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1. Common approach and rationale

The SACHE service portfolio is a set of guidelines that will support the whole SACHE process
going from the formulation of collaborative ideas to their sustainable management. It is
therefore conceived as an instrument to support both SACHE community — namely,
museums/cultural organizations; CCls/SMEs; policy makers — and project partners in the
whole “acceleration phase”. The former will be sustained as direct beneficiaries of the services
(“How may | match with a cultural operator/CCI?”) while the latter as ‘service suppliers’ in the
design and coordination of activities (“How may | design a matching session for cultural

i

SACHE service portfolio

operators and CCls?”).

me———— — Nomm—
MUSEUM / CULTURAL ORGANIZATION CREATIVE INDUSTRIES AND SMES INTERMEDIARIES AND POLICY MAKERS

The portfolio of services is the concrete output of the SACHE co-creation activities
(transnational and local co-creation courses) which represent the starting point of the SACHE
“incubation phase”. The co-creation events are occasions to reflect and discuss with inputs
from international and local experts on the main principles and methods to consider when a
collaborative process is about to start.

In the diagram below the SACHE service portfolio is placed within the whole SACHE process,
as an instrument that will support the acceleration phase and give information on the
following services:

- Coaching actions with actors selected.
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- Pitching event for creative practitioners and digital SMEs.
- Matching event where 10 cultural operators will meet creative and digital start-ups.

- Mentoring support.

Finalization of the SACHE service portfolios (= 4 tools/guidelines
supporting the acceleration phase) by UNIVE, with the contribution of PPs
and selected experts invited to work together at the transnational and at the

Incubation/ local co-creation courses
Preliminary : . :
phase (T2) 3 training courses addressed to cultural operators, creative industries/

SMEs, intermediaries/policy makers -> local participants to the training
courses will form the local group (“community of practice”) then involved
in the following acceleration phase

+ Coaching session and transnational workshop;
« Pitching Event for creative pratictioners and digital SMEs;
¢ 10 cultural operators (10xPP area) will meet creative and

Ac:::aesr:t‘,ion digital start-ups at the Matching Event;
Pilot action A * Mentoring support
(T3) 3 proposal of cooperation (3xPP) between cultural
organizations and creative/digital SMEs are selected to take
part in pilot action B
. Transnational
Acceleration construction event
phase / . o
Pilot action B Coaching activity to
(T3) approach the cultural

market at CE level

2. Applied methodology

The connection between cultural and creative sectors is rather theoretical than practical, and
in many Countries the challenge concerns the reinterpretation and clustering of the CCls
definition itself.

Ca' Foscari University, as WPT2 leader has conducted a detailed analysis aiming at creating
the pre-conditions and general framework able to support the partners to define specific
training needs and potential services necessary to improve skills and competence of the key
identified targets in order to stimulate and accelerate co-creation and cooperation projects
between cultural and creative sectors.

The present document aims at investigating the current relationships between cultural
institutions and creative businesses, in order to highlight the limits of these relationships,
identify tools to remedy them and propose innovative ways of collaboration within the SACHE
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Project. The basic assumption is that creative enterprises and cultural institutions should have
a synergistic and complementary relationship, aimed at generating innovative and hybrid
forms of collaboration.

The analysis conducted led to the identification of training actions for the human capital
involved in cultural management and creative sectors as a means of equipping individuals with
the necessary skills to develop dialogue, communication channels and a common language.

The document analyses the overview of the state of the art in the field of training, in order to
highlight those training gaps to be remedied with specific contents in the training phase.
Therefore, a sort of guide is proposed about the concrete tools needed by policymakers,
museums and creative enterprises interested in maximising the impact of cultural heritage on
local development, in order to articulate a community of practices able to nurture the best
experiences and share them.

As far as relations between the business community and the cultural world are concerned,
training is fundamental because it is the lever of change, it participates in the construction of
new ways of acting and thinking and in the development of knowledge and skills capable of
equipping actors with the appropriate tools for communication and collaboration, as well as
the skills necessary for the context in which they operate.

An important contribution in this direction is provided by the definition of competence
proposed by Pellerey, who interprets it as the manifestation of the mobilisation and
integration of internal resources (knowledge, skills and attitudes) and external resources
(people, tools and contexts).

Starting from the assumption that the context of the person's action is fundamental in
determining the success of the performance, it has been highlighted through a systematic
observation of the dynamics currently in place and of the ways in which tasks are carried out,
that the source of many of the problems and reticences encountered in the construction of
forms of innovative collaborations and fruitful relationships derives from the environmental
conditions inside and outside the organisations. For these reasons it would be advisable not
only to set up a training programme that makes skills the key instrument for the development
of human capital, but above all to introduce a series of tools to encourage an independent
analysis, hence a self-assessment, of the context and of the operational constraints of each of
the actors.

The classic model of the training cycle is articulated in four main phases, which are not to be
read sequentially, but according to a logic of circularity. The four phases are:



HILCTIICYy
CENTRAL EUROPE

SACHE

European Union
Eurof nal

i

1. the analysis of the training needs, which consists in identifying the specific needs
to be met and the gaps to be filled through a field analysis and the study of the
present training offer;

2. the design of the intervention, which concerns the definition of the intervention
model and is divided into: macro-design, a phase in which the initial objectives are
outlined and from which the success of the training activity derives, and micro-
design, i.e. the transformation of the initial objectives into teaching objectives with
a more precise and articulated definition of the actions to be implemented
(objectives, targets, contents, methods of delivering the intervention, logistics and
time, costs);

3. delivery/implementation, i.e. the implementation of the training project;
the evaluation of results, which consists in obtaining information on the
satisfaction of the participants, the learning and transfer of knowledge and skills
and the improvements, including economic ones, that may result for the business.

This last phase is fundamental, although it is often underestimated, because it allows to build
the future field of action.

Among the users there are three macro-categories: museums/cultural institutions, creative
enterprises (including start-ups and technology providers) and policy-makers; with regard to
which it was decided to intervene through training activities aimed at increasing the skills of
the actors involved so as to facilitate their interaction, creating methods and tools that
promote local co-operation and increase the capacity of public and private actors to foster
the valorisation of cultural assets in co-operation with all partners.

The Service Portfolio (composed by four different documents:
DT.2.1.1/DT.2.1.2/DT.2.1.3/DT.2.1.4) moves, therefore, in the direction of analysing the
needs, or rather the training requirements, for each of the mentioned categories with a
subsequent dinsitction between CCls and start-ups/technology providers.

The present document is based on an empricial research conducted by the University in order
to understand what skills and knowledge the mentioned targets actually have, since these are
the prerequisites for relations and cooperation between the actors. The research used as main
criteria for the selection of courses and providers: the number of topics covered and the
accessibility of information on training plans; the cases chosen served as examples for all the
others not analysed.

The research made it possible to identify the training gaps present and, therefore, to identify
the contents to be provided during the training activities that will be proposed within the
SACHE Project.
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Finally, recommendations are drawn up concerning the topics to be covered during the
courses for each of the subjects. The methodological approach adopted does not aim at a
simple list of topics that may be generically useful to the actors for an autonomous
management more in line with the partner's needs, but aims at proposing to each actor the
topics to which the counterpart is most sensitive, so that a dialogue may be built and a basic
knowledge may be established from which suggestions or contribution methods may be
formulated.

3. Figures and findings

From the data collected, it was possible to trace the
strengths and weaknesses of each actor (cultural
institutions, creative enterprises and policy-makers),
identifying a set of behavioural patterns, including the
Tool: which are the competences that each of them should acquire and the

main trends and . . . o
which possible actions that could be put in place to improve and facilitate

products/services in
the market can be

adopted by your level of cooperation.
organization; how to

choose a new As far as cultural institutions are concerned, they are places
product/service for

your organization? where knowledge is generated, they are places of

the collaboration process, in order to achieve the desired

interaction and dialogue, and they can be a source of

creativity and innovation: with their activities they can
support local economic development by fostering creative
enterprises. Heritage is an invaluable resource for
businesses, which could draw inspiration from it to make
new products or develop new processing techniques,
thanks also to the knowledge provided by curators and
museum operators.

Moreover, heritage is not only what is kept by cultural institutions, but also the location itself.
Many museums are located in historic buildings, which provide an attractive and enchanting
setting for events, performances or conferences. These structures are in many cases reference
points for the local population and can, in some cases, play an identity role for the city itself.

Cultural institutions are, therefore, constantly looking for new ways and means of
communication and involvement in order to attract a growing number of visitors, which is
why they are also an unexpected training ground for start-ups and young companies that
dialogue with technology and communication tools linked to interactivity and innovation.
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In addition, being deeply rooted in the territory has allowed cultural institutions to develop a
stable audience and to secure the trust of public administrations, with whom they can co-
organise activities and offer services to the population, and thanks to whom they can access
calls for tenders and alternative sources of funding (such as ESF funds), which can also
indirectly benefit the creative enterprises that collaborate with them.

Nevertheless, dealing with museums can be extremely difficult for companies, which is largely
determined by the historical-political evolution of museums. This alludes to the consequences
of the different instrumentalisations that culture has been subjected to, which have
influenced the activities, modes of operation and values of the institutions themselves. In
particular, the main barriers when dealing with business stem from their responsibilities as
public institutions for the preservation, protection and accessibility of collections. Although
cultural heritage institutions are by nature in favour of an extensive use of their heritage, they
are in fact reluctant to make their archives and collections more accessible and available, due
to the possible damage they might suffer from over-exploitation and the risk of compromising
their preservation.

For this reason, companies are faced with major obstacles and aversions when they are about
to request the exclusive and private use of spaces normally accessible to the public for
extended periods of time. This is certainly due to the fact that cultural institutions are non-
profit organisations, characterised by values far from commercial and economic ones, which
are relegated to a secondary role, to which is added a certain slowness in the operational
phases and the need to be subject to public order regulations that may limit their flexibility.

Turning to the analysis of creative enterprises, it can be argued that they represent an
unexpected resource for cultural institutions that can bring a breath of fresh air to their
operating methods, professional structures and profitability. One of the advantages that
creative businesses can bring to museums is the possibility of audience diversification, as they
not only dialogue with different stakeholders and target audiences than museums, but more
importantly, they can provide them with new communication and relationship tools both to
engage their audiences, e.g. by reinterpreting their collections, and to reach new ones.

Collaborating with a digital start-up or designer could be a way to rejuvenate the public's
perception of museums, increasing their visibility and associating them with different values
and principles, more in line with the contemporary world, thus revitalising not only the
institution as such, but also the heritage it holds and the building that houses it. Creative
enterprises can "liberate" the knowledge and expertise contained within the walls of
museums and bring it to the fore, disseminating it to a larger number of people, helping
museums to fulfil their tasks in relation to enhancement, research and study. This also means
new forms of income and profit for the cultural institution.
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Nevertheless, it can be particularly complex for museums to collaborate with creative
industries. One of the main reasons for this is determined by the organisational culture of the
creative enterprise, which being a business in its own right, prefers a market orientation,
which puts the rules of profitability and return on investment first.

What is more, creative businesses are even more complex than generic companies because,
due to the particular market conditions in which they operate, they are characterised by
extreme flexibility and a propensity to take risks.

On the one hand, these peculiarities can be considered positive, because they certify
versatility and adaptability of the business, but on the other hand they are very distant from
the operational and managerial conceptions of museums, which, on the contrary, are
characterised by bureaucracy and adherence to static standards. This leads in many cases to
a lack of interest and prejudice towards museums on the part of companies, which are
characterised by a backward and closed mentality when dealing with cultural institutions.

4. Services portfolio

The main aim of the training plan is to build the necessary prerequisites for a broad and
shared understanding of the dynamics and functioning of the mentioned sectors.

Everyone should be equipped with the necessary vocabulary and knowledge to implement
the degree of depth and frequency of interactions between cultural institutions and the
business world. Having identified the beneficiaries and their characteristics, thanks to the
analysis in the field, and having identified the training gaps, through empirical research, when
structuring the training contents we chose to operate by adopting a methodological approach
following a logic that could be defined as reciprocity. This means that it identifies a series of
themes, to which each of the subjects is most sensitive, and presents them to the other
partners, in such a way that they acquire knowledge and notions that allow them to establish
a dialogue with the other and put them in the condition of being able to hypothesise
suggestions or possible contributions that they themselves can propose in the collaboration
phase. So, for example, it is a question of providing museum operators with notions about the
business modeling of companies, so that they can speak the same language as them and
establish more fruitful relations, such as, hypothetically, highlighting the potential of cultural
heritage in terms of added value for the products made by companies.
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5. Policy makers in the co-creation process - Training contents

In order to generate a mutual exchange between differetn actors, the intervention of policy-
makers is essential. The definition fo Policy maker includes different categories of workers
and bodies, from the councillor for culture to the representative of the trade association.
Generally speaking, they are those subjects who can influence, both positively and negatively,
the context within which cultural institutions and enterprises operate.

The policy-makers are therefore treated transversally and separately from the first two, and
it is by pointing out what they could do to foster collaboration in the direction of local
development that their limitations are implicitly illustrated. In order to derive desirable
behavioural patterns, reference has been made to reports by international and non-
international institutions and organisations (Bodo, Da Milano and Mascheroni, 2009; OECD
and ICOM, 2019; European Union, 2018);

Policy-makers should:

- develop contact moments between the museum world and the business community, so
that they can learn about the mutual benefits of collaborations

- help cultural institutions to publicise their collections, supporting the creation of co-
working spaces and the study of museum collections, and promote the idea of museums
as artistic and creative centres;

- develop horizontal policies for entrepreneurship, adapting business support services and
providing training courses for start-ups and development;

- ensuring the protection of the creative professional by providing clearer and more
detailed copyright legislation;

- keeping abreast of developments in the cultural and creative sector;

- encourage both the removal of physical and cognitive barriers to accessing museums, and
the possibility for cultural institutions to benefit from financial support through the use of
European funds by adapting their structures to the financing of professional training
programmes;

- adopting a transversal vision that integrates culture into the various departments and
programmes.

10
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The training offer for Policy makers should include:

% Territorial development and museum networks
¢ Legislation on cultural heritage

¢ Cultural institutions and social inclusion

«* Cultural institutions and economic development
** Public procurement

Policy makers contribute moerover to the improvement of competences an the creative
value chain impacting in particular in the following dynamics:

Cultural planning

There is no notion of cultural planning in the public administrations and the departments in
charge of it; what is happening is the implementation of a series of occasional actions aimed
at remedying emergency actions. There is a lack of systematised planning with a uniform and
integrated logic. Policy-makers are invited to implement a planning process in which all
aspects come together: when planning cultural activities, the transport system, local
development, urban planning and space management, etc. are considered at the same time.

Cross-fertilisation

Policy-makers have a so-called "Silos Thinking" view of the cultural sector, but given the
permeability of the sectors and the development of society, an integrated view of cultural
policies is needed, aiming at the integration of different departments and actors. This can be
achieved through systematic cultural planning.

Economic and social peculiarities of CCls

Creative businesses are atypical, risk-taking by nature, and characterised by great flexibility
and adaptability, but creative practitioners are also almost completely unprotected at the
legal level and also in terms of intellectual property rights. This is because policy-makers have
little knowledge of the latest developments in the sector and of the dynamics themselves,
which is why it is necessary to provide them with an opportunity to reflect and update on the
peculiarities of the sector.

Spillovers from cultural activities

11
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The externalities of cultural heritage activities are often mentioned, but what they actually
are, how to measure them and how to identify them is still unclear. It is necessary to explain
the potential and limitations of the sector to policy-makers, and to invite them to carry out
specific analyses with appropriate tools that ensure the collection of representative data.

Mapping

An up-to-date, reliable and representative knowledge of data on Cl and CH is necessary in
order to have an overall picture of the sector's potential and of what is actually already done,
with a view to strengthening sectors and partnerships.

Citizen participation in cultural heritage governance

In order to reap the maximum benefits from the management and valorisation of cultural
heritage, it is necessary to work in the direction of a multi-level governance, involving different
political levels and different approaches, in order to guarantee a confrontation and together
shape the sector. Local communities co-determine and co-develop heritage, giving it meaning
and value, and the participation of citizens and others is essential to generate economic and
social well-being. An example is cultural crowdfunding, which is a tool for social inclusion and
participation, as well as a way to raise funds and a bottom-up type of governance.

Policy transfer

The reports and collections of Best Practices in the scientific literature can be a starting point
for policy transfer actions that are not aimed at mechanically applying the policy models of
another country, but rather at adapting them to the local characteristics to which the model
is to be applied. It is therefore essential that policy-makers are given the tools to extrapolate
the logic and models behind the collections so that they can then apply them to local
peculiarities.

12
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6- Guidelines for matching event and mentoring process

Tool: definition
and identification
of a matching
event for
museums and
cultural operators

Tool: definition
and
identification of
a pitching event
for creative
industries

Tool: how to
design and
conduct coaching

actions and
mentoring support
between the
domains of culture
and business?

Proposed objectives for the matching process

The objective of the matching process is to identify and
develop common projects that allow cultural operators
(museums) and creative enterprises involved to
accelerate the process of innovation, growth and
contamination in order to:

1) Encourage greater attractiveness of the cultural
heritage and its collaborative opening to the
entrepreneurial energies of the territory.

2) Offering creative enterprises an opportunity for
innovative collaboration with museums with a view to
developing strategic partnerships.

It is part of a wider coaching and mentoring process that

cannot be compressed into a single event but will have to

be carried out by successive steps in a path of exploration

that aims to:

A) Highlight a specific area of innovation in each museum
organisation involved.

B) associate this possibility of innovation with the
intervention of a creative enterprise with the
competences to realise it.

13
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Steps for a concrete and replicable methodology

The proposed pathway takes place in 5 steps. The pathway is subdivided into specific actions
defined on the basis of the objectives identified above and in an increasingly specific
progression, from the initial identification of the area of intervention to the detailed design of
the pilot action.

STEP1_ CONSCIOUSNESS AND EXPERIMENTATION.

The matching event is the first step of this path and consists in a CONSCIOUSNESS AND
EXPERIMENTATION process.

Methods applied: Orientated interview/interview aiming at the most precise possible
identification of an innovation context on which to activate a pilot action of collaboration with
a creative enterprise. An innovation context can be understood as a specific process, product,
space, organisational function, etc. for which there is a possibility of transformation.

This identification should go hand in hand with the deployment of the specific competences
brought by the creative enterprise, which will itself be involved in the analysis of the museum's
needs with a view to identifying new services, products or innovative solutions to existing
products and services.

Duration: 2 hours

Output: First draft of a memo/report containing at least three sections:

A) Reconstruction of the museum's identity, recent evolution and first identification of the
area on which to intervene, motivating the choice.

B) Reconstruction of the identity, recent evolution and distinctive competences of the creative
enterprise and the type of value proposition it could make to the museum.

C) Preliminary identification of the area of intervention of the pilot action and, if possible, the
specific activities and expected outcomes.

Project Deliverable Matching event

Mode In presence or online

14
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STEP 2_VISION AND INSPIRATION

Progressive elaboration of the preliminary report through reporting and comparison with
other Italian and foreign realities and creative brainstorming that becomes more focused and
project oriented.

Duration: 2 hours

Output: interactive wall for collecting feedback and integrating the report

Project Deliverable Mentoring

On-line

STEP 3_WORKSHOP AND LAB

Further refinement of the report with the progressive passage to a project fiche that will
describe in detail the characteristics of the pilot action also in relation to the template
provided in the meantime by the partner that coordinates the relative WP.

Duration: 2 hours

Output: project fiche

Project Deliverable Mentoring

In presence/on-line

STEP 4 _ PROJECT WORK

Semi-definitive elaboration of the project fiche in relation to the received indications and
preparation of the presentation during the Pitching event.

Duration: home base with deadline for return
Output: visual project work and recorded speech (short video of max 2 minutes)

15
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Project Deliverable Pilot actions

Mode Project work home base

STEP 5_PARTICIPATION IN THE PITCHING EVENT
Sharing of the project idea during a dedicated public event

Duration: 4 hours

Output: pitching event report and multimedia content

Project Deliverable Pitching event

16



