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About this Report

This report was commissioned by the Stephen R. Bronfman Foundation (SRBF) to assist it in evaluating the potential of a patronage program for emerging visual artists in Quebec. It presents the reader with an overview of the current and historical funding environment for Quebec artists with particular attention to the needs of emerging artists. 

Research into the Quebec visual arts funding system is fragmented and poorly coordinated, especially because of separate language research initiatives conducted by government councils, various community groups, and arts associations. This report brings together findings across a wide range of sources and may constitute the most exhaustive study of the Quebec visual arts system to date. 

The report itself is informed by a great number of secondary sources including literature from both private and public funding organizations in the form of program guidelines, needs assessments, program performance assessments and statistical data.  In addition, basic information on the needs of artists, the visual arts market, the cultural economy, and the economics of philanthropy inform the work. 

In an effort to get the most current and relevant information, more than twenty-five interviews were conducted over a three-month period with gallery owners, dealers, government fund administrators, museums, parallel galleries (artist run centers), and private collectors. In addition to the information gleaned from the interview process, two focus groups were conducted on October 2, 2007 at the Stephen R. Bronfman Foundation offices with groups of individual emerging artists. 

For the purposes of this study both the terms “emerging artist” and “visual arts” have been broadly defined to include as many points of view as possible. Indeed defining these terms is one of the key issues of the research. Generally, “emerging artists” tended to be defined by the artists themselves or programming guidelines as artists under 35 years. The term “visual arts” refers to any visual expression and may include the combination of one or more traditional forms of expression (audio and video, painting and mixed media, sculpture, installation, etc.)

The report was written from June 2007 – November 2008, information on programming changes since that time should be available through arts community websites and participating arts organizations. The report’s findings confirm some of the current research on artists needs and establish new priorities, especially for emerging artists whose need for support in developing their artistic practice is paramount.  
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Introduction

The content of this report follows the chronology of the research conducted. The research itself consisted of two phases: first, a review of secondary literature and then a primary study, which was informed by more than 25 interviews as well as 2 focus groups with individual artists working in Quebec. 
Initially, a wide range of secondary source material from a cross-section of funders, arts councils and government bodies, arts associations, foundations, academic journals and independent arts organizations throughout the region, as well as in the US and Europe, was reviewed. Information gathered from the literature review was compiled and used to inform the design of interviews and focus group sessions exploring the current needs of individual emerging artists in Quebec. 
This report begins with an overview of funding organizations in the region. That serves to introduce the background of each participating government agency, museum, and association as well as to contextualize the complexity of funding in Quebec. 
This overview is followed by an examination of the current funding environment for individual artists in Quebec. This section provides a general outline of the structure of support that exists and describes changes that are now being undertaken to improve support in the future. It also details specifically what is now available to artists in the region in the form of granting and support programs.
Next, the roles played by other organizations in the development of individual artists and their careers are introduced and explained.  The role of commercial galleries, dealers and artist-run centers in developing the market for Quebec art, the artist and the profession generally is discussed.  The following section explores the role of foundations in Canada, as compared to similar bodies in the US. Private funding programs that have had a significant impact both locally and internationally are identified. 
The needs of individual artists and specifically “emerging” artists are defined and evaluated in the following two sections of the report. The information for these two sections was largely gathered during the second phase of study from artists currently working in the profession. 
Finally, we provide program recommendations for private funders or foundations in the key areas of artistic development, market development, and education. 
This report should contribute to greater knowledge of individual emerging artists and their needs, arts funding in the region and the arts community in Quebec as a whole. Hopefully, the conclusions and recommendations will serve to inspire the development of new support initiatives and research throughout the region, by foundations and other related sponsors. 

An Overview of Visual Arts Support in Quebec
The Quebec cultural sector benefits from three tiers of funding support: Federal, Provincial and Municipal. This overview of the history of these government sources, as well as Quebec’s museums, professional arts associations, and private foundations, provides a vantage point from which to better understand the current funding environment. Identifying key arts organizations and their programs further clarifies the inner workings of what has become a complex system of support initiatives. 

Government

The Canada Council for the Arts (CCA)
The Canada Council for the Arts was formed in 1957 out of an earlier effort initiated by the federal government in 1949 to establish a cultural policy by the appointment of a royal commission on “National Development in the Arts, Letters, and Sciences,” also referred to as the Massey-Levesque Commission.
  In 1957, the main outlet for cultural dissemination was the CBC radio and television broadcasting system. In addition, four cities had their own professional theatres and orchestras. Other than that, there was very little to encourage formal development of the arts in Canada. The Massey-Levesque Commission recommended that the government provide financial support to both private organizations and to individuals through an independent agency. 

When the CCA was established, it was provided an endowment by the federal government from which some gains continue to finance its activities. However, the majority of its financing now comes from an annual grant approved by parliament. This grant has fluctuated over the last fifty years dipping to an all time low in the early to mid 1990’s. Since that time, and despite repeated increases in funding in recent years, it has not been maintained at the levels required to fully support the increases in demand for funding generated by the rapid growth of the artistic and cultural professions in Canada. 

After a series of government cut-backs in the late 1970’s, the CCA was separated into two smaller administrative bodies in 1978. This split created the Social Sciences and Humanities Research Council that oversees research grants made in the social sciences and humanities. The CCA continued to administer grants in the arts, and its Art Bank was established in 1972 with an initial investment allocation of $5,000,000 over five years.

In the last thirty years, the CCA has seen its funding by parliament fluctuate. In the late 80’s and early 90’s funds for the council decreased by as much as 30%. The CCA had to cutback expenditures on administration dramatically and the board was reduced from 21 members to 11.
 At the same time, the Senate defeated Bill C-93 which would have seen the CCA and the Social Sciences and Humanities Research Council re-merged. Having weathered a difficult financial period, the CCA was reinvigorated by renewed parliament funding at the beginning of 1997-1998. Funding was then increased with a three-year, $75 million contribution in 2001-2002. Simultaneously, the Art Bank program was reevaluated and its mandate to meet business goals as an arts rental program was reinstated. It became self-sufficient by 2002, after a complete overhaul of the collection and its activities. 

Throughout this expansion period, the CCA evaluated the impact of its programs and investigated needs for support of the arts nationally. In 2000-2001 it launched a new initiative aimed at emerging artists and younger audiences. This effort has continued as consultations on its new strategic plan for 2008-2011 focus on accessibility and support to young emerging artists into the future. The plan is informed by a national research effort undertaken by the council in 2007 entitled “The Next Generation of Artistic Leaders Dialogues”.

At the end of 2007, the Canada Council received its largest parliamentary allocation since of its inception and it awarded more than $152 million to individual artists and arts organizations across the country. 

Conseils des Arts et Lettres du Québec (CALQ)

The Quebec Ministry of Cultural Affairs was created in 1961 with a mandate to support the preservation of Quebec culture and the development of the arts in the province. Four years later, the late Pierre Laporte who was then Minister of Labour campaigned to expand the reach of this office to govern all arts development in the province. This initiated a trend during the 1960’s and 1970’s of building greater provincial governance of culture in Quebec through a range of provincially administered bodies directed at communication, culture and education. 

The 1980’s and 1990’s marked a significant shift in governance of cultural development from the province to the municipalities. Quebec’s first cultural policy; “La politique culturelle du Québec” was published by then minister of Cultural Affairs of Quebec Liza Frulla-Hebert in 1992. It proposed that the office integrate its mandate and activities with numerous other provincial and municipal bodies in an effort to better develop culture locally. As a result, investments in developing local institutions that would support the growing arts infrastructure and could reach individual artists around the province were made. This in turn encouraged local offices to adopt cultural mandates of their own in tandem with the Ministry. 

After adopting this new cultural policy, the role of the ministry shifted to one of coordination and integration with the municipalities and externally with Canada and the rest of the world. The policy also led to legislation that created the Conseil des arts et des letters du Quebec (CALQ) which officially began administering provincial funds in 1994. 

The CALQ’s mandate is “to support artistic and literary creation, production and dissemination” and includes the role of official adviser to the Ministry regarding such support in the province. The CALQ’s action plan is approved by the Ministry annually and its funding comes directly from that office. During the fiscal year 2006-07, the CALQ had a budget of $84.8 million to fulfill its mandate.

Société de développement des entreprises culturelles de Québec (SODEC)

The province established the Société de développement des entreprises culturelles de Québec (SODEC) in 1995 to administer grants to cultural businesses.  Its mission is “to stimulate and support the creation and development of cultural enterprises, including the media, in every region of Quebec.”
  It maintains that culture is a core economic growth sector and supports cultural enterprises in their activities and operations, and in the distribution and promotion of artistic works nationally and internationally.

The SODEC is a provincial corporation whose board is made up of industry professionals appointed by the Ministry of Cultural Affairs. Its general mandate is to provide financial support to companies in the following sectors: book publishing, recording and variety shows, film and television production, as well as arts and crafts. In particular, the SODEC provides access to financing based on sound business planning and tax incentives that mainly consist of refundable labour tax credits for cultural productions.  It also acts like a business bank by offering loans and loan guarantees. In extreme circumstances, the SODEC may invest directly in a project or inject share capital into a company. 
Conseil des Arts de Montréal (CAM)
Established by Montreal Mayor Jean Drapeau in 1956, The Conseil des arts de Montréal (CAM) was the first arts council created in Canada.  Starting out with a relatively small budget of $129,000, its mandate then was “to coordinate and foster cultural initiatives in the Greater Montreal area, notably by providing financial assistance to high caliber artistic events.”
 Initially, the council supported only cultural organizations in the city most notably, the Museum of Fine Arts, the Montreal Repertory Theatre and the Montreal Symphony Orchestra. 

Over the next 25 years, its budget continued to grow as did the scope of its activities. By 1982, it was operating with $1,481,675 and continuing to invest in the city’s cultural organizations which by then numbered 66. Its role was further expanded to include the dissemination of artistic programs throughout the municipality. It fulfilled this duty by creating matching touring programs for both performances and arts exhibitions. In 1985, the CAM developed the Grand Prix, its first prize for an event or production and in 1989; the CAM opened its Maison du Conseil des arts to serve as a workplace and production centre for performing artists. 

Today, 50 years on, despite an 11 year freeze, its budget has grown to $10 million and it has extended fiscal support to almost 300 organizations. The Grand Prix now includes the granting of a $25,000 bursary and the commission of a work by a Montreal artist. Notably, in 2004 as part of a significant strategic planning effort, the CAM embarked on a partnership with the Forum jeunesse de L’ile de Montreal. Together, they have started a new project that “aims to improve the socio-professional integration of emerging artists” into the cultural milieu called “Providing Tools for Emerging Artists” (PTEA).  

Culture Montréal 

Culture Montréal was created in 2002 after the 2001 Cultural Summit by a group of concerned citizens who wanted to put culture at the heart of Montreal’s development. The organization is an independent not-for-profit organization funded by its members (membership is $40/year) and by its partners Cirque De Soleil, the Quebec department of Culture and Communications and the City of Montreal. 

Its main objectives are: 

· To promote the right to, access to, and participation in culture for all citizens of Montreal.

· To assert the role of culture in Montreal’s development, especially by encouraging the cultural community to actively participate in city life.

· To contribute to strengthening Montreal’s position as a cultural metropolis through the enhancement of its creativity, cultural diversity, and national and international prominence.

Developing a cultural policy was a main focus of the Montreal Island Citizens Union when campaigning for office in 2001. Once elected in 2002, the new government asked Culture Montréal to advise it on the development of a cultural policy for the city. In November 2003, the policy was established by working committees of stakeholders in all artistic disciplines and industry. The resulting policy was published by the city near the end of 2004. 

The cultural policy has 5 focal points:

1. Increasing accessibility of arts and culture by upgrading Montreal’s public libraries and connecting educational and cultural institutions

2. Enhancement of the city’s “living environment” through the creation of “cultural poles” and a public art intervention plan

3. Recognition of the need for greater direct support for artists through the CAM

4. Promotion of Montreal’s image by maintaining its distinct francophone character while nurturing minority communities

5. Expansion of the city’s role in cultural development by diversifying sources of revenue for cultural initiatives by relying on a range of public and private stakeholders

Culture Montréal also continues to work with the Quebec Government on its cultural policy and cultural development initiatives through a range of collective working committees who meet on a number of different development topics including heritage and urban development, culture and education, identity and democracy, and artists and cultural development. It also organizes policy consultations with the general public in cooperation with its partners. 

Fondation du Maire de Montréal pour la Jeunesse (FMMJ)
After he was elected mayor in 1994, Mayor Pierre Bourque donated his salary towards the creation of the Fondation du Maire de Montréal pour la Jeunesse (FMMJ). The FMMJ’s mission is to “help young, low-income Montrealers start up their own business or produce their artistic project by offering them grants and services”. The FMMJ is a non-profit organization and focuses its funding initiatives in the cultural community. Since 2001, its activities have been supported by Mayor Gerald Tremblay. Over the course of its existence, it has awarded more than $4 million in grants to individual artists and entrepreneurs, funding more than 700 projects throughout the city. 

Museums

There are approximately 450 museums and exhibition organizations throughout the province. 
 Here we explore the roles of the two major cultural institutions that support Quebec visual arts; the Montreal Museum of Fine Arts and the Contemporary Art Museum of Montreal. Their history helps to explain the evolution of the visual arts in the province. 

The Montreal Museum of Fine Arts (MFA)
The Montreal Museum of Fine Arts came out of the Arts Association of Montreal , started in 1860 by a small group of wealthy Montreal philanthropists devoted to fine arts whose desire was to “promote a taste for the fine arts among the people of Montreal”.
  The group initially organized a small series of art exhibitions and drawing classes, held until 1877, but they did not have the resources to fulfill their vision of a permanent exhibition space. That year, they were bequeathed a plot of land, money and a collection of paintings and sculptures to be used to build a museum by the wealthy Montreal merchant Benaiah Gibb. 

The Museum, built in 1879, was the first building designed for such a purpose in Canada. It housed a permanent collection based on its initial assets as well as a smaller gallery of watercolors and a reading room. The Arts Association also organized two annual events; an exhibition of works loaned by its members from their own private collections and a spring event devoted to showing new works by living Canadian artists. It regularly procured additional works for the permanent collection from these two events.  It also developed an art education program and purchased works by exceptional students from it to add to the permanent collection. 

 Subsequently, two major bequests were made to the Arts Association by John W. Tempest in 1892 and Agnes and William Learmont in 1909. These collections included mostly European works and numbered more than 180 canvases. In addition, the Tempest financial contribution allowed the Association to continue to make purchases of European works into the first half of the 20th century. Soon enough, the Arts Association found itself outgrowing its original gallery space. The Arts Association decided to purchase a new site on Sherbrooke Street where it built the new museum. Here it welcomed 50,000 visitors on its opening day in 1912. The new museum contained several large exhibition halls, a library, a lecture room and the art school studios. 

The decade of 1940 – 1950 was a time of great change for the Arts Association. By 1948 due to the size and diversity of the works in its collections and the creation and growth of its department of decorative arts, the Arts Association officially changed its name to the Montreal Museum of Fine Arts. The Annual Spring Exhibitions continued throughout the first half of the century and by 1940, the museum had become a Mecca for young Montreal painters. In 1949, the Museum devoted Gallery XII to the exhibition of these works of contemporary art. 

Originally a private organization directed by a council of its members, it was reorganized in the early 1960’s so that it could receive its first contributions by the CCA and the city. It then began to receive significant operating support from the provincial government. In the next fifty years, the Museum’s aspirations shifted to the international arts scene. It pursued several collaborative exhibitions with overseas partners and began to tour its collections. The art school would ultimately close in 1977 after the Museum began to focus on larger international and touring exhibitions and on improving its permanent collection. In 1991, the museum opened a second building with a Riopelle retrospective. The new building effectively doubled its capacity and it now receives some 500,000 visitors a year. 

Today, the MMFA acquires emerging Quebec artists’ works based on the internal recommendations of staff curators. Their proposals are evaluated by the acquisitions committee on a case-by-case basis. 

Musée d’art Contemporain (MAC)

The Contemporary Arts Society (CAS) was created in 1939 out of the strong desire of its members to develop public awareness of modern art in Montreal. Its membership was open to what it described as artists of “non-academic tendencies”. John Lyman, a well-known Montreal painter and critic was its founder and first president. The group was initially formed as an association not specifically to exhibit works but rather to educate the public about contemporary art. In order to do so, it arranged its first contemporary art exhibition titled “Art of Our Day” including a grouping of non-Canadian contemporary works donated by Montreal collectors. It also organized its own annual shows of members’ works. 

The CAS soon discovered that as a group, it could effectively organize and lobby the then Arts Association of Montreal (which became the Museum of Fine Arts) to show the works of its membership. It continued with this lobby as its main function until the mid 1940’s. By 1945, the group retained membership of some of the most contemporary and dynamic artists working in Montreal but it was also becoming increasingly political, and disbanded in 1948.

In 1964, the Quebec government’s Ministry of Culture inaugurated the Musée D’art Contemporain (MAC) in response to the lobby of artists; this originated with the CAS in the 1930’s for a space to show their works. From the time it was founded until 1983, the MAC was operating as a department within the ministry. It then became an autonomous albeit provincially owned corporation and established its own independent board of directors. In 1992 it moved to the heart of Montreal’s downtown core sharing a building with the Place Des Arts that also houses performing spaces for the city’s Symphony Orchestra and other musical and theatrical events. The MAC’s mission is “to promote and preserve contemporary Quebec art as well as Canadian and International contemporary art, through exhibitions and numerous other cultural activities”.
 It continues to fulfill the original mandate of the CAS, exhibiting contemporary art works from Quebec, Canada and the world and runs extensive educational programs on contemporary art. It also launched for the first time in 2007 its Triennale exhibition created especially to show works of emerging Quebec contemporary artists. 

Associations 

Regroupement des Artistes en Art Visuels du Québec (RAAV)

The Regroupement des Artistes en Art Visuels du Québec (RAAV) formed in 1989 is the provincial association representing professional visual artists and is funded by the CALQ. Its mandate stems from the « Act Respecting the Professional Status of Artists in the Visual Arts, Arts and Crafts and Literature, and Their Contracts with Promoters », a law that requires professional contracts for the use of any form of artwork, governs the collective representation of professional artists, and specifies the criteria of professionalism for individual artists. In an effort to effectively implement its mandate, the RAAV created a second non-profit organization called SODART which manages copyright on behalf of artists, between them and their clients. The association itself collectively represents and defends the interests of visual artists in Quebec.

There are approximately 1,500 active members in RAAV, 68% being painters and 45% of members living in the city of Montreal. 

Regroupement des centres d’artistes autogérés du Québec (RCAAQ)

The Regroupement des centres d’artistes autogérés du Québec (RCAAQ) was established in 1986 from a group of 17 artist-run-centers and now represents sixty such organizations throughout the province. Essentially a provincial service organization to its membership, it assists them in their management practices, the professional development of their staff, the promotion of their programs and acts on their behalf in lobbying federal and provincial governments. The RCAAQ also plays a significant role in cooperation with other associations from a cross segment of artistic disciplines in the development of contemporary visual arts and the improvement of socio-economic conditions for visual artists living in Quebec. 

Association des Galeries d’art Contemporain (AGAC)

The association of contemporary art galleries (AGAC) was founded in 1985 by a group of dealers who wanted to improve recognition and sustainability of the contemporary art market. Its membership includes galleries and contemporary art dealers in Quebec and in Ontario and its mandate is to represent their interests and to encourage public interest in contemporary art. To that end, it seeks to develop the commercial market for contemporary art in Quebec, Canada and abroad. 

The AGAC manages two art prizes in partnership with the city of Montreal, organizes two annual art fairs “le Salon du Printemps” and “Papier”, and a contemporary gallery exchange with Lyon, France, “Montreal > Lyon”.  It also maintains a website and staffs an office that provides specific information resources on art appraisal and tax incentives for the purchase and donation of artwork. 

Current Funding Programs for Visual Artists in Quebec

The current funding environment for visual artists in Quebec encompasses a diversity of sources: three levels of government funding, individual and private donations, corporate sponsorships and audience support.
 This complex system has as its core advantage the ability to retain independent sources of financing thus maintaining and supporting a high degree of freedom of artistic expression.  It is supported at the federal level through the CCA, at the provincial level through the Conseil des Arts et des Lettres du Québec, and at the municipal level through the Conseil des Arts de Montréal.  Other independent community groups, not-for-profit organizations and private foundations also contribute to funding culture through their own initiatives. 

In the province, additional funding is re-directed to local and regional arts organizations that run their own support programs. Of particular importance are artist-run centers. These not-for-profit organizations are managed by working artists and offer a variety of programs including; support for research and creation, in-house residencies, access to studio space and equipment, and access to exhibition space.  

Quebec is one of just a few provinces in the nation to have its own cultural policy and has established a strong cultural infrastructure. The city of Montreal is also heavily involved in supporting the development of the “cultural city” through a partnership with the province. It has established a cultural development agenda that includes urban development, a public art purchasing program, and funding for arts organizations.  

A Period of Change

In recent years, the climate for arts creation in Quebec has changed dramatically. Culturally, there have been shifts in population demographics, increased urbanization, the opening of global art markets, and fast-paced advances in communications and information technology. These changes have had a significant impact on the relevance of cultural programming by government funding agencies.  

Canada’s population is evolving into a complex mix of widely varied cultures. As immigration has flourished to fuel the growth of the economy, the country has become increasingly ethnically and racially diverse. Statistics Canada estimates that by 2017, one in every five Canadians will be a member of a visible minority. There is also a fast-growing Aboriginal population that is expected to exceed 4% of the total population over the next decade. As well, these new diverse populations are relatively young. The average median age in Aboriginal populations is only 12 years, and visible minorities are on average younger than other Canadians. 
  More people are living in cities than ever before, a trend that is expected to increase, and cities are increasingly attractive to artists whose populations are concentrated there. Nearly half (48%) of all professional artists in Canada live in the cities of Montreal, Toronto and Vancouver. 
 Finally, the population as a whole is aging. It is expected that the number of Canadians over 65 will double in the next 20 years. 
 Interestingly, seniors are becoming increasingly active within the arts community as audience members, creators, volunteers, and patrons.

Changing demographics are not the only trend; lifestyle changes are also influencing public attitudes towards the arts. Changes in work patterns have left people with less time to participate in the arts. There is increasing competition for audience attention because of the evolution of communications and technology. The media have changed in step with this competitive environment and mainstream outlets are now focused on competing for share in a market driven by popular culture. As a result, they cover less content and are less critical in their coverage. Instead, there is a tendency to sensationalize controversy and pander to the celebrity/idol machine. 

At the opposite end of the spectrum, unprecedented access to information has resulted in a growing number of reputable, alternative media sources covering the arts in blogs, e-zines, and on websites. Potential art buyers can learn about a specific genre through information gathered on the internet, view a series of artists’ works online and determine what they want to buy before ever setting foot in a commercial gallery. Some clients even make their purchases directly from artists’ websites or through online marketplaces like Imagekind.com and Art.com thus eliminating the agent’s role in the purchase process. An advanced search using Google shows there may be as many as 49,000 artist members using Imagekind.com to showcase and sell original prints and more than 130,000 unique visitors to the site in August 2008.
 In July 2008, Imagekind.com was acquired by Cafepress for a reported $15-$20 million after it had turned down offers from Amazon.com.
 These online trends are likely to continue as critical and commercial art websites grow in size, depth and popularity and continue to be infused with new capital. 

As art audiences evolve based on these cultural and societal changes, so does the artist. There is now a large and growing cultural labour force composed of artists from diverse backgrounds. The study “Artists in Large Canadian Cities” noted that the number of artists tripled the rate of growth of the overall population between 1991 and 2001. There are also the obvious, yet astonishing, impacts changes in technology and communications have had on the way artists create, produce and distribute their works. There is a proliferation of inter and multi-disciplinary arts practices moving from the periphery into the mainstream, and an increasing desire by artists to collaborate on projects where they were once content to create in isolation. Invariably, artists are becoming ever more entrepreneurial, finding new ways to generate income from their work as they manage artistic activities in response to an increasingly competitive and fast changing environment. As well, they must respond to the requirements of a funding system that now includes: not-for-profit arts organizations and foundations, three levels of government, and private and corporate programs. 

The distinction between generations in the general population is being emphasized in the arts community. Younger, more diverse populations are finding themselves at odds with the older, more traditional generation of baby-boomers who manage and administer arts organizations and funding bodies. As a result, many newer artists are working outside the traditional system and those working within it are advocating for new values and attitudes related to work-life balance, working environments, pay, and the application of technology in administrations. 

For arts organizations, these changes are dramatic. To respond to the larger, more diverse communities they serve, some find they must grow in size and variety, and diversify their financial support streams. This often means doing more with less, or becoming more innovative with programs without increasing budgets. If budgets are increased, then corporate and private sectors have to be approached for funding.

Government infrastructures have also become larger and broader with more funding bodies devoted to the specific needs of various segments of the arts community. In this widening field, there can be tension between organizations that sometimes have conflicting visions, programming and activities, and differences in budgets and internal capabilities. For example, there is increasing support for inter-disciplinary art projects by the CCA but few Canadian art institutions have the capabilities or resources to present such works.  
Generally, funders are grappling with how to incorporate new changes in the arts community while balancing their role in supporting systems that are now well established. Further, the increase in the supply of art works has created an economic imbalance forcing a shift in government’s role. Now it is involved in the development of the art market and in building audience awareness and global appreciation for Canadian art. In its strategic plan for 2008-2011, “Moving Forward”, the CCA describes its plan to invest in “targeted initiatives in audience development and public engagement in partnership with the arts community.”
  It also introduced new programs, investing in private-public partnerships and market and audience development, notably shifting its focus "from creation production to 'career promotion' and 'market development’”. 

During this time, all three levels of government programming are in the midst of a period of flux, each conducting research on their changing roles in response to changes to the cultural environment. At all three levels, serious consideration about how to incorporate the needs of emerging artists, emerging art forms and emerging means of dissemination are underway. A summary of reports on these strategic initiatives including; the strategic plan “Moving Forward” on the new direction of the CCA, public consultations aimed at re-defining the role of the Quebec government and the CALQ and their strategic plan for 2005-2008, as well as recommendations made for future arts and culture development in the city of Montreal by Culture Montreal, CAM, and the Montreal Board of Trade are provided below. 

Public Funding Development Strategies
The Canada Council for the Arts 

As the CCA celebrated its 50 year anniversary last year, it also celebrated its largest budgetary allocation by parliament to date. Its current annual budget stands at $181 million, a full 20% increase over the 2005 budget. 
 This new funding and changes in the populations of arts communities it serves prompted it to examine its role, mandate, best practices, and internal organization with the objective of improving its performance in impacting the growth of the arts in Canada. 

In 2007, the CCA began its strategic planning initiative with an extensive public consultation. It posted an open discussion paper on its website: “Creating Our Future: An Invitation to contribute to the strategic plan of the Canada Council for the Arts” to which more than 20,000 artists, arts administrators and arts audiences were invited to participate. It also consulted with its own staff and board of directors, and other funding bodies at the provincial and municipal levels across the country. Research was conducted into the experiences and needs of young artists (ages 18-30) in a nationwide study commissioned by D-Code titled “Next Generation of Artistic Leaders Dialogues”. Finally, the CCA performed an independent organizational design review with the consulting firm Deloitte& Touche to explore how well its organizational practices support its mandate. 

These initiatives culminated in defining five core values and directives, thus providing a framework for its strategic vision and the implementation of its Strategic Action Plan 2008-11. These core values and directives are outlined as follows:

1. Individual Artists

“Reinforce the Council’s commitment to individual artists, working alone or collaboratively, as the core of artistic practice in Canada”

2. Arts Organizations 

“Broaden the Council’s commitment to arts organizations to strengthen their capacity to underpin artistic practices in all parts of the country” 

3. Equity 

“Enhance the Council’s leadership role in promoting equity as a critical priority in fulfilling Canada’s artistic aspirations.”

4. Partnership

“Make partnerships with other organizations a key element in the Council’s approach to advancing its mandate.”

5. Organizational Development

“Enhance the Council’s capacity to support the arts and implement change by strengthening its structure, staffing and services.”

This framework guides the CCA’s strategic plan that details budget allocations and programming in each area. Of note are plans to increase budgetary support to grant programs for individual artists by adding $4,593,500 of new monies. In 2009-2010, a flexible grant program will be introduced for individual artists across disciplines and practices. Also, the CCA is increasing its level of collaboration with other councils and Foundations across the country as a means to leverage community investments and extend its reach to better address local needs for support. Finally, it will continue its “Next Generation” consultations with young artists initiated in 2007. 

The Conseil des Arts et des Lettres

At the beginning of 2004, the CALQ began its strategy review. Initially, the directors of each arts department (Visual Arts, Media Arts, and Literary Arts) submitted “L’Etat de Situation en arts visuels” to its administrative board. Their paper showed that despite support provided by the CALQ, the economic situation for artists and arts organizations remains precarious. It also described the promotion of Quebec artists on the international scene as being relatively weak. These shortcomings are attributed in part to the fragmented nature of arts support in the province. Based on this concern, the paper recommended that the CALQ better inform its strategic plan by engaging in a wider consultation on current needs within the arts community. 

The CALQ worked through a committee with the SODEC and the MCC to organize the “Forum sur les arts visuels” bringing together principle players in the arts community including the AGAC, MAC, RAAV, RCAAQ, and the SMQ to develop core themes of discussion: research and creation; production; dissemination in Quebec and Canada, promotion and audience awareness; international dissemination; the art market; publications; visual arts professionals; community life and support for the discipline.

 In May 2006, the forum attracted more than 100 participants including artists, arts organization administrators, association, museums, art critics, curators, conservationists, art historians, agents and galleries, journalists and students. This in-depth exploration into the intricacies of arts development in Quebec provides a useful overview of key issues and potential solutions that are outlined in Appendix A. 

In general, the forum illuminated the core issues facing the provincial infrastructure in support of visual arts. From the discussions, four core strategic issues were identified:

1. Extremely weak exposure of Quebec visual arts despite its high caliber. 

2. Lack of financing and under-financing.

3. The need for greater focus, concentration and centralization within the visual arts community.

4. The need to approach artistic development from a long-term perspective.

These core issues were elaborated into five strategic recommendations intended to guide arts organizations, the CALQ, and professionals in the arts community in their approach to future development initiatives:

1. Establish a common vision for future development and exposure of Quebec visual arts.

2. Commit more funds to the development and exhibiting of the visual arts in Quebec, Canada, and the world. 

3. Focus diverse efforts through collaborative strategy and planning initiatives. 

4. Improve documentation of activities and research in the visual arts sector to better inform strategy and planning. 

5. Validate education in arts and culture and establish stronger connections between the visual arts and education sectors. 

From these, the CALQ established its strategic plan for 2005-2008. Within this document, there are six primary orientations of development and descriptions of macro level planning related to them. 

Orientation 1

To support artists and writers according to inherent needs at each stage of their career.
Orientation 2

To reinforce the network of organizations involved in arts production and dissemination who make a significant contribution in their area.
Orientation 3

To increase the dissemination and touring of artistic works and productions in the province. 
Orientation 4

To support the promotion of artists, writers and arts organizations internationally. 
Orientation 5

To establish new avenues of financial support and partnerships that leverage current programs and the development of the arts in the province. 
Orientation 6

To adapt the CALQ’s programs, operations, and services to the needs of the arts community in Quebec. 
In 2007, the CALQ saw a $6 million increase in its budget to $90 million. Specific program revisions and organizational reform are now underway to meet the strategic goals described. Of particular interest is the recent announcement of its new $15,000 grant for “upcoming” artists in partnership with “Providing Tools for Emerging Artists” project (PTEA). The grant is designed to assist artists at the beginning of their careers (when they are not normally eligible for funding) in gaining a strong footing in the professional arts community.

Montreal, Cultural Metropolis
Since the election of Gerald Tremblay’s government in 2002, there have been substantial policy changes related to cultural development. The city’s new cultural agenda includes a long-term strategy for developing the city as a “cultural metropolis” based on Montreal’s first cultural policy adopted in 2005.  

In November 2007, The City of Montreal, Culture Montréal, the Board of Trade of Metropolitan Montreal and the provincial and federal governments came together to present their proposed culture development action plan for public consultation at “Montreal, cultural metropolis – November 2007 Rendez-Vous”. More than 1300 participants attended from a wide variety of sectors including: artists, business, arts administrators, and arts audiences. 

The final action plan for 2007 -2017 was officially adopted by the steering committee in February of 2008. It makes recommendations that would fully democratize access to culture, recognize the “essential and decisive contribution” of artists and cultural organizations, and enhance the quality of the city’s living environment via an urban planning initiative focused on art, heritage and design. There are five sections in the plan outlining specific mandates and activities to be implemented in the next decade. 

1. Enhance Access to Culture

To actively promote access to culture within the city through the ongoing support and improvement of the city’s libraries, museums, and the cultural presentation and dissemination network of arts organizations and events. 

2. Invest in Arts and Culture

To actively promote cultural development in order to increase sources of funding from public and private sectors by drafting and implementing a long-term development plan for cultural events and festivals. As well, provide specific support to professional artistic development programs, especially those that encourage emerging artists and diversity, and audiovisual and digital creation. 

3. Improve the quality of the living environment

To actively engage in urban planning initiatives that include restoring and promoting heritage buildings and sites, and promoting excellence in architecture and design in new construction projects. The main project now in development is the building of the “Quartier des spectacles de Montreal” a $120 million project to be completed by 2012 supported at all three levels of government. The project would establish an entertainment district in the heart of the city and is expected to house 30 performance halls, including the Place des Arts cultural complex, as well as international festivals, art galleries and arts exhibition and broadcast centers. 
 

4. Enhance Montreal’s status in Canada and Internationally

To actively involve the province in promoting the city as a cultural epicenter by hosting artists, arts organizations, and exhibitions of local artists and arts organizations abroad. Also, establish and implement a strategic plan for cultural tourism with the collaboration of other cultural organizations, the tourist industry, and government. The city will develop a branding strategy for “Montreal, cultural metropolis”. 

5. Secure for Montreal the means of a Cultural Metropolis

Bring together the five partners in the “Montreal, cultural metropolis” initiative to form both a policy committee and a coordinating committee.
 Encourage cooperation between government, cultural organizations and the private sector and diversify revenue sources from the city of Montreal in support of culture. Lastly, strengthen the current agreement between the city of Montreal and the MCCCF so that it can serve as the core of future developments. 

An update on the progress of the implementation of this action plan was presented in May 2008. The federal, provincial and municipal governments have all made large increases in their arts councils’ funding budgets focusing investment on festivals in the region (Just for Laughs, The Montreal International Jazz Festival, Francofolies), and on the expansion of major cultural institutions, libraries, arts organizations, and Historic Sites (Musée des Beaux Arts, Conservatoire de musique de Montréal, L’école nationale du Cirque). 
In support of emerging artists, some important initiatives have been acted on. Culture Montreal plans to launch a new intergenerational program to encourage emerging artists and emerging practices called “Vieux snoreaux, p’tits nouveaux” which runs a series of evenings where young artists can discuss their work and their practices. Also, the Board of Trade of Metropolitan Montreal plans to act on its recent study on the private financing of culture by raising funds to support emerging artists via their project “Parco dollART”. It also intends to convene a committee on arts and business designed to encourage private, philanthropist and corporate roles in the development of culture. Furthermore, it is working on a number of other projects including the development of a website and the implementation of its program “Points culture” in collaboration with the banking sector. Finally, Culture Montreal has developed a series of conferences designed to discuss private investment of the arts that began in March 2007 and is ongoing. 

The Conseil des Arts de Montréal 

The Conseil des Arts de Montreal plays a central role in managing the new investments described in the city’s strategic plan. In particular, it maintains key partnerships with the Board of Trade of Metropolitan Montreal (Prix Arts-Affaires) and with other public arts organizations, supports programming and exhibitions at Les Maisons de la Culture through its touring program, and it has developed a new partnership with La Forum de Jeunesse de L’Ile de Montréal to deliver programs and support to young emerging Quebec artists through the PTEA project. 
 This is the most extensive proactive body working at all levels of government to address the needs of emerging artists. 

After several consultations with the public, an initial assessment and research, the PTEA revealed its own action plans for 2005-2007 and 2008-2010. Its second-phase plan outlines the solutions to problems identified in an extensive survey of arts organizations and emerging artists published in November 2007. Programming initiatives of the project were based on five areas of artist needs for support, particularly in the two-year period identified as crucial to their development that immediately follows graduation. 

1. Representation of the needs of emerging artists

The plan recommended activities integrating emerging artists into the decision-making bodies of arts organizations and highlighting their needs to policy makers. The first step suggests adopting the PTEA project “Prends ta place”; a program to better integrate arts organizations, policy makers and artists themselves in decision-making by facilitating dialogues and raising awareness. This project was proposed to industry and will be operated and promoted through its companion website: www.prendstaplace.qc.ca where organizations and artists can subscribe and engage in political, social and community activism. 

The PTEA is working with Culture Montreal’s committee on emerging art practices to include emerging artists. Ideally, a committee representing and including emerging artists would identify key problems in organizing, distributing works, and support priorities. The committee findings would then be used to inform requests for support from government. 

2. Developing Access to Information 

A major accomplishment by the PTEA’s initial action plan was to create a central portal for the dissemination of information regarding resources available to emerging artists in all artistic disciplines (www.artere.qc.ca). The site was launched in May 2007 and has been visited on average 350 times a day and has 366 subscribers. 

3. Networking

For two years running (2006, 2007) the networking event “Journée de la relève artistique” has brought together artists from all disciplines, intermediaries and arts administrators and funders. In addition, the plan includes developing re-occurring networking activities throughout the year for emerging artists through various arts organization. To that effect, $35,000 has been granted to organizations who apply for funding a networking event, supporting 40 out of 70 applications. These activities all serve to bring young emerging artists together.

4. Support for professional development

Professional development is especially important for artists that must establish themselves after graduating and before being recognized by funding bodies. The formation of a working committee in 2006 to evaluate current professional development programs found more than 62 organizations involved, 39 of which offered services. The committee will provide an analysis and evaluation of these services in collaboration with the development of a global professional arts designation (gestion de carrier artistique GCA). That planning effort would include working collectively with art schools, associations and non-profit organizations already offering professional development and entrepreneurship services. 

5. Creation and dissemination of works by young artists

The PTEA’s plan to develop better access to grant programs for emerging artists is being explored through a working committee that has analyzed the accessibility of current programs and will make recommendations for new programs based on creating greater opportunities for emerging artists to show their works, better risk sharing for new emerging artists and emerging art forms, and better access to professional studios and equipment.  

Currently in the beginning of the second phase of the PTEA’s project, committees have been formed and are conducting enquiries into current programs and services available to emerging artists. In November 2007, in conjunction with the Rendez-vous forum, the initial findings of the committee on creation and dissemination were published in “Le milieu culturel fait-it suffisamment place a la relève?” The report frames problems faced by artists in three main “areas at issue” where general interventions would be most impactful and are recommended: a) Financing, b) Sharing/collaboration, c) Diversity.

In visual arts, recommendations are: facilitating the sale of art works by encouraging cooperation between the public and commercial galleries, guiding artists through the process from creation to making a sale by way of a mentoring program, and creating financial incentives to encourage the purchasing of Canadian works of art. The committee is planning to meet in fall/winter 2008-2009 to finalize programming in this area.

The Board of Trade of Metropolitan Montreal 

In an effort to evaluate the mechanisms of corporate and private investment in the cultural sector, the Board of Trade of Metropolitan Montreal published its study “Le financement privé de la culture” in November 2005. The study sets out by defining investment in cultural organizations as a “strategic development issue” and provides recommended actions to encourage corporate and private investment of culture in the future.  

Based on information provided by the CALQ, the report notes that $15.9 million was invested privately in the arts by either donation or sponsorship in 2000-2001 to 159 cultural institutions. The report also states that private funds represent on average 13.1% of revenues to arts organizations in the region. Despite these amounts, their survey also found some challenges to corporate and private investments in cultural development initiatives. 

In research conducted in support of the study, the Board interviewed 50 companies (most with 250 employees and more) and amassed responses from 210 participants (small-medium sized companies) in an online survey. The focus of the research was to determine why companies fund the arts, how they do so, and what stops them from funding the arts. 

The research found that enhancing the firm’s reputation was the main reason why companies supported cultural initiatives and that they usually did so in the form of donation or sponsorship after having been approached directly for funding. What stopped most companies from providing support was that for many, culture was not perceived as a priority. On top of this, they were unaware of the financial incentives available to them. Finally, many responded that they did not network within the cultural sector making them inaccessible to cultural organizations in need of funding. This was in part attributed to a lack of networking ability and familiarity with fundraising procedures and business practices on the part of cultural organizations. Aside from the issue of culture not holding business’s attention as a main priority, the mis-matching of the goals of cultural programs and the brand or image of businesses meant that there are many fewer partnerships than there could be if the two were more closely aligned. 

The report concludes by making recommendations along four main themes: 
1. Further mobilize the business community to support culture by bringing businesses and cultural organizations closer together

2.  Highlight the strategic advantages of cultural funding to companies
3. Encourage companies to use the means at their disposal to back culture
4. Equip cultural organizations with the required business tools to attract investment

The Board has embarked on most of these new initiatives over the past two years and has been working closely with Culture Montreal in support of the development of “Montreal, cultural Metropolis” and with other arts organizations in developing corporate giving programs. 

Grant Programs for Visual Artists
The main granting agencies in the province are the federal and provincial arts councils and a number of arts organizations, in particular artist-run-centers (ARCs), also offer residencies, training and development services, access to studio space and equipment, and access to exhibition space. 

Compared to the rest of Canada, Quebec provides relatively strong support for the arts and for cultural development. Many grants available go directly to ARCs and arts organizations for specific projects or operations. Although these programs clearly benefit individual artists and without these organizations, artists would not survive, there are surprisingly few grants available to individual artists. Grants that are available are sometimes inaccessible, especially for emerging artists who are still struggling to find their artistic voice and establish themselves. 

Of particular concern is that many artists find that they are not eligible for programs because they do not have sufficient evidence of artistic merit (i.e. # of shows, media coverage, critical success) or they do not have enough years of professional practice (min. 2 years or more). The PTEA project is in the process of addressing this gap and has introduced a new $15,000 grant for creation and dissemination for emerging artists who might not normally qualify for other granting programs. 

This section of the report provides a brief outline of the financial resources available to visual artist, a more detailed schedule of grant funding can be found in Appendix B.

Grants

There are two main sources for artist grants in the province: the CCA and the CALQ. Beyond that, artists can find small grants, services and other resources through a range of public, private and non-profit agencies including the Fondation du Maire de Montréal pour la jeunesse, YES Montreal, the Elizabeth Greenshields Foundation and through the network of ARC’s. The biggest challenge facing many artists in applying for these grants is that they are not established to a point where they satisfy eligibility requirements, the grants are relatively small given their needs, and competition to win grants is fierce. 
Canada Council for the Arts

At the CCA, assistance to individual artists comes in two types of granting programs. The Council offers a project grant of up to $20,000 that is available to all eligible artists. It also has a long-term grant of up to $80,000 that is only available to established artists. This long-term grant is dispersed over a two year period and there are about 15 grants awarded each year. 
In order to be eligible for either individual grant, artists must qualify as a “professional” artist within the terms set out by the council and must also qualify as an artist as defined within a specific discipline. To be recognized as professional artists, applicants must show that they have specialized training in their field and be recognized by their peers. Applicants must also show that they have a track record of public presentations of their works. In addition, to qualify as a visual artist, one must show that he or she has produced an independent body of work (outside of academic training) and maintained an independent practice for at least three years during which time, they must have made at least three public presentations of their works.

Eligible applications are selected for evaluation following peer assessment by a jury made up of professionally recognized artists. The process is a two-step evaluation where jury members initially assess applications by mail and online. They then meet to determine the grant awards. 

CALQ

In response to the findings in the development of their strategic plan, and the trend in the provincial arts community towards directing greater support to emerging artists at the beginning of their careers
, the CALQ has introduced a new section to their granting program that is designed to address the ever growing need for financial support of research and creation by emerging artists. In 2007-2008, approximately $1 million in funds was granted to emerging artists through programming developed in partnership with the PTEA as a joint initiative between the city and the province. 

The program states its objectives as follows:
1. Enable upcoming
  artists and writers to launch their careers by supporting their initial professional experience; 

2. Enable recipients to obtain their first professional recognition; 

3. Foster the integration of upcoming artists and writers into the professional arts and literary communities; 

4. Support artistic projects that contribute to the professionalization of upcoming artists and writers; 

5. Contribute to the enrichment of the approaches adopted by upcoming artists and writers.
The grant program is divided into three sections that support research, creation and exploration activities, advanced training and artistic renewal activities and travel. The maximum amount of the grant in each area is $15,000. 

The CALQ also offers two main categories of individual grants to visual artists. Type A grants of up to $25,000 are available to artists who have ten years of professional experience or whose artistic output merits application in this category. Type B grants of up to $20,000 are available to artists with a minimum of two years of experience within a professional context.
 
Prizes

Another source of support comes from national painting and visual arts prizes. The largest and most reputable of these are the RBC painting prizes ($55,000 total) and the Sobey Art Award ($50,000). Both are awarded once a year and have extensive publicity efforts attached. There are also a number of smaller prizes ($500-$5,000) available through the municipality and the province. 

Cost of Living Programs 

There are very few stand alone cost of living programs available to artists. In support of youth career development, young artists can participate in the Young Volunteers program administered by Emplois Québec to help them establish themselves in their field. Other than that, cost of living support is rolled into project, research and creation and production grant programs. 

Space and Residency Programs

There are currently very few space programs available to support visual artists in Quebec. The CALQ is the only government agency that specifically offers a studio space program. About half of the ARC’s in Quebec offer studio and exhibition space through their residency programs. 

Nationally, the Banff Centre runs a series of very prestigious residency and master-class programs including the Leighton Artist’s Colony. However these programs are not without a cost to the individual artist and in some cases, as with the master-class workshops, the fees can be significant. The artist must also cover their own travel expenses. The Banff Center’s programs are available to professional artists and emerging artists of exceptional merit and it welcomes participants from countries all over the world. 

The CCA also offers an international residency funding program in support of artists accepted to international residency programs like those conducted at the Banff Center. The CCA supports four international residency programs with access to studios in Paris, New York, Berlin and London.
 Each program has different budgets and costs associated with them and varying lengths of stay.   The CCA international residency grants are intended to provide grantees with monies to cover subsistence, travel costs, accommodation and residency fees. 

Travel Funds

Funding from the CCA and the CALQ for travel is relatively more widely available than for specific residency programs. This is likely due to the fact that it is a simpler way of managing support for artists participating in residencies and other activities that require travel than to manage a wide range of varied residency programs. 

Internships 

In their recent action plan published in August 2008, the PTEA announced several extremely important programs in support of the integration of emerging young artists into the professional arts sector. The programs themselves are only available to arts organizations but they offer unique opportunities to more fully integrate these young people into their profession. 

Of particular note is the newly created internship program, the first of its kind in Montreal, designed to help emerging young artists gain their footing in the professional sector. The pilot project of internship was launched in partnership with Service Canada and the Fonds de solidarité FTQ and it was offered to 11 candidates. 

Private Funding 

Private funding is still limited in Quebec and what exists is focused on conservative, conventional arts and culture programs. Usually donations are made to established institutions for building improvements or expansions. Rarely does an individual artist receive funding for a project or for cost of living. What is more uncommon is the private funding of an individual contemporary emerging artist because of the amount of personal risk involved. It is highly unlikely too that a smaller, independent arts organization or an unrecognized visual artist, neither of whom can get funding from the CCA, would be supported privately. 

On the other hand, private support for these organizations and to individual artists represents the way of the future. As government and independent non-profit arts organizations look to new resources for partnerships and financing, they continue to work on developing the private sector. As well, smaller organizations and increasingly enterprising young artists have begun working entirely outside of the public system. In doing so, they are planting the seeds of possibility for a new, privately maintained support system fueled by donation, sponsorship, prizes and endowment funding. 

Key Considerations
The current infrastructure of arts support in Quebec is changing. All three government councils have new strategic planning initiatives that are now being implemented. Most notably, making grant programs specifically available to emerging artists and to artists from diverse cultural backgrounds is now part of the actual funding agenda. There is also a heightened level of collaboration happening within the arts community in order to develop and deliver these programs. The creation of PTEA and the collaborative work it has done with other government and private agencies represents the effort to better serve the public in supporting culture, and to re-focus a support system that has been too fragmented and less than effective in the past. 

Supporting emerging artists and emerging disciplines is clearly an integral part of the strategies now being pursued. The importance of emerging artists and their work is now more readily recognized within the community, making the justification of a program specific to their needs salient. There is now a general acknowledgement that emerging artists and art forms, as well as a system that nurtures research, experimentation and innovative practices is the key to the future for a vital cultural community that can compete globally. 

Quebec’s granting system is still struggling to meet demand. Individual program grant amounts remain too low and are still too few in number, especially when compared to the increasing number and quality of applications received. Also, the needs of emerging artists are still being defined and evaluated, and have yet to be adequately met. Their situation provides a unique opportunity to become a key contributor to new programming that will support them. 

Finally, because there is so little participation by private foundations in support of individual emerging artists in the sector and because these agencies all identify seeking out new private monies in support of their strategic initiatives, the Stephen R. Bronfman Foundation (SRBF) has a unique opportunity to play a pioneering role in the development of new support initiatives for emerging visual artists in Quebec. 

It is quite clear that there is too little engagement of private funding in the current granting system. There are but two private foundations active in financially supporting individual artists through formal granting programs. Furthermore, these programs have quite narrow mandates in support of a specific method of expression. The need for private support is strong and thus there is a real opportunity to develop a private individual grant that if offered more broadly, and/or in collaboration with other efforts would have a real impact. 

The Role of Galleries, Dealers and Artist Run Centers

There are two paths for disseminating visual arts in Canada: the commercial gallery and dealer network and the public support network made up of events, public galleries and artist-run-centers. These two avenues are similar as they each develop audience appreciation for visual arts and they connect artists with their public. However, they are different in terms of the environment in which they do so and by their mandates and goals. 

On the one hand, most artists who are funded through the public support system find their way to an audience through the growing network of public galleries and artist-run-centers. Their mandates emphasize exhibition and their goal is to engage in a dialogue with the public that serves to develop the artists and their work. On the other hand, artists that work outside the public system produce their work in a more entrepreneurial environment and find their audience through the commercial gallery system where the goal is not only to develop an audience but rather a market that will ultimately buy their work.

In Quebec, there is an overlapping of these two systems. Some artist-run-centers will show the work of an artist already represented by a commercial gallery or even function as one itself by connecting potential buyers with artists. Many commercial galleries have studios, equipment and other resources that they make available to their artists and they support them in their professional development. Others develop group shows of students work and are completely dedicated to representing emerging artist exclusively. These two systems can become intertwined for the artists who rely on them to achieve success and recognition. For many, showing work at an artist-run-center is a prerequisite for getting representation by a commercial gallery. Artists also sometimes participate in a group show at a commercial gallery to trigger access to government funding programs, or to use as a calling card in applying to artist-run-centers for a solo show. 

The chronological development of an artist’s professional career in relation to these dissemination outlets is generally as follows: artist-run-center to commercial gallery to Canadian public gallery or museum to international recognition. So, the burden lies with the artist to reconcile the contradictory demands of these two parallel systems. 

Commercial Galleries and Dealers

Functionally, commercial galleries and the dealers who own them bring together artists and their buyers. In this respect, they are not only intermediaries who facilitate the commercial exchange of artwork, they are also promoters and marketers who compete with one another for both the artists whose work they can sell and for the collectors who they know will buy from them.  

At the end of the day, the commercial gallery is a business managed without the benefit of government subsidy or professional resources. It is susceptible to the pressures of the commercial market and must make decisions in response to it. In conjunction with meeting their business goals galleries understand that they must also actively work to develop the market and they spend a great deal of time, effort and resources doing so. This is particularly challenging when they represent new emerging artists who do not yet have a following. 

Operations

Galleries generate their revenues in several ways depending on their activities and spaces. Primarily, the gallery takes a percentage (usually 50%) on the sale of works represented by the gallery.  Some agents and galleries charge artists an agency fee although in Canada this is quite rare. There is also a handful of agents who work as brokers to facilitate the sale of traditional artworks. Finally, many galleries rent their showrooms out for specific events. In turn, the gallery often pays for the costs of showing, touring, and promoting the works they represent. 

Most commercial galleries follow a seasonal pattern of operations with the quiet months being through the summer when collectors are out of town, artists and their works are touring, and they themselves are participating in art fairs and biennales. Although the number of shows can vary depending on the size and location of the galleries, most galleries mount between 10 and 30 a year. 

As agents, gallery owners tend to represent artists exclusively in Quebec but not nationally. This is because to represent exclusively nationally, one has to be able to deliver works all across the country and the costs are too high for most agents. Some gallery owners choose not to represent artists exclusively beyond a region of the city or Montreal. That choice reflects their desire for artists to be picked up by other galleries, particularly outside of the province, to increase their exposure and share in the costs of market development on a larger geographic scale. 

The galleries sell mostly to a small handful of individual private collectors in Montreal who are mostly Anglophone. There are about 300 corporate head offices that operate in Montreal but only a very small number have private art collections (about 10 and they tend to have in-house buyers). Some corporate buyers do come from Toronto to make purchases of Quebec art but usually only when they are invited to a specific show or an exchange between two commercial galleries in each city. 
Limitations 

As commercial businesses, galleries are not eligible for government support, so their activities in developing audiences and the market are limited by their revenues. They often do not make enough money to support more sales in a wide distribution and they do not have enough money to successfully promote artists overseas. Quebec galleries cannot afford to go to the big art shows in the U.S. and Europe, much less sell works across the country.  They need financial support to be able to attend, while artists need their representation to validate their participation. 

For galleries showing emerging artists’ work, there is a great deal of risk involved. They often do not make a lot of money from this group because their collector base is immature, or made up of young people who cannot afford the work. The work may not be well known so it must be sold at a lower price than it may really be worth. This requires further investment in market development on slim margins. Some galleries and agents have found that they can manage emerging artists that have already achieved recognition on their own and by selling only works on paper or prints that sell at more moderate prices. For galleries willing to take the risks, emerging artists’ work can represent their highest profit margins and may offer greater potential for long-term survival by generating higher earnings over time. One gallery owner we spoke with described achieving on average a 7% margin on the works of the emerging artists they represented with some works doubling in value over a six-year period. 

Market development is of concern to even the most successful galleries and agents. In Quebec there are so many talented artists producing that supply has become dramatically out of proportion with demand. The economic reality this creates for commercial galleries is that they must work harder to sell works at much lower prices. On top of this, many Canadian dealers find themselves competing with galleries from the US and Europe, particularly at international art fairs and expositions. By comparison, the U.S. and European markets are much more viable, making Quebec galleries and dealers simply unable to compete.  However, this economic imbalance also means there is a higher level of quality production and larger amount of choice for agents in selecting the artists they want to represent. 

For artists, the issue becomes how to handle the overflow of merchandize they have produced to sell with nobody to sell it to. Their only options are to pay for storing the works, or if they cannot, to possibly destroy them. 
Artist Run Centers

The artist-run-center (ARC) evolved out of a very strong desire on the part of artists to be recognized when they could not penetrate the established commercial and museum system in the early 1970’s.
  After the CCA became involved in the development of these centers, they emerged to play an integral part in the development of the Canadian arts scene. At the outset, the ARC was based on the idea of a collective: a gallery, a publication, a meeting place, a workshop for artists managed by artists. As such, the ARC is by definition a place to build community rather than a place to generate wealth. ARC’s do not charge admission as do museums, they are not commercial as are galleries, and they generally de-emphasize the selling of artworks. 

Although the network of ARC’s in Canada and Quebec works outside the commercial system they do not seek to work against it. They offer artists the opportunity to show and develop their work independent of the pressures of the commercial market. They advocate an artist-centric approach to the dissemination of works and the development of audiences, initiating an open dialogue within the community. Each individual ARC has its own unique programs; however, most focus on presenting the works of contemporary artists both nationally and internationally. 

Many have within their mandate the objective of supporting emerging or under-presented artists of merit who are not yet recognized commercially. Many do so within a context of other complementary activities including lectures, publications and even creation support for artists through limited residencies that provide them access to shared studio spaces, specialized technical equipment and professional expertise. 

In this role, and because they are primarily supported by government funding agencies, they have become essential platforms for individual artists trying to fit into the government granting bureaucracy. Showing at an ARC establishes the artist critically in the eyes of the CCA and other government agencies who require artists to be recognized before they are eligible for their individual project grants. 

At many ARC’s, there is a focus on showing the work of artists that is thematically engaging or controversial above and beyond any potential commercial appeal. It has been suggested that the ARC exists to highlight works that would otherwise never be seen because of their thematic content. Yet, the goal is also to provide the audience with access to the artists and for the artist to engage their work with the audience and the public. 
Operations

ARC’s are not-for-profit organizations funded primarily through the CCA via a two-year operating grant. There are more than 60 such organizations registered as members of the RCAAQ . ARC’s also receive funding from the CALQ and through the municipality from the CAM. Many ARC’s manage other arts community projects that receive monies separate from government provided by corporations and private foundations. Seeking project sponsorships from private and corporate institutions is unusual because of a mandate that commits them to non-commercial objectives. ARC’s are also supported by their membership, though fees are regularly kept low averaging about $20/year. 

Most ARC’s rely on a network of volunteers who sit on their boards and on the part-time and volunteer staff working within the organization in operations and for special projects. Programming is guiding by the artistic mandate of each organization and can vary widely. For example, La Centrale’s mandate stems from its history as a feminist gallery and therefore the programming is guided by themes related to gender theory. 

At the outset, ARC’s followed an ongoing general call for submissions but as their popularity has grown, the number of applications became overwhelming. Now, most accept submissions twice a year and welcome between 150-200 artist dossiers. From these, they produce between 7 – 10 shows. They also manage up to a dozen or more community and collaborative projects, talks, and screenings.  About 2-3 of the annual exhibitions show international artists exclusively but this depends heavily on the ARC’s ability to fund them. Selections for shows are based first and foremost on artistic merit in relation to the mandate.  Additional consideration is given to artists who have had limited access to commercial galleries or who have not had the opportunity to show their work in public. Selection committees are usually made up of the center’s artistic director, artists who have shown in the past, and past or current members of the board of directors. 

The ARC provides its members with access to resources including among other services access to center archives, video and multimedia equipment, studio and exhibit space, and an extensive volunteer community and professional support network. 
Limitations

ARC’s do get many more submissions of quality than they are able to support. In particular, most seem to be crippled by a shortage of staffing resources and the funds they need to develop a professional administration. By extension, most understand that they need to develop long-term organizational strategies but don’t have the time to adequately evaluate their activities or develop sound planning. 

There is also some concern that there may be an inherent contradiction in the operating mandates of ARC’s where the commercial selling of art is not encouraged. In those cases, ARC’s are not always supporting artists in profiting financially from their work. In effect, the ARC community is not a market-responsive environment and may confuse artists in their understanding of the functioning of the commercial arts market and what activities they need to master (production, pricing, and promotion) to be well positioned. After an experience in an ARC, the artist often brings work to a commercial gallery that may be excellent but is simply not sellable. The ARC system readies the young artist for access to the CCA and the granting system but not for commercial success. Thus there is some concern about how to effectively develop audiences, the market and a commercial understanding in young emerging artists to help them earn a living from their art in this non-commercial environment. 

ARC’s understand that this contradiction is problematic and are working to reconcile their mandates with the need for market development. There is a growing sense in the ARC community that they may have to change their role within the arts infrastructure in order to survive. In recent years, many of these organizations have seen their funding cut back. As the number of ARC’s has grown, so has the hierarchy within the system. As the divide between larger and smaller, perhaps more controversial, organizations has grown, the smaller centers have begun to find it much more difficult to gain recognition and funding from the CCA. As the CCA recognizes the need for market development, it has also shifted some of its budget allocations from ARC’s to other more commercial galleries that have community arts collaboration programs. 

The net effect has ARC’s revisiting their mandates or adjusting to more accessible programming in order to keep their budget funding. Many ARC’s have also been forced to seek alternative sources of financing through their own fundraising initiatives thus adding pressure on human resources to engage in activities beyond their original conceptualization. ARC administrators now find themselves not only managing these community spaces but also having to source funds for them through other avenues of traditional not-for-profit financing, an activity they have little knowledge of or experience in.  

The Current Market for Contemporary Visual Arts

The economics of the market for contemporary art rests mainly on the partnership between the artists and their representing galleries.

Gallery owners and curators help emerging artists set the prices for their work based on their years in practice, public exposure and sale-ability related to other artists with similar profiles.

Therefore new patrons can more or less have confidence in the gallery pricing system.  Of course this system is based on the sustainability of the artist – something that no one can guarantee.   By contrast, the market for the works of established or deceased artists (the traditional art market) is easier to understand, the works are often appraised, and their values well established, making purchasing decisions much more obvious. 

There are some living artists who have managed to develop strong reputations through the help of a reputable agent, high-profile purchases, grants, and prizes.  For emerging artists, the challenge lies in developing just such a reputation in an extremely competitive environment. 

The valuation dilemma for the works of living artists and the development of secondary art markets are at the heart of the very real challenge of market development for visual artists. Although the markets are high, and the values of Canadian paintings continues to rise at the auction block, the benefits are limited to a select and chosen few who have been able to achieve celebrity status or who are deceased.  This translates into little in terms of the immediate prospects for most of the 15,000 + working artists in Canada who can’t afford to live on the art that they produce. 

World Markets  
The art market is hot. That is what you would believe if you’ve been reading recent headlines about the prices of works sold in the past year. In many auctions, the works for sale have far exceeded estimated sale prices and the overall sales revenues at auction have been breaking records held since the high market of the 1980’s. Currently, the prices of art works both by living artists and for traditional art are climbing. In June 2008, a painting from Monet’s water lily series was auctioned in London for $80.5 million, a figure that eclipsed any previous sales record for a work by an impressionist. The same is true at auction for the works of living artists where the month before, a painting by Lucian Freud sold for more than $33 million, constituting the most ever for a work by a living artist. 
 At Christie’s UK spring 2007 auction decades of sales records were shattered making it the “second most lucrative auction of art in history”. 
 In that auction, a Warhol sold for $71 million beating even the highest projection for its sale of $35 million. Last summer, the sale of Damien Hirst’s diamond encrusted skull for a reported $1 million may have set a world record for the private sale of a work by a living artist.
 

The strength of the art market may seem surprising given the downturn in the American economy and a general reduction in non-essential spending. However, collectors continue to spend at very high levels even when analysts continue to warn of an imminent market crash based on what followed the art market boom of the late 1980’s. These warnings are not reflected in the behavior of collectors who attended Art Basel in Switzerland earlier in June 2008 where sales remained strong. However, there are changes in who is buying rather than how much is being spent. At markets, there is a notable shift from American buyers to those coming from other, newly wealthy parts of the world. For example, the Lucian Freud sale was made to the Russian billionaire Roman Abramovich who also purchased a Francis Bacon triptych for more than $86 million. Other significant buyers are coming from as far away as India, China and the Middle East. The reasons for this shift are largely attributed to the weak American dollar and perhaps more importantly to increasing pockets of wealth developing overseas. 

Another stimulus for the strength of the global art market is the relatively new trend of purchase financing programs offered by large financial institutions who loan buyers funds using the artwork itself as collateral. Ian Peck, the president of Art Capital Group described a 30% increase in the amount of this type of loan application in the past year.
 

The Canadian Art Market

The high global market for visual arts has had its impact on the global procurement of Canadian Artwork.  A highlight came in December 2007 when “Prototype for New Understanding #5” a hand sewn sneaker mask by Vancouver native Brian Jungen was sold for $163,500 to a New York buyer. The sale price was about five times the estimated target price. Other Canadian artists have continued to make waves internationally including: Quebec artists Jasmin Bilodeau, Sebastien Giguere, and Nicolas Laverdiere and Canadian artists Laura Kikauka, David Altmejd, Kristan Horton, Cheryl Sourkes, Luis Jacob and Rhonda Weppler and Trevor Mahovsky. 
 Certainly in recent years, Canadian art, albeit in these smaller pockets, has seen increasing values on the global markets. In 2000, total sales of Canadian paintings in auctions were over $25 million. Further, the total value of original works of Canadian art exported abroad reached $145 million in the same year, up from $45 million in 1996 and $70 million in 1998. 

The strength of the market has also reverberated at the Canadian auction block. Last year, Heffel Fine Art House in Vancouver set a new record for the largest dollar-valued art auction in Canadian history at $22.8 million selling 219 lots and nearly doubling the previous record of $12.5 million set in Toronto in 2005. The sale included four paintings that sold for more than $1 million each. This year, at the same auction, paintings by several famous Canadian artists sold at record high prices, beating previous sales for their works by as much as $50,000.  Of particular interest is that these paintings are being sold to a majority of Canadian buyers. Heffel reported sales of $50 million in 2007, $43 million of which were made in Canada. 

Even so, the fact remains that Canadian artwork is still isolated on the global market. This could be due to a lack of long-term participation at important art events and an underdeveloped network of global contacts. This weak access to the global art network makes it difficult for commercial galleries to organize exchanges and produce shows internationally, crucial activities for gaining international exposure for the artist they represent. It also limits individual artist’s access to residency programs abroad and to international competitions. In addition, there are simply not enough Canadian artists included in the major retrospectives shown in museums across the world. 

 This general lack of visibility and participation in the world art community has generated a growing problem of reputation, limiting Canada to just a few big names on the global art scene. Galleries, dealers and artists themselves remain locally focused, mostly because they don’t have enough money coming from the domestic market to establish themselves on a larger geographic stage. 

Quebec

The greatest number of visual artists in Canada live in the city of Montreal. This is likely because of the cultural draw of the city – with its rich mix of ethnicities, collective creativity, the dramatically contrasting seasons from winter to summer, and the uniquely European architecture of the Old City. On the other hand, it could simply be something less romantic. Plain cheap living and a central North American location might be more compelling reasons for artists to live in Montreal.
 Regardless, with such a large pool of talent, the local collector base is too small. 

Historically, the Quebec art market had always been quite healthy because of the high quality of art being produced in the region combined with the strong support for purchasing programs by the government to both the MAC and the MFA. During the downturn in the economy in the early 1990’s however, these purchase programs slowed their activities sharply and many wealthy collectors moved away from the province. Today, it is clear that the market has yet to regain its footing and remains very weak.
 

The reasons for this are wide-ranging and complex as was passionately discussed in interviews and focus groups with artists. Issues of market development seem to be a constant challenge to galleries, agents and even the artists themselves. Many experts generally agreed that the gallery system in Quebec is largely ineffective, particularly in comparison to other provinces and to the United States. It was felt that there are not enough “good” galleries with agents that are doing a proper job of developing the market. 

On the other hand, galley owners claim that although there is plenty of talent in the province, Quebec artists do not understand the market and therefore are not producing adequately for it. Such poor market savvy on the part of artists is largely attributed to their training. The formal art education system was blamed for not teaching students enough about the contemporary art world or the mechanics of operating within a commercial market system. 

Lastly, many interviewees were of the opinion that the government granting system itself was the culprit, creating a system of public art, and therefore defeating any possible development of the commercial market. From this point of view, art works funded for creation by public monies and supported for exhibition by government funded ARC’s are often not the same type of works that would be attractive to the commercial market because their themes are highly controversial or they are spatially cumbersome. In fact, many participants suggested that government money might be better directed towards a tax incentive program to stimulate art purchases, thus building market demand.  

One thing is clear. The actual purchasing of works by Quebec collectors is minimal. From one gallery to the next, there was the repeated observation that there are still only a handful of private collectors in the region. That being said, there is still enormous potential to develop the market for visual arts in Quebec and to develop the reputation of Quebec art on the international stage. 

The Buyer
Who constitutes the potential that exists in a developed Quebec market?  The Quebec art market can be divided into four distinct buying groups each with its own development issues and growth potential. There are private collectors, corporate buyers, museums, government art banks and institutions, and the general public. 
 

Private Collectors

Private collectors explained that achieving a return on their investment was a secondary motive to buying art with esthetic preference factoring more heavily in a purchase decision . They tended to buy consistently from the same gallery or from the same artist. Sometimes, they would commission works from an artist whose esthetic they particularly liked. Most buy the work themselves, visiting galleries and even spending time with artists in their studios. 

Private collectors in Quebec remain secretive about their collections and are still small in number. Many English collectors have left the region since the early 1990’s and have not returned. Their small numbers and their private nature make nurturing a new generation of collectors a challenge. Encouraging a dialogue with established art collectors in the province would ensure a smooth succession to a newer generation of potential collectors.  There is an opportunity to do this through an informal mentorship program or more formally by having collectors open their collections for shows and participate in talks about them. 

Aside from their small numbers, collectors who are active are limited by their financial means and by their access to wall space. Many don’t turnover their collections and have to stop buying because they virtually run out of places to hang artwork. This may prompt collectors who are particularly passionate to seek out other ways to continue making purchases that can then be maintained or shown as a private bequest or donation. Some do this by establishing their own foundations or opening and operating their own gallery spaces. A few collectors have organized shows in an effort to promote an artist’s work thus shifting their role from private collector to agent working to promote these lesser known emerging artists within the community and to local commercial galleries. 

Building the collector base in Quebec was perceived as problematic for several reasons. Primarily, potential buyers have difficulty trusting their own evaluation of emerging works and often do not have enough guidance in making purchase decisions. This was generally regarded as a problem of representation by galleries and agents who some felt were not doing an effective job of educating buyers and thus developing the market. A good agent becomes as important to the collector as a realtor is to a new homeowner. As is the case, they should have an excellent background in appraising works and must educate their collectors well in the mechanisms of market valuation so particular to the art world. This becomes more relevant in cases where collectors are interested in buying the work of an emerging artist, an act that one collector described as requiring “a lot of commitment and guts…it’s not obvious”. So collecting not only requires money, it also requires a great deal of educational support, research and knowledge.  

Despite the risks and the time commitment involved in collecting emerging artists’ works, finding an unknown treasure or genius talent represents the secret dream of many private collectors, galleries and agents. To discover the next Picasso and to see the launching of that artist’s career into the world represents both a confirmation of the quality of one’s own personal taste and an exponential return on your investment. Take the example of Sally and Victor Ganz whose painting “Dream” by Pablo Picasso purchased in 1941 for $7,000 sold in 1997 for $48.4 million.
 So, provided  the number of talented artists living and working here, there is no doubt that with some thought, engagement and planning, a strong collector base can be developed in Quebec. 

Corporate Buyers

As a corporate buyer, the purchaser is either the curator for a corporate collection and makes decisions on behalf of the owners, or is the actual business owner. Corporate collections usually constitute works from artists around the world and may not have a mandate specific to supporting Quebec, or even Canadian artists. Purchase decisions are driven by the business’s goals for promotion and investment. There are some high profile corporate collections in Quebec including those owned by Claridge, Power Corporation , Banque National, Loto Quebec, CDP Capital, Air Canada, ALCAN, and CN Rail.  There are also likely other businesses (law firms, media companies, manufacturing firms, etc) that purchase and show works in their offices. The Colart Collection is a special corporate collection specifically intended to support new emerging Canadian artists through the early acquisition of their works. Works purchased by the collection are mounted in Colart’s corporate offices and promoted in an online gallery on their website. 

The challenge in growing this buyer segment is that there are only a few corporate collections and they continue to focus on the purchase of traditional works or are no longer purchasing new works at all. In general, the base of corporate clients has not changed. According to one agent, there are about 300 head offices in Montreal where 10 officially manage art collections. One option is to approach corporate collectors in other large Canadian cities like Toronto and Vancouver to encourage purchases of Quebec art. Another possibility would be to approach the other 290 head offices in Quebec and encourage them to begin collecting art. Lastly, there is the potential to develop a secondary business market that would include more small and medium sized businesses. These options indicate that there is real potential in expanding this buying sector.

Museums, Government Art Banks and Institutions

Museums, government art banks and institutions have restricted acquisition funds. They raise acquisition budgets through the government and private donors, and build collections with gifted works or funds. As such, they have limited budgets for purchasing new works. There is also pressure on museums to make purchase decisions that support audience preferences and often focus on getting works from famous traditional artists and from around the world. 

Recently, there has been an effort on the part of Montreal museums to better support local emerging artists. The MAC’s inaugural Quebec Triennale exhibition was mounted over the summer of 2008. The critically acclaimed exhibit showed 138 works by 35 artists from Quebec, many of them new emerging talents. The MAC has also been running a monthly music and art series called “Nocturnes” designed to introduce the Museum and its exhibitions to younger audiences by showcasing live music. Participating acts in the series include “Think about Life”, “We are Wolves” and “Duchess Says” among others from the thriving local independent music scene.  This shift in emphasis on the importance of works by local, emerging visual artists and the development of new audiences for their works supports the MAC in funding more acquisitions of local emerging works into the future. It also creates an opportunity to attract more funding for acquisitions based on the success of these exhibits from new private donors and the government, as well as encouraging the development of a new private collector base by introducing these artists to the public. 

The Public

A large section of the public doesn’t buy art because they have no knowledge, appreciation, and often, no understanding of it. Ironically, for many members of the buying public who don’t need to be convinced or educated, making large ticket purchases is impossible because they do not have enough money. 

Commercial galleries have come to understand these two issues. One way that they have addressed the later is to make print artwork available by well-known artists at more reasonable prices. At the new art fair “Papier” held in October 2007 and 2008, organized by the AGAC, galleries brought only works of art on paper for sale in their booths. The fair is free to the public and includes works available at a range of prices to encourage the budding collector. Another tactic employed by one entrepreneurial gallery owner was to have their artists create smaller vignettes of larger canvases that could be purchased for a more moderate price.  Another gallery owner described using an installment payment system to allow new collectors to pay for a piece over time. 

These innovative practices suggest that commercial galleries and agents understand that the old approach to selling works will not be enough to sustain the market. Changes in promotional and sales techniques as well as changes in the way art is made accessible to the public are now necessary. This shift in approach is also reflected in new community development and arts education initiatives geared to audience development that help to legitimize purchase decisions made by local museums, ARC’s and commercial galleries and agents. 

Distribution and Promotion

The development of the Quebec art market and Quebec artists internationally requires a foundation of strong channels of distribution and dissemination, as well as strong visibility and promotion. The building of these essential components of the infrastructure for a healthy market cannot be underestimated.  In Canada and especially in Quebec, distribution and promotion are described as our “weakest links” and yet they are core components to the building of demand for talented artists and their work. So, although it is important to understand who constitutes the market for artwork, it is then just as important to understand where, how, and why purchasing decisions are made. With that information, marketers can intervene to influence buyers, convincing them of the value of their products. 

Traditionally, art has been sold directly through an agent to the collector either from their gallery or the artist’s studio.  This is changing; new channels of distribution and dissemination are being established in order to reach broader geographic audiences through the use of the Internet and at international events like art expos, fairs and exhibitions. Promotional outlets are also changing as broadcast media becomes more heavily consolidated, alternative media channels on the internet like online publications, blogs and podcasts are more and more widely used to inform and promote artist’s works. There are also new initiatives in the organization of art exhibits to include live music events, performances and film screenings. In Montreal, the MAC continues to run a monthly music series in tandem with other screenings and multi-media programming.

International Exhibitions and Fairs 

International exhibitions and art fairs are among the main outlets artists use to distribute and disseminate their works to the public in large numbers at one time. For many, these events represent a platform to develop direct contact with an audience and a reputation on an international stage. Attendance and participation in these events outside of their primary region of practice is essential for artists in gaining a strong footing in national and international markets. 

Alternatively, the existence of internationally attended exhibitions and art fairs within the region is also regarded as a critical element in developing international reputations for cultural centers, local artists, and the regional market. The most striking example of this effect can be found in Miami in the dramatic development of South Beach since the inception of the now infamous Art Basel Miami Beach. In the last twenty years, South Beach has become a center of activity when it comes to American markets for high stakes art. The phenomenon is in part due to the prevalence of talented artists living and working in the area since the late 70’s and the high quality of art they produce. However, the boom in economic activity is largely a direct result of Art Basel and the business it has attracted to the area. 
 What has become the most important contemporary art fair in North America has attracted galleries from all over the world who set up satellite boutiques to take advantage of the business the fair attracts. By extension, what was once a slow and sleepy Bohemian neighborhood has become one of the most expensive and popular tourist destinations in the world. 

In Montreal there are a number of international art exhibitions and fairs including the Montreal Biennale (the only international exhibition of its kind in Canada), The Festival International Montreal on Arts (FIMA), and Montreal International EXPO Arts. None has had the international recognition needed to establish the city and Quebec artists firmly on the global arts scene. Surprisingly, these events have relatively poor international attendance and seem to attract “window shoppers” rather than serious buyers. As a result, local agents and artists spend their resources travelling to better attended fairs and exhibitions elsewhere. In particular the majority flock to the Toronto International Art Fair now heavily sponsored and extremely well attended by serious buyers.

There are several possible conclusions as to why this situation persists. First, these events are still dramatically underfunded, especially when compared to the funding made available for larger, better known events like the Montreal International Jazz Festival or the Just for Laughs Festival. The result is that although art festivals are happening, their programming is limited and their promotion minimal, especially on an international scale. Also, agents and artists themselves do not have enough money to attend international exhibitions and fairs outside of the country making it hard to establish reciprocal relationships and the important contacts that would encourage attendance and participation in the events they host. Add these constraints to an underdeveloped collector base in the province and the result is an abundance of local exhibitors but not enough buyers. 

The Media
The absence of serious and thoughtful ongoing media coverage of the visual arts in Quebec and in Canada was a re-occurring concern from all of the sources consulted for this report. In a world where the public is largely guided by the media for cues in lifestyle and purchase decisions, it is not difficult to understand why the general public in Quebec has such little appreciation for, and understanding of visual arts. If you open a local newspaper and turn to the arts section what you are likely to find are articles about the performing arts: theatre, music and dance. 

This lack of media coverage weakens other efforts for audience development and arts appreciation and is important to address for the artist and the public alike. On the part of the artists, the concern goes beyond simply the promotion of visual arts but also to the need for “critical dissemination and exploration of artistic practices”.
 For the public, the need for media coverage for accessing important information that helps to understand, contextualize and evaluate the quality of works of visual art and artists in the local community is paramount. 

Reduced media coverage of the visual arts is relatively new and stems from the recent loss of highly qualified, expert art journalists and critics that newspapers have failed to retain or replace. The media could be nurturing or training capable visual arts writers in house considering the number of young journalists eager for the work. There is even a competition for budding young journalists sponsored by the Montreal Biennale which was designed to address the need for developing and training arts critics, yet winners might never have the opportunity to work locally because papers don’t hire them. 

Currently, there are only a handful of journalists, writing sporadically about the visual arts scene in Montreal’s major newspapers and weeklies.
 As such, reporting tends to focus on events and news items rather than on critical features about artwork that would better contribute to making the art world easier to understand and more accessible to the public. Aside from this, newspapers also provide arts reporters with a minimum amount of space, making it a real challenge for them to cover important events thoughtfully or thoroughly. Other media outlets are even less involved in their coverage of visual arts stories. On the local radio and television networks, visual arts stories are almost never aired despite these events often being highly controversial or topical. Usually media outlets focus on the tried and true content of large museum exhibits or high profile shows. Rarely are new emerging artists, new practices or innovations, and risky or controversial programs profiled. 

Gallery directors reported that media coverage was almost exclusively by smaller weeklies like Le Voir, The Mirror and The Hour. Those who had received press coverage from local radio or larger newspapers were adamant that it had a dramatic effect on audience attendance. Many were dismayed at how little the media was interested in their activities and how hard it was for them to attract coverage. It was noted that the mainstream papers don’t always list private gallery openings or visual arts community events on a regular basis and that doing so would be extremely supportive. 

The mainstream media is the main gateway to reaching the public on mass and it seems to be unavailable to both public and private visual art presenters. It is clear that without proper media coverage of the visual arts scene in Quebec, it becomes extremely difficult to develop audiences and ultimately a strong collector base. 

A broader cultural issue may be to blame for these failures. As one agent pointed out, the visual arts scene in Quebec does not have the same celebrity culture that exists in other arts sectors like film and television, music, or even in other markets in Europe and the United States. This makes it less interesting to the general public, attracts less advertising revenue, creates less incentive for the mainstream media to cover it, and makes it harder to write about. Changing cultural attitudes about celebrity and the artist may be a long-term effort, but establishing regular coverage of the arts scene in the mainstream media in newspapers, on television and on the radio should be a short-term one. Doing so could make a real difference in developing the local audiences and the collector base. 

The Internet

While the formal media may be failing emerging visual artists, the informal media seems ready to step up as a viable alternative. Increasingly, the Internet is being used by artists as a means to draw attention to their work as both a promotional and transactional tool.  Through their own websites, online galleries, online publications, blogs, EBay and even in virtual worlds
, artists are making their voices heard, building their reputations, developing community, and even earning a living.  

The rise of the internet as a multifaceted marketing tool is happening in formal settings as well; at the most recent Heffel auction, the majority of purchases were made through telephone and online bids from buyers around the world. Many gallery owners that we spoke to have begun using the Internet as an e-commerce tool where works are not only promoted in online showcases but are also sold over the internet. One interviewee revealed that 50% of their galleries sales were made directly or indirectly online. In some cases where galleries were reluctant to manage their own e-commerce sites, they used online services offered by art sites like Artnet and Artprice to sell their artwork. 

For individual artists, the idea of affiliating with an “other” gallery, especially a virtual gallery is full of possibility, connecting them to audiences in a wider community that might never be reached through a physical show. Also, these galleries are easier to work with and tend to be more inclusive because they are not limited by their physical space. The website terminus1525 launched by the CCA in 2003 now hosts more than 6,500 “studios” where registered users can showcase their work. Many artists commented that these sites benefit them immensely but that they don’t replace the prestige of showing and being represented in a “real” world gallery. However, as these online galleries mature and develop, they represent a new vehicle for artists to develop and interact with new audiences. 

Finally, there is a vast number of arts blogs in cyberspace and their influence is growing. Many art critics who once worked in the mainstream media, and some who still do, have started their own critical art blogs. The most influential of these are: “Artworld Salon” founded by Marc Spiegler (New York Magazine), Ian Charles Stewart (Co-founder Wired), and András Szántó (NEA Arts Journalism Institute), Tyler Green’s “Modern Art Notes”, and in Canada “View on Canadian Art” by Andrea Carson (Globe & Mail, ARTnews). 

Key Considerations

As the art market gets bigger and increases in value, the competition becomes more intense. The overall emerging trend in art markets today is saturation. Here in Quebec, there are more talented artists producing more high quality works of art than there are folks interested in buying them. It is a classic supply and demand issue. 

At the expense of restricting supply, there are only a handful of ways to build demand in the market. A keen understanding of the target buyers, their numbers, their preferences and the means of satisfying them is a good starting point. From there, growing the marketing is the key to sustainability.  That growth can only come from developing audiences at home and abroad through a strong distribution and dissemination network upheld by engaging media representation and leveraged through alternative media channels now emerging online. 

The progressive response to developing the marketing and distribution system for visual arts also requires that arts organizations and artists become ever more innovative to compete. Innovation can be fueled by funding for research and experimentation and the development of alternative channels for disseminating works.
 

Finally and most importantly, educating potential buyers on the value of art, the management and maintenance of a strong collection and in the mechanics of finding and purchasing works is the key to guiding new collectors in a complex market. Developing the skills of buyers as well as cultivating a new generation of visual art enthusiasts may be the most important activity in successfully reviving the collector base. 

The Role of Private Foundations 
Private foundations in Canada involved in supporting the arts tend to fund not-for-profit organizations and cultural institutions directly as opposed to supporting individual artists or artist groups because of tax implications. When a foundation invests in the development of individual artists, they tend to partner with a government council to support a prize or offer grants as either a fellowship or sponsored residency program. 

In comparing the level of foundation giving to the arts in Canada with the United States, there is a dramatic difference. In the United States there are more foundations supporting the arts globally as well as individual artists through a wide range of innovative programming initiatives. A similar trend is noted when making comparisons of foundation giving between provinces within Canada, particularly when comparing Quebec to provinces with fewer government subsidies for the arts. For example in Toronto and Vancouver, there is a more organized structure of private giving and a larger number of private initiatives. 

In Quebec, foundation and private support of the arts is underdeveloped. Most private monies are contributed directly to arts and cultural organizations through donations and bequests of money and artwork. In a few instances, large purses to furnish the building of new museums or to expand collections in public galleries have been donated. In other provinces, and in the United States, private supporters of the arts have developed their own not-for-profit organizations with a specific mandate of support, although few exist in Quebec. Very seldom do philanthropists in the province provide individual grants or sponsorship of artists, and even less so to emerging artists as the risk and the need for in-depth knowledge of the contemporary art market is too great. Furthermore, the tax structure provides little incentive for this kind of contribution. 
Historical role of Philanthropy and the Arts

Traditionally, philanthropists in North America have worked to develop leadership roles in the building of society.
 Many of the first philanthropic initiatives revolved around meeting the most basic of social needs: health, education and support for the poor. 

In time, artists were recognized as valuable contributors to the general well-being of society and the uses for their skills became better understood by industry. More and more, they began to be employed to develop communications campaigns for political leaders, religions and patriots. Increasingly, individual artists developed reputations and, in turn, a small amount of their own financial wealth. By the end of the 17th century, artists were organizing and opening institutions of their own and over the course of the next century, artists moved towards the role of entrepreneur. 

At the same time, philanthropy became “a fairly eclectic and personal matter” and the focus of giving turned to education as private institutions began to flourish in the United States. In addition, artists continued to gain in social status. As a result, it became more attractive for sponsors to interact directly with painters whether it was by visiting them casually in their studios or in the development of close personal friendships with them. This phenomenon lent itself to the emergence of artist communities, and the new areas of art criticism and specialized art education. By the mid-1800’s, art became recognized as a legitimate profession and area of justified support for philanthropists.
  

In the U.S. after the end of the Civil War, artists were traditionally supported directly by individual patrons. At that time, Andrew Carnegie introduced the idea of managing philanthropic efforts as a trust for the life of the patron as opposed to being managed as a bequest at the end of the patron’s life. This lead to an increase in organized giving efforts by the wealthy where lump-sum giving in support of larger social and cultural institutions like concert halls and libraries emerged as the norm. 

At the turn of the century, commerce became the main source of revenue for artists. By the mid 1900’s, as the advertising industry flourished, industry began relying on artists’ celebrity to drive communications campaigns. In this century, it was the private collector who emerged in a leadership position as primary supporter of the arts, and in turn, it was the carefully curated private collection that became the touchstone of the artist’s career. This was clearly evidenced by the opening of galleries by high profile private collectors; most notably in New York by Gertrude Vanderbilt (Whitney Studio Club) and Peggy Guggenheim (Art of this Century).

In 1926, the first artist’s retreat was created when the Trask’s donated their mansion in Saratoga Springs to a small group of artists for several weeks. This spurred the development of residency, retreat and space programs supported by private families and foundations.  The famous Millay Colony for the Arts was founded in 1973
, and other colonies and residency programs continued to be launched through the following decades. In 1991, the Marie Walsh foundation started the Space program in Tribeca New York to house studios for artists to use on a rotating basis and continues to do so today.

The early to mid 1900’s also marked an increase of federal support for the arts through the leadership of Franklin Roosevelt and the WPA and Treasury Relief Art program. By 1949, there would be the development of local arts councils and eventually the NEA (National Endowment for the Arts) in 1965. Many prizes and competitions also evolved in this era through both private and family foundations and corporate collections grew. 

From 1996 - 2000, the NEA had a major portion of its funding cut (from approx $162,000 - $97,000), 
crippling national support for the arts and making ever more significant the contributions through private giving and philanthropic foundations. 

Philanthropy in the United States

In stark contrast to the United States, the Canadian government provides large subsidies for the arts across all disciplines. The federal government distributes national funding through the CCA and by the transfer of funds directly to provincial and municipal cultural programs. This has created a culture of dependence by the public and the arts community on government funding and in turn supports a public arts mandate. As a result, private giving remains an underdeveloped area of support throughout the country. 

In the United States, the trend had been almost completely opposite with a significant decline in government support of the arts from 1982 to 2002. The NEA has had to fight to stay in existence, forced to seek more private money as their budget from government has been consistently reduced. The NEA is no longer in a position to fund individual artists at all. 
 In the last six years, the federal government has refilled some of the NEA’s funding losses, increasing its budget slightly each year, even so, funding remains at lower levels than in the early 1990’s. 

In response, private foundations have stepped up in their historical role of providing individual support for artists and have also increased allocations in their budgets to support non-profit arts organizations. By 2001, foundations had increased support in the arts and culture sector to $4.2 billion and their contribution to funding specifically for visual arts more than doubled between 1998 – 2001 (from $56.2 million to $132.3 million). 
 After a period of contraction in response to the events of 9/11, funding by foundations to the visual arts sector remained at record levels in 2005. 
 

Indeed, private foundations in the United States have largely contributed to developing and continue to maintain a significant portion of the infrastructure that nurtures and supports talented contemporary visual artists. Their programs vary from generous fellowships and residencies to unique and innovative programs that follow artists through the initial stages of artistic and career development. Here we explore a few of these renowned programs as a means of inspiring new ideas in the development of philanthropic arts support here in Canada. 

Creative Capital Foundation (CCF)

The Creative Capital Foundation was created in 1999 in response to the deep cuts being made to funding for artists in the United States and the ever growing demand for support by creators. It is a unique philanthropic effort in that it offers a network of complementary programs to individual emerging artist projects in one organizational mandate. Artists receive financial support for their work as well as for professional career development and promotional and networking activities to help them establish themselves in the cultural industry and to enable them to sell their work and their expertise, thus becoming financially sound. In this respect, it functions as a “venture philanthropist” of the arts. 

The CCF’s mandate is to provide support that acts as a “catalyst for the development of adventurous and imaginative ideas, supporting artists who pursue innovation in form and/or content”
 . One of the key characteristics of the funding program at CCF is that grantees do not receive all of their funding at one time, instead, it is tied to milestones related not only to the progress of the artist project, but also to their progress in career development through the workshops and counseling offered in conjunction with their grant. Supporting grantees in reaching a broad audience is a primary goal of the program. The CCF also generates networks for its grantees through retreats where artists have unique access to key players in the arts market. 

The CCF was started with $10 million in seed money and a nine-year operating mandate from the Andy Warhol Foundation. Its grant program offers an initial $10,000 with further funding (up to $50,000) available depending on participation in either of the CCF retreat or their Professional Development Program. Over the last ten years, the foundation has dispersed almost $5 million to more than 240 grantees. 

Mary Walsh Sharpe Art Foundation 

Originally intended to boost artists careers as they were just starting out, the Mary Walsh Sharpe Art Foundation initiated the Space Program to provide artists with what they found they needed most: Space. The Foundation had convened a roundtable where discussions were held with artists asking them “What do you need?” In response, artists overwhelmingly voiced the need for space and community. As a result, the Space Program was started in 1990 offering artists access to 14 free studios in the heart of New York City’s Tribeca neighborhood for a full year. 

Requirements for the program are minimal. There is no need to provide financial statements or recommendations, simply a one-page biography and a statement describing why there is a need for studio space and samples of some of the artists work are required. The program receives about 800 applications annually and the selection from these is made by a jury of professional artists. The program continues to run successfully today, although rent for the spaces continues to rise. The annual budget for the program has been about $250,000 and is considered small by comparison to the budgets of other major arts grant programs in New York. 

The Mary Walsh Sharpe Art Foundation continues to conduct research on the evolving needs of artists and in 2001, it published a report on the findings from a follow-up roundtable with artists. It also developed and runs the Visual Artist Information hotline, a referral service providing artists with a wide variety of information on programs and services available to them. 
Finally, the foundation also publishes a comprehensive handbook on estate planning for artists titled “A Visual Artist’s Guide to Estate Planning”. 

The Pollack-Krasner Foundation 

The purpose of the Pollack-Krasner foundation is to support professional artists internationally who have worked in their profession for a significant period of time. Their grants are available to artists around the world and are awarded based on a combination of artistic merit and financial need. The grant program accepts applications throughout the year from visual artists working in different mediums including sculpture, painters and printmakers. Since it began in 1985, the foundation has granted more than $40 million to artists from more than fifty countries worldwide. 

Adolph and Esther Gottlieb Foundation
The Adolph and Esther Gottlieb Foundation offers an individual support grant and one of a very few emergency grants available. Its emergency grant program is intended to give artists in desperate financial situations resulting from an unexpected, catastrophic event intermediate financial support to “get back in their feet”. 

The Pew Fellowships in the Arts 

The $50,000 Pew Fellowship in the Arts is the largest sum available to artist in the United States. The program is run by the Philadelphia Center for Arts and Heritage funded by The Pew Charitable Trusts. It seeks to provide artists who live and work in the state with significant financial support at a point of artistic growth and exploration in their career. 

The Pew Fellowships have been awarded to more than 200 recipients with over $10 million in grant monies dispersed over the past sixteen years. They are granted based on the artistic accomplishment and future promise of the artist and the impact that the award is expected to have on the trajectory of their career development and future prospects.  

The Neddy Fellowship

The Neddy Fellowship was established in 1996 by Shari D. Behnke to honour the legacy of renowned painter Ned Behnke. Each year, $15,000 is awarded to two nominated artists and all other nominated artists are awarded a $1,000 prize. A group of nominators are selected from the arts community including artists, curators, and collectors who then select the potential recipients forming a pool. From this pool, a separate evaluator and (also an art professional) reviews the nominations, makes site visits and then recommends the recipients. 

Philanthropy in Canada

In Canada, foundations have played a smaller role in supporting the arts. Instead, the arts community enjoys a funding environment strongly supported by the government at all three levels (federal, provincial and municipal). Many foundations in Canada run national funding programs contributing to several different areas of social need. In the area of arts and cultural giving, there is a propensity for foundations to make lump sum contributions to not-for-profit cultural organizations in their communities who already run programs and manage resources for artists as opposed to running hands-on, in-house granting programs. 

In some provinces, private giving is becoming more significant. For example, in Toronto, there have been increased levels of private support for the arts since the early 1990’s through the Ontario Arts Foundation. This body currently distributes more than $2.5 million in private funds per year and administers more than 275 private fellowships.
  There have also been several high profile contributions made to the AGO (Ken Thompson), the ROM (Robert Schad and Family, Thor and Nicole Eaton, Michael Lee Chin), and The Opera House (Isadore and Rosalie Sharp). 

The Vancouver Foundation, the largest community Foundation in Canada offers a range of grants to cultural organizations for education, to improve organizational effectiveness, and for audience development. 
 The city has also seen new private support specifically for emerging artists. In September 2008, philanthropist Michael Audain contributed $2 million to the Vancouver Arts Gallery, establishing the Audain Emerging Artist Acquisition Fund to help the public gallery purchase works by emerging B.C. artists into the future. The fund is the largest of its kind in the country.

Foundation Support of Visual Artists in Quebec 
In Quebec there is a small number of private foundations that support individual artists. There may be less private support simply because the funding environment for arts and culture is quite robust with three levels of government support.  Indeed, Quebec is the only province in Canada to have its own cultural mandate. There are a few Foundations that have developed their own giving programs that support not-for-profit organizations as well as prizes that are administered in cooperation with government arts councils. There is a small number of philanthropists who have started their own grant initiatives that directly support individual creation. These programs are very specific to the types of artistic content supported. 

The Elizabeth Greenshields Foundation

The largest private individual artist grant for visual artists in Quebec is offered by The Elizabeth Greenshields Foundation. It is a $10,000 grant to young artists who are practicing in traditional art forms. Usually, these grants are used for travel abroad or for artistic development through study. 

The BruceBo Fine Art Foundation

The Brucebo Fine Art Summer Scholarship is managed by the Brucebo Fine Art Foundation and funded by the estate of Caroline Benedicks Bruce in memory of her husband Canadian painter William Blair Bruce. The $5,000 scholarship offers artists a three-month working residency at Brucebo a remote cottage-studio in Gotland, Sweden and mounting of the produced works in the Canadian Fine Art Collection of the Gotland Fine Art Museum. In 1990, the foundation also created The William Blair Bruce European Fine Art Travel Scholarship of the same amount that provides artists with financing to travel within Europe as part of either a research project or thematic fine art study tour. 

The Daniel Langlois Foundation for Art, Science and Technology

The Daniel Langlois Foundation for Art, Science and technology was founded in 1997 as a private charitable foundation whose aim is to further knowledge by funding art, science and technology research. As a result, the foundation has had a great impact on the areas of media arts and research. Most of the projects funded by the foundation related to the visual arts are multimedia arts projects. 

In addition to funding individual multimedia projects and installations, the foundation also runs residency programs in partnership with technological institutions around the world. In Montreal, it offers a residency with the OBORO artist-run-center. Its programming also includes funding the preservation of cultural media collections and educational programs related to the merging of art, science and technology. At UQAM (University of Quebec at Montreal), it supports the GRAM (Groupe de recherche en arts médiatiques) that brings together artists, theorists and researchers with the goal of improved creation and promotion of media arts. 

DHC/ART Foundation for Contemporary Art

The DHC/ART Foundation for Contemporary Art started and run by Montreal arts patron Phoebe Greenberg is a privately endowed foundation that supports contemporary art exhibition space in the heart of Old Montreal. Born out of the desire to support contemporary artists in the Montreal community, the project aims to nurture the audience’s appreciation and understanding of the contemporary art world. The gallery was opened in the fall of 2007 and aims to present the most compelling contemporary works from around the world in house and in public spaces through its special programs. The foundation presents 3-4 shows a year as well as films, talks, and innovative education and outreach programs aimed at improving public appreciation and understanding of the artwork and artists it shows. 

Key considerations
There is clearly a direct relationship between the level of private giving in the arts and the level of public support of the arts. This pattern emerges when making the comparisons of numbers of foundations and private programs between Canada and the United States as well as between provinces where the level of public funding varies. This suggests that private money fills in the gaps when the government cannot. If that is true, then we are working in an environment that already has a large amount of support for the arts. This begs the question: Is there the need for another grant? 

If indeed there is, then the SRBF has the distinct advantage over public funding bodies of being able to make decisions independently. This means that it will have much greater flexibility in its programming. That may be important in developing a funding program that is able to respond to the artists needs within a desired timeframe and for specific project demands. In addition, it leaves the SRBF free to make decisions that fit a mandate independent of any level of government. This is no doubt a clear benefit to not just an individual artist, but to society. 

Finally, the prestige of private funding, especially when associated with the name of a well- known benefactor, raises an artist’s profile. Artists that have received named awards or fellowships have been able to leverage that recognition to access new funds, sell their work and to achieve higher levels of peer and critical recognition. 

Emerging Artists and their Needs
Defining Emerging Artists

The definition of the term “emerging artist” was discussed at length in both focus group sessions and in interviews with granting agencies, artist-run-centers, and commercial galleries.  The general consensus in focus group discussions was that emerging artists were those that had yet to earn their livelihood from their art and/or were not yet recognized or validated by their peers, the market itself, or critics. Instability and financial insecurity were also defining characteristics of the group. As such, words like “broke” and “poor” were used as descriptors.  The group also agreed that in addition to not having any money, emerging artists do not have much time for their art because they often have to work at more than one job to make a living.  

Other participants felt that even when artists were able to make a living from their art, they could still be described as emerging artists. Rather, they felt that the term was related to the artists’ individual career goals. As one artist explained: “The term “emerging” depends on your goals – are you known in your city? In America? In the world?” Participants also discussed what it meant to emerge and when it could happen in an artist’s life. It was noted that an artist’s career doesn’t necessarily follow a sequential trajectory; an artist could emerge at a point, disappear for a number of years and re-emerge again. 

Issues of peer acceptance and recognition both critical and commercial were key terms discussed as relevant to defining “emerging artist”. In fact some participants felt that emerging artists were artists not yet recognized by their peers or that could be defined as having a general “lack of recognition”. It became difficult for participants to agree on the amount and type of recognition that would establish an artist as professional. From one perspective, it was suggested that an emerging artist “isn’t recognized by the granting system, but [is] not necessarily someone who isn’t recognized by their peers”. Another point of view was that the term emerging artist had to do with a “consensus of acceptance by your peers – once you have peer acceptance, you’ve emerged in a sense”. Either way, participants agreed that the term was related to the idea of “outside validation” that comes from showing works to audiences, selling works in galleries, receiving funding support from arts organizations or being accepted into arts programs. 

The group agreed that the term “emerging artist” is primarily used by granting agencies rather than by artists themselves. Actually, participants explained that they try to fit into whatever career category was required to get a grant. Some even felt that the term as used by funders is problematic, while others felt it was appropriate. Funding agencies categorize “emerging artists” by age or by years of professional experience. The limit for applicants in the category is normally 35 or 40 years of age and/or 2-5 years of professional practice. Participants felt strongly that emerging artists need not be defined by age. To that point, they related many stories of artists who began their arts practice later in life, even upon retirement.

Interestingly, despite what the focus groups claimed the term is widely used in the arts community outside of its funding programs. For example, some galleries and ARCs specialize in showing “emerging” artists’ work. To them, emerging artists are defined either by years of practice (1, 10 or 15 years) or by quantity of public exhibitions rather than by their age. 

Group Characteristics 

A New Generation

There is a generation gap between many users of the granting system and young emerging artists that creates a challenge in developing and implementing appropriate support programs. System administrators (and the majority of grant recipients) are out of tune with a younger generation now choosing to develop their careers outside the system. This can be explained in part by restrictive eligibility requirements that, intended or not, serve to exclude young artists. But it is further explained by the unique characteristics, attitudes and behaviours of this group. 

To begin with, this generation was raised in an era of unprecedented advancements in technology and telecommunications. These changes have had widespread effects on their attitudes towards the funding system and the development of their own artistic careers. They are a technically astute group that understands how to use and leverage technology optimally. 

By comparison, many perceive grantors as “out of touch” with new technologies and the pace that they are changing the art world. Grantors’ attempts to incorporate the uses of new technology are often seen as cumbersome, usually because it is poorly implemented to conform to administration policies. Of this practice, focus group participants asked; “Why make applications available on the internet if you are not incorporating the submission as an online process as well?” This question is also characteristic of the emerging artist demographic and their natural engagement with technology, not only in their preference for making grant applications, but also in their approach to making art, to disseminating their work, and to developing community and communicating with markets and audiences.

Younger generations also have a less hierarchical view of the world, especially when it comes to their work and careers. They are less accepting of the dynamics of “ceding to authority” and are more prone to “negotiate” workplace rules. 
 For them, there is greater value in flexible work environments, feedback, and access to training and development than to traditional work values of promotion and recognition within a hierarchical framework. 

Lastly, this generation sees itself as fiercely independent. As described in “In the Wings: A study of young cultural workers in Alberta”, less than 50% of participants expected to ever become employees of a professional arts organization. In fact, about one quarter or more expected to work on contract or to maintain self-employment status as an artist-entrepreneur.
 

This unique combination of technical savvy, community workplace values and independence explains why these younger groups are more likely to reject institutional arts organizations and the traditional granting system. From their perspective, they would rather explore new ways of working, develop vast collaborative networks and communities, and make their own independent fortunes. 

Artists as Entrepreneurs

Although many young emerging artists do have a natural sense of independence, they have also come to accept that until the establishment recognizes them they must manage their own careers. As such, they have evolved into the role of “artist-entrepreneur”, and some even establish themselves as small businesses. 

They have adopted this role out of necessity because they cannot get support as individual artists but instead find that they are eligible for other cultural funding programs as small businesses. Even so, they still have difficulty accessing funds. One artist interviewed described trying to get funding for her underground gallery; “We wanted to be registered as an NPO but it takes three years and you have to have a board and a lot of other requirements…but [in the end] we discovered that we weren’t eligible because of our status and not being considered professional artists.” As in this example, artists find that to access funding they must create and manage NPO’s and become employers without the skills, and at times the desire. 

As an alternative, they have turned to career development programs offered through employment insurance agencies and for enterprise development funding through various entrepreneurship programs. The PTEA reported that many artists participating in their research were receiving funds from CDEC (Corporation de développement économique at communautaire), Emplois-Québec (Jeunes volontaires), and RISQ (Reseau d’investissement social du Québec). It should also be noted that many of these organizations have adapted their programs to better serve demand coming from artists in the cultural sector. 

As artist-entrepreneurs, emerging artists find themselves in many different roles associated with the production and dissemination of their work. Not only are they creators but they are also project managers, employers, accountants, publicists, graphic designers, writers and spokespersons. In these other roles many artists have little skill or training and so they must develop these skills in order to successfully produce and distribute their work. 

Artists as Activists

Artists in this younger generation are closely tied to their community. Most are idealistic and passionate about changing the world through their art. As a result, many feel that support programs specific to artists involved in community projects are especially valuable. 

In focus groups, participants expressed their desire to see more links made between artists and not-for-profit community groups in the funding system.  As one artist suggested, “Something that would stimulate collaborative projects with non-profits in other areas of the community (healthcare, environment, etc.) that helps the artist and creates access to the public.” The term “artists as activists” was coined in discussions where artists described their positive experiences working with community organizations on their own projects. One had made quilt panels in support of the Brewery Mission and another had worked with mental health patients to encourage their capacity to express themselves through art.  

The current funding system recognizes the importance of supporting collaborations between artists and community. For instance, many artist-run centers describe their purpose as “to break down the barriers of access to artworks by becoming more integrated into their communities”. In one case, the centre’s very specific mandate was to encourage a discussion with the community about issues affecting them via the medium of art.
 Furthermore, the CCA’s external review of their Artists and Community Collaboration Fund noted that “In Canada, artist community collaborations are seen as having the potential to make the arts relevant to the daily lives of individuals and to develop infrastructures for long term public engagement and audience development.”

Conditions of Creation

Work Life

Young artists tend to be financially insecure because, as recent graduates, they have limited work experience and thus little earning power. In theory, they need practical experience to get reasonably paid jobs in the arts community. To gain this experience, many find work in unrelated professions and volunteer for an arts organization. In reality, even when they do gain the practical experience they need, there are not enough well-paid jobs to go around. Sadly, some artists find that their only means of income is to maintain a work life outside of the profession. In the 2005 report “Les conditions practique des artistes en arts visuals” commissioned by the RAAV, almost half (42%) of young artists polled earned incomes from a job that was unrelated to the field. Interviews with ARC administrators corroborated this point as they described an ongoing crisis in funding for human resources making them highly dependent on volunteers; most of whom are recent graduates looking for work experience to include on their resumes. 
Such organizational dependence on part-time jobs and volunteerism in the cultural sector was of great concern to younger artists but what was more disturbing to them was that their work was underpaid and undervalued in the arts community. In cases where younger artists are working, they are earning very little. In the same RAAV report, almost 66% of younger artists reported earnings of less than $19,999 per annum and less that 3% in the same category earned at least $52,000.
 Young artists felt that because they are more willing to work as volunteers, they may themselves be damaging their own long-term sustainability and that of the current arts community infrastructure.
 

The financial insecurity young artists experience is often compounded by the weight of large student debts. In Canada, tuition for secondary education continues to rise, particularly in Quebec where a long-time tuition freeze was lifted in early 2007. Many undergraduate students are carrying an average debt load from between $22,000 - $28,000 upon graduation.
 In their 2001 roundtable report “On the Needs of Visual Artists” , The Mary Walsh Sharpe Foundation noted that “Young artists are starting their careers with enormous debt that must seem insurmountable. Sometimes, when they can’t meet the payments, they deal with it by declaring bankruptcy.”

If financial need has been a defining characteristic of artists, it is even more so of young emerging artists today. What has changed is that they have greater financial burdens created by higher debt loads and lower paid jobs, and because they must volunteer or work several jobs to establish themselves, they have practically no time to work on developing their own artistic practice. Indeed in the exit survey completed by focus group participants where artists were asked if their artwork was their primary source of income, one young artist responded: “No, I’ve got 3 jobs.”

Emerging Art Forms

Increasingly, emerging artists are defining new mediums within the discipline through their natural tendency to explore emerging art forms. They are also often likely to incorporate new materials and experiment with their uses in the production of their work. Furthermore, there is an emerging multidisciplinary aspect to the creation of artwork that is on the cutting edge. New art forms consistently blur the lines of traditional categories of art mediums. “Art today cannot be contained within any one culture, discipline or medium: Composers make films, actors use wearable computers, artists design miming robots, Indian traditional dancers compose real-time electronic music, and so on. Sometimes all of these things happen simultaneously in one space.”

In particular, artists are combining performance and visual art in site-specific works or installations. However, these installation/performance pieces are often “in the moment” and therefore cannot be reproduced. So while in many ways evolutionary and integral to advancement of the profession, they are also not produced in formats that are available for individual or even public consumption. As a result, creating these works is not only costly but presents no reliable revenue stream.

Frequently, the exploration and use of these emerging art forms (be they digital, electronic, materials based or interdisciplinary) is a costly endeavor. Many artists do not have access to adequate funding needed to incorporate these new techniques and materials into their practice because budgets do not allow it. Therefore, artists working with emerging art forms are forced to sacrifice cost of living or creation monies in favor of new experimental processes, equipment and materials. They also bear the cost burden of experimentation with these processes, materials and equipments whose utility and effects are an ongoing research effort. 

In this unique risk-taking role, emerging artists are often making a significant contribution to the advancement of the milieu. In focus groups, participants defined this burden as a specific unmet need. One indicated the need of “support for new practices, challenging work – art that takes risks” is unmet. Another comment on the topic was especially insightful: “I really feel strongly that emerging artists need more support for new practices, challenging, risk-taking works of art. These works will be more appreciated by the International art market, and academic fields, and would put Canada on the map.”

Digital Culture and Online Communities
In the last 20 years, advancements in communications and technology have vastly affected the cultural sector. Since 2004, discussions about their impact have been a priority within the arts community.
 In these discussions, the concept of a digital culture has been refined in an attempt to understand the significance and effects of these changes. Digital culture as a concept encompasses more than the simple idea of “digital art”, rather that technology impacts virtually all elements of cultural development including: creation, production and other aspects of participation and interaction. 

Young emerging artists have been raised in this digital culture and use technology in several ways. Sometimes they create and produce digital works or simply integrate digital technology in their artistic process. They may also use digitized methods in the promotion, distribution or to support the evolution of their work. 

The effects of this new digital culture on the process and means of arts creation have been to break down former barriers of access to production tools and equipment, social networks and even consumer markets. Many artists are now able to produce their works at home without requiring approval into programs that give them access to studios, tools and equipment or even to communities and social networks. 

This “opening” of the production process and communications has reduced the need for heavy arts infrastructure. In particular, it has made the community more easily accessible because much of it is virtual and based online. These online communities have created new forms of access to artists who might not normally have been accepted into institutions. They have also provided greater access to the global discussion and exchange of arts practices. As such, the production and distribution of artworks has become relatively decentralized as more dissident, peripheral and outsider participants are welcomed into the digital arts community. 

Online communities and digital culture are extremely attractive to emerging artists because they are technically skilled, highly independent and value access and equality. Within these online communities, peer acceptance and approval is key, indeed artists pointed out that “everyone in the younger generation participates [within the community] in this way”. 

Needs for Support

At the opening of focus group discussions, artists were asked to describe their “perfect” day in an effort to gain insight into what they need the most. By and large, answers described in eloquent and powerful ways, having a day where one was free to practice one’s art without any interruption. As one artist said: “I would go to my studio and paint: that would be a perfect day”. 
For most artists, this fantasy contrasts with reality. It was discovered that artists are still struggling to find ways to sustain creative, and productive, lifestyles. Further discussions identified two key areas in support of various individual needs key to emerging artists: Artistic Development and Market and Audience Development. 

Artistic Development

Many of the needs artists discussed were directly related to supporting the main activities involved in refining their practice and developing as professional artists. These activities include research, creation, production and dissemination.  In this regard, support for artistic development can be conceptualized as meeting artists expressed needs for generating and showing artistic works. 

Time

Artists unanimously identified time as their primary need. One participant described the issue as follows: “art is mechanics and learning so you really need time”, and another explained that: “narrative art is very time consuming”. Participants related needing time not only to produce their works but also to experiment with new practices, new materials and to explore new ideas and means of expression. When asked to describe the value of the funds they had received, one artist wrote: “to allow the artist to dedicate him/herself fully to his/her art as opposed to spending precious time making ends meet”. Others described the ideal grant as being an open-ended research and creation grant without limits on how or what was researched and created, or how long the process might take. 

In addition to needing time to create, artists described needing time to promote their work, organize shows, collaborate with other artists, contribute to public discourse, and to generate networks through which they could sell their work. Perhaps in a vein of irony, others even described needing more time to attend seminars to learn how to apply for the grants that would give them more time for research and creation.

For most though, a cost of living grant or a research and creation grant would provide them with more time to work as artists. However, ideally, many also felt that an economy that adequately valued artists’ output could support them in their creative efforts. This would improve their ability to free up time in two ways. First, if their professional work were more adequately remunerated, then they would be able to work fewer jobs and thus would have more free time. Second, if the market values of works for sale improved, then they could effectively generate incomes through sales and would not have to supplement their incomes by working in other jobs. In this regard, more time for the artistic process would be generated for many more artists if the market was better developed and their jobs more fairly remunerated. 

Space

In general, an artist’s need to access space can be segmented between the need for space to produce work and the need for space to show work. The artist can often make do in satisfying workspace needs from their own living arrangements. However, this is not the case where artists are working with expensive materials and equipment that can only be accessed through a workshop or lab, or when working on a sizeable sculpture or installation project. 

Emerging artists are at a distinct disadvantage, especially in terms of accessing spaces to show their work. In particular, they have problems accessing commercial exhibition space. Many art gallery owners expressed a genuine desire to participate in developing lesser-known artists by showing their works but explained that they are simply not able to because of the risks and potential costs involved. Newer artists have a greater risk attached to their work by virtue of the fact that they are unknown. This also means that the gallery cannot command a high price for their works. The combined effect is that the gallery invariably loses money on the space allocated to that artist’s work. 

As an alternative, a handful of younger artists can access the parallel gallery system in Quebec. As one focus group participant expressed it, “Thank goodness we have them because without them, many artists would have nothing at all.” The fact remains however, that artist-run centers have far more applicants for their exhibition and workshop space than they have available spots. On average, Montreal artist-run centers receive about 175 “dossiers” per year and show between 6 and 7 shows per year. 

Indeed, artists themselves feel ghettoized by traditional art venues be they parallel or commercial galleries that they surmise are not really willing to take on any risk by presenting otherwise unknown artists works.
 Participants in the Next Generation Dialogues felt that funding agencies should contribute to establishing affordable space programs, particularly in urban areas where spaces are becoming increasingly unaffordable.
 

Materials and Equipment

In focus group discussions artists explained that they have two means for accessing materials and equipment. They can either purchase the tools they need themselves, or they can access some materials and equipment through shared studio spaces, workshops, and labs open to them through seminars and residencies at artist-run-centers. 

The expense of acquiring materials and equipment can become exorbitant, especially for artists working in specialized areas. Many artists need access to large equipment in wood and metal shops, darkrooms and editing suites. Still others need to get specialized materials that may not even be available in their geographic area. As one member of the group pointed out, “specialized art tools are very expensive, sometimes you have to travel to get materials”.

For artists working in emerging disciplines or who are experimenting with new materials and equipment, these purchases can become an immense cost to their work. These costs may also be compounded when an artist is learning to work with new equipment and materials as they consume and depreciate these resources to master their craft. Artists expressed concerns that their work is diminished when they are forced to alter or abandon experimentation with new processes and projects because they cannot afford to buy the materials and equipment they need. 

Nevertheless, artists did agree that having access to artist-run-centers was helpful in addressing equipment and materials needs, especially when they were able to get specialized training from experts. However, there was also widespread agreement that most tools and equipment furnished by ARC’s were either unavailable or out of date, and sometimes poorly maintained. Furthermore, even though it was helpful to have access, sometimes artists reported that they weren’t able to complete their work because of scheduling constraints on using studios and workshops. 

Arts organizations that contributed to the “Next Generation” dialogues echoed these concerns. They worried about being ill equipped to support specialized and emerging artists. Many of these participants were of the opinion that “funders should be open to supporting the purchase of this equipment, since it saves money and builds longer-term (and sorely needed) infrastructure”. In the same study, arts organizations also suggested that “funders allow for more capital costs in eligible project costs” for both project and community-based grants.

Market and Audience Development

Artists expressed a deep desire that their work be self-sustaining. As such, they identified individual needs that were directly related to accessing and developing markets and audiences in order to become financially independent and successful. This area of need involves nurturing the demand side of the economic equation so that artists are able to live from their art. 

Recognition and Validation

As young artists struggle to find their voice, the desire for peer acceptance is paramount. This recognition not only validates the young artists in their work but signals acceptance into a community of other artists providing them with a say in the ongoing artistic discourse; as one artist from the “Next Generation Dialogues” discussions put it:  “You really need to feel like you are in a strong network to feel professional because it’s hard to feel like you are an artist in general society”. 
   

Additionally, participants felt that recognition and validation by their peers was crucial to their professional development. Some pointed out that acceptance by their own community as represented by arts institutions was the first step in becoming successful as an artist. So, getting into a residency program at an artist-run center or receiving a grant from the CCA meant much more than getting support for creation, it also meant that one had access to the system. The same was considered to be true if an artist was selected for a prize or representation by a commercial gallery. Indeed, artists who weren’t eligible for government support or who could not access the commercial gallery system participating in the “Next Generation Dialogues” reported that they “struggle to fully feel valued and respected as artists”.

It was important to artists that their peers recognize them in terms of their artistic contribution to the common discourse, but it was as important to be represented in decision-making processes by granting agencies and on the boards of arts organizations. As well, recognition and validation was equated to accessing important peer networks in developing audiences outside one’s own community. Furthermore, it was noted that recognition and validation can provide greater access to funding, services, and even commercial markets. 
Finally, many artists felt that recognition and validation could come from the public system or the commercial system. Either way, the outside approval of one’s work was what mattered most, so that as an artist they could experience an expected value in their own work and realize its merit. As one member of the group put it, “It’s the idea of feeling comfortable with what you’re doing with your art”. 

Business Skills
Apart from developing specialized skills in the use of materials and equipment, as well as honing their artistic skills, artists explained that they have a strong need for business skills development because they now have to manage their own careers.
 All of the artists we spoke to agreed that in order to survive, they have had to adopt the expanded role of artist-entrepreneur.
 Individual artists who took part in the “Next Generation Dialogues” felt the same way. They identified the following series of business skills that they would need in order to succeed as independent artist: accounting and bookkeeping; negotiation and pricing; tax law; marketing/audience development/promotion; and export development. 
 Many artists also find themselves needing to know how to manage intellectual property rights, events, and their own public image. 

Aside from learning how to manage the traditional business activities that come with working as an entrepreneur, some artists also need to find new ways to access public audiences. During focus group discussions on the topic, the important point was made that “not all artwork is made for the purpose of selling, it is not always a commodity”. Therefore, some artists need to develop business skills associated with developing a viewing audience for their works. 

To achieve audience development, artists need good writing and communications skills, public speaking and personal presentation skills, and strong networking skills. Beyond these, artists whose work is not saleable are also confronted with developing new skills specific to accessing the public funding system including grant writing and project presentation skills. On the worksheets provided, one focus group participant explained the need for skills development as the need for “learning: how to write good grant applications and how to appropriately approach ‘the right people’; that is how best to let the world know you exist”.  

Commerce
Artists’ desire to manage their careers outside of the public funding system was evident. As one artist described it, “I don’t rely on the granting system because there is too much risk that you won’t get it”. By extension, artists are now viewing the market as a less risky alternative to grants, especially when they have a strong conviction about the commercial value of their work. As a result, artists not only expressed the need to develop marketing skills to promote their work to a buying audience but were also emphatic about their need to access markets and develop commerce. 
In terms of specific needs related to developing commerce, artists need to gain access to buying customers. Some felt that this meant having access to market intermediaries like agents and galleries, others felt that instead simply having access to a network of public relations and marketing professionals to promote their works for them would suffice. Still others felt that market development was an activity that they themselves could engage in effectively with the right marketing skills, contacts, and promotional tools. 

It was agreed that commercial success was contingent on access to national and international markets. Artists expressed the need to have support for participating in international exhibitions and events and to transport their works outside of the country to galleries and for specific shows. Furthermore, artists need resources that would support them in promoting their work internationally like lists of commercial galleries, reputable exhibitions, publications and contacts. More education on the international art market and its mechanics would also help artists to better understand potential buyers, their behavior, motivations and preferences. 
 Some artists even felt that the role of government should shift from the current focus on support for creation to providing stronger support to market development, an attitude that was also present in government’s own evaluative studies. 
Travel

Artists agreed that travel is an important activity in developing their careers. They shared their travel experiences in positive ways and described dramatic changes to their arts practice that came from them. Even so, most participants gave the need for travel a back seat to other more pressing needs for creation, access to space, equipment and materials, and commercial markets. From this, it can be surmised that travel is perceived as a luxury most artists cannot afford, or do not consider to be a priority even though they are completely aware of its benefits. 

It is important to note that the need to travel in support of career development is strongly identified in secondary sources and by industry participants. In particular, travel is considered important not only to the individual artists’ career development but also to that of the audience for Canadian artists abroad. A more open exchange program between Canada and other countries through the mechanisms of international residencies, arts fairs and conferences, and through curatorial exchanges was strongly encouraged by those interviewed. Furthermore, efforts to create enduring links between the Quebec arts scene and arts communities in other countries were highlighted as key to gaining international recognition. International residency programs were viewed as a means for young emerging Quebec artists to expand their audiences beyond the Quebec arts community.

Media Coverage and Exposure

The lack of representation of the visual arts in the mainstream media was a concern for all participants. There was a strong sentiment that if the media were more committed to covering visual arts, then it would be much more appreciated by the public in general. The same concern was identified in the “Next Generation Dialogues” report: 

“…participants spoke about the apparent decline of media coverage of the arts. This was important to participants, not only in terms of attracting public consumption and attendance of the arts, but also in terms of critical dissemination and exploration of artistic practices.”

In addition, artists felt that the media have failed to communicate an accessible image of visual artists and their work; one that would make art more attractive to the public. One focus group participant described it as follows; “…art has created an image that simply does not relate to the common person and art critics are one of the biggest problems – why isn’t it as much for the gas station attendant as it is for the lawyers? Art should just be for people and it shouldn’t be so difficult to access”

Some artists were ready to write the mainstream media off completely, describing them as being out of touch with their audiences. As one artist commented; “paper promotion is a waste of money, young people hardly ever read the papers”. Further, several participants described notable success in using alternative online media outlets like social networking websites to generate “buzz” about their shows. As one artist explained, “Museums are out of touch with how the younger generation finds out about shows – they do it online through social networking sites – Myspace, Facebook, Blogs…”

No matter the media outlet, all sources consulted for this report including the community and industry professionals interviewed, participating focus group artists, and government reports show that visibility in the media is paramount for the development of the public and commerce. However, participating artists did express further concern that a program focused on developing the media would remove potential support for individual artist creation which they felt was a higher priority need. That being said, they also recognized the potential benefit to more artists and the community as a whole of the former over the latter. As one artist reflected, “but then the artist doesn’t get the money – on the other hand media would be better in benefiting more artists as opposed to a prize that promotes just one”.

It was also noted that artists could improve their ability to communicate with the media and the arts community could generate better publicity in support of audience development. Again, improved publicity skills development for artists was regarded as an important ingredient. As one artist pointed out; “artists are promoting to other artists effectively but not to the public.” Others thought that artist-run-centers should be better funded to effectively publicize their programming. Finally, it was felt by all that if the visual arts community could create a really good publicity machine as has been done in the music and film industries that they would see a greater response from the public and could even become better recognized at an International level. 

Key Considerations

Some of the needs described here are universal to all artists, but the specific priorities and unique needs of individual artists living and working in Quebec are also relevant. Where an artist living in New York is desperate for access to studio space, it is clear that the Montreal artist is more desperate for time. In addition to time, key concerns are related to developing better recognition and validation of the visual arts in Quebec and in turn developing audiences and markets for the consumption of artistic works. 

Further, needs have been considered within the context of the emerging artist who is just starting out and identifies specific characteristics and conditions to their experience. They are more likely to have jobs that are more tenuous, pay less, and take up more of their free time and they have more pressure to take risks to be recognized. From the research, it is clear that their ability to access funding for their artistic development is limited, as is their access to commercial representation and the parallel gallery system. Also, emerging artists noted that having access to a community and an audience was essential in the early development of their careers. 

The generation gap identified between this group and older, more established artists remains a real barrier to understanding and thus addressing their particular needs within the arts community and the existing support infrastructure. Furthermore, there is growing evidence that emerging artists have different aspirations and a unique vision of their own career development. 

Finally, it is clear that these needs are not divorced from the needs for support of Quebec visual arts organizations and the commercial galleries that support such audience and market development. Artists who are working to make a living from their creations need the support of these arts organizations in accessing equipment and spaces to produce and show their works and in developing the important entrepreneurial skills that they now require to survive as artists. 

Conclusion and Recommendations

There is a strong commitment to developing the visual arts in Quebec. The wide network of ARC’s, visuals arts associations, galleries and museums, and extensive granting and resource programs exemplify this. There is also a strong recognition of the needs of emerging artists in the overall development of culture in the province. The ARC infrastructure is an important vehicle for this as it provides emerging artists with studio spaces, equipment and materials, and residencies. Many other government funded service organizations also support the professional development of emerging artists through business skills workshops.

Furthermore, new programs for emerging artists are being developed by new partnerships like PTEA, created by the Forum jeunesse de L’ile de Montreal and now run by the CAM. The PTEA has launched a number of programs focused on integrating emerging artists into the field including the Artere website, a grant specifically for emerging artists (administered through the CALQ), an internship program, and networking programs. The MAC has also recognized the potential of emerging Quebec artists through its inaugural Triennale exhibition. Also, commercial galleries around the province recognize the potential in supporting emerging artists and have collectively adapted to find new ways to show and sell their works. An important example of their collaborative efforts can be found in the Papier Arts Fair that presents works on paper each year. 

At this time, there is a unique opportunity for a private funder, corporation or foundation to contribute strategically to these new initiatives and to play a significant role in leveraging overall efforts to support emerging artists. Many of the programs that exist remain under-funded relative to the magnitude of the demand for them. Individual artists are still in need of greater financial support, as are the arts organizations that serve them. There is also an important opportunity to develop the market for the consumption of visual arts that continues to be underdeveloped in Quebec. 

Artistic Development 

There is a keen recognition of the need to support the artistic and professional development of emerging visual artists within the Quebec arts community. At the provincial and municipal levels, there is a specific effort to develop new funding programs that contribute to the integration of emerging artists into their profession and that support their creative aspirations. In turn, these initiatives present a real opportunity for strategic contributions by partners because they are in their infancy. The opportunities are even greater because of the leveraging impact additional funds would have on these initiatives that continue to be under-funded relative to their full potential impact. The core areas of support to emerging artists including residency programs (at the local, national and international levels), research and creation grants and production and promotion programs continue to be under-funded and sometimes difficult for emerging artists to access. In addition, there is a real need to support emerging artists in the first and second years of their development after graduating.  New funding could feasibly contribute to any of the following existing programs or offer complementary programs that would leverage their impact. 

Recommendations: Artistic and Professional Development

Research and Creation Grants

Generally, the CCA and CALQ programs limit access to creation grants for emerging artists by their restrictive eligibility criteria. For example, artists cannot apply without three professional public exhibits of their works. New creation grants for emerging artists have been developed to support emerging artists at the beginning of their careers, but their value remains relatively small. These smaller grants often do not cover subsistence needs or the actual costs of research and creation so artists are forced to cut into subsistence portions of their grant budgets or work at the same time to survive.

Often research and creation grants are offered in the form of “project” grants that are limited in time and do not allow the artist to create a useful “body of work”. For these grants to be effective in supporting the artist in creating a body of work, they should be for at least a year, but ideally 3 years. They should also be available to artists in the first and second years of their professional careers as they seek to establish themselves in a professional context.

Private funding would be able to impact an individual’s career dramatically by offering a multi-year research and creation grant to emerging Quebec visual artists at the beginning of their professional careers. 

Space and Residency Programs

There are a number of space and residency programs available to artists but they are too few and are for too short a period of time; in some instances, they require the artists to pay fees that they often cannot afford (between $325 - $2,750). 

Private funders could establish a stand-alone space program or one in collaboration with a non-profit arts organization or a commercial gallery to support emerging artists in producing and presenting their works. 

International Residency Programs

There are very few international residency programs open to artists in the province. Those that exist can be very expensive for individual artists and they are short (28 days) when they should be at least 4-6 months to have an impact on the emerging artists’ career. 

Private funding, corporations or foundations could directly contribute funds to already existing programs to increase their time-frames or it could create a program to fund emerging artists’ participation costs once they have been accepted into the residency. 

Production and Promotion 

Although there are commissioning and touring grants available to visual artists, they are only available to established and mid-career artists. They are usually accessed by the commissioning organization be it a museum, gallery, festival or ARC, as opposed to the individual artist. As such, there is an opportunity to offer a production and promotion grant for the individual emerging artist. 

New funding could offer initiatives that respond to the unique needs of emerging artists in producing and promoting their work. These potential programs would be new to the existing support infrastructure and could leverage new technologies and collaborations. 

Emergency Fund

Artists often live in quite precarious and unstable conditions. Accidents, loss of a job, or loss of an apartment are all a part of their life’s reality. Stability can be hard to attain and any emergency is often much harder for an artist to deal with because they have limited means to access protective infrastructure (insurances: employment, health, home). The Jeunes Créateur program administered through Emplois Québec was designed with these socio-economic needs in mind but it continues to be based on the province’s unemployment program. A private model of emergency funding can be found in the Pollack-Krasner emergency grant that is designed to support artists with emergency financial needs (accident, loss of space, legal). 

Private funders could develop an emergency grant program that would support emerging artists facing conditions of unexpected and dire financial need by helping them to regain their stability. 

Collaborating grant for emerging artists and curators for a first show

Many artists work with other young talents to produce their own shows in their own spaces (apartment, rented spaces). One way of supporting this process and of developing the emerging arts community would be to support the collaborative efforts of curator and artist. There are a few grants at the CCA that promote commissioning of works and curators but they are not available to emerging artists who haven’t already shown work publicly. There is no individual program for an emerging artist or curator and none for a collaborative effort between the two. 

Private funders could establish its own unique program of support to the collaborative efforts of emerging artists working with other artists and curators. 

Market and Audience Development

Stimulating the demand side of the economic equation in developing a strong cultural infrastructure is a concern within the strategic planning of culture in Quebec. In the visual arts, developing a healthy market has largely been the role of commercial galleries and they have had little outside support. Quebec museums are also working hard to develop audiences for Quebec artists through special exhibitions and programming. The support to market and audience development has been largely focused on arts fairs and international events like the Montreal Biennale. Further growth can be achieved by creating new initiatives to stimulate demand through arts education and audience awareness. Also, committing new funds to individual emerging artists that would support their own marketing and promotional activities is essential. 

Recommendations: Arts Education and Audience Awareness

 Seminar Series on Collecting

Most arts community members agree that there is an underdeveloped collector base in Québec. Research conducted suggests this is in part because the art world is intimidating and inaccessible. Educating the public about contemporary visual arts and the appraisal of new works would help to develop a new generation of collectors. Some lecture series do exist within Montreal, notably at Stewert Hall and the Westmount Library.  Though informative, these are not nearly as extensive or as informative as a seminar series would be. There is also a newly formed group “Educate, Appreciate, Collect” that sponsors arts buying and fundraising events and the development of a series on contemporary art may be developed by the MAC in the future. 

A seminar series of this kind to stimulate a local collector base would help create a new critical mass of art buyers in Quebec.
Professional Prize or Bursary 

There is not enough support for the individual artist in the public sphere. One way to generate interest and accessibility of an artist’s works is through the media and the publicity efforts of arts organizations. Funding a critic’s salary to develop media coverage of the arts would have a strong ripple effect on the arts community and the individual artist’s ability to sell their works. There is a critic’s prize sponsored by Le Devoir and administered through the Montreal Biennale but it is geared to young students and is not a monetary prize.  

A corporation could develop a prize in support of a salary for an arts critic/historian/curator for 1 year to encourage the mainstream media in developing audiences and a collector base. 

Marketing Grant

There is no grant available for many of the marketing activities and promotional tools that artists need to develop to sell their works (catalogue, website, entry fees for international art fairs (like Art Basel), for local art markets (Papier or Symposium Baie-Saint-Paul)). Funds that were available through YES/ Montreal and the FMMJ prize have been rescinded as of September 2008. 

Private funders could offer marketing grants to emerging artists or in partnership with an agent or commercial gallery.

Recommendations: Market Development

Purchasing Emerging Artists Works

The commissioning of art works for a corporate or private art bank would support the artists in their production and validate purchasing, thus indirectly encouraging new collectors. The RBC prize consists of national painting prizes for new young painters that grants a monetary sum and facilitates the purchase of the artists’ works for the RBC private collection. Its program has supported emerging artists in launching their professional careers as the works are then loaned to various exhibitions nationwide. 
Corporations could commission and/or develop their existing collections by purchasing emerging Quebec artists’ works or showcase emerging artists’ works that are then donated to the Canada Art Bank.

Grant for Commercial Shows 

Commercial galleries are central to market development for the artist’s work and most cannot support emerging artists because the economic reality does not allow them to be profitable (high risk, low prices). Often, if they do have a show of emerging artist works, the artist has to pay high rent fees and may not earn any money from the sales of the work where costs of promotion and mounting the shows cut into any earnings from paintings sold. 

Individuals could develop a grant in collaboration with a gallery of their choice to finance a yearly group show of emerging Québec artists.  A subsidy to artists who have been accepted, to show their works in commercial art galleries, and/or to gallery owners to pay fair rights and fees to show emerging artists’ works, would enable more commercial support to emerging artists.

International Exhibition Prize

Offering a prize to an emerging Quebec artist that is profiled at international arts fair would support their recognition abroad. A good example of this cross-development exists in the electronic and media arts program of the Daniel Langlois foundation that exhibited works of its grant recipients at the Museum of Fine Arts: e-art: New Technologies and Contemporary Art:. 

Funding could be established for a prize for emerging artist, emerging art form or collaboration that is presented in conjunction with a renowned visual arts exhibition or fair. 

Conclusion 

This study was commissioned with the objective of gaining insight into the current needs for support of emerging Quebec visual artists based on existing programs and the current cultural support infrastructure. The influence of factors in the market for contemporary art in Quebec and the activities of government and private organizations in developing it were also explored. Finally, an overview of the role foundations have traditionally played in the development of emerging artists’ careers was investigated to stimulate ideas for in the development of new programs. 

A complete review was made of existing support organizations and their programs for emerging artists including their strategies moving forward. That review established some key areas where needs were especially strong. Most importantly, it revealed that emerging artists are under serviced and have difficulty accessing many available grants. This issue is acknowledged by existing support agencies in their strategic plans for the next few years and new programs, especially those developed by the PTEA, represent efforts underway to better address the issue.  The review also sparked questions about the viability of the commercial market for art works in Quebec. Further research into the market and issues related to its development was then undertaken. The findings indicate that the market is underdeveloped and that an investment in strengthening it would greatly benefit emerging artists in establishing themselves. Lastly, a review of philanthropy in both Canada and the United States revealed some interesting characteristics unique to private funders. Most important are independence and flexibility. This review also highlighted several successful programs that could be seen as models that the SRBF could use in developing its own grant initiatives. 

The second portion of the study explores the issues and ideas identified in the literature review with the artists themselves through focus group sessions. From meetings with individual artists across disciplines, the study found important priorities in the general need for support specific to emerging artists. Most important among these are the need for artistic support early on (in the first two years following graduation) and the need for support of new practices and tools. These priorities were then integrated with the previous review to establish two key areas where support is most strongly needed: Artistic development and Market development. Specific recommendations were then formulated in each area to address the needs of emerging Quebec visual artists. The program recommendations are designed to complement and leverage existing and future programs to their benefit within the arts community. 

Foundations, private citizens and corporations have at this time a unique opportunity to contribute to the development of this support system. Their contributions would have a considerable impact and would offer emerging visual artists new ways of achieving success in the future. 

Appendix A: CALQ Forum discussions summary, May 2006

1. Research and Creation

Issues:

· Grants do not cover all research and creation costs, so artists must use funds intended for subsistence to compensate. This affects the quality of the work produced because artists are less likely to innovate and experiment. By extension this limits the arts community in competitively evolving. 

· Project funding is too short (one year) and by default excludes potentially important research and creation efforts that require more time.

· Not enough residency grants; the primary platform for individual research and experimentation, dissemination outside of the region, and professional development via exposure to other markets and sensibilities.

· Programs for emerging artists are not well designed for developing the artist’s career in the profession.

· Artists in more isolated regions or from distinct cultures within Quebec are not able to access resources as easily and are not adequately represented on the CALQ’s juries and in their programming.

Solutions:

· Provide grants that cover subsistence needs separately from funding for equipment, materials and research costs.

· Encourage arts consumption by developing financial incentives for private collectors, corporations and the public. 

· Extend project grants to a three-year period to better reflect the real time requirements of the process and to ensure that the research and creation effort culminates in a meaningful development of the artist and the evolution of their work. 

· Develop a more flexible application and reporting system to better reflect the reality of the research and creation process (as one that changes over time).

· Develop programs that create better access for artists outside of the city and that facilitate exchanges between various artistic communities around the province. 

Ultimately, it was recommended that the CALQ be allocated more money to enhance current programs and improve staffing. The maintenance of the ARC system was also seen as vital to research and creation and participants widely agreed that their impact on the community and individual artists was essential and should be reinforced. 

2. Production

Issues:

· Not enough studio spaces available and studios that are available to artists for temporary use are sometimes ill-equipped or their equipment is outdated, inappropriate to the work, or poorly maintained. 

· The temporary availability of space and equipment is not as useful as a permanent space would be to the artist.

· Not enough spaces available to store and conserve works once produced. 

· No program specific to supporting artists in accessing their own permanent studios. 

· Residency programs are too short (on average about 22 days) to support substantive production and dissemination, particularly outside of the province. Most felt that in order to gain from such programs a minimum length of stay should be 4 – 6 months. 
· Residency programs are not well known in the community and gaining information about them is a challenge for artists.

Solutions:

· The municipality could, through partnership with the province, play a greater role in developing permanent studio space with adequate equipment for individual artists or artist groups. 

· Links between ARCs, universities, cegeps and art schools could be better developed. These potential partners would be a useful source of space, equipment, and expertise. Artists lose access to these resources upon graduation, especially if they are unable to access ARCs. Therefore, building the outreach capabilities of these organizations beyond the term of study could serve to better integrate artists into the community and support their career development into the future. 

· Improve financing for residency programs so that they are administered as stand-alone grants and can be well promoted, especially around the province. 

Issues related to production revolve around a lack of financing compared to the infrastructure needed to support it. ARCs are underfunded relative to their mandate, programs and role in the community. They have difficulties retaining specialized staff, in effectively managing residency programs for adequate lengths of time, and in establishing lasting partnerships with other organizations in the municipalities, around the province and outside of Quebec and Canada. 

3. Dissemination in Quebec and Canada, promotion and audience awareness

Issues:

· Visual art is much less visible and accessible to the public in Quebec and in Canada than it should be.

· Artists who are not trained in marketing are often managing the dissemination of their own works.  

· Lack of media coverage considered a primary reason that audiences and the potential collector base is severely underdeveloped. The artist is largely invisible to the public because the tradition of “artist as celebrity”, well maintained in other artistic disciplines, is not cultivated in the area of visual arts. 

· Transporting and showing artistic works is a costly and difficult endeavor so it is rare that artists show their work in more than one place. 

· Not enough coordination between exhibitors (i.e. artist-run-centers, commercial galleries, public galleries, and museums).  

Solutions:

· The province should champion the visual arts and develop a directed promotional campaign to the public which would encourage stronger media coverage. 

· Adjust the arts curriculum in Quebec schools now focused on traditional artists and artworks, to include current artists and their practices. 

· Establish stronger recognition of contemporary artists within the academic art world as a means of better developing audience appreciation and succession. 

· Develop a system of support for touring so that important shows can be seen by potential audiences throughout the province. 

· Unite exhibitors in coordinated planning at an annual meeting or conference to better align their goals and activities in support of the larger community. 

· Improve investments in the programming and promotion of international art fairs and events. 
· Encourage collaboration between ARCS and arts associations with museums to enhance their recognition and validity in the community and make more funding available to these organizations specific to marketing and audience development activities outside of their regular operating budgets. 

4. International Dissemination

Issues: 

· Few Quebec artists experience prominence outside of the province.

· Arts fairs and events that occur within the province are poorly recognized internationally.

· Collections shown abroad can be well attended but often do not produce many sales 

· The transportation and insuring of the physical movement of works is a barrier to international development 

· There is a lack of integration between the province and the federal government and with the municipalities in developing an international audience.

· Artists’ knowledge of organizing the promotion of works internationally is not widely held or shared. 

· The production of artists’ catalogues and publications and their distribution remains problematic, mostly because there is a shortage of specialized editors.

Solutions:

· Research the experiences of successful internationally recognized artists, the means of their success and the impact of that success on their careers and the community. 

· Bring government agencies together in a planning process with the objective of promoting Canadian and Quebec visual artists to the global arts scene. 

· Support artists’ participation in international shows and conferences and in the development of an international network of professional support from art historians, curators, and critics abroad. 

· Invite international artists into the Quebec community and establish long-term ties with other countries by engaging international audiences in a dialogue and exchange of ideas.

· Develop a financing program for artists’ catalogues and publications and their distribution. 

· Develop a tax incentive for arts dealers and galleries that encourages their participation in international arts fairs and conferences. 

Ultimately, participants felt that an independent organization should be established whose activities are dedicated to the full time promotion of Quebec visual arts internationally. This would nurture long-term contacts, regular participation and representation beyond periodic attendance at international events as well as ensuring the international distribution of Quebecois arts publications. 

5. The art market

Issues:

· The market for visual arts, in particular contemporary visual arts in Quebec remains weak.

· There are not enough commercial galleries with enough resources to develop the market to its full potential. 

· Tax incentives in place are not well communicated to the public. 

· The public is not well educated in the values of Quebec artworks, or as to their potential as long-term investments.

· There is a lack of recognition of Quebec visual artists. 

· The internet is not used effectively by arts organizations or commercial galleries to promote artists and their work. 

· In contrast to the areas of performance art like dance, theatre, cinema and music, the visual arts have been largely neglected by traditional media. 

· Many artists have weak entrepreneurial abilities and inadequate knowledge of the inner-workings of the arts market.

Solutions:

· Better tax incentives would stimulate demand if provided for individual private collectors and buyers. 

· Increase acquisition budgets for Museums and public galleries specifically for the purchase of works by Quebecois artists that would also improve recognition and further validate ownership in the public psyche. 

· Establish a high caliber, reputable national event in Quebec that would provide an international platform for Quebec and even Canadian artists. 

· Funders should incorporate marketing and business planning services and programs in their agendas. 

6. Publications

Issues:

· There are not enough qualified arts writers and editors in the field. 

· Publications already being produced are not effectively distributed, especially overseas and at international arts events and conferences in Quebec. 

· The internet, a potentially impactful tool for distribution and publication is not being employed to its full potential by arts organizations. 

· There is poor coordination of show publications and catalogues between arts organizations’.

Solutions:

· A programming initiative aimed at encouraging these publications and the human resources needed to produce and distribute them should be a priority. 

· A co-editing or single editing/publishing body should be developed through partnerships between the government and arts organizations. 

Overall, research, reference and cataloguing activities should be supported in an effort to validate and recognize Quebec artists. It was felt that these publications are essential calling cards used to promote artwork to public audiences over the long-term both nationally and internationally. 

7. Visual Arts Professionals

Issues: 

· Cultural industry professionals are inadequately remunerated and have unstable careers characterized by part-time, contract, and volunteer work. 
· It is hard to integrate graduating arts professionals into the community and attract people to the professions because of the informality of work roles and poor remunerations. 

· Cultural workers are underutilized because of poor support for their work roles within arts organizations and a general lack of recognition of their work in the arts community.

· Curators working on the front lines in building audiences and who develop exhibitions that engage the public are not well enough supported.

Solutions: 

· Define professional work roles and standardize remunerations in order to formalize work roles within arts organizations. 

· Establish stronger relationships between arts organizations and universities with arts administration programs to better integrate young professionals. 

· Establish a formal grant program for professional research. 

· Establish a specific financing program in support of the activities and projects of curators. 

· Create an intermediate gallery system between university/student galleries and ARCS that would serve as a platform for intermediate development of these professionals and emerging artists. 

· Organize an annual conference of visual arts professionals and cultural workers as an effective means to align priorities and facilitate intellectual exchanges. 

· Develop a prize recognizing the essential contributions of arts professionals to the arts community. 

· Use a prize as a tool to integrate young professionals into the milieu like the “Jeune critique d’art”
 initiated by Biennale organizers and sponsored by Le Devoir.

Ultimately, the group felt that cultural workers and arts professionals should be encouraged to organize and develop their own professional association. 

8. Community life and support for the discipline

Issues:

· Arts associations (RAAV, RCAAQ) are not well enough financed by the government. 

· The complex fragmentation of arts within the profession makes it difficult for these organizations to effectively represent all artists and limits their mandate and activities in response to their diverse membership. 

Solutions:

· Develop a common vision for visual arts associations that allows for the diversity of needs within the profession 

· Improve financing of visual arts associations and collaborative projects to better facilitate the education and development of the public. 

Appendix B: Table of Current Grant Programs
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