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Introduction

The public policy debates, and trends in arts support, in Western European and North America share strong similarities with Australia. One can generally say that during the 1970’s and 80’s there was a significant expansion of support followed in the 1990’s by contraction (with a few notable exceptions) and shift in emphasis towards infrastructure at the cost of individual artists’ support. There has been a growing emphasis on access and equity reflected in increasing links between the arts and community culture, and the arts and heritage.  In some countries, funding support has been increasingly tied to government socio-political agendas  - using the arts to address educational outcomes or to address social alienation and disadvantage.   Like Australia, policy makers have experimented with a range of forms of support and eagerly sought out alternative sources of funding.  

This section of the report on Income Support and Subsidy Options for Visual Artists in Australia considers some of the innovative Western European and North American schemes in operation, with some observations about their strengths and weaknesses. The reader should be aware that, given the 15 days allocated for the research, it is not a comprehensive review of all forms of government and non-government arts support in these countries, nor a thorough comparison with current forms of support in Australia.  Rather it represents a collection of ideas that may provide stimulus to Australian policy makers in considering alternative sources for income subsidy for individual artists.  

The unique status of artists has been recognised and protected in Western European democracies through specially legislated social benefits.  These have evolved from strong traditions of arts patronage in European culture, a legacy of generous royal courts and competing provincial seats of power.  In part it also reflects the rise of social democracies since the end of WWII in which the arts have been deeply embedded into the concerns of the welfare state.  These traditions and political philosophies have translated into significant federal, state and municipal support for the arts in contemporary Western European nations. (Mulcahy 1998)  

The European policy commitment to the arts is reflected in the high levels of direct government expenditure.  A comparison of government per capita expenditure on the arts and museums during the mid 1990’s shows that Finland spent $91 USD per person, Germany  $85, France $57, Sweden $57, the Netherlands  $46, Canada  $46, the United Kingdom $26, Australia $25, Ireland $9, and the United States just $6 per person. (Arts Council of England 1998, translated into $USD by the National Endowment for the Arts 2000).  (Table attached )

In Canada the government recently passed the Status of Artists Act (1996) which has had implications for determining wage levels in that country, and in North America a number of states and cities have initiated unique solutions to providing subsidies for the arts. 

This report has gleaned information about arts support and artist income subsidy schemes primarily from journal articles reviewing government policy initiatives, previous research generated by the project, and the websites of government departments dealing with the arts, and professional artists’ associations.  The report has been grouped according to the source and type of income support as follows: 

· direct income subsidies to allow artists to pursue their practice from a range of government sources (including social security schemes, labour market schemes and trends in competitive arts grants programs) 

· unemployment, disability income and age pensions schemes 

· tax exemptions on the earnings of artists and on purchases of art or in relation to donations and gifts

· resale  royalties/Droit de Suite to artists and heirs

Many other initiatives have been adopted to diversify sources of funding for the arts – providing indirect rather than direct wage subsidy. Some of these are discussed briefly, including:

· the allocation of a percentage of national or state lottery profits to arts support

· special tax levies 

No attempt has been made to estimate the total value of copyright royalty payments to artists in Western Europe and North America as a component of income subsidy. 

1.
Direct Income Subsidy by Government

Netherlands

Fine Arts Subsidy 1947-87 - support based on need

Up until 1987 the BKR (Beeldende Kunstenaars Regeling) or ‘Fine Arts Subsidy’ provided a stipend of 20% above the cost of living for qualifying artists, who had to provide 3 artworks per year to the government.  Quality of product was not the criteria for support.  Eventually the growing number of artists on the scheme, and the growing size of an art collection of extremely variable quality, became unmanageable and the government abolished the BKR. The majority of the art collection (220,000 works) found its way into national and provincial collections, government offices, and more than 100 art lending libraries throughout the country. 

Income stipend 1988 - based on quality of work

The BKR was replaced by an income stipend for some artists (based on the quality of work) from the Foundation for Fine Arts, Design and Architecture, under the Ministry of Culture.  Remaining artists became eligible for unemployment benefits under the Ministry for Social Affairs. (Ryback 1997)

Starter stipends for emerging artists 1984

Another scheme which operated from 1984 was a one year “starter stipend’ for emerging artists. From 1988 onwards these were part of the Individual Grants Program of the Netherlands Foundation for Fine Arts, Design and Architecture (Fonds BKVB).  The purpose of the stipend was to support emerging artists by giving them an opportunity to establish and present themselves, develop direction in their work, and prepare themselves for professional practice, without the problem of too little income or having to look for odd jobs.  The scheme has had a positive impact on emerging artist’s transition to financial independence.   (Henk Vinken, Henri Senders and Martine Wiederaad February 2000) 

Income Provisions for Artists Act 1999 - revised and combined scheme
In 1998 new legislation established the Income Provision for Artists Act  (Wet Inkomensvoorziening Kunstenaars, WIK), managed by the Ministry for Education, Culture and Science Information Department and implemented locally.  It supports emerging artists launching their careers, or mature artists aiming to achieve profitability in their professional endeavours. 

Artists are screened by an independent advisory body and must show that they practice art on a professional basis.  Young artists who claim this benefit within 12 months of completing a degree are only screened on the basis of holding a diploma from a recognised art training institution.  Artists must also establish need (inadequate means of subsistence). Artists who make use of WIK are not obliged to apply for jobs and need not accept positions [otherwise] deemed to be appropriate. 

Artists receive 70% of the relevant unemployment benefit, paid per month.  The artist may supplement their income by up to 125% of the relevant benefit, and professional expenses may be deducted from the gross supplementary earnings before these are set off against benefit payments.  Visual artists may deduct a fixed sum of 10,000 guilders per year.   If professional expenses substantially exceed the fixed sums actual expenses can sometimes be taken into account when set off against the WIK benefit.  

Artists may take WIK payments for a maximum of 4 years.   This need not be unbroken, but must be claimed within 10 years.  WIK payments are terminated once the artist is earning profitably from his/her profession.  

The Ministry of Education, Culture and Science also supports WIK through provision of training and incentive measures to assist artists to practice their profession independently, for example by mixing professional practice with part time teaching of art.  The Arts Platform Foundation and the Provision Fund for Artists implement the policy.  

(Income Provision for Artists Act 1998, Ministry for Education, Culture and Science)  

Strengths: 

· BKR provided income support to over 9,000 artists over a 40-year period, and resulted in a large art collection owned by the nation (also seen as weakness). 

· Policy revision shifted support from needs-based subsidy to support for quality art production, and support for emerging and mature artists to achieve financial independence. 

· Government support at 70% of unemployment benefit (general disincentive) is coupled with acceptance of income generation (incentive for artists) of up to 125% of subsidy before payments affected.  Legitimate expenses acknowledged. 

· Government recognition of need to provide business training and lateral opportunities to artists (such as participation in education system).

· Time limit on support prevents entrenchment of dependency. 

Weaknesses: 

· Original BKR support not tied to criteria of professionalism or quality of work.  Critics noted  “state intrusion in cultural activity which disrupted the open market, indulged a host of demi-talents with the illusion of artistic achievement, and saddled the Dutch government with a cultural dilemma of monumental proportions”. (Ryback 1997)

· Assessment of the Income and Starter Stipends have been undertaken by researchers at the Institute for Social Research, Tilburg University and the Foundation for Economic Research, University of Amsterdam (Reports requested by email 5 June 2001 - no response).

· Assessment of the current WIK scheme has just been commissioned from Teunis IJdens at the Department of Art and Culture Studies, Erasmus University Rotterdam.  (Contacted 5 June 2001 - report promised on completion)

Australian context:

· There is no existing recognition of artists as a special case for direct income subsidy by federal or state governments.  To institute such a subsidy either via the Australia Council or State Arts Departments, or through the Department of Employment, Workplace Relations and Small Business, would represent a radical shift in Australian policy. Certainly the ‘Starter Stipend’ for those that need it and time- limited assistance towards financial independence is an appealing idea. 

Norway

Guaranteed income for artists

In 1977 a system of minimum guaranteed incomes for a limited number of artists was established, in addition to a number of working scholarships and other forms of state fellowships and grants.   By 1981 the guaranteed income, awarded on the basis of artistic merit, covered 432 recognized artists. The allocation is reassessed every five years but can continue until retirement so long as the artist is active.  The maximum income corresponded to the lowest starting salary in government service, and was adjusted on the basis of other income received.  

Artists’ organisations in Norway have been given the right to negotiate with the government in the role of ‘employer’, as there is no other natural or practical opposite partner.  The idea is to put artists on an equal footing with other professional groups, with equal opportunities to improve working conditions.  Negotiations with the State are limited to compensation and remuneration arrangements for the public use of work – such as the painter’s exhibition remuneration (no further details provided). 

(Berg in Cummings 1987)

Sweden

Support for visual artists – various strategies

In 1982 Sweden set aside a fund, from which artists grants and fellowships are made, in recognition of public access and use of work which has been sold to public institutions or used in some other public manner. 

In 1983 ‘income guarantees’ were given to 120 artists.

In 1984 Sweden adopted a policy whereby 1% of all buildings costs would be set aside for ‘artistic embellishment’. This operates at federal, state and municipal level.  The purchase of art for these buildings was considered a strategic means of support for Swedish artists. (Carl-Johan Kleberg in Cummings 1987)

Denmark

The Danish Arts Foundation, established in 1964, provides grants to creative, professional artists within the fields of visual art, literature, music, decorative art and design, architecture, film and theatre.  Support ranges from lifelong subsidies for artists recognised for long-term accomplishments within the arts, three-year working subsidies for young promising talents, and one-off grants in the form of work and travel bursaries, and prizes.  The Foundation also supports the arts by purchasing works of art and granting subsidies to decoration projects.  In 1998 two-year induction scholarships were introduced for younger artists. Funding awarded by the Danish Arts Foundation is based exclusively on quality assessments of artistic output and artistic talent. 

The National Workshop for Arts and Crafts provides workshops and training facilities for artists. The National Workshop also has a number of guest apartments available for the use of provincial and foreign artists.

Ireland

Public Policy 1971 - 2001

“A great strength of the arts in Ireland is the broad public consensus about the inherent value of art. This consensus has emerged over the past 30 years and reflects the views of diverse interests within society. ...There is now a cabinet post, a dedicated Department, a three-year commitment to resources ...and the arts are now part of many functions of government including education, local development, foreign policy, and tourism.”  (Towards a New Framework for the Arts, A Review of Arts Legislation The Arts Council/An Chomhairle Ealaíon  2001)

Direct support based on quality of work
In 1981 the government set up Aosdana, a self -regulating body of 150 visual artists, writers and composers (but not performing artists).  Each member received 6,000 Irish pounds per year tax-free if they needed it, with the capacity to earn more without tax. (Colm Toibin 1991) Another source indicated that income support was 5,000 pounds per year for a period of 5 years, that the number of visual artists was never to exceed 150, and that grants and bursaries for specific projects were also available (Kelly in  Cummings 1987) 

The total Irish arts allocation doubled between 1993 and 1998, but grants to individuals declined in terms of total arts grants after 1994. The average grant was just 1,400 Irish pounds in 1997. In that year 79 visual artists belonged to Aosdana and 45 had incomes so low that they qualified for a means tested grant. (Anne Kelly 1999)

The Arts Council in 2001 offers a range of grants and opportunities to visual artists including bursaries (for time and space to concentrate on a specific body of work and to assist with the development and growth in the artist’s work and/or professional skills), artist in community and artist-in-residence in schools schemes. (The Arts Council 2001) 

Free air fares

The Arts Council and Aer Lingus collaborate in operating a number of travel assistance schemes including ‘Artflight’, ‘Go See Fund’ and ‘Travel Awards’.  These offer opportunities to people working in the arts to travel outside Ireland in order to benefit their artistic practice and/or career.  This scheme is run in conjunction with The Arts Council of Northern Ireland. (Department of Arts, Heritage, Gaeltacht and the Islands 2001) 

Artists on social welfare and the ‘Back to Work’ scheme

In 1998 a survey of artists revealed that 21% relied on social welfare payments for financial survival.  New tests to be applied will require artists who register as ‘unemployed’ to seek work or training like other unemployed. Alternatively artists can apply for the Area Allowance Scheme (AAS also known as Back to Work scheme) which enable a person to keep their unemployment allowance for 4 years at a steadily decreasing level (100% for year 1, 75% for year 2, 50% for year 3, 25% for year 4) while they make the transition from unemployment to employment. Additional assistance is also available towards promotion and business development.  

The combined income from AAS and income must not exceed 250 pounds per week.  

Secondary benefits include fuel allowance, medical card, rent or mortgage interest supplement, and back to school allowance. 

(Art Bulletin 1998)

Strengths:

· Some artists are been provided with income subsidy specifically to assist in the development and production of artwork. 

· Government policy promotes the presentation of Irish art and artists in the international context through an extensive travel support scheme.

· AAS scheme can provide assistance towards financial independence for unemployed artists, with training and other ancillary assistance provided. 

Weaknesses:

· Artists voted by peers onto support scheme, quasi ‘old boys’ network.

· Commentators note steady reduction in number and value of grants to artists. 

· In Ireland, self employment status means no access to sickness, disability or unemployment benefits. 

Australian context:

· There is no counterpart to Aosdana in Australia except for the recognition that outstanding artists receive in the form of fellowships from the Australia Council. 

· Travel grants are available in Australia from most state arts ministries and from the Australia Council – but no subsidy has been jointly developed with the national carrier to facilitate international travel. 

· The NIES scheme has provided assistance to some artists to make the transition to financial independence.  See the main body of the Income Support and Subsidy Options for Visual Artists in Australia report for further details of the Australian NIES scheme. 

United Kingdom

Arts Council – renewed support for individual artists

During the 1990’s grants to individual artists (with a few regional exceptions) ceased.  The most recent publicity from the Arts Council of England notes that limited funds have been allocated to support individual artists and new creative work ‘as a new initiative’. (Arts Council of England 1999) 

Regional Initiatives 

The 10 English Regional Arts Boards are responsible for funding and developing the arts in their areas.  

Some recent UK initiatives include: 

· Year of the Artist: 1,000 artists in 1,000 residencies across the country “exploring new ideas and contexts … to stimulate creativity and promote the sharing of skills among communities, audiences and other artists. 

· Emerging Artists Support – scheme to give young artists extra business training or financial support during that critical developmental period. (No details of scheme provided). 
· Brokering Art Commissions – project officers working with artists to broker art commissions as part of major architectural projects, and/or to secure finance for commissions. 

· Business Sustainability – a scheme to place artists with a host organisations for two years. “There’s a support network, with seminars and talks on issues confronting arts businesses, and there’s a bursary and grant that run for the two years” said Colette Gill-Martin, a textiles designer-in-residence at Manchester’s Science and Industry Museum.  “Most of us, I think, have not only learned business skills, but we’ve relearned our own artistic skills to make them viable outside the world of college.”  Recent monitoring shows the value of the scheme: 93 per cent of the participants go on to run their own businesses when their placements are over. 

· Arts in Education - the Creative Arts Partnership in Education (CAPE) UK. Inspired by a 1990’s initiative in Chicago, CAPE’s mission is to place creativity – now recognised as a vital enabler of lifelong learning – at the heart of the curriculum.  Working closely with the Leeds and Manchester Education Authorities, CAPE has created partnerships with 24 secondary schools. At each school, an external arts professional works long-term alongside a school coordinator to develop a strategy for using creativity to explore issues in non-arts areas.
· The Arts Are Ours - a lottery-funded program of residencies, artists in schools, new commissions and training in the Northern Arts region. across all 13 education authorities. More than 16,000 young people have worked with professional artists in a wide range of art forms. (From “Making a Difference  The Regional Arts Boards” on www.arts.org.uk On Line Regional Arts Pages 2001) 
Enterprise Allowance 

The Enterprise Allowance scheme introduced in 1983 assisted some unemployed artists to make the transition to self-employment through provision of a weekly allowance in the first year of getting set up.   Over a 5 year period to 1989/90 some 37,177 individuals with a cultural sector business participated.  According to published research, participants who subsequently re-entered the labour market gained skills and experience leading to improved attractiveness to employers (Benhamou 2000, citing several other research studies).  

Strengths:

· Strong brokering role taken by regional arts funding organisations in finding finance for, and developing, local commissions and residency opportunities for artists.

· Awareness of and support for artists to establish financially independent art businesses through training support and various direct subsidies

· Development of strong links between arts and education authorities supported by substantial funding. 

Weaknesses:

· Arts closely tied to government’s social agendas.

· Funding for individual artists is minimal.  

· No direct income subsidies available other than unemployment, enterprise allowance and housing benefits applicable to all. 

Australian Context:

· The proactive role being taken by the UK Regional Arts Boards in terms of securing finance and brokering commissions and residency opportunities has no parallel in Australia. 

· Artists-in-schools has received sporadic funding by various state governments but there is currently no national commitment to fostering ‘creativity’ in schools through the provision of art experiences facilitated by practicing artists. UK research claims better outcomes in reading and maths for kids who have active art experiences at school.

France

Growth in support for the arts since the 1980’s

Under Mitterand’s French Socialist Party during the 1980’s funding for the arts increased substantially.  Jack Lang was the Minister for Culture and the first budget of the government doubled the amount of money spent on the arts.  By 1991, (10 years in government) spending was 1% of public expenditure.  Funds were increased to French cinema, to established arts institutions, to modern art for regional centres, support for regional theatres, for a national music festival, minister for rock music, a museum for cartoon and comic art. (Martin Bright 1991)

Grants to artists

There are several government authorities involved in the administration of contemporary art.  The Delegation for the Plastic Arts (délégation aux arts plastiques) has national responsibility for art education, the national centre for art (Centre national des arts plastiques), historic monuments and conservation, as well as art acquisitions and commissions by the state.  Assistance to individual artists appears to be available through the regional arts authorities (Directions Regionales des Affaires Culturelle DRAC) and individual artists may apply for support for: individual creation, first exhibition (or first exhibition in 5 years - grant goes to gallery not artist), research and travel, publication (including joint publishing and translations), and writing.  These have eligibility criteria and funding limits, and are on a competitive basis. The DRAC also provide guidance regarding arts law, public commissioning, and 1% for art programs.  They also have schemes to assist artists through provision of residencies and studios, and towards the cost of materials and equipment for studios. 

(French Ministry of Culture 2001) 

Strengths:

· Incentive provided to professional commercial galleries to exhibit new artists through scheme to meet 50% of the costs of a first exhibition, or first exhibition in 5 years, for both individuals and groups of artists. 

· Support for publishing of catalogues provides artists with professional documentation of their work, crucial to establishing reputations. 

· Unclear of details, but government seems to support/provide studio complexes for which artists may apply for tenure.

Australian context:

· Funds have been made available to Australian commercial galleries for export initiatives to participate in international trade fairs.  Those galleries able to expand their list of represented artists would probably welcome assistance towards the costs of an artist’s first exhibition.  

New Zealand 

In New Zealand, government policy has recently shifted to recognise the specific needs of unemployed artists and to support the active involvement of unemployment agencies in providing appropriate training and work opportunities. Changes to social security legislation, passed in April 2001, focuses unemployment assistance on job creation support that recognises regional and vocational differences. The Department of Work and Income will assist artists to move towards self-sustaining careers by providing tailored employment programs, and access to small business grants and management support.  

As well as supporting arts apprenticeships and traineeships, the government has initiated a one year arts allowance for developing artists who demonstrate ability and intent on following an arts-based career, set at a level equivalent to the unemployment benefit. These and other programs aim to foster arts micro-businesses in the expanding, economically significant, cultural sector. 

Dunedin Arts Employment Project 
Over the course of 1998 and 1999 in Dunedin an active group of artists initiated a project with Creative New Zealand (arts funding) and Work and Income New Zealand (the local unemployment office) to find new ways to support local unemployed artists, including those recently graduated from art schools. This occurred at a time when government services for the unemployed were undergoing review and there was a policy shift towards individual case management.  Prior to that point, artists were not recognized as having unique employment needs or opportunities, especially in the area of residencies and touring projects. 

The project proposed that WINZ develop an Artist’s Register in which artists' training and skills would be recognized and legitimated.  Eligibility criteria were agreed as well as a protocol for applying the criteria including the definition of an artist and guidelines on demonstrating a track record of practice, professionalism, and commitment.  Complementing the register would be professional practice seminars for artists to improve their skills at presenting ideas, approaching sponsors, securing funding and managing projects.  The third element of the proposal was that WINZ staff would assist artists to broker short residencies in a variety of local institutions (schools, hospitals, prisons, hospices, environment centre, public art gallery, museum, library, and marae (Maori land) and performances and art activities in the local community (music performances, murals and tiling of local picnic area).

(Brand and Garrett 1999)

Strengths:

· Shift in attitude by NZ unemployment services provider towards the needs of and opportunities for artists, including training and childcare requirements.

· Shift in attitude by artists to see unemployment services provider as partner and facilitator for self initiated projects.

· Unemployment benefits provide income subsidy for artists, especially during establishment years, with particular outcomes in mind.

Weaknesses:

· Local initiative only.

· Income support scheme does not include worker’s rights, sick pay, minimum pay, and shifts administration costs to host organisation with no recompense.

Australian context:

· 'Artist' is not recognised as a work category by current Australian employment placement providers. Any shift towards individual case management and /or more diverse training options might provide new opportunities to address the needs of unemployed artists. 

Canada

Grants to artists - trends

During the 1990’s grants to individual artists have made up close to 20 per cent of the Canada Council's grants budget. As a result of new funding to the Council beginning in 1997-98, the total funding to individual artists was increased by 18 per cent. At the same time, the total number of artists funded was increased by the Council from approximately 1,300 each year to about 1,900.  However the number of professional artists in Canada has grown faster than almost all occupations and Canada now has more senior and mid-career artists than ever before, as well as a new generation of young emerging artists.  The competing demands for funding from artists at different career levels has resulted in the share of individual artist funding going to "emerging" artists dropping from about 17 per cent to 12 per cent during the 1990s. 

Erosion of grant values

Individual artist grant amounts have either remained at about the same level or have actually decreased significantly in value since the beginning of the decade. When the impact of inflation is taken into account, it is clear that the value of the grants has been seriously eroded: 

· In 1990-91, the value of an "A" Grant (a senior or "established" artist grant) was $32,000 for artists in all disciplines. By 1998-99, grants to senior artists had shrunk for all but visual artists to $20,000. However grants to senior visual artists maintained value at $34,000.

· "B" grants, or grants to "mid-career" artists, were worth $14,000 in 1990-91. In 1998-99, these grants have a value of $10,000 to $15,000.

· Emerging artists could apply for and receive up to $16,000 under the Explorations Program. In 1990, grants under the Explorations Program were at least $10,000. At present, emerging artists can receive $5,000 under most programs of support to individual artists. In the case of the Council's two-year Quest Program for emerging artists the amount is a maximum of $7,000. 

(Canada Council for the Arts 2000) 

Status of the Artist legislation

In 1996 after a long period of lobbying by the arts community the Canadian government passed legislation which established professional status for artists for the purposes of taxation (See Tax Exemptions and Deductions), and legal recognition of artists associations as collective bargaining agents on behalf of artists in their dealings with federal government employers.  The Canadian Artists and producers Professional Relations Tribunal accredit artists associations, and adjudicate on industrial coverage and remuneration issues. 

(Cliché summarised by Hollister 1999)

 Strengths:

· Stratified grants system to address needs of artists at different points in their careers.

· Establishment in legislation of Status of the Artist Act provides better recognition of the particular circumstances of artists vis a vis taxation and remuneration. 

Weaknesses:

· Similar to other western countries, Canada has experienced a strong increase in the numbers of artists seeking grant support.  Despite an increase in funding for individual artists, there has been general erosion in the value of grants. 

· Status of the Artist Act limited to the federal sphere.  Contentious decisions about which association covers which artists. 

Australian context:

· Strengths and weaknesses of federal government grants program quite similar, except that during the 1990’s the %age of grants to individuals has eroded below 20% vis a vis funding for infrastructure and other purposes. 

· Status of the Artist legislation could be helpful but should be considered very carefully to ensure it is constructive and useful.  

2.
Social Security Insurance  (Illness or Disability) and 
Aged Pension Schemes 

France

Social Security Insurance and Pension scheme for visual artists

"Maison des Artistes" is a public organization that collects and administers social security contributions and insurance for visual artists.  Artists may join if they work in the plastic [3 dimensional] or graphic arts and earn a certain income (46,404 FF for 1997). Artists with lower incomes may nonetheless file a request, which will be examined by the relevant professional committee. Photographers’ rights come under the artists’ social scheme administered by another organisation, AGESSA.

The schemes are paid for in part by the collection of fees levied on resellers and distributors of artworks on: sales income from commission sales and work purchased for resale to the public; and from copyright payments. (See also Droit de Suite below under Copyright) When a work is bought to be resold to the public, the contribution is 3.3% of 30% of the sale including tax.  When the sale is on commission, the contribution is 3.3% of the commission including tax.  When the work bought is not resold to the public, the contribution is 1% of the gross pay received by the artist during the quarter.   When acquiring the right to reproduce, represent or display the original work, the contribution is 1% of the gross pay received by the artist during the quarter.  The supplementary pension is paid for by the IRCEC (not translated) – is this a government authority? 

(Societe des Auteurs Dans Les Arts Graphique et Plastique 2000).

Unemployment Scheme for Salaried Workers

Under French law, salaried workers have access to unemployment insurance paid for by contributions from employees and employers.  The scheme acknowledges multiple job holding and/or the serial nature of employment in the arts and includes provision for employment that is casual, short term or interrupted.  To be eligible artists must have undertaken a certain amount of work within a specified period of time. 

Self employed artists have different legal status under French law, and are not covered this type of unemployment insurance scheme.  (Pierre-Michel Menger and Marc Gurgand 1996).  

Strengths:

· The principal has been established that a small percentage be levied on all art sales by commercial galleries (whether on commission or by resale), on all users of copyright, and on all resale of artwork by auction houses.  This is delivering a non-government income stream that is being used to provide disability and pension payments to artists. 

· French labour law has accommodated the short term and serial nature of arts employment by establishing a system of unemployment insurance payments accessible between periods of employment, paid for in part by contributions from employees and employers.  Under this system, the status of the artist is protected, periods of unemployment are less frightening, and artists are not ‘forced’ to undertake non-arts employment.

Weaknesses:

· The onus is on the seller or distributor of artworks to make the contribution to the social security insurance and pension scheme.  It is not known what compliance issues there may be. 

· French economic commentators have noted that access to Unemployment Insurance (UI) has become a bargaining chip in the employment process and has affected the nature of contractual employment in France.  Extremely short term employment contracts have increased because the attendant level of unemployment benefit rises.  In the performing arts the UI scheme is presently costing more than contributions from employees and employers by a factor of 6 – meaning that other employees and employers are subsidising the employment patterns of the performing arts. (Menger and Gurgand 1996)

Australian context:

· It would be useful to know the extent to which the fees, levied on French sellers, resellers and distributors of artworks, cover the expenses of social security and pension payments to artists.  Regardless of extent to which fees meet costs, the idea should be extremely appealing to government as any contribution towards artist’s social security and pensions from these sources represent a saving to government. 

· The French Unemployment Insurance (UI) scheme for salaried workers sounds similar to the Australian superannuation system (paid for by employee and employer contributions) except that income support is accessible whenever the artist is unemployed, once criteria are met.   No information was found detailing the level of contributions involved.  The challenge in Australia would be to either expand the current superannuation scheme for such purposes or to establish a specific scheme. 

· As noted, the French UI scheme does not apply to the self employed. Access by the self employed to superannuation or a UI scheme in Australia would be similarly impeded by the lack of employer contributions.  

Germany

Artists’ social fund

VG Bild-Kunst, the German copyright collection society for artists, administers an art fund (‘kunstfond’) which provides a range of benefits to registered German artists who are copyright owners.  The fund includes income protection and old age pension through the artists’ social fund, and (unconfirmed) assistance for emergency situations, emerging artists, publications, and exhibitions. 

The artists social fund (‘kunstlersozialkasse’) was established in 1984 and legislated by law in 1987 as a national scheme to provide income protection for artists who are ill, disabled, or in old age care.   Artists pay for 50% of the insurance policy, the social fund pays 30% and the federal government pays the remaining 20%.  It appears that funds are distributed to artists on the basis of the copyright that the artist holds, as registered with the society.  

The fund is generated from a combination of levies on blank tapes, videos and CD’s, and from copyright royalties where the copyright owner cannot be located or the copyright payment is less than the administrative cost.  VG Bild Kunst has a substantial total annual income from copyright royalties. The arts fund is about 0.03% of the total. (Anna Ward of Viscopy remembers Gerhard Pfennig, CEO of Bildkunst reporting figures of 55 million Deutschmarks total income, and approximately 1.5 million in the art fund.)    

(Apologies for the sketchy information.  Clarification by email was requested from Bild Kunst 31/5/01 without answer.  Information was gleaned (in less than fluent translation) from website:www.bildkunst.de/ and from conversations with Anna Ward and Tamara Winikoff.  A downloaded document in German about the social scheme is available)

Strengths:

· Recognition that artists are generally self-employed independent contractors and that unemployment insurance schemes based on employer contributions are inadequate to meet artists needs.  

· Development of alternative schemes, with contributions from alternative sources, to meet needs. 

Weaknesses:

· Unclear what happens to artists whose earnings fall below the thresholds identified - assume they can receive some kind of general social welfare payments. 

Australian context:

· Copyright collection society in Australia, Viscopy, only recently established and income stream does not allow for any kind of social fund to be established (although future provision has been made for such a fund in the organisation’s constitution.)

· Copyright legislation in the Anglo-Saxon countries does not yet extend to levying blank sound tapes, videotapes or CD’s. 

3.
Tax exemptions on the earnings of artists and in relation to donations and gifts

Ireland 

In 1969 Irish artist’s earnings from creative work became exempt from tax. This was partly in recognition of the low level of artist’s incomes, and partly to stem the flow of artists leaving Ireland.  Artists must apply for and receive tax exempt status. This special tax exempt status has had a quite significant effect in Ireland, where the Government’s position is that artists are special and important. (Toibin 1991)  205 visual artists benefited from this exemption in 1998. (Kelly 1998/99) 

France

Artists tax deductions

In France visual artists may join an organisation called ARTAGA which is certified by the French tax administration.  Members are entitled to a 20% income tax deduction on up to 701,000 FF in profits, income less professional expenses. There is an annual membership fee and a joining fee, which gives members access to: news about tax changes, information and training sessions, tax consultants by appointment.  There are also fee based services including accounting, and assistance with filing income tax or with tax audits.  

Exemption from French value added tax 

Artists whose gross income for the previous year is less than 245,000 FF are

exempt from VAT. Invoices or accounting records must mention "TVA non

applicable, article 5 de la loi 91-716 du 26 juillet 1991" (VAT not applicable, Article 5

of Act 91-716 of July 26, 1991).

Otherwise artists must collect and pay a VAT of 5.5% on all goods and services.  

However it appear that artists may choose to forfeit VAT exemption and undertake the ensuing accounting and administrative obligations (implications unclear).

(Societe des Auteurs Dans Les Arts Graphique et Plastique 2000)

Canada

Tax deductions

Amendments proposed to the Canadian Income Tax Act include:

· a provision for employed artists to claim an employment expenses deduction of up to 20% of earned income each year in recognition of materials purchased to pursue a career as an artists

· a provision for artists and their heirs to donate ‘significant’ works from inventory to institutions for tax credits that reflect the ‘fair market value’ of the work. (This benefit already exists for collectors). 

(ArtsNews 1991)

Strengths:

· Tax exemption by Irish government provides a direct benefit to artists, and accords them a ‘special status’.  There seems to be a flow on benefit in terms of public recognition and valuing of artists. 

· Tax deduction policy in France provides a direct benefit to artists up to a certain level of income.  Registration process for eligibility also entitles artists to other services.  

Weaknesses:

· Given the ongoing low levels of income among Irish visual artists, the benefits to artists are not huge (corollary - tax revenues lost to government are also not huge).

Australian context:

· In 1961 the Contemporary Art Society announced a decision by the Federal Treasurer that artists winning prizes in competitions should add just one third of the prize value to their income for the purposes of tax assessment.  It is not known when this tax exemption on winnings was revoked.  This appears to be the only case of a tax exemption applying to Australian artists on their creative work. (Contemporary Art Society Victoria Broadsheet January 1961) 

· Until recently self employed artists and employed artists have been able to claim art related expenses as a tax deduction against income.  However the current GST regime only allows employed artists to claim deductions for art related expenses if their other earnings are less than $40,000 or if they make a specific case for deduction. This situation at least allows some cross-subsidy which in the original legislation was to be removed entirely.

· Austin Gough writing in The Adelaide Review in 1995 suggested tax deductibility for the purchase of books by Australian authors, works by artists, theatre and dance and music tickets, and tax rebates for patrons who donate substantial amounts to arts companies. He also suggested that income earned by artists up to a ceiling of $40,000 be tax exempt.  He estimated that the $ amount of taxes foregone would be approximately $219 million, and that the stimulus to artists and patrons would create new jobs and that the taxes collected from the new jobs would balance the revenue lost so making the proposal revenue neutral.   

· Like several other countries, Australian cultural organisations can become registered under the Income Tax Act Assessment Act to offer tax deductibility for financial donations. Donors offering gifts of cultural items to public galleries, museums and library may also qualify for a tax deduction on the market value of their gifts. Both of these programs are administered by The Department of Communications, Information Technology and the Arts. Further information and forms are accessible on their website under Culture and Heritage: www.dcita.gov.au/ 

4.
Copyright Royalties/Droit de Suite

France

Resale Royalty/Droit de suite

In France, the Code de la Propriété Intellectuelle (article L 122-8) provides for a 3% right on the sale of a work by public auction or by a merchant. Following the 1954 agreement between Authors’ Societies and auctioneers and art galleries, galleries are exempted from this royalty as they have undertaken to pay the Artists Social Security employers’ contribution.

Consequently, resale rights apply only to public auction sales. This provision

exists in twelve European Union countries with varying rates and rules of

application but is effectively collected in only eight countries.

(Societe des Auteurs Dans Les Arts Graphique et Plastique 2001)

5. National  Lotteries

United Kingdom

National Lottery 

The National Lottery is a significant new source of funding for the arts but does not provide income subsidy for artists. It was introduced in 1994 to raise money for ‘Good Causes’ and by February 2001 had raised over £9.5 billion (and made 1,123 people millionaires). The National Lottery Distribution Fund goes to 13 distributing organisations including the Sports and Arts Councils of England, Scotland, Wales and Northern Ireland (16 2/3 % each). 

Lottery funds have made a significant impact on expanding and redeveloping infrastructure in the arts, but individual artists are not eligible for support.  Critics noted in the mid 1990’s that government arts funding was dropping as lottery arts funding increased, affecting the range and type of funding available.  One commentator noted that writers and productions were in penury while theatres were getting a facelift. (Daldry 1997).  Recent increases in arts funding, and initiatives to fund individual artists appear to be a response to the situation.  

For further information see web sites of the National Lotteries Commission http://www.natlotcomm.gov.uk and the On Line Regional Arts Pages  http://www.arts.org.uk  

New Zealand

Creative New Zealand’s role is to promote the arts, support artists and encourage more New Zealanders to enjoy the arts. This is done by funding a wide range of projects by artists and arts organisations, advocating for the arts, and undertaking initiatives, strategies and research projects.  The Lottery Grants Board provides around 85 per cent of Creative New Zealand’s funding, with the remainder coming directly from government through the budget for Cultural Affairs. No details about how lottery funds are expended. (Creative New Zealand 2001)

Strengths:

· Lotteries have delivered a significant new income stream to governments, a percentage of which is being used to fund the arts. 

Weaknesses:

· Critics note that lotteries tend to transfer funds from the poor to the rich, and consequently represent a new form of cultural elitism.

Australian context:

· Lottery funds in various Australian states distribute some funds for a range of social purposes including art, but there is no common national approach.

5. Special Tax Levies

United States of America

Real endowments started by 2 states: Missouri and Texas

These two states are building $200 million endowments that will earn enough profits from dividends and interest to provide funding for the arts in those states and remove need for allocations from annual state budgets.  Neither trust provides funding directly to artists. 8 other states are creating more modest endowments. 

The endowments are being built from tax revenues and from private donations. 

· Missouri is raising funds through small state taxes on visiting artists and athletes (one quarter) and from private donations (three quarters). 

· Texas is raising funds from new taxes on amusements, cigarettes, hotel occupancy and gasoline and the private portion from fundraising and merchandising. 

 (Zeigler 1996) 

Other special taxes:

Metropolitan, local and state governments play a strong role of in funding the arts at the local level ‘through various tax schemes and other fundraising mechanisms’. 

An example is the 14% Bed Tax in San Francisco. 16% of this tax is directed to the arts and goes towards grants for operating costs on a sliding scale of 15-25%.  Service organisations can also get small capital grants, loans and training in managing cultural facilities.

 (Tamara Winikoff 1997)

Conclusion

It may be that some of the labour market, insurance, grants, tax, copyright and resale royalty schemes tested and developed in Western Europe and North America can provide viable models for Australia.  Clearly each has developed in a particular industrial, legal and cultural context.  But the similarities in cultural policy and programs already found between these countries and Australia, and the clear borrowing of ideas between countries, shows that new schemes can be adapted for local conditions. 

This is what I was able to find in the time allocated.  There may be other schemes of relevance that could be added to the report – which would be welcome. 
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