




lucidellanotte
Toscana Today eBooks

translated by 
Elena Carrossa and Marina Nasso-Beard 



Contents

IN CONVERSATION WITH GIANCARLO DEL MONACO     8
BIOGRAPHY GIANCARLO DEL MONACO    31
APPENDIX by Aldo Belli        40



Aldo Belli

Opera in Italy
A CONVERSATION WITH

GIANCARLO DEL MONACO



6

Chevalier de la Légion d'Honneur of  the French 
Republic, Honoris Causa degree in Cultural Arts from 
Palm Beach Community College, First Class Bunde-
sverdienstkreuz awarded by the president of  the Fede-
ral Republic of  Germany, Ordem Nacional o Cruzei-
ro do Sul in Brazil, Official Knight of  the Republic and 
Commander of  the Order of  Merit of  the Italian Re-
public (proposed by the Italian ambassador in Bonn).

Giancarlo Del Monaco was born in Lancenigo di 
Treviso 27 December 1943. At the age of  77 his record 
of  achievements is not common for a theatre director, 
even without considering the other awards received since, 
when very young, he debuted in Siracusa in 1965, staging 
the opera "Samson et Dalila" at the Greek Theatre with 
his father, the famous tenor, Mario Del Monaco, taking 
theleading role. How much does this burden of  honours, 
awarded from all over the world, weigh on you? I ask him.

"The deep bitterness of  not being able to 
work in my own country" the Maestro replies.

Our conversation takes inspiration from the report 
into Italian opera houses that we began in Toscana To-
day and spans a distance of  almost a thousand kilome-
tres: the Maestro is seated in his house facing the sea of  
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Ibiza, on which the sun sets one Thursday in November, 
marked by the Coronavirus rampaging across the world.

It has been an opportunity for me, I confess, to le-
arn something more about this great and world-re-
nowned Italian director while surfing the net in search 
of  all that has been written about him in recent years.

It is impossible not to mention the extraordinary mo-
ment that is changing the most basic living habits of  peo-
ple almost everywhere. The intent, however, is to resist the 
temptation of  a view conditioned by the current situation.

What Giancarlo Del Monaco says in this conversation 
assumes a meaning of  reflection far superior to an interview 
to be delivered to the press, albeit, limited to a few points on 
the broader theme of  the opera system in our country, and he 
does it with the frankness that has always distinguished him.

Anyone who undertakes the task of  revi-
ving opera in Italy should take this into account.

24 November 2020

A.B.
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IN CONVERSATION WITH 
GIANCARLO DEL MONACO

Following the statements and the news in recent 
months, I notice a curious coincidence between the 
Coronavirus pandemic and the crisis of  the opera sy-
stem in Italy. The financial crisis of  theatres appears as 
an event as imponderable and unpredictable as the vi-
rus that originated from China. How do you, Mae-
stro, see the state of  health of  opera in our country?

GIANCARLO DEL MONACO - In a condition re-
quiring massive blood transfusions: where blood means 
money, expertise, and meritocracy, without foregoing in-
genuity, imagination. This condition is independent of  the 
current situation. I have a 55-year career: as a director, su-
perintendent and artistic director. So I can say that I saw 
with my own eyes how everything has collapsed in Italy.

The crisis of  opera is not of  today; it had al-
ready begun in the 1980s and progressively worse-
ned without any intervention to reverse the trend. We 
then got to the point where the great solution was 
to transform opera bodies into opera foundations.

In 1996 it was decided that "the bodies of  foremost 
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national interest operating in the music sector" were to 
be "transformed into private foundations. This to elimi-
nate organisational rigidities related to the public nature 
of  the subjects, and to make private resources available 
in addition to state funding, which mainly consisted of  
the Single Fund for the performing arts". This is the of-
ficial motivation: I quote it from the Study Center of  the 
Senate of  the Italian Republic. A literal and substantial 
monstrosity, according to our then legislators and the 
subsequent ones, promoting the idea that the public na-
ture of  a cultural institution in Italy would contrast with 
its organisational capabilities. After a quarter of  a cen-
tury, this issue has not yet been addressed, leaving ope-
ra houses in limbo between the public and the private.

The transformation into opera foundations was the 
gladiator's coup de grace. The financial situation of  opera 
bodies - critical or inadequate - was transferred unchanged 
from old to new: resulting in a continuity of  economic suf-
fering. The name and form may have changed, but the vital 
substance remains. To make up for it, that now well-known 
tactic of  using misdirection in the guise of  transparency: 
when these operatic foundations must meet their manage-
ment responsibilities, they act as private and therefore di-
sconnected from the typical duties of  public management. 
When, on the other hand, they need to cover their financial 
holes with government cash, they are considered public.

A prime example of  such a mess is the law that gi-
ves the mayor the chairmanship of  an opera foundation.

The juridical-economic motivation of  the transforma-
tion, then, remained unclear. It is a little difficult indeed to 
imagine a theatre that should live out of  sponsorships in 
a country where the cultural sponsorship law, the Art Bo-
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nus, is irrational. In Italy, the sponsor can only tax-deduct 
65%, in the USA 100%. And not just in the USA. It is clear 
that for large international companies operating in Italy, 
there is no interest in donating here, rather than elsewhere.

It would have been logical and essential, therefo-
re, to accompany the transformation into opera foun-
dations with an ad hoc law for sponsorships and do-
nations providing for the full tax credit of  the donated 
amount. Furthermore, I consider it essential even if  to-
day we intend to continue along the path of  foundations.

In the USA, culture is fundamentally funded by pri-
vate individuals. I believe it corresponds to an all-Ame-
rican mentality, which can hardly be transferred to Italy.

It is true. But it is equally valid that it is the duty of  our 
leaders to create and promote conditions so that in Italy 
a synergy could grow, between those who produce profit 
and those who "produce" culture. Italy is the country of  
art; we are art, we have lived with art. Art should have a 
special law in Italy. At the Metropolitan, where I worked...

You debuted in 1991 with "La Fanciul-
la del West", the first of  five productions. Is that correct?

Exactly. The year before being appointed superinten-
dent of  the Oper der Bundesstadt Bonn: Helmut Kohl, 
who had a personal love for the city of  Bonn, the then 
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capital of  Germany, wanted me. I stayed there until 1997.
 

At the Metropolitan, go on...
 

At the Metropolitan in New York, each seat bears the 
name of  the person who sponsored it. The main hall is cal-
led Harrington, after the Texan billionaire who donated the 
money to build it. The Metropolitan has no State sponsor-
ships. Therefore, without private funding, it could not exist.

 

Although subdued, voices are rising that urge us to ack-
nowledge the failure of  the transformation of  1996, propo-
sing a return to public opera houses. What is your opinion?

 

The law should provide for the full tax deduction 
of  sponsorships: this remains the premise in any case. 
And I want to add: not only for those who sponsor ope-
ra, but also museums, theatres. In short, the production 
and dissemination of  culture in Italy. Either the current 
opera foundations are transformed into proper private 
entities, if  you will, in the sense that they can make use 
of  private sponsorships in the terms I explained, or we 
must return to the public opera houses of  before. One 
thing is sure: as it is now, the opera system in Italy can-
not function, leaving it in this limbo is a death sentence.

However, I want to clarify: probably, when the Italian 
Government decided to transform opera houses in 1996, 
it did so on the assumption that the new opera founda-
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tions could survive on private funding, with the Gover-
nment contributing to the relief  of  past debts. Now that 
this assumption has proved inadequate, it is undoubtedly 
necessary to re-think the whole system. In this context, I 
think that one should take two factors into account in Italy: 
that opera represents an intangible heritage of  the nation, 
and therefore it cannot disregard public funding; secondly, 
and I would say as a logical consequence, the Government 
should intervene aiming for fairness, helping those more 
objectively disadvantaged allowing them to draw on large 
sponsorships: I am explicitly referring to the theatres in 
southern Italy. All this in a more rigorous and transparent 
framework, I would say, more efficient budget manage-
ment and reporting. Whether we continue along the path 
of  foundations or return to public opera houses, it is the 
Italian taxpayers’ and citizens’ money which is at stake.

 

I always thought that among the bad habits of  the Italian 
Opera System, there is also an excess of  individualism. Not only 
for the necessary need for a financial break-even but regarding the 
possibility of  a wider diffusion of  operatic culture. A larger pu-
blic would also better justify investments by the Government, lo-
cal administrations and regions. A production intended solely 
to be performed in a single theatre, a flash in the pan - gone in 
a few weeks, seems hardly compatible with the break-even of  the 
investment. It is also a limitation of  its natural artistic voca-
tion. Don't you think productions should span across theatres, 
from north to south? That would cut costs and increase visibility.

 

Perhaps this is also a form of  selfishness typical of  
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our country. Or a weak aspect of  our national cultu-
ral politics. I believe an increased circulation of  works 
would be beneficial for the health of  opera and culture 
in general. Our system should facilitate the exchange of  
set design and production materials, thus encouraging 
co-productions in Italy and not only abroad. Let me give 
you an example: the theatre X stages "Il Trovatore" in 
co-production with other opera foundations. Why not? 
That would mean the work would also be performed in 
many different venues, thus generating a virtuous circle.

Of  course, this concept, in the case of  an ad hoc law, would 
not apply to La Scala Theatre, which has a special statute.

I am talking about co-productions between existing 
theatres: I repeat it to avoid misunderstandings. It cannot 
be excluded that someone, craftily, in the upper echelons 
of  politics, might even think to reduce the number of  
theatres and merge the closest ones such as Venice and 
Trieste, Florence and Bologna, as a possible solution to 
the crisis of  the Opera System. Thinking this would cut 
general management costs. I don't think this can be a fair, 
equitable, useful solution for music and culture in Italy.

 

Meritocracy, you often repeat.
 

Yes, I think at this point, it would be important to talk 
about meritocracy and professional CVs. I can say in total 
honesty, going back over the course of  my career, that I was 
appointed assistant director at the Deutsche Oper Berlin, 
artistic director of  the Montepulciano Festival, assistant 
superintendent at the Wiener Staatsoper, principal director 
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and artistic director in Ulm, superintendent of  Staastheater 
Kassel in Germany, superintendent of  the Macerata Festi-
val, general director of  the Oper der Bundesstadt Bonn, 
general director of  the Opéra de Nice, general director 
of  the Tenerife Canary Islands Festival - and I have never 
been requested because of  any political affiliation of  mine.

 

Let us talk about the closure of  theatres for the Coronavirus emer-
gency. In this context, the idea of  "streaming" was born. "Digital will 
never replace live experience, but in this phase, it can support theatres 
and the whole live entertainment industry", said Minister Franceschini.

 

You have to be very careful. I see, for example, what 
is happening in Italian schools, the so-called "remote te-
aching" that risks turning from a temporary and extra-
ordinary solution into a standard educational practice. 
Going to school is not just a matter of  learning, it is an 
educational fact of  life: children, young adults, they have 
to prepare, dress up, go to school and focus; they have 
their teacher or professor in front of  them, who also 
communicates physically, it is all a connected mecha-
nism, a vital interaction that cannot be reduced to the 
desk. Moreover, it is one that streaming cannot satisfy. 
I'm talking about the irreplaceable values of  education.

Even in opera, when we go to the theatre, we prepare 
mentally, pay the ticket, enter the venue, sit down, focus; 
the lights are switched off, we watch the performance, meet 
other people during the break, socialise, discuss the show 
and the singers etc. Socialising while streaming is impossible.

Nevertheless, I understand that right now, 
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something needs to be done to keep ope-
ra and the relationship with the audience alive.

 

Giancarlo Del Monaco, coming from an artistic family, yes, 
but with over one hundred works in the original language sta-
ged in theatres around the world (he's fluent in five languages).

"The most striking contribution to this emphatically suc-
cessful project (The Metropolitan Opera production of  « The 
Girl of  the Golden West ») would seem to come from the sta-
ge director Giancarlo del Monaco whose staging may be the 
most detailed, atmospheric version since the world premiere 
81 years ago", The Los Angeles Times, Martin Bernheimer.

"The staging of  'Carmen' by Gian-
carlo del Monaco is brilliant" (Die Welt).

"With his pedigree, his vision and his backstage ebullience, Gian-
carlo del Monaco proves himself  a thrilling director", Time Magazine.

"A truly exemplary edition... Giancarlo Del Monaco, director 
and author of  sketches and fashion sketches. He starts from a brilliant 
standpoint: the direction of  "Wozzeck" is perfect, from Berg through 
to the pronunciation of  the words, the pauses, the verbal inflexions 
that the music conveys, the relationship of  this with the orchestral 
set-up which, despite being built according to "absolute" forms, it is 
at the same time a powerful dramatic gesture. Therefore, the direction 
must not supplement itself  to the work already done by Berg, merely 
by adding symbols, changing the time setting, etc. It must work by 
subtraction, digging around Berg's text so that it is surrounded as much 
as possible by emptiness", (Corriere della Sera, 2007, Paolo Isotta).

I could go on, Maestro. It would seem that no one in Tu-
rin or Torre del Lago Puccini has ever read your biography.
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Two extremely painful experiences for me.
 

Can we talk about it?
 

Let us start from Torre del Lago Puccini.
In 2018 I was contacted by the Puccini Festival Founda-

tion to set up a Tosca in co-production with the Opera Hou-
se of  Tbilisi, Georgia. I brought my set designer, we studied 
the set up together and arrived on stage. Scenes by Carlo 
Centolavigna, costumes by Maria Filippi. A great success...

 

I want to read specific passages from Fabrizio Moschini's review of  the 
first performance of  that Tosca (15 July 2018), published by OperaClick.

"Tosca is one of  the most reproduced plays in Torre del Lago, 
but the recent editions could not be counted among the most suc-
cessful in the history of  the summer festival. We were feeling the 
need for a new Tosca, in short, that could not only convince, but 
also become a point of  reference for the years to come. On this oc-
casion, a seasoned and experienced opera director was appropriately 
chosen. Giancarlo Del Monaco did not fail to give a strong cha-
racterisation to the performance, a result not to be taken for gran-
ted, considering it is among the most inflated in the repertoire. It 
is not easy to say something new with a libretto that not only in-
dicates a specific historical moment but even 'hours and places'".  

 

It was indeed a success. They told me my "Tosca" 
would be put on in the following season. I replied that I was 
delighted, of  course. The next year I learned on the inter-
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net: Tosca Torre del Lago, with a director I had never he-
ard of. "So are they doing another Tosca or mine?" I asked 
myself  instinctively. I went deeper into the matter, and I 
realised that it was my Tosca with a different director. That 
is beyond comprehension. When I protested, the Festival 
management simply replied: if  you wanted your production 
to remain yours, you should have asked to include it in the 
contract. Incredible. Things like that can only happen in 
Torre del Lago. I am not a lawyer, but I believe that such an 
event has never happened in any theatre around the world.

 

The news was reported by Il Tirreno on 5 April 2019, in 
the chronicle of  Viareggio (Donatella Francesconi). "It is cle-
ar", she says, that "a show is to be enjoyed as a whole, where 
the designer and director work together, and should never be dis-
sected borrowing elements to be re-used in other productions".

The president of  the Puccini Festival Foundation, as well as 
artistic director and orchestra conductor, Alberto Veronesi, replied: 
"It is our habit, when we have set-ups, to be able to see them from 
different angles and contemplate other directors' projects rather than 
the original ones" (sic!). "We are the owners of  last year's Tosca, and 
we have all the rights to use it. If  there is a director's project that fa-
scinates us, that is beautiful and innovative, it allows us to present so-
mething different. Of  course, there are directors who prefer to remain 
tied to their set designer and don't want to, but in that case, they put it 
in the contract: that the scene must not be used by others". (sic! again).

 

It is as if  La Scala produced Ronconi's Tosca and the 
following year did the same show, with the same scenery 
but a different director. I confess that having to witness 
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the definition of  scenography as a distinct entity, indepen-
dent of  the direction, coming from the management of  a 
theatre is disarming, disrespectful of  the director's wishes. 
I also turned to the mayor of  Viareggio, urging him to take 
this matter to heart, but I have never received any response.

The image of  Puccini in the world is enormous, Puccini 
is the genius of  geniuses, and at the same time, those who 
represent him in Torre del Lago... A person who behaves as 
Alberto Veronesi did, frankly, it seems somewhat dissonant 
for a festival so important that it bears the name of  Puccini.

 

You explained the reason for all this to the journalist of  Il 
Tirreno in that same article of  5 April 2019: "In the end that 
show will be entrusted to the direction of  someone who arrives 
in the land of  Puccini thanks to the exchanges that now cha-
racterise Alberto Veronesi". Are you still of  the same idea?

 

Don't get me started...
 

I am reading the review by OperaClick (Fabrizio Moschini) 
on the first performance of  your stolen Tosca (2 August 2019).

"There are operatic evenings that leave us almost astounded by 
what we see and hear, in which the reporter, rather than write a review, 
should ask for an interview with the artistic direction, asking a series 
of  "why's". Last year, after a series of  dull performances of  "Tosca 
in riva al lago", the new show by Giancarlo Del Monaco made its 
debut, which I found particularly successful in combining a traditio-
nal stage layout with a highly distinctive direction. A proper direction 
that blended well with the magnificent and very baroque-esque scenes 
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by Carlo Centolavigna. With an incomprehensible choice (here is the 
first "why"), Del Monaco's signature is erased, yet, with a minor 
change of  costumes and lights, Centolavigna's scenes are maintained".

I'm not asking for any comment.
The Puccini Festival in Torre del Lago is quite an exceptional 

case, and not just in Italy. With an agenda approved unanimously, 
the Regional Council of  Tuscany on 18 December 2019 asked the 
regional Government to verify the existence of  conflicts of  interest 
in the Fondazione Festival Pucciniano: regarding Alberto Vero-
nesi in his triple role - held simultaneously - as chairman of  the 
board, artistic director and conductor; regarding the hiring of  the 
general manager's spouse as the press officer, with a public announ-
cement in which only one person participated and a tender committee 
equally composed of  one person; regarding the 15,214 free tickets 
from 2015 to 2018, it being still unclear to whom they were given.

 

I believe that Veronesi has been at the Puccini Festival 
for about twenty years without interruption. I wonder, based 
on which criteria? I think that appointments must always be 
limited in time and respectful of  the artistic results obtained.

I make this observation also to say: the mayors are 
responsible for appointing the superintendents (or in 
the case of  Torre del Lago, the president of  the foun-
dation), then there is the Region, the Mibact, the Court 
of  Auditors, the Extraordinary Commissioner, etc. In 
short, I am not much into legal issues, I admit, but I 
say that in the hypothetical reform of  the current sy-
stem, one should perhaps provide a simplification of  
the pyramid, that is not even a pyramid in the end, 
but rather a network often with little communication.
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Shall we talk about Turin?
 

Perhaps we would need a summary for the readers...
 

Summary. On 18 April 2018 ANSA published the news 
that the superintendent Walter Vergnano left the Regio Thea-
tre of  Turin a year before the end of  his term. That is a choice 
- the press reports - shared with the mayor Chiara Appendino who 
chairs the Opera House, and made in the interest of  the theatre.

Considering that one year remained to appoint the successor, 
the mayor said, it is sort of  a running-in to allow the theatre to 
find the best way forward for the next five years. For the first time 
your name appears, Maestro. I read: in recent days a piece of  news 
started circulating, with no confirmations yet, that the mayor of  
Turin intends to replace Vergnano with Giancarlo Del Monaco.

24 April 2018, ANSA: "William Graziosi is the su-
perintendent of  the Teatro Regio in Turin. He has been se-
lected by the majority of  the Opera House's board. Therefo-
re the proposal that made it over the line was the one backed by 
mayor Chiara Appendino, who chose Graziosi, over the past 
ten years CEO of  the Fondazione Pergolesi Spontini of  Jesi".

Graziosi's resignation from the Pergolesi Spontini Foun-
dation in Jesi is a complicated story too, according to what 
we read in the local chronicle of  the time, which La Stam-
pa summarises in an article published on 23 April 2018.

"Everyone agrees on his activity in Jesi: he did well, transfor-
ming a small 'traditional' provincial theatre into a national-level 
reality and helping to rediscover the two great composers (born in the 
Marche region) to whom the foundation is dedicated, Pergolesi and 
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Spontini". La Stampa continues: "His departure from Jesi occurred 
under quite controversial circumstances, and happened at the end of  
last year after a financial hole was discovered, the exact magnitude of  
which is still debated". "Graziosi also has the inconvenience, profes-
sionally speaking, of  not being born there. His business career began 
in a large lift company, Otis". His detractors still call him "The 
lift guy". Indeed, the transition from the lift market to the Pergolesi 
Spontini Foundation in Jesi, where Graziosi has worked for 17 ye-
ars, the last ten as CEO, may seem somewhat curious. However, ad-
mirers guarantee, he is a passionate music addict, he studied singing".

I do not intend to judge the former superintendent of  the 
Regio in Turin, William Graziosi. It is my belief, in gene-
ral, that people must be considered based on their merits demon-
strated in the field. In specific situations, their value is related 
to others with which they are compared for a specific purpose.

The first question is: do you confirm that you have been offered the 
position of  superintendent of  the Regio di Torino and, if  so, by whom?

 

I was at home when I was contacted and 
asked if  I was interested in becoming superinten-
dent of  the Regio Theatre in Turin. That happe-
ned about a year before Vergnano's resignation.

 

Who contacted you?
 

The person appointed by mayor Chia-
ra Appendino to seek a replacement for Vergnano.
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Can you tell me his/her name?
 

It is superfluous due to what happened in the fol-
lowing months.

I prepared the documentation to be officially pre-
sented, CV etc. I was invited by the councillor for cul-
ture Francesca Leon, to her house to be exact. All the 
main collaborators of  mayor Chiara Appendino partici-
pated at the dinner. At that moment, I decided to apply 
for the position, proposing my candidacy to the mayor.

Things moved forward, a series of  meetings took pla-
ce, we discussed what we wanted to do, the programs, my 
ideas etc. Shortly before Christmas 2017, I finally met the 
mayor, Ms Appendino: she invited me to dinner at her 
house. At that dinner, there was all her staff  interested in 
the Regio Theatre: Councillor Francesca Leon, Pierluigi 
Dilengite (elected in November 2018 councillor for ope-
ra and symphonic foundations and the music industry by 
Minister Alberto Bonisoli), Massimo Giovara (councillor 
affiliated to the political party Movement 5 Stars and presi-
dent of  the 5th Commission Board for Culture, Education, 
Sport, Tourism, Leisure and Youth), Giovanni Limone 
(assistant councillor of  Francesca Leon, former assistant 
coordinator of  the administrative office of  mayor Ap-
pendino), Roberto Guenno (chorister and trade unionist).

It was a dinner in a very informal atmosphere, I re-
member. You bring the pizza; I bring the wine… The 
mayor was sitting at the table with her husband and 
their son, very cute, who was eating soup. The conver-
sation was entirely about the Regio, its prospects, the 
problems, and I was asked a series of  questions. In the 
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end, the decision was made: mayor Appendino rai-
sed her glass and invited everyone to toast my appoint-
ment as superintendent of  the Teatro Regio in Turin.

At this point, luckily, I was cautious. Ms Ap-
pendino was to say: "Del Monaco, find a new im-
portant conductor for the theatre immediately".

My extensive experience allows me to consider a 
wide range of  possibilities, knowing and having worked 
with many great conductors. Luckily a sixth sense sug-
gested waiting for my appointment to become official: 
think what kind of  embarrassment, if  I had exposed my-
self, knowing how things unfolded. I would have been 
considered a braggart not only in Italy but worldwide.

Walter Vergnano, as you summarised, resigned as 
superintendent on 18 April 2018. On 2 April 2018 the 
Councilor for Culture of  Turin, Francesca Leon, wro-
te to me: "The board of  directors of  the Regio Theatre 
is to meet on 9 April and on that date we are going to 
announce the resignation of  Vergnano, but we will not 
yet disclose your name. In the next few days, the head 
of  the mayor's press office will call your press office".

Meanwhile, Ms Appendino and Ms Leon had 
also sought the views of  Ezio Bosso on my name, 
who replied: "you could not find a better one".

Roughly a week before the vote in the steering com-
mittee of  the Regio, a problem arose: "the Madia law 
prevents the appointment of  Del Monaco as Superinten-
dent", they told me, "because he is over 70". I consider 
this issue an oversight, it is indeed an evident mistake, 
and I naturally informed them. The Madia law states...
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The Madia law (more precisely: Law 7 August 2015, n. 124) 
regarding incompatibilities on public designations applies to "priva-
te or public employees". The Home Office had already clarified the 
interpretation with the circular n. 6 December 2014 (the Madia 
law applies to the Decree-Law n. 95 of  2012) and with the cir-
cular n.4 of  10 November 2015. It reads: "As already indicated 
in the circular n. 6 of  2014, by "retired private or public wor-
kers" we mean exclusively employees and not self-employed workers". 

Without going too far, we can limit ourselves to 
saying that you are a freelancer, you have never been 
an employee. Therefore this law cannot apply to you.

 

It seems obvious to me.
 

That is the point. 
How is it possible that the administrative office of  

a large city like Turin, and the mayor Appendino, could 
have slipped into such a macroscopic and obvious mistake?

For a linear reading of  the following events, we have to keep in 
mind that in the meantime the Economic division of  the Italian Fi-
nance Police of  Turin launched Operation Music Sheet (Operazione 
Spartito), as it was conventionally called. The operation was coordina-
ted by assistant public prosecutor Enrica Gabetta and public prosecu-
tor Elisa Buffa, both in charge of  the investigation on the corruption 
case of  the Teatro Regio in Turin. Three notifications of  impending 
investigation were issued (to William Graziosi, former superinten-
dent, Roberto Guenno, promoted to the top staff  of  the theatre, if  I 
am not mistaken, to the 'innovation and development' office, and Ales-
sandro Ariosi, the "king of  tenor managers" as la Repubblica defined 
him). Among those who were questioned in the Prosecutor's Office, 
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in addition to the mayor, there is also the councillor Francesca Leon.
So back to my question, Maestro. How is such 

a macroscopic and equally obvious mistake possible?
 

The councillor for culture Francesca Leon answered. I 
quote from the Corriere di Torino of  30 May 2020 (the re-
port is signed by journalist Miriam Massone): "A gimmick 
to say no to Del Monaco? Leon doesn't want to go too far, 
but as she leaves the court, she clarifies: "It was not an exclu-
sively technical decision. The choice was not up to me".

 

So, if  it wasn't a technical decision, based on whi-
ch criteria did Mayor Appendino make her decision?

ANSA wrote on 24 April 2018: "The proposal of  the mayor of  
Turin, Chiara Appendino, who chose Graziosi, makes it over the line".

Beyond the paradox of  the toast in Appendino's hou-
se (the one for Giancarlo Del Monaco as the new superinten-
dent) and the then unexplained different choice (William Gra-
ziosi as the new superintendent), I would say a scene from a 
film by Nanni Moretti. I think that this question is also preci-
sely consistent regarding the Madia law, for the principle that the 
law states about the necessity to motivate any administrative acts.

Did you ever get an explanation of  why 
they preferred Graziosi's resume over yours?

 

Since that pre-Christmas home dinner, I have 
not heard from Mayor Appendino. Officially, I was 
not excluded for a mere technical reason (Leon says 
that, and I consider that 'only' an excess of  caution). 
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It is also evident, so to speak, that no one knows the 
"non-technical" reason for my exclusion. Frankly, it lo-
oks like a bad example of  public affairs management.

 

Probably the mayor considered sufficient the explana-
tion she gave on 3 May 2018 to the City Council of  Turin.

"I chose Graziosi as Vergnano's successor because I think he 
may be the right person. I also take responsibility for speeding up the 
pace. When an extraordinary fact emerges, such as a possible finance 
problem, it is necessary to accelerate to have guidance for the new 
route to take. The ultimate goal of  the Regio Theatre is to ensure 
both financial stability and a cultural programme up to the high levels 
achieved in recent years. This is precisely the issue we must debate".

Pierluigi Dilengite, who backed your nomination based on 
your strong international resume, for a great and historic theatre 
as the Regio in Turin, tried to persuade mayor Appendino after 
her sudden change of  mind. Bosso was speechless, or rather...

Ezio Bosso was considered a legend in music. He was born 
in Turin and passed away in Bologna on 15 May 2020 at the age 
of  48. After the news of  your exclusion as superintendent of  the 
Regio, he sent you some messages: "They acted in the style of  the 
worst "renziani" [TN: of  or relating to Italian politician Matteo 
Renzi], as you know the main accusation to the Movimento [TN: 
Movement 5 Stars, an Italian political party] is always inexperience, 
now they fall into dishonesty". Then: "Chiara [Appendino] goes 
against every principle of  the Movement… she actually destroys it. 
The Movement will disappear in Turin because of  these choices; 
you have no idea how much disappointment there is around". And 
again: "I supported your application with conviction, I complimented 
your choice, and I was disgusted by the treatment you then received".
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Ezio and I were close friends. I was, and I am 
still honoured to receive his full professional respect.

 

Chiara Appendino became mayor in June 2016 (the former 
mayor being Piero Fassino, who had appointed the resigning Wal-
ter Vergnano). Two years later Vergnano resigned, and in April 
2018 Graziosi was appointed as superintendent. Just a year later, 
the well known indomitable news journalist, penned with the style of  
a bygone era, Miriam Massone, leads on La Stampa with this hea-
dline: "The embarrassment with the superintendent of  the Regio of  
Torino and the hypothesis of  mass resignation" (21 March 2019).

Il Messaggero reports on 27 March: "The rumours of  the im-
minent resignation of  the entire board, after the approval of  the 
development plan, are true. That was declared by the mayor of  
Turin, Chiara Appendino, during the presentation of  the five-ye-
ar development plan of  the Regio Theatre in Turin. This is a te-
chnical and not a political fact - she specifies - conceived to allow 
a new steering committee to accompany the new five-year period".

I must say that "technical" reasons must be very fashionable in Turin. 
I think one should also publicly explain why it should be a 

"political" fact: being it a choice about a designation for whi-
ch the only criterion is - or should be - purely professional.

During her election campaign, the mayor candidate Chiara Ap-
pendino had promised the people of  Turin: "Torino is a closed power 
system. The first thing is to make it open, open to merit and talents, not 
to friends of  friends", and about foundations: "First thing first let's 
have a look... criteria for appointments... foundations will have to re-
spect the principles of  transparency, budget... Today there is nothing, 
pure arbitrariness" (La Stampa, 23 June 2019, Iacopo Jacoboni).

24 April 2019, just one year has passed since the appointment, 
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and the superintendent Graziosi resigned: "The steering committee 
approved the 2018 final budget of  the Regio Theatre and resigned. 
The year's closing balance is at break-even, with a profit of  3,953 
euros, thanks to the city administration, the Region, the Compagnia 
di San Paolo and the Crt Foundation, which at the very end of  last 
year made an extraordinary contribution of  2.5 million euros. The 
superintendent, in fact, by statute, has to resign together with the 
board of  directors. Graziosi, therefore, has his hours numbered: on 
31 May he will leave the chair" (La Stampa, Miriam Massone).

A little more patience.
ANSA 29 May 2020: "The 2019 final budget presents a de-

ficit of  2.3 million euros, "a situation that cannot be recouped in the 
light of  the current context", argues mayor Appendino, who will ask 
for the appointment of  a ministerial commissioner to carry out that 
financial re-organisation defined as "unpostponable". The theatre's 
financial status is in the red and it is nothing new. What is unpreceden-
ted, however, is the "current period of  crisis, caused by the Coronavi-
rus emergency, which sees banks - up to this point, very generous with 
the Opera House - committed to many urgent fronts and busy with 
growing needs from their client base, according to their own statement. 
And since "the Regio Theatre needs to start again and without being 
affected by the constraints of  a heavy debt", Appendino argues, it is 
inevitable "an extraordinary intervention". "The appointment of  a 
commissioner responds precisely to this need", continues Appendino".

Something is wrong if  logic still has any value. The 'dramatic' 
financial statement in question is that of  2019. The Covid emer-
gency began in 2020. The management is entirely attributable to su-
perintendent Graziosi, who the mayor Appendino, had sworn to the 
City Council; "is the right person. When an extraordinary fact emer-
ges, such as a possible finance problem, it is necessary to accelerate in 
order to have guidance on the new route to take". But can it be true 
that William Graziosi was able to destroy the Regio Theatre in just 
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twelve months? It appears a somewhat difficult hypothesis to digest.
This long reconstruction, therefore, concludes that 

perhaps, the story of  Giancarlo Del Monaco is a pie-
ce which fits into a more vast framework of  instability.

 

Politics  is  a matter that does not belong to me.
What is certain is that mayor Appen-

dino paid a high price for her mistakes.
 

I will complete the picture.
On 15 July 2020, La Stampa (Cristina Insalaco) leads: 

"The Regio's financial statements closed with worse than expected 
numbers: the loss is over 7 million euros. In 2019, the net wor-
th was therefore negative and amounted to € 9,132,407, including 
a loss for the current year of  7,187,244 euros. This loss is at-
tributable to an operational management deficit of  approximately 
2.4 million euros: this is the figure that was announced in recent 
weeks by mayor Appendino. This figure increases, adding the de-
valuations made on surface rights and surface property rights, of  
approximately 3.7 million euro. The devaluation has been cal-
culated following the work of  the new auditing firm, which this 
year changed together with the board of  auditors, and which car-
ried out a different assessment… ". Mayor Appendino: "Only 
2.4 are attributable to former superintendent William Graziosi".

In the space of  a year, therefore, the shortfall in the Regio The-
atre of  Turin bloated from 2.4 million (2018) to almost 10 million 
(2019). The effects of  the Coronavirus pandemic began in 2020. 
Mayor Appendino was elected on 30 June 2016, we have reached 
15 July 2020. After all the buzz around the theatre, no one has 
noticed (mayor, local administration, Region, Ministry) that in the 
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financial statements there was a hidden chasm. What do you think?
 

That the importance of  merito-
cracy clearly emerges from this whole affair.

I want to say that, luckily, there are also exceptions 
in Italy: all of  my observations so far expressed on the 
Opera system in Italy do not entail my personal critique 
to every single Italian superintendent. On the contrary, I 
think they find themselves in great difficulty working wi-
thin the current legislation that regulates Opera Founda-
tions. In the world of  Italian opera, beginning with young 
people, there are great resources that represent the pri-
de of  our country: a fact that should never be forgotten.
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BIOGRAPHY  
GIANCARLO DEL MONACO

Giancarlo del Monaco, son of  the famous tenor 
Mario del Monaco, was born in Villorba, in the provin-
ce of  Venice. He studied piano and trumpet. He stu-
died early and modern French at the University of  
Lausanne (Switzerland). He has four daughters: Stella, 
Fedora, Alessandra, Laura. He is fluent in five languages.

He made his debut at a very young age in Siracu-
se in 1965, staging the opera "Samson et Dalila" at the 
Greek Theatre with his father taking the leading role.

Between 1966 and 1968 he worked as an as-
sistant director to Günther Rennert, Wie-
land Wagner and Walter Felsenstein in Germany.

From 1970 to 1973 he worked as a personal assistant to 
superintendent Rudolf  Gamsjäger at the Vienna State Opera.

Between 1973 and 1976 he was the princi-
pal director at the Ulm Theatre. In 1975, together 
with his father, he founded the Montepulciano Fe-
stival, where he was to become Artistic Director.

Five years later he was appointed superin-
tendent of  the Staatstheater in Kassel. In the ye-
ars to follow, he was given a similar role at the 
Macerata Festival (1986-1988), in Bonn (Oper der Bun-
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desstadt, 1992-1997), and at the Nice Opera (1997-2001). 
From 2009 to 2011 Giancarlo del Monaco was 

artistic director of  the Tenerife Opera Festival.
He staged in excess of  one hundred operas in their ori-

ginal language, many in prestigious venues including Berlin, 
Buenos Aires, Barcelona, Madrid, Bologna, New York, Los 
Angeles, Washington, Milan, Munich, Naples, Paris, Beijing, 
Rome, Stuttgart, Seville, Sydney, Turin, Vienna and Zurich.

In 1991 he made his debut as a director at the Metro-
politan in New York: the remarkable success obtained with 
"La Fanciulla del West" earned him a series of  subsequent 
works: "Stiffelio", "Madama Butterfly", "Simon Boccane-
gra", "La Forza del Destino" (the latter, received an award 
from the American Institute of  Verdi Studies). All these 
productions were made available on video and distribu-
ted on the international market (Deutsche Grammophon).

Among others, he has collaborated with the following 
renowned conductors: Albrecht, Badea, Baudo, Chail-
ly, Russell Davies, Epstein, Ferro, Franci, Gatti, Kout, 
Kuhn, Levine, Navarro, Nelson, Oren, Panni, Patané, 
Prètre, Santi, Sasson, Sawallisch, Sinopoli, Slatkin, Varsivo.

Among others, he has also collaborated with the 
following set designers: Toni Businger, Carlo Centolavi-
gna, Dominik Hartmann, Matthias Kralj, Ming Cho Lee, 
Andrzej Majewski, Wolf  Münzner, William Orlandi, Je-
an-Pierre Ponnelle, Jürgen Rose, Michael Scott, Günter 
Schneider-Siemssen, Josef  Svoboda, Peter Sykora, Prof. 
Werner Tübke, Monika von Zallinger, Jörg Zimmermann.

 

2021
“Pagliacci”, director , Palau de les Arts , València - 



33

Palau de les Arts Reina Sofía.
“Cavalleria rusticana”, director, Palau de les Arts , 

València - Palau de les Arts Reina Sofía .
“Madama Butterfly”, director, Opera Wrocławska.
“Cavalleria rusticana”, director, Staatsoper Hamburg.
“Pagliacci”, director, Staatsoper Hamburg .
 

2020
“Othello”, director / sets / lights , Opera Natională 

Bucuresti ONB (cancelled) .
“La vida breve”, director,
“La tempranica”, director, Teatro de la Zarzuela, 

Madrid .
 

2019 / 2020
“Madama Butterfly”, director, Opera Wrocławska .
“Othello”, director / sets / lights, Opera Natională 

Bucuresti ONB .
 

2019
“Abai”, director, Astana Opera.
“A masked ball”, director, Grand-Théâtre de Genève.
“Tosca”, director, Tbilisi Z Paliashvili Opera and 

Ballet State, Theater Paliashvili Opera House.
“Turandot”, director / sets / costumes, Macedonian 

Opera and Ballet, Skopje.
 

2018 / 2019
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“Madama Butterfly”, director, Opera Wrocławska .
“Otello”, director / sets / lights, Opera Natională 

Bucuresti ONB.
 

2018
“Abai”, director, Genoa Opera, Carlo Felice Theatre.
“La Fanciulla del West”, director, The Metropolitan 

Opera, New York, Metropolitan Opera House
“Tosca”, director, Puccini Festival Torre del Lago, 

Open Air Theatre
“Turandot”, director, Opernhaus Zürich.
“Don Carlo”, director, Israeli Opera, Tel Aviv, Per-

forming Arts Center.
 

2017
“Turandot”, director / sets / costumes, Macedonian 

Opera and Ballet, Skopje .
“Norma”, director, National Theater Belgrade, Beo-

grad.
“Cavalleria rusticana”, director, Staatsoper Hamburg 

.
“Pagliacci”, director, Staatsoper Hamburg
 

2017 / 2018
“La Traviata”, director, Finnish National Opera, 

Opera House, Helsinki.
“Madama Butterfly”, director, Opera Wrocławska.
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2015/2016
His directing projects were, among others, in Leip-

zig, Bilbao, Sydney, Melbourne, Astana, Macao, Florence, 
Madrid.

 

2015
Awarded Chevalier de la Légion d'Honneur of  the 

French Republic.
 

2009 / 2011
Artistic Director of  the Tenerife Festival.
 

2008
Oviedo, Teatro Campoamor Lyric Award for best 

direction in Spain in 2007 with “Cavalleria rusticana” by 
P. Mascagni and “I Pagliacci” by R. Leoncavallo at the 
Teatro Real in Madrid.

 

2007
Awarded the title of  Honorary Professor by the Uni-

versity of  Alcalà, Madrid, Spain.
 

2001
Awarded the Médaille d'Honneur de la Ville de 

Montpellier, and the Aigle de Cristal de la Ville de Nice 
(France).

 



36

1998
Illica Prize for the career of  General Manager and 

International Director.
 

1997/2001
Superintendent of  the Opéra de Nice (France).
 

1996
Recognition plaque from the American Institute of  

Verdi Studies on the occasion of  its fifth production at 
the Metropolitan Opera in New York.

 

1995
Awarded the Ordem Nacional or Cruzeiro do Sul 

from Brazil for having staged the work “Il Guarany” at 
the Oper Bonn.

Awarded Honorary Doctor of  Cultural Arts from 
Palm Beach Community College.

Awarded Chevalier des Arts et des Lettres by the 
French Minister of  Culture.

 

1993
Awarded Commander of  the Order of  Merit of  the 

Italian Republic.
 

1992



37

Appointed member of  the jury of  the Ri-
chard-Tucker-Music-Foundation, New York, along with 
James Conlon and James Levine.

 

1992/ 1997
Superintendent of  the Oper der Bundesstadt in 

Bonn.
Gomez’ opera “Il Guarany” is recorded under his 

supervision.
 

1991
Debut at the Metropolitan Opera with “La Fanciulla 

del West”, the first of  five productions.
 

1987
Awarded Official Knight of  the Republic by the Pre-

sident of  the Italian Republic for artistic merits.
 

1986/ 1988
Superintendent of  the Macerata Festival.
 

1980/1982
Superintendent of  the Staatstheater Kassel (Ger-

many).
 

1975
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Artistic Director of  the Montepulciano Festival 
(founded together with Mario del Monaco).

 

1973/1976
Principal director in Ulm (15 productions, including 

Der Freischütz, Tosca, Les Contes d'Hoffmann).
 

1970
Debut as a director in Gelsenkirchen in Germany 

with Untreue lohnt nicht (Haydn).
 

1970/1973
Personal Assistant to the Director of  the Wiener 

Staatsoper, Rudolf  Gamsjäger.
 

1967
Viotti d'oro award as best opera director of  1967.
Assistant director to Günther Rennert, Wieland Wa-

gner and Walter Felsenstein in Stuttgart.
 

1966
Assistant director at Deutsche Oper Berlin.
 

1965
Debut as a director in Italy at the Greek Theatre of  

Siracuse with “Samson et Dalila” with his father Mario 
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del Monaco as the protagonist.
 

*    *    * 

The entire collection of  reviews on the works staged 
by Giancarlo Del Monaco is available on his personal 
website:

https://www.giancarlodelmonaco.com / ? page_id = 
12522 & lang = it .

https://www.giancarlodelmonaco.com / ? page_id = 12522 & lang = it
https://www.giancarlodelmonaco.com / ? page_id = 12522 & lang = it
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APPENDIX 
by Aldo Belli

In the transcript of  the conversation with Giancarlo 
Del Monaco, I tried to keep the essence of  the narrative 
of  facts but at the same time facilitate the linear expo-
sition of  events and the understanding of  the Maestro’s 
answers. However, I feel I have to give some additio-
nal explanations, or, so to say, some more information 
in ‘appendix’ to integrate the text of  the conversation.

 

*    *    * 

The first clarification is that this conversation was not 
intended to examine all the aspects of  the structure and 
execution of  musical productions of  opera in Italy, nor 
even the main aspects of  it. The conversation was born, as 
anticipated, from an editorial column that Tuscany Today 
(the national web newspaper of  local news and culture that 
I direct, born in the summer of  2018) has dedicated to the 
opera houses in Italy, in the light of  the investigations ope-
ned this summer by the Turin Public Prosecutor’s Office.

Since Giancarlo Del Monaco is the victim of  two 
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striking episodes with many points in common betwe-
en one and the other (at the Puccini Festival in Tor-
re del Lago and the Regio Theatre in Turin involving 
conflict of  interests and in the nebulous management 
in public offices), I thought it would be interesting to 
put these puzzles back together in an edition inten-
ded for future reference (I don’t hide the hope that 
these reflections may also be useful for the present).

It goes without saying that I consider this chance to 
converse with someone like Giancarlo Del Monaco more 
than a journalistic luxury, an honour and a pleasure of  which 
I remain a debtor. I do not want to hide, however, that my 
sympathy also stems from a particular situation that cha-
racterises the professional experience of  this great interna-
tional theatre director: his exile. When I asked, after reading 
a piece of  his biography, how much this burden of  honours 
consecrated all over the world weighs on him, he replied: 
“The deep bitterness of  not being able to work in my own 
country”. I will return to this at the end of  this appendix.

Let’s take it in order.
 

*    *    * 

The Puccini Festival of  Torre del Lago Puccini.
The story of  the Tosca narrated by Maestro Del Mo-

naco is grotesque: the work of  a director which is repli-
cated by another director, with the same structure but a 
different signature and without the author’s knowledge. 
The legal disquisitions (The Puccini Foundation tried to 
defend its choice on the fact that the “exclusive pater-
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nity” had not been expressed in the contract) in such a 
case, it appears to be entirely specious. I believe that the 
authorship of  an artistic work is universally recognised. 
Therefore there is little to add to the spirit of  the answer 
itself, which I consider not only peculiar but indicative 
of  the hands that for many years managed the only fe-
stival in the world that bears the name of  Giacomo Puc-
cini (just a stone’s throw away from the villa in which the 
great composer lies in eternal rest). The grotesque turned 
into a clumsy lie when the president of  the Alberto Vero-
nesi Foundation (who is also a conductor and therefore 
should know how the arts and entertainment industries 
work) justified the ‘authorship theft’ with motivations of  
artistic nature. Veronesi replies to the journalist Donatel-
la Francesconi of  Il Tirreno (5 April 2019) “If  there is 
a directorial project that fascinates, that is beautiful and 
innovative, it allows us to present something different”.

I observe. The “Stolen Tosca” of  Del Monaco re-
presented in 2019 in Torre del Lago had nothing arti-
stically “different”. My words might be worth little, but 
it is the most important Italian music critique magazine 
that says it in the review by Fabrizio Moschini, Opera-
Click. Furthermore, if  the principle according to whi-
ch the success of  any work produced by human inge-
nuity should be a valid reason to deny its living author 
and replace him with another, I objectively believe that 
everywhere people would scream scandal. I add a third 
observation. The Fondazione Festival Pucciniano has in-
stitutional bodies to which the statute delegates the de-
finition of  the ‘program’ of  the opera season: for the 
2019 edition, where were the Board of  Directors and the 
Steering Committee when the program with Del Mona-
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co’s “Tosca” without Del Monaco was being approved?
Statute of  the Puccini Festival Foundation. Art.9 letter 

b “Are defined offices of  the Foundation, the artistic direc-
tor ...”. Art.10 “The mayor of  Viareggio appoints the presi-
dent from among the members of  the steering committee 
“. Art.12: “The steering committee designates the artistic 
director on the proposal of  the president.” art.15: “The bo-
ard of  directors shall: f) appoint the artistic director upon 
designation by the steering committee, and establish the re-
muneration and duration of  the assignment by authorising 
the stipulation of  a private law contract with him/her”.

Until August 2019, the chairman of  the board of  
directors (and the steering committee of  the Puccini 
Festival Foundation) was Alberto Veronesi; He was at 
the same time, in his private capacity, the artistic direc-
tor of  the foundation, and the orchestral conductor.

On 27 December 2019, following his resignation as 
president of  the foundation, Alberto Veronesi remained 
“in the circle”. In the mandatory self-declaration (Legisla-
tive Decree No. 33/2013 ) for holders of  professional ro-
les in public bodies it is stated that it would have been paid 
at an annual remuneration of  EUR 40,200 plus VAT, plus 
a conductor’s fee of  6,000 Euros plus VAT for each of  the 
five performances a year for the three years from 2020 to 
2022, for the position of  music director and principal con-
ductor. Under the designated section of  the form “Per-
forming of  other professional activities” (which the law 
has provided explicitly for the sake of  transparency pre-
cisely concerning the possibility of  verifying conflicts of  
interest) we read: “Conductor at national and international 
institutions and theatres”. Considering that a former pre-
fect chaired the foundation and assumed that the contract 
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of  appointment had been signed based on the self-decla-
ration; We must assume that Alberto Veronesi’s “other 
professional activities” were deemed adequate and corre-
sponding to the provisions of  the law on transparency.

 

*    *    * 

During our conversation, Giancarlo Del Monaco learned 
that, in reality, the vicissitudes of  Puccini’s Tosca in 2018 did 
not end there. When I mentioned Arezzo, he seemed clueless.

Let us recount the facts.
The “Nazione Cronaca di Arezzo” on 10 July 2018 

announces that “in Arezzo, the summer moves into opera 
season with the 64th Puccini Festival. Between July and 
August, the evocative Roman amphitheatre becomes an 
unusual stage for three events dedicated to great music. 
The calendar organised by the Guido d’Arezzo Founda-
tion with the patronage of  the municipality of  Arezzo is 
made possible thanks to the availability of  the prestigious 
Puccini Festival in Torre del Lago which has extraordina-
rily decided to replicate some of  its productions “on tour”.

Teletruria anticipated this with a report on 21 Fe-
bruary 2018 showing the news of  the first meeting betwe-
en the president of  the Pucciniano Festival Foundation 
Alberto Veronesi and the mayor Alessandro Ghinelli for 
the “Puccini trip” (https://www. teletruria.it/227-Ve-
ronesi-e-ghinelli-preparano-festival-pucciniano.html).

It should be kept in mind that the first performance 
of  “Tosca” signed by Giancarlo Del Monaco was staged 
in Torre del Lago on 15 July for the 64th Puccini Festival.

https://www. teletruria.it/227-Veronesi-e-ghinelli-preparano-festival-pucciniano.html
https://www. teletruria.it/227-Veronesi-e-ghinelli-preparano-festival-pucciniano.html
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Sky Arte, 27 July 2018: “On the occasion of  the 64th 
Puccini Festival, which takes place every summer in Tor-
re del Lago … the festival will move to the spectacular 
Roman amphitheatre in Arezzo for some dates. The ca-
lendar, organised by the Guido d’Arezzo Foundation with 
the patronage of  the municipality of  Arezzo, was made 
possible only thanks to the collaboration of  the presti-
gious Puccini Festival in Torre del Lago, which extraor-
dinarily decided to repeat some of  its productions “on 
tour”. It begins on 5 August with the performance of  La 
Bohéme. On the podium of  the Roman amphitheatre in 
Arezzo, the conductor Alberto Veronesi will conduct the 
Tbilisi Symphony Orchestra. At the same time, Lev Pu-
gliese will be responsible for the staging. On 26 August, 
the romantic atmospheres in which Giacomo Puccini 
always set his Tosca will live again. The opera, perfor-
med by the Pucciniano Symphony Orchestra conducted 
by Alan Freiles, is directed by Carlo Antonio de Lucia”.

In the 2018 program of  Torre del Lago, “To-
sca” was scheduled for 15 July, 4 and 12 August. Why 
did Giancarlo Del Monaco’s “Tosca” not go on stage 
on 26 August 2018 in Arezzo alongside the other “on 
tour” productions of  the Pucciniano Festival Foun-
dation? This, in addition to the consideration that it 
was a brand new and extremely successful production. 

The posters of  the Arezzo trip appeared in the 
graphics (colours, fonts, etc.) identical to those of  the 
Puccini Festival in Torre del Lago showing in large letters: 
“64th Puccini Festival - Roman amphitheatre of  Arezzo”.

The press release for Arezzo’s municipality can 
also be found now on the official council’s website:

https://www.comune.arezzo.it/notizie/arezzo-esta-

https://www.comune.arezzo.it/notizie/arezzo-estate-lirica-festival-puccini
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te-lirica-festival-puccini.
The calendar [...] is made possible thanks to the co-

operation of  the prestigious Puccini Festival in Tor-
re del Lago which has extraordinarily decided to repli-
cate some of  its productions “on tour”. The official 
website of  the Guido d’Arezzo Foundation states the 
same: (https://www.fondazioneguidodarezzo.com/
eventi/arezzo-in-lirica-con-il-64mo-festival-Puccini).  

 

I won’t go any further.
That year in Arezzo there was no “trip”, no “pro-

duction” of  the Pucciniano Festival in Torre del Lago 
presented. In the list of  performances of  “Tosca” 
staged over the years at the Pucciniano in Torre del 
Lago, there is no evidence that a “Tosca” directed by 
Carlo Antonio De Lucia has ever been performed.

The “trip” to Arezzo also included “La Bohéme”, 
conducted by Alberto Veronesi, directed by Lev Pu-
gliese: also Pugliese does not appear to have ever di-
rected at the Puccini Festival in Torre del Lago (the 
orchestra, on the other hand, is that of  Tbilisi, the 
same theatre that produced Del Monaco’s “Tosca” in 
co-production with the foundation of  Torre del Lago).

The Pucciniano Festival, therefore, did not make 
any tour in Arezzo. Its “productions” were not even per-
formed although announced to the public by the press 
and in the official institutional press releases since the 
Festival Pucciniano Foundation never received an as-
signment from the municipality of  Arezzo or the Gui-
do d’Arezzo Foundation. It seems incredible to say, but 
nothing was ever decided in Arezzo either by the board 

https://www.comune.arezzo.it/notizie/arezzo-estate-lirica-festival-puccini
https://www.fondazioneguidodarezzo.com/eventi/arezzo-in-lirica-con-il-64mo-festival-Puccini
https://www.fondazioneguidodarezzo.com/eventi/arezzo-in-lirica-con-il-64mo-festival-Puccini
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of  directors or the steering committee of  the foundation.
This is what results from the foundation’s documen-

ts. After all, a piece of  opposite evidence in the papers 
would be even more embarrassing to witness. In fact 
from the trip to Arezzo, not a single euro went into the 
coffers of  the Festival Pucciniano Foundation; it didn’t 
even produce an increase of  visibility since- be they good 
or bad - those were not the foundation’s productions.

“64th Festival Puccini”: this is how the presi-
dent of  the Puccini Festival Foundation presen-
ted the ‘package’ to the mayor Alessandro Ghinelli.

In good faith, could the mayor ever imagine that the 
person in front of  him, who had introduced himself  as 
president of  the Puccini Festival Foundation was acting on 
his own behalf ? The following year, in 2019 (it might well 
be just a coincidence), the municipality of  Arezzo together 
with the Guido d’Arezzo Foundation re-proposed the opera 
event to their fellow citizens, but without Alberto Veronesi.

 

*    *    * 

The issue of  conflict of  interest at the Pucciniano of  
Torre del Lago has repeated itself  for years in almost to-
tal silence, until our newspaper, Toscana Today, began to 
publish facts and dates in the summer of  2018. Nobody 
has ever responded to our publicly addressed questions.

Instead, the issue came to the attention of  a young 
regional councillor in Tuscany, Tommaso Fattori leader 
of  the “Sì Toscana” left political movement, a grouping 
of  the numerous civic committees active in Tuscany).
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 On 8 March 2019, Fattori together with his colleague 
Paolo Sarti, presented a inquiry to the president of  the 
Regional Council based on the issues that our newspaper 
had raised publicly. The premises are that the Fondazione 
Festival Pucciniano is a public body with the municipality 
of  Viareggio as a single shareholder (legal entity recogni-
sed by decree of  the Regional Council of  Tuscany n.207 
of  25 June 1991) and that the Tuscany Region supervises 
the Puccini Festival Foundation of  Torre del Lago. The 
Region, moreover, contributes annually to the foundation 
with a significant allocation of  regional contributions sup-
plementary to State and municipal public grants, in short, 
public money of  Italian and Tuscan taxpayers and citizens.

The transcript of  this inquiry is attached to 
the appendix. Here I summarise its substance.

Concerning Alberto Veronesi, the question indicates 
that his being at the same time president of  the founda-
tion, artistic director and conductor, for events organised 
or co-organised by the foundation, in Italy and abroad, 
constitutes a clear conflict of  interest. This is because 
Maestro Veronesi was remunerated for the direction of  
the Puccini Festival Orchestra or other orchestras, 
but not directly from the Puccini Festival Foundation.

Regarding the general director of  the foundation, 
Rag. Franco Moretti. He was hired in the role of  exe-
cutive in 2015 without any public tender procedure. He 
was employed on a fixed-term basis, renewed in 2008, 
2010 and 2013, in violation of... and without the sui-
table degree ... (Eligibility for executive roles in public 
administration). Whereas to date, the foundation has 
not opened a public tender procedure yet, but instead, 
it appears from press sources that at the contractual de-
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adline of  31 December 2018, the employment was re-
newed by the board of  directors for a further three years.

Regarding the press officer. The role was assigned, by 
a resolution of  the board of  directors of  29 May 2015, 
when “Headline Giornalisti” was formally appointed (no 
less disturbing, acted without making any formal selection 
or formal justification). Subsequently, the appointment 
has been extended upon expiration with the resolutions 
of  5 May 2016, 28 June 2017 and 8 January 2018 and fur-
ther extended on expiration, in violation of  the obligation 
to comply with administrative measures established by art. 
3 L. 241/90. The person who holds the title of  press of-
ficer (incidentally, the spouse of  the general manager al-
though formally the position was appointed to “Headline 
Giornalisti” as described above) has been registered in 
the Tuscan register of  journalists only since 23 Septem-
ber 2016. This detail reveals a situation, at least up to that 
date, in violation of  article 9 paragraph 2 of  the law of  
7 June 2000, n. 150 (“The press offices comprise of  per-
sonnel enrolled in the national register of  journalists”)...

Regarding the issue of  free tickets. In the 2015/2018 
seasons over 15,000 tickets appear to have been issued, a 
significant part of  which would not appear in the financial 
statements as they were sold at the price of  € 1.00. The ge-
neral management/ press office/ presidency did not keep 
a list of  free ticket recipients, and this is a situation which, 
in the absence of  a justified and documented reason of  
interest of  the entity, would constitute pecuniary damages.

The story of  the press officer deserves a further note.
On 17 August 2018, the foundation published a noti-

ce of  expression of  interest to entrust the aforementioned 
assignment, as yet another extension had expired. The ten-
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der procedure started on 15 October. The prerequisites of  
participation exclude individual journalists (sic!); only com-
panies registered in the register of  the Chamber of  Com-
merce can participate (journalists are self-employed, and 
are not and cannot be registered to the Chamber of  Com-
merce). An employee in charge of  “preparation and pro-
duction” was appointed to oversee the tender procedure.

Contrary to what was stated in the noti-
ce of  expression of  interest (the one dated 17 Au-
gust 2018), and without any given reason, the tender 
base was raised from 40,000.00 to 64,000.00 euros.

Outcome. (Minutes of  the first tender session 8 No-
vember 2018): “... at 10.02 am at the headquarters of  the 
Festival Pucciniano Foundation (...) the tender commission 
composed of  ...” one person …” convened” in an open 
session. “The commission notes that one envelope has 
been received: “Headline cooperative society”. The only 
member of  the tender commission is the administrative 
secretary of  the general director of  the Puccini Festival 
Foundation (it does not appear from the minutes that she 
possesses the professional requisites for the evaluation of  
the tender object). Also, the agreement between the order 
of  journalists and ANCI Tuscany (Tuscan section of  the 
National Association of  Italian Municipalities) on the mo-
dalities of  assignment to the press offices were disregarded. 
The role is entrusted once again to the same press officer 
as always, the spouse of  the general manager Rag. Franco 
Moretti, through the “Headline” cooperative company (the 
one extended for years) and with increased remuneration.

The response of  the Regional Councillor for Cultu-
re Monica Barni is interesting. On 8 May 2019 Monica 
Barni gets in touch with the regional councillors Fattori 
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and Sarti: “... it is necessary to premise that the founda-
tion of  the Puccini Festival, constituted exclusively by the 
municipality of  Viareggio, is a body of  private law, and 
therefore, autonomous as regards the organisational and 
management aspects. The current legislation provides that 
the Regional Government Authority recognises the legal 
entity, approves any statutory changes and is vigilant to ve-
rify the economic and financial balance of  the foundation 
itself, taking action if  this balance is compromised [...]. 
The Regional Council will continue to carry out the checks 
within its competence while, concerning the merits of  the 
issues raised, it is assumed that the bodies of  the founda-
tion must be directly involved. We have, in any case, reque-
sted specific information contained in the attached note.

The note that the commissioner Barni quotes in 
the answer was not considered very convincing (as in 
fact it disregarded the simple rule: to every question, 
a reply). Thus, the Fattori-Sarti question was resumed 
in the Agenda approved unanimously by the Regional 
Council of  Tuscany on 18 December 2019. “It commi-
ts the Regional Council to modulate the resources allo-
cated to the activity of  the Puccini Festival Foundation 
following a careful check of  the current state both from 
an organisational and management point of  view”.

The response of  the Regional Councillor for Cul-
ture, Monica Barni, is interesting because it re-proposes 
that ‘limbo’ (between public and private) also mentioned 
in the conversation with Giancarlo Del Monaco. The fact 
that the Fondazione Festival Pucciniano is “a private law 
body” (and one could question the scope of  this defini-
tion) does not resolve a fundamental point that it seems 
even Councillor Barni has missed (unlike the council-
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lors Fattori and Sarti and subsequently the entire Regio-
nal Council a few months later): the Festival Pucciniano 
Foundation annually receives millions in contributions 
from the pockets of  citizens, and therefore, wherever the 
management of  public money is concerned (whether pu-
blic, private, mixed or in limbo’) the task of  verifying their 
correct and efficient destination is mandatory. Neglecting 
to do so is criminal from the point of  view of  public 
ethics even before being considered a criminal offence.

In December 2018, a complaint was presented to 
the Public Prosecutor’s Office of  Lucca on the ‘Puc-
cini facts’ narrated: no consequent initiative appe-
ars to have taken place. I feel entitled to write it since 
the statement bears my signature: on the assumption 
that it was my duty as a citizen to inform the autho-
rity of  the documents and information in my posses-
sion, as they concern the management of  public money.

 

*    *    * 

During the course of  the conversation with Gian-
carlo Del Monaco, I believe that the narration of  the 
events that illustrate the comedy of  the superintendent 
of  the Regio Theatre was sufficient. However, even 
on this point, I consider a brief  appendix to be useful.

Who will pay the estimated 10 million euros declared (sud-
denly) missing from the coffers of  the Regio Theatre in Turin?

In our country, it is easy to get outraged by the 
‘thieving government’, slipping into legislative bulimia, 
indulging in pontificating upon the evils to be overco-
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me. It is just as easy to banish into immediate oblivion 
the search for those responsible and the application 
of  sanctions. Ignorance of  the rule of  law, whose ri-
ghts are sacrosanct and whose duties are mandatory.

 

*    *    * 

In a report by Paolo Conti and Milena Gabanelli pu-
blished by Il Corriere della Sera on 6 December 2018, the 
figures were prepared, starting from the premise that in 
1996 the opera bodies were so indebted that they should 
all have gone bankrupt. The Melandri Reform saved them 
by transforming them from public law entities into private 
foundations (subject, however, to all public requirements).

There are 14 lyric-symphonic foundations: the Sca-
la in Milan, the Teatro Comunale in Bologna, the Mag-
gio Musicale Fiorentino, the Carlo Felice in Genoa, 
the San Carlo in Naples, the Teatro Massimo in Paler-
mo, the Teatro dell’Opera in Rome, the Regio of  Tu-
rin, the Giuseppe Verdi of  Trieste, the Fenice of  Veni-
ce, the Arena of  Verona, the Accademia Santa Cecilia 
of  Rome, the Lirico of  Cagliari, the Petruzzelli of  Bari.

In 2018 the FUS (Unified Fund for Entertain-
ment TN) had financed the Opera Foundations with € 
178,854,000, allocated according to their programming.

The data on sponsorships collected by Conti and Gaba-
nelli confirms what Giancarlo Del Monaco said during our 
conversation: “A few examples, among many. In 2017, the 
Verdi Theatre in Trieste showed only 344,799 euros of  pri-
vate contributions, compared to 8,585,638 from the State 
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and 3,219,915 from the Region. For the Teatro Lirico di Ca-
gliari, the (private) Foundation of  Sardinia pays in 570,000 
euros to the budget for 2018, against 9 million for the State 
and 7 for the Sardinia Region. The “Opera di Roma”, whi-
ch is increasing its successful tours abroad, is doing bet-
ter. Sponsorships and private contributions have reached 
2,400,000 euros, while the State ensures a total of  21 mil-
lion, the Campidoglio 15 and the Lazio Region 1,865,000”.

Regarding the debt within the system, Conti and Ga-
banelli report: “Exactly what are the figures we are talking 
about? This information was revealed by Cristiano Chiarot, 
President of  the National Association of  Lyric-Symphonic 
Foundations, during a hearing on 7 November 2018 in the 
Senate Culture Committee: “The total debt exceeds 400 
million euros, and cannot be paid off  within a short time.

Penny pinching does not fall within the scope of  this 
appendix. We consider this financial data (which does not 
include the debts of  the other great Italian institutions 
such as the ‘traditional theatres’ and ‘festivals’) only as 
tracks along which one can relinquish those omitted que-
stions. For example: How can one think of  the existence 
of  a fundamental sector of  Italian culture and economy 
such as that of  the ‘opera’ in conditions overwhelmed by 
debt? How were these debts accrued, year after year (and 
here it would be useful to adopt the “penny pinching” 
methodology!)? How come in Italy, if  a greengrocer is in-
solvent even by a few thousand euros, he ends up in court, 
is declared bankrupt and forced to go through a great deal 
of  trouble in order to get back to work; while managers 
within public bodies are permitted to create chasms within 
budgets with impunity without being held responsible?

Simple questions, which I do not exclude 
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could be perceived as foolish, or naive, typical of  
the uneducated. Yet still subject to the rule of  law.

If  this observation of  mine were not trivial enou-
gh for the educated, I would add the following: the an-
nual contributions of  the FUS to the Opera Foundations 
from 2011-2018 varies between 180-190 million euros. 
There is a widespread rumour that it is not uncommon 
to pay artists even two years after their performance.

Gianluca Floris (President of  Assolirica) wrote: 
“Now our young people have understood that they have 
no future in Italy and those who can try to find a forei-
gn country where they can grow artistically. Other young 
people are simply looking for alternative professions be-
cause they need to survive, and in Italy, this can no lon-
ger be done [...] From across the world, people came to 
study Bel Canto in Italy, all over the world, they studied 
Italian because it is the language of  our world-famous 
opera librettos” (Ape Musicale, 30 September 2020).

“It is right to shout scandal,” wrote Alessan-
dro Mormile: “the future of  our operatic culture, 
with all the ensuing traditions, risks suffering a seve-
re blow and the crisis has gradually worsened due to 
the fatal transition from opera institutions to founda-
tions in 1996 “(Connessi all’Opera, 6 October 2020).

Trivial questions, maybe but the cer-
tainty of  rights and duties is unquestionable.

 

*    *    * 

“He who starts badly ends worse”, someti-
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mes popular sayings reveal the truth. Apparent-
ly, this is what happened for the mayor of  Turin.

For example, is it trivial to ask how it is possible that 
the mayor and the administration of  a large international 
Italian city such as Turin, could misread “employee” for 
“self-employed” while interpreting the law (of  primary 
importance in the management of  public administration)?

If  it is not trivial then, it is legitimate to repeat the 
question: what really happened in the days between the 
message of  the councillor for culture Francesca Leon (2 
April 2018) confirming to Del Monaco his appointment 
as superintendent of  the Regio Theatre, and the actual ap-
pointment of  William Graziosi in his place (24 April)? The 
statement made by the counsellor to the journalist Miriam 
Massone weighs like a stone on this subject: “It was not an 
exclusively technical decision. The choice was not up to me”.

Repeating this question is not a journalistic curiosity; 
rather, a necessity to dispel any doubts or misunderstandin-
gs regarding the behaviour of  the municipal administration 
of  Turin. Such doubts could undermine the honour of  the 
municipality itself, as to be expected whenever public admi-
nistrators are questioned in legal affairs regarding the facts 
that would then end up investigated by a deputy prosecu-
tor of  the Republic and then followed by notices of  im-
pending investigation and a long list of  people questioned.

This is an investigation that “wants to highlight power 
games, personal interests, favours, agreements and reven-
ge”, wrote Miriam Massone (La Stampa, 2 July 2020). After 
the Teatro Regio has been put under external administra-
tion by mayor Appendino: “A controlled administration as 
fast as lightning that of  the Teatro Regio. Hasty decision? 
We cannot tell. Certainly, this decision was made known, 
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with a press release, on 29 May: twenty-four hours after the 
searches by the Guardia di Finanza in the administrative of-
fices of  the Opera House and the homes of  former supe-
rintendent, William Graziosi, the former chorister Roberto 
Guenno, the singers and artists manager, Alessandro Ario-
si, and the manager of  a telemarketing company Andrea 
Paolo Maurini. All were investigated in an inquiry by the 
Prosecutor’s Office with accusations, for various reasons, 
of  corruption, abuse of  powers and collusive tendering”.

Among the devastating effects of  the “Operazione 
Spartito” (as it was called by the operational nucleus of  the 
Guardia di Finanza) there is also that of  ‘food’ supplied at 
the Regio Theatre. The Compagnia San Paolo (partner of  
the foundation) discloses the primary aspect, the monetary 
losses of  the financial statements, which involve elements 
that are not strictly related to the specific events that emer-
ged regarding the superintendence of  Graziosi. Massone 
reports: “Now the investigators also shine a light on the fi-
nancial situation of  the theatre and on the procedures, the 
decisions, the times and on the steps that have lead to the 
controlled administration. Yesterday, on the fifth floor of  
the Public Prosecutor’s Office, the public prosecutor Elisa 
Buffa, who coordinates the investigation together with the 
deputy prosecutor Enrica Gabetta, heard the leaders of  
the Compagnia di San Paolo, members of  the foundation. 
The President Francesco Profumo and the general secre-
tary Alberto Anfossi spoke for a few hours retracing and 
explaining in detail the mechanisms of  finance of  the ban-
king foundations. Regarding the Regio Theatre, the top ma-
nagement of  the “Compagnia” would have reaffirmed the 
desire to stop the subsidies. The funding of  the last three 
years had been paid. Then there were further losses and a 
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debt situation that showed no signs of  diminishing; this 
year the Compagnia di San Paolo had decided to not pay 
for the umpteenth time the money that was missing in the 
theatre at close of  balance. So the 2019 budget remained 
suspended amid deficits and debts. The mayor, who is also 
president of  the steering committee of  the Regio, announ-
ced the request for a controlled administration. In this pha-
se, the theatre is still waiting for the administrator who will 
be chosen by Minister of  Culture, Dario Franceschini!”.

The financial instability, therefore, dates back to well 
before William Graziosi’s year.

Was it, therefore, the fear that the hidden details of  
the budget might be revealed that caused the re-thinking 
of  the appointment of  Giancarlo Del Monaco as superin-
tendent? Anyone who knows him knows that once nomi-
nated superintendent, he would, in the first instance, have 
asked to see the documents, being used to foreign thea-
tres, as well as not being a person accustomed to working 
“in the dark” or to overlooking incomes and expenses.

Or, was someone nurturing a plan for career promo-
tion or glory (or worse, personal gain) that was not com-
patible with Del Monaco in the role of  superintendent?

Obviously, we don’t have the answer.
However, a third hypothesis could also be conside-

red realistic. Maybe there was no corruption, no collu-
sive tendering, no abuse of  power within the behaviour 
of  the former superintendent William Graziosi; rather 
simply that circumstance has uncovered a Pandora’s 
box of  the Regio’s budgets. Which, perhaps, would not 
make the position of  mayor Appendino any less politi-
cally embarrassing, having been in office since June 2016.
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*    *    * 

In this scenario, there are also the “boos”. “High ten-
sion at the presentation of  the Regio season. Whistles and 
“boos” directed at the superintendent of  the Regio Thea-
tre, William Graziosi, and the mayor Chiara Appendino ... 
This had never happened before in the history of  the foun-
dation” (La Repubblica, 17 June 2019, Diego Longhin).

There are also workers’ complaints: “We are afraid”. 
The workers of  the Regio write it in a letter addressed to the 
steering committee, councillor Leon, and mayor Appendi-
no, who is president of  the theatre. They are not named, 
but they are many: “We are forced to remain anonymous: 
we can assure you, however, that the list of  names is nu-
merous”. The appeal joins the complaint. And there is fear 
in the work environment “that it has changed here over the 
past year since superintendent William Graziosi arrived”. 
At first, they were well disposed towards him (“he promi-
sed dialogue and collaboration”). Then “he did nothing but 
mortify and de-legitimise, compromising a fruitful wor-
kforce and enclosing himself  within a small number of  tru-
sted people” (La Stampa, 23 May 2019, Miriam Massone).

William Graziosi spoke in his defence when inter-
viewed by Jacopo Ricca in la Repubblica (30 May 2020). 
“I am the victim of  anonymous accusations from those 
whom I tried to send back to work after twenty years of  
artists’ permits obtained for no apparent reason, with be-
nefits that have destabilised the financial statements”. The 
former superintendent of  the Regio Theatre, William Gra-
ziosi, still has the Guardia di Finanza in his home, while 
he answers the phone: “I am destroyed. I have not wor-
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ked for ten months, and now they are investigating me 
because I have tried to dismantle the power groups in-
side Regio” he says. Mayor Appendino was informed of  
everything, I consulted with her, and in the end, they de-
stroyed me. I feel taken for a ride [...] They have to explain 
to me what corruption means. I’ll go to the prosecutors, 
and explain everything. I am the victim of  an internal and 
political war. Who paid me? Wouldn’t I have served the 
theatre’s interests? But in what way? I just picked the ar-
tists I thought would bring the audience back to buy the 
Regio’s tickets again. Remember that when I arrived, the-
re were 28,000 free tickets and a disastrous budget situa-
tion. Think of  the very harsh report of  the Ministry of  
Finance on the previous twenty years of  management”.

Regarding the chorister and unionist Roberto Guen-
no (present at that dinner at the Appendino house when, 
led by the toast in honour of  the new presumed supe-
rintendent Giancarlo Del Monaco), Graziosi replied the 
following.” In Turin, I was under restraints whatever I 
did; I didn’t have the ideal circumstances required to do 
a good job […] Guenno has also been a trade unionist 
for many years. He knows the mechanics of  the system 
into which I arrived: he was the person I needed. I eva-
luated the person and not the political affiliation. Guen-
no loves the Regio and is very honest. He was close to 
Movimento 5 Stelle (TN: the 5 Star Movement, an Ita-
lian political party which happens to be mayor Appendi-
no’s party), but I have given importance to others as well.

Regarding the aiding and abetting accusation of  
Arioso, the “king among managers of  tenors”: “I wan-
ted Daniel Oren who is, for me, one of  the best Pucci-
ni interpreters. Arioso represents him. Then, of  course, 
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some performers were connected to his team, and in or-
der to get him, we took them too. I would have liked to 
bring Placido Domingo back to Turin too, and perhaps 
he will come next autumn, also connected to Arioso. If  
they had allowed me to work for five years, over the cour-
se of  the following years, I would have rebalanced the si-
tuation by using the other 3 or 4 large agencies more”.

In the interests of  accuracy, the professional resu-
me of  William Graziosi can be found attached to the 
appendix (source: Fondazione Teatro Regio di Torino).

 

*    *    * 

William Graziosi, like all the other people involved 
or investigated by the Turin Public Prosecutor’s Offi-
ce, remains, in any case, innocent until proven guilty as 
stated by Italian law which provides the (TN: three) de-
grees of  judgment established by our Constitution.

I am not writing this to avoid accusations of  de-
famation of  character, but rather to keep on side 
with the rule of  law in which I firmly believe, and 
which guides the editorial line of  our newspaper.

It remains equally irrefutable that the confusion created 
in recent years by the political and administrative manage-
ment of  one of  the most important historical Italian theatres 
has been substantial. If  it were not trivial, we could also add 
that it is damaging to the image of  Italian culture as a whole.

A final note on this matter concerns the expansion 
beyond Turin of  the investigation opened by the deputy 
prosecutor Enrica Gabetta and the public prosecutor Elisa 
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Buffa, in charge of  the investigation. We might be facing 
a “copycat criminal model”, the investigators declared.

Little or nothing would have reached the offices of  the 
politicians if  not for the intervention of  the city councillor 
of  Verona (5 Star Movement) Alessandro Gennari. He is a 
former rugby player, and for those who know this sport, they 
will appreciate the level of  respect for rules and for honest 
perseverance and what this means in terms of  achieving 
the result. The level of  suspicion regarding the conflict of  
interest has thus been growing in the city councils of  Vero-
na, Milan, Venice, Florence, Rome and Palermo, Viareggio.

 

*    *    * 

I have reached the end. I had anticipated at the beginning 
of  this appendix a short commentary on the exile of  the Ma-
estro. To explain my thoughts, I will use the adjective ‘banal’.

The word derives from the French banal, which also 
means ‘common to the whole village’. In the everyday di-
lution of  the Italian language, it has become a word as-
sociated with the lack of  originality or particular interest, 
something obvious in its meaning. On closer inspection, 
the superimposition of  the two definitions (both the Fren-
ch derivation and the Italian) demonstrates an apparent 
non-opposition of  the opposites: in common to the who-
le village (therefore positively, an inclusive voice, made 
known to everyone, an absence of  secrets) and lack of  
originality, taken for granted (therefore in negative, useless, 
expression of  pedantry, time lost in repeating what we alre-
ady know). These signifiers seem contrary, but only appa-
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rently: because something known to all becomes obvious 
since it is known, but this does not imply that it is not true.

The fact that Giancarlo Del Monaco is one of  the most 
significant international opera directors is written in his bio-
graphy, everyone knows it, certainly in the environment of  
theatre, opera and musical culture (common to the village). 
It is therefore trivial to repeat it (taken for granted). But it’s 
true. So, if  this is the case, I simply asked myself: why has 
Giancarlo Del Monaco, at 77, worked all over the world and 
yet is forced into artistic exile from his and our country?

Out of  professional envy? Because of  his bad temper 
(which I have not been able to experience)? Because he is a 
professional who, in addition to his creative verve, once he 
takes on a responsibility will verify the financial statements 
and do things in the light of  the day? Because he has never 
had political affiliations (a determining factor in Italy)? Be-
cause he considers meritocracy a value (in Italy it has never 
been very fashionable)? Otherwise, it means that all the 
foreign theatres that hired him as director and superinten-
dent were blind and deaf, meaning they made a mistake.

From what I understood during our conversation, 
these are probably questions that even he cannot answer.

The truth, however, remains. And it’s not just about 
the private feeling of  resentment of  a director, a great 
man: it’s about the moral and cultural dignity of  a nation.

A country that forces its best and young intellectual 
energies to emigrate and that does not recognise the 
experiences of  its human heritage, drowned in the indif-
ference towards merits and resigned to mediocrity, what 
future can it ever have? On what foundations (nourished 
incessantly by history) can this country build its present?

I think that Giancarlo Del Monaco perfectly em-
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bodies the Italian spirit of  our time: the greatness of  
the Italian genius that continues and endures, and at the 
same time, a maverick; his story symbolises the unawa-
reness of  the profound wealth which Italy possesses.



William Graziosi 
curriculum vitae 
 
Nato a Luzern (Svizzera) da genitori italiani nel 1962, ha compiuto studi musicali ed economico-
aziendali. Dal 1995 al 1998 ha seguito, in qualità di Segretario Artistico, il progetto “Spontini 
Classic” a Maiolati Spontini. In questa veste ha curato l’organizzazione di tre Concorsi 
Internazionali di Canto (giurati Zedda, Tangucci, Sagi, Meyer, Arcà), di tre Accademie di canto 
(seguite dai Maestri Alberto Zedda ed Ernesto Palacio), e delle successive accademie di 
preparazione e allestimento di opere di Gaspare Spontini. Nel 1999 diventa Presidente del Centro 
Studi Spontini, istituito presso il Comune di Maiolati Spontini. Nell’ambito di Spontini Classic e 
delle attività del Centro Studi Spontini, ha curato l’allestimento di due opere spontiniane, nel 
1997 de Li puntigli delle donne in prima rappresentazione in epoca moderna al Teatro Spontini di 
Maiolati S. con la direzione di Alberto Zedda e la regia di Simona Marchini, e nel 1999 de L’Eroismo 
ridicolo presso il Teatro dell’Aquila di Fermo con la revisione critica di Roberto De Simone. 

Dal 1999 inizia a sviluppare il progetto di una Fondazione attiva nella valorizzazione e promozione 
delle opere di Giovanni Battista Pergolesi e Gaspare Spontini, con l’obiettivo di creare attorno a 
questi due grandi artisti il “terzo polo musicale” marchigiano, in aggiunta a Pesaro e Macerata. 
Nel 2000 viene costituita la Fondazione Pergolesi Spontini, con la collaborazione della Provincia 
di Ancona, dei Comuni di Jesi e di Maiolati Spontini, cui si associa successivamente la Regione 
Marche, e di cui ne assume il ruolo di Vice Presidente e Consigliere Delegato alla gestione. Nello 
stesso anno cura l’organizzazione del primo concerto nelle Marche del M° Riccardo Muti, tenutosi 
al Teatro G.B. Pergolesi di Jesi con l’Orchestra Toscanini ed il Coro della Scala. Per conto della 
Fondazione ha ideato e coordinato dal 2001 il Pergolesi Spontini Festival, manifestazione 
internazionale dedicata ai due autori marchigiani, giunta nel 2017 alla XVII edizione. In diciassette 
anni di attività, il Festival ha ospitato orchestre quali: 

Orchestra Mozart diretta da Claudio Abbado, Europa Galante diretta da Fabio Biondi, Accademia 
Bizantina diretta da Ottavio Dantone, Accademia Barocca de I Virtuosi Italiani diretta da Corrado 
Rovaris, La Cappella de la Pietà de’ Turchini diretta da Antonio Florio, Dolce & Tempesta diretta 
da Stefano Demicheli, Academia Montis Regalis diretta da Alessandro De Marchi, Accademia 
Barocca de I Virtuosi Italiani ed Orchestra della Fondazione Teatro Comunale di Bologna dirette 
da Corrado Rovaris, Bach Consort Wien diretti da Rubén Dubrovsky, La Risonanza diretta da 
Fabio Bonizzoni, Wiener Akademie diretta da Martin Haselböck; 

Artisti di fama internazionale tra i quali Gérard Depardieu, Giancarlo Giannini, Aldo Busi, Uri 
Caine, Gustav Leonhardt, Ramin Bahrami, Michele Campanella, Salvatore Accardo, Viktoria 
Mullova, Christophee Coin, Anna Tifu, Giuliano Carmignola, Alberto Martini, Yuzuko Horigome, 
Renato Bruson, Anna Caterina Antonacci, Giuseppe Sabbatini, Andreas Scholl, Ian Bostridge, 
Giovanni Sollima, Anna Bonitatibus, Sonia Prina, Valeria Esposito, Sonya Yoncheva, Juan Francisco 
Gatell, Nicola Alaimo, Alessandra Marianelli, Carlo Lepore, Monica Bacelli, Laura Polverelli, Marina 
Comparato, Julia Kleiter, Sara Mingardo; 

Registi quali, Franco Dragone Damiano Michieletto, Giorgio Barberio Corsetti, Henning Brockhaus, 
Leo Muscato, Francesco De Micheli, Juliette Deschamps, Willy Landin, Michal Znaniecki, Jean-Paul 
Scarpitta, Italo Nunziata. 

Nel 2005 viene nominato Direttore Esecutivo della Fondazione Pergolesi Spontini, trasformandola 
negli anni a venire in una azienda culturale di produzione e servizi per il territorio, nota a livello 
nazionale ed internazionale per le attività di ricerca e di valorizzazione dell’opera dei due 



compositori Giovanni Battista Pergolesi e Gaspare Spontini. L’azienda culturale dal 2009 è 
certificata UNI EN ISO 9001:2008 ed iscritta dal 2012 a Confindustria Ancona. Sostenuta da un pool 
di imprese private ed Enti Pubblici è l’unico ente di produzione lirica nelle Marche che vanta un 
doppio contributo dal Fondo Unico per lo Spettacolo del Ministero per i Beni e le Attività Culturali: 
per il Festival Pergolesi Spontini, e per la Stagione Lirica di Tradizione del Teatro Pergolesi di Jesi. 
La Fondazione è, inoltre, editore musicale e si occupa di ricerca musicologica, formazione 
professionale, divulgazione culturale. 

Dal 2005 l’azienda gestisce il Teatro G.B. Pergolesi di Jesi, con il suo riconoscimento ministeriale 
di Teatro Lirico di Tradizione e di tutte le attività connesse. Di questo teatro, uno dei più antichi 
delle Marche (1798), la Fondazione nel 2011 ha avviato il piano di risanamento conservativo, 
restauro e riqualificazione funzionale. Gestisce, inoltre, il Teatro- Studio V. Moriconi di Jesi (con 
l’annesso Centro Valeria Moriconi). 

Nel 2011 la Fondazione ha vinto il XXXI Premio della critica musicale “Franco Abbiati” per 
l’integrale delle opere di Pergolesi nell’ambito delle Celebrazioni Pergolesiane. Nel 2013 sono 
stati assegnati altri due Premi “Franco Abbiati” per gli allestimenti del Macbeth (premiato Benito 
Leonori per la ricostruzione scenica) e La fuga in maschera (premiato Leo Muscato per la regia). 

Dal 2009 al 2011, per conto della Fondazione Pergolesi Spontini ha organizzato le Celebrazioni 
per i 300 anni dalla nascita di Giovanni Battista Pergolesi. Il programma celebrativo ha 
contemplato la messa in scena dell’intera produzione teatrale di Pergolesi con le sei opere (Il 
prigionier superbo, Il Flaminio, L’Adriano in Siria, La Salustia, L’Olimpiade, Lo frate ’nnamorato) 
ed i due intermezzi a noi pervenuti (La serva padrona, Livietta e Tracollo). Le celebrazioni hanno 
coinvolto il M° Claudio Abbado che per due volte si è esibito a Jesi, con l’Orchestra Mozart, 
dedicando un cofanetto al compositore con l’etichetta Deutsche Grammophon. Inoltre grazie 
all’accordo tra Fondazione e Unitel Classica di Monaco di Baviera, tutte le opere di Pergolesi sono 
state registrate in alta definizione, trasmesse su Classica ed edite in dvd e blu-ray disc dalle case 
discografiche Opus Arte e Arthaus Musik. Nel 2013 l’etichetta tedesca Arthaus Musik ha pubblicato 
Tutto Pergolesi – The Complete Opera Edition, 12 dvd dell’integrale delle opere del grande 
compositore allestite a Jesi tra il 2009 ed il 2011. Parte integrante delle Celebrazioni è stata 
l’istituzione nel 2009 dell’Edizione nazionale delle opere di Giovanni Battista Pergolesi, finalizzata 
alla pubblicazione del corpus integrale dell’opera del compositore in edizioni critiche. Nel 2012 
sono stati pubblicati i primi due volumi, l’intermezzo Stabat Mater e l’oratorio La fenice sul rogo 
ovvero La morte di San Giuseppe, a cura dell’Edizione Nazionale delle opere di G.B. Pergolesi, 
della Fondazione Pergolesi Spontini e di G. Ricordi & C. 

La Fondazione ha inoltre fornito il supporto musicologico e le edizioni critiche musicali per i tre 
cd di musiche pergolesiane incisi dall’Orchestra Mozart con Claudio Abbado per l’etichetta 
Deutsche Grammophon, per il cd Stabat Mater, a tribute to Pergolesi con Anna Netrebko, Marianna 
Pizzolato e l’Orchestra dell’Accademia Nazionale di Santa Cecilia diretta da Antonio Pappano, e 
per L’Olimpiade incisa da Alessandro De Marchi e Academia Montis Regalis per la Deutsche 
Harmonia Mundi. 

Graziosi è stato membro del Consiglio di Presidenza AGIS-ATIT dal 2010 al 2017 e ha fatto parte 
del Consiglio direttivo del Consorzio Marche Spettacolo.  

Dal 2000 al 2008 è stato Coordinatore di Produzione della Baltimore Opera Company, negli Stati 
Uniti. In questo ruolo, fortemente indirizzato alle relazioni con i teatri lirici italiani ed europei, 
ha collaborato con registi quali Werner Herzog (Il flauto magico di Mozart), Stefano Vizioli (Il 
trovatore di Verdi), Federico Tiezzi (La sonnambula di Bellini), Henning Brockhaus (La traviata 
di Verdi), in allestimenti lirici di successo di teatri internazionali tra i quali Teatro alla Scala di 

Milano, Teatro Bellini di Catania, Comunale di Bologna, Maggio Musicale Fiorentino, Teatro San 
Carlo di Napoli, e con artisti di fama internazionale tra i quali Dimitra Theodossiou, Valeria 
Esposito, Gregory Kunde, Giovanni Meoni, Roberto Aronica. 

Dal 2005 al 2008 è stato Consulente Artistico ed Organizzativo dell’Opera Nazionale di Belgrado, 
con cui dà avvio ad una serie di coproduzioni internazionali per il rilancio europeo del Teatro 
Nazionale, tra le quali nel 2005 gli allestimenti del dittico Cavalleria rusticana di Mascagni e Gianni 
Schicchi di Puccini, e nel 2006 di Carmen di Bizet. 

Nel 2007 riceve l’incarico di Consulente Artistico ed Organizzativo dal Ministro della Cultura e 
dell’Informazione del Kazakhstan, paese emergente nel panorama culturale internazionale. Per 
conto del Ministero kazako ha organizzato numerose iniziative artistiche e di formazione. Tra 
queste, l’organizzazione di masterclass in organizzazione teatrale, in canto lirico e in balletto, 
dedicate a figure professionali ed artistiche kazake (in collaborazione con istituzioni teatrali 
italiane tra le quali Fondazione Pergolesi Spontini di Jesi, Teatro alla Scala di Milano, Teatro 
Comunale di Bologna ed Università di Ancona). Tra gli eventi artistici organizzati, numerosi 
concerti con artisti di fama tra i quali José Cura, Barbara Frittoli, Roberto Alagna, Amarilli Nizza, 
Salvatore Licitra. Ha partecipato inoltre all’organizzazione artistica di opere quali Manon Lescaut 
di Puccini, Aida e Rigoletto di Verdi, con artisti tra i quali Tiziana Caruso, Francesco Anile, Roberto 
De Candia. 

Nel biennio 2013-2014 è stato Vice Sovrintendente, Direttore Artistico e Direttore dell’ufficio 
relazioni internazionali di Astana Opera, il teatro della capitale del Kazakhstan, il più grande 
teatro d’opera dell’area euroasiatica, fra i più grandi al mondo. In questo ruolo, ha curato il 
progetto gestionale del teatro e il progetto marketing per il lancio mondiale e la world première. 

Il 21 ottobre 2013, alla presenza del Presidente della Repubblica del Kazakhstan, Nursultan 
Nazarbajev, di 140 ospiti stranieri fra sovrintendenti, direttori artistici e critici, si è celebrata 
l’apertura del teatro con l’Attila di Verdi, per la regia di Pier Luigi Pizzi nell’allestimento del 
Teatro dell’Opera di Roma, con la direzione di Valery Gergiev; successivamente ha portato ad 
Astana Opera anche allestimenti di Luca Ronconi e Franco Zeffirelli e il balletto della Scala di 
Milano e del San Carlo di Napoli e artisti come Marcelo Álvarez, Vittorio Grigolo, Massimo Giordano, 
Anna Netrebko, Luca Salsi, Anna Pirozzi ed altri. 

Dal 2010 al 2016 è stato consulente della Franco Dragone Group, società creata da Franco 
Dragone, straordinario direttore artistico e regista di progetti legati prima al Cirque de Soleil, di 
cui è stato direttore artistico per 20 anni, e poi alla sua compagnia. Franco Dragone per il tramite 
di William Graziosi ha inaugurato nel 2015 la stagione lirica del San Carlo di Napoli con Aida, 
debuttando nel mondo dell’opera, e nel 2017 una Traviata al Teatro Pergolesi di Jesi. 

In qualità di Segretario Generale della Fondazione Federico II Stupor Mundi ha curato il 
coordinamento e la direzione generale del progetto per la creazione progettuale e realizzazione 
di un museo multimediale dedicato alla figura dell’Imperatore Federico II Hohenstaufen, nato a 
Jesi il 26 dicembre 1194. Il nuovo Museo Federico II Stupor Mundi è stato inaugurato il 1° luglio 
2017. 

Il 2 maggio 2018 è stato nominato Sovrintendente della Fondazione Teatro Regio di Torino. 
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ORDINE DEL GIORNO n. 890 approvato nella seduta del Consiglio regionale del 18 dicembre 2019, collegato alla 
deliberazione 18 dicembre 2019, n. 81 (Nota di aggiornamento al documento di economia e finanza regionale “DEFR” 
2020). 
 

Il Consiglio regionale 
 
Vista la deliberazione 18 dicembre 2019, n. 81 (Nota di aggiornamento al documento di economia e finanza regionale 
“DEFR” 2020). 
 
Premesso che: 

- nell'ambito del progetto regionale n. 4 “Grandi attrattori culturali, promozione del sistema delle arti e degli 
Istituti culturali” di cui all’allegato A della del. C.r. 81/2019, è posto, tra gli obiettivi da perseguire, quello del 
sostegno ai progetti di produzione nei settori della prosa, della danza e della musica; 

- tra gli interventi in esso previsti vi è un adeguato supporto allo spettacolo dal vivo e riprodotto e che, all'interno 
del panorama regionale offerto in tale ambito, vi è l'attività della Fondazione Festival Pucciniano. 

 
Considerato che: 

- la Fondazione Festival Pucciniano risulta essere costituita con atto pubblico dal Comune di Viareggio ed avere 
avuto riconoscimento della personalità giuridica con decreto della Giunta Regionale della Toscana n. 207 del 25 
giugno 1991; 

- la Regione Toscana esercita una funzione di vigilanza nei confronti della Fondazione Festival Pucciniano di 
Torre del Lago, alla quale contribuisce annualmente con uno stanziamento rilevante di contributi regionali 
complementari ai contributi statali e comunali; 

- nell'ambito dell'attività della suddetta Fondazione, emergono diverse criticità, già rilevate nell'interrogazione a 
risposta scritta n. 2221, presentata dal gruppo consiliare SI Toscana a sinistra in data 8 marzo 2019. 

 
Impegna  

La Giunta regionale 
 

a modulare le risorse destinate all'attività della Fondazione Festival Pucciniano a seguito di un’attenta verifica dello 
stato attuale sia dal punto di vista organizzativo che gestionale. 

 
Il presente atto è pubblicato integralmente sul Bollettino ufficiale della Regione Toscana, ai sensi dell’articolo 4, 

comma 1, della l.r. 23/2007 e nella banca dati degli atti del Consiglio regionale ai sensi dell’articolo 18, comma 1, 
della medesima legge l.r. 23/2007. 

 
LA PRESIDENTE    
Lucia De Robertis     
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Aldo Belli was born in Viareggio in 1960, the 
son of  a homemaker and a primary school careta-
ker who became an expert electrician by studying 
the booklets of  the Radio Elettra Turin School.

Belli has been a journalist since 1992.
In 2018 he definitively concluded his professional 

career as a business economist and manager (he gra-
duated in Economic Sciences and is registered both as 
a chartered accountant and auditor). He then founded 
Toscana Today, an independent national web newspaper 
of  local news and culture which he currently publishes.

In 1982, at the age of  22, he was appointed Council-
lor of  Culture for Viareggio. During his mandate, he ope-
ned the ancient city fortress, the Matilde Tower, around 
which the first inhabited centre of  the seaside village was 
founded. After ten years of  absence, he reintroduced to 
the town, the theatrical season with Mario Carbonoli. He 
collaborated with Maurizio Scaparro who moved from 
Venice to work as an artistic consultant for the Viareggio 
Carnival. At the same time, Urban Sax made their first ap-
pearance in Italy. With Scaparro and Carbonoli he organi-
sed the first-ever national exhibition of  Giorgio Forattini 
in collaboration with La Stampa of  Turin. He collabora-
ted with the art historian Carlo Lodovico Ragghianti for 
the celebration of  the centenary of  the birth of  Lorenzo 
Viani. In collaboration with the Czechoslovakian Embassy 
in Italy and together with the secretary of  the Viareggio 
Literary Prize Gianfranco Tamagnini, he organised the na-
tional exhibition of  rediscovered drawings made by Jewish 
children detained in the German concentration camp of  
Terezin (of  the 15,000 inmates only 1,800 came out alive 
at the end of  the war). He modernised the organisational 
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structure of  the Viareggio Carnival, promoting it to an 
official foundation and joined the first board of  directors. 
He finalised the municipality's purchase of  the historic 
Eden theatre built by Ermete Zacconi, which had been 
transformed into a cinema for decades and restoring it to 
the original function as a theatre. The political crisis of  
the local administration in the spring of  1984 was such 
that it caused his resignation as councillor of  culture. The 
purchase of  the theatre will remain unimplemented and, 
over the years, the historic monument was to be perma-
nently defaced, transforming the large space dedicated to 
the dressing rooms into mini-apartments. In 1989 he was 
elected president of  the craftsmen of  the Viareggio Car-
nival, among which all the masters of  the post-war period 
still operate. From this, a friendship with Arnaldo Galli (the 
greatest international artist of  papier-mâché) was born.

In 1989, before the political turning point known as 
"svolta della Bolognina" promoted by Achille Occhetto, 
he resigned from the Italian Communist Party (of  which 
he had been a member since 1975). At the same time, he 
definitively ended his political career and devoted himself  
exclusively to journalism and cultural interests (collabora-
ting over the years with newspapers such as La Nazione 
of  Florence, Il Tirreno of  Livorno, Il Giorgio of  Milan).

In 1990 participated in the scenographic re-
alisation of  the opening ceremony for the Fo-
otball World Championships at San Siro stadium, 
with the work of  the designers of  the Carnival.

Among his cultural acquaintances and friendships it 
is worth mentioning the writer Mario Tobino, on whose 
behalf  he was commissioned to organise the public cele-
bration of  his 80th birthday; the sculptor Giò Pomodoro, 
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with whom he collaborated on the Carnevalotto project and 
the creation of  an international sculpture park; the artist 
Giulio Turcato, with whom he collaborated on the perma-
nent outdoor installation of  his latest work "Oceaniche".

As part of  his professional career, he was appointed 
member of  the board of  auditors of  Viareggio (1990-
1996) in the Province of  Lucca (1998-1999), member of  
the board of  statutory auditors of  the Etrusca Marmi 
company (1999-2002) and of  the Agricultural Cooperative 
Society of  floriculturists and fruit and vegetable producers 
"Riviera Alto Tirreno" (2010-2012). In 2001 he became 
chairman of  the board of  auditors of  the Milan Tourism 
Promotion Company based in Piazza Duomo in Milan.

In 2000/2002 he was designated sole councillor of  
the president of  the Province of  Milan (for the budget, 
subsidiary companies, regulations, institutional relations). 
During this mandate, he contributed to the re-organisa-
tion of  the transport policies of  the province (with the 
crucial assistance of  the head of  cabinet Renzo Zaffaroni).

In 2000 he was elected, by public and private sharehol-
ders' meeting, as Chairman of  the Board (with powers of  
Chief  Executive Officer) of  the Autostrada Milano-Serra-
valle-Ponte Chiasso company. His task was to restructure 
the company after it became involved in the vast political 
scandal called Tangentopoli. He remained in office until 
spring 2002, after the approval of  the financial statements 
which showed a profit; defined by the press as a historical 
result. In the same period, he joined the National Board 
of  Aiscat (Italian company of  motorways and tunnels).

He established the company which implemen-
ted the design of  the new Milan ring roads, TEM 
Spa (bringing together all the private players of  Ita-
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lian transport infrastructure, Autostrade and the Ga-
vio Group, with public bodies and Banca Intesa). He 
was then appointed chairman of  the board (2002-
2005). Afterwards, he left Milan and moved to Rome.

In 2009 David Zard (the largest producer and con-
cert organiser in Italy and Europe) asked him to restructu-
re and relaunch his business. He became director of  the 
Zard Media Group that produced "Notre Dame de Paris", 
Riccardo Cocciante's top-selling musical. The work broke 
every record at the SIAE box office. It was the largest tra-
velling stage in Europe, with ten trucks for each trip on 
tour from the Verona Arena to Sicily with over 100 people 
including singers, artists and technicians. He collaborated 
with Lucio Dalla, in the re-enactment of  his only musical 
"Tosca Amore Disperato", unfortunately, this was inter-
rupted by the premature and sudden death of  Lucio Dalla.

Subsequently, he received various professional assi-
gnments in the field of  corporate restructuring and com-
pany bail-out. These include one of  the most important 
restoration and renovation companies of  the Vatican and 
the largest Italian real estate company, Rizzoli. For the 
latter, he was appointed liquidator of  the last 'piece' ow-
ned by the Rizzoli family but resigned within a few weeks.

In his editorial activity, it is noteworthy that the criti-
cal essay of  classical transport economy "Urban planning 
and mobility: transport, times, costs and re-organisation 
of  the city" published by Il Sole 24Ore (with a preface by 
Carlo Secchi, rector of  the Bocconi University of  Milan). 
In the field of  micro-history, he published "Tramontate 
Stelle. Puccini and Torre del Lago (1989), "I colori della 
memoria", with a preface by Mario Monicelli (1994, the 
biography of  Giorgio Michetti, the last Italian fresco pain-
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ter of  the twentieth century), "Lungo la rotta dei giganti di 
carta" (1998), "L'ultimo testimone di Medusa. La Versilia 
protagonista della cultura italiana" (1994). In 2003 he was 
invited to add his own contribution to the book "Chi sei? 
La saggezza dell' I Ching" edited by Flaminia Momigliano, 
published by Mondadori (together with Mike Bongiorno, 
Antonio Calabrò, Enzo Cipolletta, Antonella Clerici, Chia-
ra Beria d'Argentine, Silvia Urso Falk, Silvana Giacobini, 
Gianfranco Ferré, Elio Fiorucci, Adriano Galliani, Gaeta-
no Marzotto, Giovanni Rana, Marisa Monti Riffeser, Carlo 
Nordio, Fiona Swarovski, Franco Tatò, Matteo Zoppas).
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