrum Podium Technieken, Building blocks for unique people – 
Competence profiles for theatre technicians, PWO Research project 2008-2011 

Romanian Parliament, Legea nr.62 din 10 mai 2011 Dialogului social 

Ruffini Mario and Nardella Dario, Il teatro musicale in Italia, Passigli Editori, 2007 

Scabbio Stefano, “Una via italiana per la flexsecurity”, Corriere Economia - Il Corriere della 
Sera, February 6th 2012 

Scenart (Support for skills improvement in the Romanian Performing Arts/Sprijin pentru 
competente in artele spectacolului din Romania), Raport/Report, ESF/FSE, 2010 

Scenart (Support for skills improvement in the Romanian Performing Arts/Sprijin pentru 
competente in artele spectacolului din Romania), Performing arts professions – Overview/ 
Meserii specifice artelor spectacolului – Privire de ansamblu, ESF/FSE, 2012 

Senato della Repubblica, XVI legislatura, Articolo 2120, Disegno di Legge n. 1873 

Senato della Repubblica, Legge 14 agosto 1967, n. 800, “ Nuovo ordinamento degli enti 
lirici e delle attività musicali” 

studiOpera – The Research, ESF/FSE, 2010 



The Research (Phase 4) 
Re-qualification follow up 

 
FINAL REPORT 

 

 
127/132 

Taino Danilo, “Flexsecurity, il segreto danese - Sussidi e formazione in cambio di licenziamenti 
facili La ricetta (unica) che rimette in moto la scala sociale”, Il Corriere della Sera, January 
14th 2012 

Van Goethem Chris, Long Beach 2001 – OISTAT International Lighting Design 
Symposium. Proscenium nr 19 

Various Authors, I CONTRATTI DI LAVORO “ATIPICI” E LA NUOVA NOZIONE DI 
LAVORO “ECONOMICAMENTE DIPENDENTE” - Come è nato e cresciuto il regime di 
apartheid fra protetti e non protetti nel mercato del lavoro Una strategia per superarlo: il 
nuovo Codice del lavoro, Seminario promosso dalla Fondazione per la Formazione 
forense dell’Ordine degli Avvocati di Arezzo e da Avvocati Lavoro della Toscana - Sez. di 
Arezzo -, 10 maggio 2010 

Villain Dominique, Il montaggio al cinema, Cahiers du cinéma, Lupetti,1991, 1996 

Williams Bill, Stage Lighting Design , Bill Williams and Associates, 1997-2007 

 

WEB  
 

Social dialogue and bilateral organisations 
http://www.eurofound.europa.eu/areas/industrialrelations/dictionary/definitions/europeanso
cialdialogue.htm 

http://www.cliclavoro.gov.it/operatori/Pagine/Entibilaterali.aspx 

http://eur-lex.europa.eu/LexUriServ/LexUriServ.do?uri=COM:2002:0341:FIN:EN:PDF 

http://www.pietroichino.it/wp-content/uploads/2010/02/18731.pdf 

 

Labour market 
http://www.assolavoro.eu/ 

http://www.ilo.org/wcmsp5/groups/public/---dgreports/---dcomm/---
publ/documents/publication/wcms_171571.pdf 

http://www.dirittoespettacolo.eu/legge-14-08-1967-n-800/ 

http://www.normattiva.it/uri-res/N2Ls?urn:nir:stato:legge:1985;163 

http://www.camera.it/parlam/leggi/deleghe/testi/96367dl.htm 

 

Flexsecurity 
http://www.pietroichino.it  

http://www.pietroichino.it/?p=4515 

http://www.pietroichino.it/?p=16926 

http://www.pietroichino.it/?page_id=6  

http://www.pietroichino.it/?p=4896. 

http://www.youtube.com/watch?v=qSvnatXAe-0 

http://notizie.tiscali.it/articoli/interviste/11/11/treu-pensioni-licenziamenti-intervista.html 
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http://www.datagiovani.it/newsite/2011/12/%E2%80%9Cflexsecurity%E2%80%9D-dal-
modello-danese-per-il-mercato-del-lavoro-italiano/ 

http://www.walkonjob.it/articoli/905-news-3/837-flexsecurity-lavoro-flessibile-ma-
reinserimenti-rapidi-e-elevate-indennita-di-disoccupazione 

http://www.cespim.it/index.php?option=com_content&view=article&id=105:lavoro&catid=3:
newsflash&Itemid=53 

http://www.ilfattoquotidiano.it/2011/12/24/non-lavorare-stanca/179743/ 

http://archiviostorico.corriere.it/2012/febbraio/06/Disoccupazione_una_via_italiana_per_ce
_0_120206031.shtml  

http://www.ilsole24ore.com/art/notizie/2011-12-19/welfare-lavoro-accogliere-flexsecurity-
063813.shtml?uuid=Aafw2XVE 

http://www.agenparl.it/articoli/news/politica/20120109-flexsecurity-ichino-incominciamo-a-
sperimentarla-con-le-imprese 

http://www.ilsole24ore.com/art/norme-e-tributi/2011-11-15/modello-flexsecurity-lavoro-
154328.shtml?uuid=AaMg5mLE 

http://www.cislmilano.it/content/view/1689/147/ 

http://www.ilfattoquotidiano.it/2011/12/20/ichino-e-cofferati-40-anni-in-comune-ora-
duellano-sui-licenziamenti/178762/ 

 

Economically dependent workers 
http://www.eurofound.europa.eu/areas/industrialrelations/dictionary/definitions/ECONOMI
CALLYDEPENDENTWORKER.htm 

http://www.arbeiterkammer.at/bilder/d48/Sozialpartner_Vorschlaege_Letztversion.pdf 

http://www.ilo.org 

http://www.oecd.org 

http://epub.wu.ac.at/604/1/document.pdf 

http://www.eurofound.europa.eu/eiro/about_index.htm 

http://www.europarl.europa.eu/hearings/20030619/empl/dublin_en.pdf 

http://www.eurofound.europa.eu/eiro/2007/02/articles/ee0702039i.htm 

http://www.cesifo-
group.de/portal/page/portal/DICE_Content/LABOUR_MARKET_AND_MIGRATION/LABO
UR_MARKET/LM020_UNIONS__WAGE_BARGAINING__LABOUR_RELATIONS/Eco-
dep-work.PDF 

http://www.europarl.europa.eu/hearings/20030619/empl/study_it.pdf 

 

Training and Orientation 
http://www.itineraires.fr/ePortolano/ 

http://www.itineraires.fr/ePortolano/?page_id=21 

http://www.cedefop.europa.eu/about/default.asp 

http://libserver.cedefop.europa.eu/vetelib/2010/73437.pdf 
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http://theatreserbia.net/assets/0000/0974/Bellodi_and_Goethem_Theatre_Technicians_Tr
aining_in_Europe.pdf 

http://accademialascala.it/en/orientation-area.html 

http://scenart.ro/siten/cursuri/ 

http://www.etf.europa.eu/webatt.nsf/0/AE767507CE50E643C12578AF00336909/$file/soci
al%20partners%20in%20VET_EN.pdf  

 

Professional Profiles 
http://degreedirectory.org/articles/Video_Editor_Career_Profile_Employment_Outlook_and
_Education_Requirements.html   

http://www.guidaconsumatore.com/professioni/diventare_montatore_audiovideo.html 

 

Reconversion and requalification 
Centre d'Information pour les Professionnels du Spectacle Vivant en Europe - 
http://www.culture.info  

Portail d’information sur la mobilité professionnelle en Europe - www.on-the-move.org  

Ministère de la Culture et des Communications du Québec - www.mcc.gouv.qc.ca  

Centre canadien pour danseurs en transition - www.careertransition.org  

International organization for the transition of professional dancers - www.iotpd.org  

Conseil québécois des ressources humaines en culture - www.cqrhc.com    

http://dizionari.corriere.it/dizionario_italiano/R/riqualificare.shtml 

http://www.lavoro-formazione.it/ricerca_lavoro/riqualificazione_professionale.html 

http://www.recycle-net.org/ 

http://consiglisulavoro.com/riconversione-professionale.php 

http://www.pole-emploi.fr/actualites/la-reconversion-professionnelle-
@/suarticle.jspz?id=68376 

 

Romanian system 
http://www.anc.gov.ro/ 

http://www.arcub.ro/ 

http://www.eurofound.europa.eu/eiro/2011/07/articles/ro1107029i.htm 

http://www.fives.ro/ 

http://www.cdep.ro/pls/legis/legis_pck.htp_act?ida=103416 

http://www.cdep.ro/proiecte/2011/100/80/5/leg_pl185_11.pdf 
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Wordpress platforms 
(Private blog-sites allowing data processing. This web platforms have been developed in 
order to process and report outputs and results of the interviews run in the frame of 
Scenart researches) 

 

http://scenart09.wordpress.com  

http://scenart12.wordpress.com  
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