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Chapter 1.  Introduction









“My long journey”

“I was only ten years old when I had my first independent experience of working with a pencil. When I was fifteen, I started taking my first painting lessons at the Painting Academy at Apetgar in Tehran, Iran. I have a vivid memory of how I made sketches with normal pencils as well as cabbage patch pencils.”

The visual artist presented in this thesis will tell his story throughout this research. He will be our guide in this thesis and his narrative will serve as a red thread that connects the chapters I present you here. He lives in a house with his wife and two children.

He used to work in a museum where he took care of the paintings and where he painted to add to the growing collection of the museum. He was only thirty five years old when he was forced to leave his homeland because of the war. He was not allowed to paint anymore and he saw the danger that could harm his wife and kids. Therefore he moved away to a totally new and strange country where he did not know anyone and did not know the language. Because of his commitment to making a good living here, he started to work as a volunteer in a museum where they accepted him as a full time employee of the state.

In the meantime he steadily build up his network and met a lot of people from all walks of life. He started some side business in the art market but he never forgot where his roots lay and therefore he never laid down his pencil to paint. Whenever he had free time he painted and created art. It was not hard for him to create his own art because it came from a deep intrinsic motivation. Most of the subjects in his paintings depicted different kinds of landscapes of his home country and he painted in order to show others the colors, surroundings and landscapes of where he used to live and where he had his most vivid memories.”

1.1 Introduction

The visual artists in the previous fragment has a strong intrinsic motivation. He is clearly driven by strong intrinsic reasons to paint and to let the world see and feel how he saw and felt when he had to leave his country. His believe in the government of his homeland had diminished and he was grateful for the acceptance of the Dutch government to allow him to express himself. 

It also shows how an artist, who had to abandon his country under pressure of the government, was grateful to the government of the country he moved to and where he lives now. Many Dutch theories about the government and their interference have shown us that Dutch visual artists often think that the government should not interfere in their art because it decreases their motivation and independence. The Persian visual artist presented in the introduction tends to not see this as interference, but as a way to increase and stimulate creativity. 

This juxtaposition between governmental interference in arts as an obstruction, or as a motivation (and in this particular case even liberation) is a very interesting one. It led me to wonder and wish to obtain a better insight and a new perspective of the motivation of Dutch visual artists and how the government plays a role in their motivation. 

The art market as considered in this thesis consists not only of the artists who create visual art in the Netherlands but also of intermediaries, consumers and the Dutch government. One of the main goals of the government department of art and culture is to stimulate the art market, by expanding the country’s domestic wealth and prestige, strengthening its position in the world.

The scope of this thesis will be limited to the influence of the Dutch government on the art market as a whole and on the artists’ intrinsic and extrinsic motivation in creating art. A central role will be reserved for the inherent subversive nature of art and the dynamics between the government as a sponsor and an obstacle in the creation of visual art. 

The Dutch government, over the years, has supported the art industry in different ways and for different purposes. Dutch cultural policy is designed to encourage and motivate creativity. Therefore, the study of the visual art market is important in cultural economics because we need to understand what factors have an effect on the supply and demand of works by creative artists and performers. 

Reports and research about cultural economics can contribute to encouragement and motivation of visual artists, and with that stimulate their supply of works and consequently stimulate the market of visual art as a whole. Therefore, it is important for the Dutch government to gain insight in its influence  on the motivation of Dutch visual artists. Ultimately, this research will delve into the art production of Dutch artists, their reasons for creating art and how the government can most effectively support and stimulate art in the Netherlands. 

Not much research has been done on motivation of artists from a psychological point of view, which makes this thesis all the more interesting. Hopefully this new angle into art production and the relationship between the artist and the government will bring something new and innovative to the table.

This thesis will contribute to the knowledge of the effects of changes in government policy, concerning the stimulation of the art market as a whole and the visual arts specifically, and the effects on the development of Dutch visual artists, during the last century. It could provide direction for the development of support for artists and will contribute to the debate in policy making regarding the level of government support.
To illustrate the theoretical description of the influences on the intrinsic and extrinsic motivation of the Dutch visual artists, 11 final year students from the Willem de Kooning Academie, located in Rotterdam have been interviewed. To make a comparison between the reality these students find themselves in and other backgrounds and realities that can motivate and influence an artist, I provide a short biography of a Persian visual artist. This in order to draw a comparison between different styles of painting and their intrinsic motivation. By talking to up and coming artists, differences can be shown in their types of work and motivation, which will provide us with a grasp of the milieu in which Dutch visual artists come to fruition.  


The Dutch students who are ready to conquer the art market have no or little experience in the arts world. But by talking to an experienced visual artist, the development in an artist’s motivation over the years can be illustrated. These are the experiences of a Persian visual artist who has been through a lot during his life, making it interesting to see how he has responded and managed to stay motivated and to create his range of art pieces. 

During the interviews the students gave their clear opinion and expectations of how they hope to develop in the art market. These interviews were mainly held to confirm the literature but also to complement the theoretical framework and to look deeper into the opinions and experiences of the artists.

1.2  Research question

This thesis will research and answer the following main question and its subsequent questions in order to achieve insight into the effects of the Dutch government’s cultural policy on visual artists’ motivation and their productivity, thus rendering a tool which can be used by the Dutch government to stimulate the Dutch visual art market.  


I have chosen for this topic because I really wanted to find out WHY visual artists want to paint and how they get motivated. Because I know how important the role of the government can be I, as I have witnessed with people in other countries, I want to know more about the way the Dutch government plays a role in the work and lives of the Dutch visual artists. Therefore, the next research question has been developed: 

Why does the Dutch government have a positive influence on the intrinsic and extrinsic motivation of the current Dutch visual artists?

Sub questions to be answered:

1a.What are the main extrinsic and intrinsic influences on motivation of  current Dutch visual artist?

1b.Has history influenced the motivation of the current visual artists?

The reason why these question need to be answered is because many artists learn from their past and the style they have developed develops under influence of specific experiences and occurences in their past. It is a way to express what these happenings meant to them. Concerning the visual artists in the past, sometimes they see the visual artists in the past as examples but sometimes they want to prove that they are different and of course in art, different can also be good.

2a. What influence do the economic situation, e.g. current economical crisis and the political climate have on the Dutch government’s cultural policy? 

2b. How does the government’s policy influence the motivation of visual artists and their work? 

3a. There is an excess supply of artists nowadays. How does the fact that there is an excess supply of artists influence the Dutch government’s approach towards visual artists? 

3b. How does the government’s  policy influence the visual artist’s motivation? 

1.3  Research Methodology  
In order to delve into the development of the intrinsic and extrinsic motivations of visual artists ─ under the influence of political and economic changes and specific changes in the government’s cultural policy, an extensive theoretical framework will be included. This theoretical framework will lead to an overview of existing literature and research on the most famous Dutch visual artists in the past and present, and how the artistic landscape has been affected by the cultural policy of the government. 

This thesis will be based on literature research and will include an empirical part which is intended to illustrate and support the findings of the literature research. This empirical part is based on in-depth interviews with 11 final year students at the Willem de Kooning Academie in Rotterdam and the life story of an established experienced visual artist who originates from Iran and has been living in the Netherlands since 1984. 

The Willem de Kooning Academie has a good reputation in the Dutch art scene, hence I have chosen students from this renowned academy to gain insight into the motivations of up and coming artists. Finding an established visual artist who is willing to cooperate in an extensive interview which may take up several hours, is rather difficult due to the high workload many artists face. Therefore, I am very grateful to the Persian visual artist for his contribution to my research. 

Interviews can be used to receive valuable information about people’s attitudes, feelings, opinions, thoughts and perspectives, though the questions might not always be answered openly and/or honestly. Therefore, a relaxed atmosphere is necessary. By means of an in-depth interview the artists’ thoughts, their ideas and the issues that are important to them can surface (Baarde en de Goede, 2001). These are things that cannot be observed or accommodated in a formal survey. The interviews encourage the interviewee to discuss their thoughts in-depth. 

This distinguishes interviews from the more impersonal tradition of social surveys. This approach tends to view the interview as a process of data generating instead of data collection (Seal, 2004). Because of the subject of this thesis, which hinges on innermost beliefs and personal convictions that guide motivation, interviews seem to allow for better access to interviewees’ views, interpretations, understanding and opinions. 

The students’ knowledge, values and experiences are also worthy of exploration because they are the artists of the future. Their views give a sneak preview of the mindset of the new generation of Dutch artists. To complement the views of the up and coming artists, the experienced artists’ knowledge, values and experiences show the relationship between exterior developments in style and government and changes in the artist’s motivation.

Thus, this qualitative research will explore voices and experiences that have been unheard, unspoken or even remained suppressed in the past. This method of research is very flexible, the researcher can adapt in response to the reactions and responses of the interviewees. The dialectic approach means that results are distilled in a ‘dialogue,’ instead of from static data. 

Ultimately, the aim is to analyze the theoretical framework, in combination with the interviews that serve as a qualitative illustration, in order to develop a tool for the government with which it can improve the effectiveness of its cultural policy and thus stimulate visual artists and improve the visual art market. 

1.4 Structure of the thesis

Though this is a scientific thesis that requires an academic writing style and structure, every chapter will start with the memoirs of the life of an interesting visual artist. His memoirs and experiences, applied to the visual art, will serve as an introduction and illustration of the inner life of an artist. Even though this research is scholarly in scope, the narrative of a visual artist is deserving of a place in this thesis. 

In this first chapter I will define the somewhat illusive and seemingly intangible concept of ‘motivation.’ Furthermore I will provide a description of the Dutch art market, the research methodology and we will take an in-depth look at the research question. 

In Chapter 2, a theoretical framework will be given, stating the developments in the intrinsic and extrinsic motivation of Dutch visual artists in the past century. This information is crucial to be able to find out how motivation has been influenced by developments and events on an economical and political level. 

Chapter 3 deals with government influences and government policies and the relationship between the art market and the government. This chapter will show that, even though rarely mentioned, the government plays one of the main roles in a visual artist’s career.

Chapter 4 illustrates the findings of chapters 2 and 3 by means of a comparison between the current intrinsic and extrinsic motivation of young starting visual artists and the changing intrinsic and extrinsic motivation of an established experienced visual artist.  

Finally, in chapter 5, the analysis of the development in motivation in Dutch visual artists in the past century, combined with the developments taking place in the cultural policy of the Dutch government, are both illustrated by the analysis of the influences on motivation of currently producing visual artists, which eventually will lead to the conclusion and subsequent recommendations regarding the main question and the sub questions formulated in chapter 1. 

1.5. Previous research

Research on the artists’ labor market and their careers has a relatively short history. The empirical roots lie in studies of single artistic occupations that are, for the most part, barely 30 years old (Ginsburgh 2006). In order to see what researchers have accomplished so far, we will take a closer look at a few comparable researches that more or less correlate to the topic of this thesis.


This overview mostly serves as a comparative study of research that has been undertaken in the field. Wherever there is an interesting link to my own research, I will certainly refer to these studies during the course of this thesis.

Research by MacDonald (1988):

For the most part, current research examining the careers of artists can be placed into three categories: 

· The first category is showcased by MacDonald (1988), who developed a two period model of performers’ behavior, which predicts whether or not young performers will earn incomes that are less than what they could earn outside the arts. 

· The second category uses information on a group of artists obtained from a variety of sources, to develop an understanding of an aspect of artists’ careers. Sometimes the study of careers of painters can be quantitative as appears in different research by Galenson’s (2000a,2000b,2001,2002), to which I will return in the next section. 
· The third category is based on surveying artists and asking them to recreate their careers by responding to written questionnaires or personal interviews. There appear to be only a few true panel studies, one of the most prominent is by Rengers, (1998a, 2002). It specifically targeted artists by following a group of 540 artists who graduated from several art schools in the Netherlands. 
Most important is the reduced variability in the estimates of change, when compared to the results from unrelated or pooled cross-sections taken over time. The reliability and accuracy of the information obtained is another advantage of a panel survey. 


However, when asking someone to try to remember what he did over the last twelve months concerning work activities, it requires some thinking, but is still much easier than trying to recreate an entire working career that may extend up to 20 years or more. Information on income or expenses can be recalled for the last year, but certainly most people would find it difficult to recall much beyond that. 

Research by Galenson (2000a, 2000b,2001,2002):

Research done by Galenson (2000a, 2000b,2001,2002) about determining when an artist is most productive in his/ her career, might also be of interest. In particular, he tries to identify when artists, for example painters, produce their most valuable and best work. Galenson was also interested in seeing whether this point in an artist’s career has remained the same over time. For this research he used two sources. To determine value he used data from auctions and for quality he used surveys of art history, texts and published monographs, and paintings that are selected for retrospective exhibitions of the artists’ work. He used the careers of French artists born between 1796 and 1900 and also American artists born 1870 to 1940. 

Findings:

His findings were that both the artists’ most valuable works and their best work tended to occur at particular points in their careers and that these changed over time. His conclusions for both artists were that the artists born at the beginning of each period produced their most valued and their best work at significantly later points in their careers than those born at the end of each period. The explanation he gives for this conclusion is that the two artist groups introduced innovations into their art in very different ways. The younger artists were conceptual innovators who were quick to introduce new ideas into their paintings. It seemed that after 1940, demand for innovation was high and therefore artists became conceptual innovators (Renger 2001). The best year of an artist’s career tends to be in the early years because of the radical conceptual innovation and it is this innovation that makes the artist’s product the most valued and best work.

Experimental innovators were painters born earlier in the periods who spent many years working to solve a problem and produced a body of work which illustrated the evolution of the solution to a problem rather than a single, revolutionary work. This means that their most valued and best paintings were much later in their careers.

Ginsburgh and Weyers (2006) agree with this conclusion; they determined that there is one other thing that has an effect on the creativity of artists namely, age. Some artists bloom early and some later. Artists who bloom early “communicate specific ideas or emotions.” Experimental artists, on the other hand, bloom late. They are “motivated by aesthetic criteria at presenting visual perceptions.” 

As we will see later on in this research, different periods in one’s life, produces different types of art. The circumstances the Iranian artist found himself in, in his home country and later in the Netherlands, greatly influenced his creativity and the subject of his paintings.

Research by Stoh (1989, 1990,1991a,1991b,1992a,1992b):

Another study done by the scholar Stoh, (1989, 1990,1991a,1991b,1992a,1992b) is about the graduates, of 1963, of the School of the Art Institute of Chicago. These studies were more sociological and psychological in nature than economic, but did identify some aspects of their careers that are of interest in an economic context. 

She categorized these artists as fine artists, those who produce art products that only serve aesthetical purposes and do not have any function, or applied artists, those who produce art for commercial purposes, aesthetic products that have a certain use. 

Findings:

Stoh found out that most of the fine arts majors left arts for advertising, teaching or non-arts occupations. Six percent of the fine arts majors were still supporting themselves in the fine arts 18 years after graduation, which she identifies as the midlife period, while almost half were still doing so as young adults after graduation. The artistic careers were characterized and based on the number of related job changes the artists made over their careers. 

Research by Alper and Wassal (1998):

The research by Alper and Wassal (1998) is about artists and their persistence in arts occupations. Those who had worked as artists in any of the three years were included in the study. Over the five year period, artists’ careers were found to be not significantly less stable, at least in term of occupational changes, than many other occupations. 

Findings:

Approximately three quarters of the artists in 1988 were still active as artists five years later. This may reflect that these were artists with at least bachelor’s degrees. When these artists changed jobs, over one quarter entered the managerial and executive areas and less than two percent ended up working in the food service business. Approximately ten percent worked in sales and clerical occupations. They also found a larger percentage of artists left for better pay/ promotion or for a career change than did other professionals who left their jobs over the same time period.

Alper and Wassall examined several demographic characteristics such as the artists age and gender which were found to have a significant impact on an artist’s persistence over the five year period. Male artists continued more often than female artists. Neither the artist’s race, ethnic origin nor change in marital status had any impact on continuing as an artist. The only significant impact on their persistence, which could be measured, was experience. There was no significant impact due to differences in the highest degree received or in being an art major.

The relevance of this study to this current research is to take the government’s policy as yet another determinant. Could the government policy influence artists in such a way that the artist in question experiences government policy as interference? And could this in the end demotivate artists in such a way that they chose to give up being an artist? Again, the story of the Persian artist will shed a light on the both positive and negative influences a government can have on an artists’ career.

Research by Rengers (2002):

The last research mentioned in this paragraph, was carried out by Rengers (2002). This insightful study, consists of data from several panels. Rengers did this by comparing the traditional human capital model in which artists are affected by their intrinsic and acquired qualities. He compared this with the winner-take-all model, where the relative differences can been seen in careers. One of the panels consisted of 540 art college graduates in the Netherlands who entered the labor market between 1993 and 1995. Rengers conducted  two rounds of observations on their activities, the first one was about one and a half years after graduation and the second was 6 years later. The other panel that he used, represented all the visual artists in the Netherlands who had been surveyed starting in 1993. He used the results from four surveys of about 500 visual artists for the years 1993 through 1996. The third panel contained 575 visual artists and covered the period 1980 to 1991. While Renger’s analysis  was based on a panel, his ability to generalize and fully explore artists’ careers was limited because some panels only covered a short period of time while others were limited to one group of artists.

Findings:

The results provided mixed support for both models. He found that a difference in hours, wages and earnings decreases over time, which would be consistent with the human capital model and not the winner-take-all model. He found that differences in school location and field of study, identifiers that are apparently used by the market, were important in explaining the variation in wages and he believes this provides support for the winner-take-all model. Furthermore, Rengers finds that the winner-take-all model better explains the variation in non-monetary measures he explores, one being the artists’ assessment of his/ her own reputation (intrinsic motivation) and the other a measure of whether the artist received attention of the media (extrinsic motivation). 

Rengers also provides evidence from the Dutch artist samples concerning some main themes found in the literature on artists’ careers. Dutch artists started their education and training at young ages, often outside formal schooling, and the vast majority received arts degrees (90 percent), but begin their arts careers relatively late in life because of the amount of education they receive. Their earnings early in their careers tend to be less than that of non- artists with the same amount of education because artists work fewer hours  (not because they receive a lower wage). Self educated artists have the same earnings and show the same behavior as those with formal arts education and the prestige of the arts college attended does not have long lasting effects. Female artists’ earnings are about one third less than their male colleagues, a difference that is comparable to the non-arts career market in the Netherlands. Six years after graduation, approximately two-thirds of the artists work exclusively as artists and about an equal proportion work both in and outside the arts (about 13 percent). Both age and experience have positive impacts on a variety of measures of success including participation, wages, sales of art works, prices of art works and the frequency of exhibiting in art galleries. Receiving government grants has a positive impact on artists’ earnings late in their careers. Perhaps unique to the Dutch experience, Rengers identifies two distinct career paths for artists. One is the government market and the other is the private market. He finds that the majority of visual artists (about 60 percent) participate in both markets. The smallest proportion (about 15 percent of the  earnings) are generated  from the public market. Earning recognition in the private market takes longer than getting established in the public market.


In conclusion we can say that research in the field so far seems to by and large focus on the “success” of visual artists (in terms of sales, value of their work or their ability to continue a career as a visual artists). What, in my opinion is a missing link, is the connection with the underlying motivation of artists. It is one thing to look at the outcomes and certain trends in artists’ work or sales figures. It is quite another to stop and wonder what influences and motivates artists’ creativity. In this research we will therefore focus on the intrinsic and extrinsic motivation of Dutch artists and the role the government can play in these elusive concepts. Obviously, there is a reason why not much research has been done on artists’ motivation: It is very hard to measure or quantify or even to put into words an intangible and ever changing concept such as motivation, which is formed by personal opinions, backgrounds, cultural notions and external factors that differ from artist to artist. No artist is the same, and hence, one can say that no creative process is the same. However, looking at the relationship between a country’s artists and it’s arts policy, shows that there is a strong connection between creativity and policy. A connection that may be hard to uncover, but that is certainly worth looking into.

Chapter 2. Influences on artist’s motivation




 
 “My search for freedom”

“After receiving my Higher National Diploma in 1972, I continued my under-graduate studies at the University of Teheran where I was awarded a BA in Pedagogy and Philosophy in 1977. At the time it was very difficult to get accepted at the university and my parents were very happy that I got accepted. 

The harsh political reality of Iran during the Pahlavi period shattered my life immensely. I was soon arrested, convicted on political charges and imprisoned for expressing my political views. When I was released from prison, I was not allowed to continue working as an educationist. Therefore, I decided to take advanced painting lessons from my uncle who lived in Florence. Although a lawyer, his true passion was painting. He always gave me unconditional love. This was a period in my life filled with great joy and happiness. And since that time the only thing I could do was paint. Because the government had forbidden me to paint, my motivation became stronger, though it was not always what I had wanted. 

First I started to paint portraits and landscapes. But after we departed from Iran this changed into more political subjects though I had never lost my interest and passion for my homeland and her beautiful landscapes.” I found a true heart for creating art in me. My motivation to work is beyond earning money or becoming famous. There is only one thing that counts and that is finding a way to express myself and to create art. Even if this means I had to move away and start again.

My earnings from artistic work were not profitable and I had to find a job related to art. After one year I found a job at a museum where I could work as a restaurateur and create art for the museum. I was glad that I could still paint but it was not what I wanted. Therefore, in my spare time, I created my own style where I could let my feelings for my homeland take shape freely. 

2.1 Introduction

This chapter is mainly about the intrinsic and extrinsic motivation of visual artists. What is their drive to create their art and what do they want to achieve with creating art? If we look at the Persian visual artist as an example, we see that his intrinsic motivation is his need to stay connected with his homeland, to show others how beautiful his country is, instead of the terrible stories they might hear about it in the news. In his later paintings it is visible that his perspective has turned towards political issues, instead of the previous, more romantic context, because he feels angry and/or disillusioned with the Persian government. This anger was also triggered when he was diagnosed with prostate cancer.

This excerpt of an artist’s life shows that motivations change over time, under influence of personal beliefs correlated to economical, political and personal changes. Therefore, in this chapter both the past and current situations of Dutch visual artists are considered. In addition a few theoretical models which are applicable to motivation, intrinsic and extrinsic, will be analyzed.

2.2 Motivation 

2.2.1 Introduction

Motivation is a word that has a lot to do with psychology. Creativity and motivation have been a subject much dealt with among philosophers, psychologists, sociologists and mathematicians. In more recent times, neuropsychologists have become more interested in these subjects because of its complex relation to the human brain.

Motivation is a concept that can be researched in many fields, with various goals. The intangible and almost abstract quality of motivation, needs further refining, before we can explore it further. Therefore, a definition of motivation needs to used that allows for all the layers and meanings of the concept to be explored. At the same time, the need for clarity and transparency asks for a unified and concise definition. First, a general definition will show the reach and scope of motivation. Then a definition more specifically applicable to motivation of visual artists, will deepen the focus of the research at hand.

2.2.2 General definition of motivation

To understand the reasons why visual artists each paint according to their own personal style, the definition of motivation in psychological terms will be explained in the following section. Gray provides a good starting point with the following definition of motivation (2001):

To motivate, in the most general sense of the term, is to set in motion. In psychology, the term motivation is often used to refer to the entire constellation of factors, some inside the organism and some outside that cause an individual to behave in a particular way, at a particular time. 

When having a motivational drive it can be used interchangeably with the word “motivation” to indicate an internal condition, which can change over time in a reversible way that orients an individual toward a specific category of goals. When you have different drives, then your goals are different as well (Gray, 2001). 

Some people seem to be driven by a passionate interest in their work, a deep level of enjoyment and involvement in what they do. The "labor of love aspect" driving 

human behavior is what psychologists have, for several decades, called intrinsic motivation: the motivation to engage in work primarily for its own sake, because the work itself is interesting, attractive, or in some way satisfying. The contrasting concern with "editors and publishers and critics and the world" fits the definition of extrinsic motivation: the motivation to work primarily in response to something apart from the work itself, such as reward or recognition or the dictates of other people (Csikszentmihalyi, 1975).

Contemporary views of intrinsic motivation include both cognitive and affective components. Self-determination and competence are the characteristics of intrinsic motivation. Studies of individual differences in motivational orientation are important for both personality and social psychology. Those who see themselves as strongly intrinsically motivated may struggle to select work assignments that allow them to develop new skills, exercise creativity, and become deeply involved in their work. It is also possible that they see their work environment in terms that support their intrinsic motivation, and they may seek jobs where intrinsic motivators are most important. 

On the other hand, individuals who are strongly extrinsically motivated may view their work environment in terms of extrinsic controls, and they may seek jobs where extrinsic motivators are very important. For extrinsically motivated artists it is possible that they often feel like a pawn of authority, but intrinsically motivated persons feel like origins who behave out of freedom and self-investment. Therefore, visual artists may be strongly intrinsically interested in the artistic problem before them and, at the same time, be strongly motivated to win the recognition of their peers and the public. One type of motivation does not necessarily undermine the other. 

Even though the definition of motivation by Gray sheds light on the different layers and the field of tension between intrinsic and extrinsic motivations, in the light of this research we need to demarcate and define what motivation entails for visual artists. Therefore, in the following paragraph, we will explore motivation as it guides and shapes visual artists. 

2.2.3
Definition of motivation concerning visual artists

If we look back at the arts, creativity has been central to the discussion about art production. Researchers, time and again, have tried to investigate the creative processes of the great artists and have tried to identify how their inspiration was found and how this was transformed into creating and finishing an artistic product. One of the most important purposes of these researches was that they wanted to know how they could make educational strategies to increase the creative potential of children and young people. 

We can observe three important dimensions when we wish to find out more about an individual’s creativity; the family background, the personality and/or character of the artist, and the achievement of cognitive skills (Amabile, 1994). These background details can be extended by adding additional individual characteristics such as the intellectual process, knowledge, intellectual style,  motivation and the person’s environmental context (Amabile, 1994). When an artist invests in one or more of these characteristics, it is possible that they could improve creativity. Family backgrounds can influence creativity negatively but also positively. Parents and family can have the ability to stimulate and motivate an individual but can also hamper an individual’s creativity by being too pushy or dismissive of someone’s artistic aspirations. 

A person’s personality can also influence creativity because of his or her own freedom of thought, flexibility, independent mindedness and the willingness to take risks and a tolerance of uncertainty. 
In order to answer a few questions such as, what it is artists want from their work, we will further explore the intrinsic and the extrinsic motivation of artists in the next paragraph..
2.2.4 Intrinsic motivation of visual artists

The difference between intrinsic and extrinsic motivation is that the former originates from within an individual. In terms of learning, research has shown that intrinsic motivation is more desirable than extrinsic motivation because it is self originating, self sustaining and self rewarding. Intrinsic motivation can be affected by deadlines, evaluation and surveillance. These factors can undermine intrinsic motivation (Csikszentmihalyi, 1975).
You cannot intrinsically motivate other people because they are already intrinsically motivated by themselves. Most people are only partially aware of their own intrinsic motivation. Others or even we ourselves may not agree with, or understand what those rewards are, but everyone does what they do for a reason, and it helps to know that people are motivated for their own reasons, even though these reasons may remain obscured for ourselves too. 

Motivation for creativity must be task-focused rather than goal-focused. Task-focusing motivators, such as the desire to meet a high standard, energize work and keep our attention on the problem. Goal focusing motivators, often receive extrinsic rewards such as grades and prices, which redirect attention from the task to other goals, thereby impairing performance (Amabile, 1994).

Extrinsic rewards are not always harmful to creativity. Amabile (1994) says that teaching children how to engage in divergent thinking on a task and rewarding them for original responses increases the frequency of those responses. An occasional reward for a creative product can underscore the social value of creativity and encourage children to get on their innovative projects.

When we apply this to visual artists, we can say that intrinsically motivated activity refers to activity that is auto telic (Greek: autos = self, telos = goal, purpose), or behaves for its own sake (Csikszentmihalyi,1975). Thus, we can say that intrinsic motivation is  motivated activity that is done for the intrinsic enjoyment of the activity itself, the pleasure or positive feedback one gets from doing an activity. Playing, exploring, and curiosity all fall into the characteristics of intrinsic motivation. 

The need for independence, competence and relatedness to others are three natural needs common in human beings. They all exemplify intrinsic motivation and the reward that lies at the base for these traits. We can say that the need for independence is a need to act as an agent. The need for competence is about the wish to feel effective in interacting with a person’s environment. And, the need for relatedness is the need to feel important to others (Bornstein, 2002). 

2.2.5 Extrinsic motivation of visual artists

Extrinsically motivated artists are oriented towards some goal or outcome that is separable from the activity itself. If an artists, for example, does solely focus on the money his art work proves worth, than he or she is extrinsically interested in money. Another example of extrinsic motivation can be when a visual artists has a different goal in mind when creating art, such as learning to use the material for future career benefits, rather than the intrinsic pleasure of the activity. Extrinsically motivated behavior can be highly external, as when you control the behavior around happenings in the environment such as rewards or punishment, which is no positive reward (Bornstein, 2002).

Extrinsic motivation also implies that this type of motivation comes from an outside source. It is usually dependent on someone or something to get you going, such as a monetary reward, pressure, positive reviews or fame. 

It is possible that this might be why the more extrinsic motivation (positive or negative) an individual experiences, the more the external rewards surface: "Why should I do it for you? What will I get if I do?" or "What will you do if I don't?" This kind of behavior certainly supports the "what's in it for me" mentality as would befit a marketplace revolving around supply and demand.

There are many factors we can mention to describe an artist and why they have become an artist. Artistic creativity can be spurred by the environment, family history, education, cultural heritage or perhaps an artist was just born with creativity. This, among many other things, depends on where artists were brought up and where they cultivated their creative impulses. People with highly educated artistic skills can exploit their creativity to the fullest, because their knowledge range encompasses theory as well as practice and art history. Of course there are artists who are born with a gift and natural talent. We can make a distinction between human capital and environment as elements that  are also part of the external motivation. 

According to Csikszentmihalyi (1988), visual artists’ first motivation to paint is not because of money or recognition but because they enjoy painting. Once they have finished their painting they will not even look at it anymore because they are “done” with that particular painting. The reason why they enjoy painting is because it is the closest socially acceptable symbolic expression of the artists’ true desire, formed by self-conscious instinctual desires. This acceptance can come from their own artistic environment as well as their peers.

The motivation to paint is different for each visual artist but we can be sure of one thing and that is that the activity of painting is produced with its own independent positive reward as the trigger (Csikszentmihalyi, 1988). Therefore, the main reason for painting does not seem to be the desire to achieve external goals, but seems to be spurred by an intrinsic motivation where the reward  comes from the act of painting itself. 

Scientists have argued that the social and political context within which artists work has a deep effect on the exercise of their creativity. One area of considerable interest in the economics of artists behavior is the matter of motivation, interpreted in the context of a staged creative process as the stimulus towards taking the first step (Simonton as cited in Ginsburgh & Throsby, 2006). Artists may be motivated by a diversity of influences and desires ranging from the search for a grand artistic vision, to more ordinary concerns for financial gain. For the intrinsically motivated artists seeking purely artistic rewards, a link between creativity and cultural value is established; for the commercially minded artist the extrinsic profit motive consigns creativity to a lesser role, since more routine skills of market awareness, entrepreneurial flair are likely to be implicated in the generation of economic value (Frey, 1999). 


A further aspect of creativity in the arts with particular relevance to the question of motivation, is the pattern of creative activity over time. Some artists are able to produce really good innovative paintings over long periods of time. Some artists are able to work and to produce art for most of their working lives but other painters can reach a point in their career at which their creativity seems to end. Motivation and creativity can be best produced by artists who can quickly forget their new achievements and are not affected by variations in their levels of satisfaction. There are painters who do not forget their past too quickly, and who are sensitive to variations in satisfaction. There is no doubt that historical, political and social factors influence creative activity in the arts. 

Most cultural economists believe that reality can be explained by assuming that only extrinsic incentives matter. Often, the most extreme assumption held is that people active in the arts are solely fixated on maximizing their income or wealth. Changes in extrinsic motivation and behavior can then be attributed to changes in external constraints (Frey 1999). This relative price effect applies to all kinds of behavior and persons, and also to creativity in the art world. Artists thus, are taken to be the more creative, the higher the benefits are, and the lower the costs are. If this holds any truth, or indeed ever has, we will see later, when we turn to the motivation of Dutch artists.  
2.3 Motivation and working conditions of artists in the past

In former times, artists were often hired for specific projects, for instance, medieval monasteries used to commission painters to complete a picture of the Holy Mary in which the colors used for her coat were exactly laid down, Baxandall (as cited in Frey, 2003). In the centuries thereafter, the artists were given more flexibility, but they were nevertheless considerably constrained by the patron. 

During the 17th and 18th centuries there was much speculation about the nature of genius, the indefinable quality that touched certain individuals and turned them into great artists. The Dutch visual arts in the past can be characterized by their astonishingly influential styles and periods. They do not only differ in their content but also in their styles. Visitors to Dutch museums often express surprise at the correspondence between the appearance of seventeenth-century paintings and the actual scenery and inhabitants of the Netherlands today. The past 30 years, art and visual art have experienced an unsurpassed international recognition and interest. One of the reasons is because the visual arts over time have been characterized by a rapid succession of different, sometimes opposing, sometimes reactionary styles and artists. Visual arts are often instantly recognizable by the work and reputation of their eminent artists. Though most of the consumers do not know what contemporary composed music is, let alone know any of the modern composers by name, most  people have heard of Picasso and can get an image of what an abstract painting looks like (Halbertsma, 2008). Visual art, in short, has the potential to become iconic and can serve as a reference to a culture or a nation-state.

Cultural heritage has always been an important segment of societies. Over the past few years there has been an increased interest in cultural heritage in the Netherlands as well as many other countries. The reason why culture is of general interest to everyone is that domestic wealth is a resource on which the nation can draw to defend itself. Therefore, it is important to sustain cultural activities.

Besides the economical value of visual art, it also creates prestige, a reputation and an identity for the country as a whole. Vincent van Gogh is more than just a Dutch painter. To many visitors, he symbolizes the Netherlands and a visit to the Van Gogh museum is on almost every tourist’s shortlist. This also clearly shows the interest the government has in stimulating and promoting Dutch artists with their art policy, even though in Van Gogh´s days things might have been a whole lot different.
According to Halbertsma (2008), the profession of artists in the nineteenth century was lucrative, in contrast to what many people think. In this century contemporary art was very much in demand. The working conditions of artists were good, because with this status it was possible to rise above one´s class and people in the highest class would be inclined to accept successful artists as one of their own. The most successful artists were the ones who had the most extensive and far reaching network, not only in their own country, but also abroad. You had to be talented, polite and besides that a good businessman (Halbertsma, 2008). 

As a result of capitalism, which brought wealth and diversity, the freedom of artists increased, allowing them to a certain degree to  educate their critics and audiences. In the late nineteenth century a few famous painters such as Manet, Monet and Cezanne shocked the world with their paintings, but ended up stretching the boundaries of what was thought to be common decency and the norm. Their expressionist art was at first hard to grasp for their audiences, but ended up changing the art world. The financial support they received from their families and customers was crucial to this struggle of freedom of expression (Cowen, 1998). 

They were often extrinsically motivated because the money and fame they received, meant their chance to acceptance, and a huge step up the social ladder. To be accepted as an artist in the 19th century, you had to achieve fame and recognition. In the early history of art, paint and materials were very expensive. When the costs of paint and material decreased, artists could focus more on innovation and personal expression instead of pleasing buyers and critics (Cowen, 1998). These reduced costs of painting materials caused art to move away from popular taste in the twentieth century. Artists gained more freedom of expression and independence and their intrinsic motivation could now be expressed freely (Halbertsma, 2008). 

This was a influential development, which marked the beginning of the artist as a freethinking, creative master, with a reputation of his own. Instead of being a hired hand that would create the vision of the beneficiary, now the artist could explore his own personal style. In our current situation, such constraints are difficult to imagine. It would lead to an uproar in the art world and beyond if the government would determine exactly what a commissioned painting or a piece of architecture would look like. Indeed, artists today have considerable freedom in that respect, and may therefore imprint their particular understanding of aesthetics on publicly funded works. 

2.4 Motivation and working conditions for contemporary artists 

Today, if we look at the art world, the conditions in which visual artists work seem to offer freedom of expression more than ever before in history (Frey, 2002). Artists have, over time, been given more freedom and flexibility. The constraints the artists had to deal with in the past, are in many respects hard to imagine these days. Art has become synonymous with freedom of expression and artistic integrity. That these notions are actually relatively new, may seem rather otherworldly. One of the main reasons that has clearly helped to increase the artistic freedom is the strong decrease in religious beliefs. The diminished influence of the church has had a tremendous effect on the freedom of expression, thought and acts, and also on the role of the government in arts.

 In some respects, art has even become a symbol for rebellion, for free thought and for independence of any governing body, be it state or church.  Frey (2002) says that the freedom of creativity in the arts in the 19th and especially in the 20th century with its wide diversity and rapid innovations in artistic styles, is the result of a great participation in the role of artists. As we will see later on however, it does by no means entail that the Dutch government has no influence on the arts world. The relationship may have changed, but arts and arts policy go hand in hand, be it sometimes at each other’s throat. 
According to Halbertsma (2008) artists have been successful but their success as artists has changed in a more commercial sense. To keep up with your fellow colleagues you have to be different. The artist nowadays isn’t a member of a community or society but is an independent entrepreneur. 

According to Abbing (2002), modern artists develop their art from an existing artistic tradition and from their sense of authenticity. When an artist like Damien Hirst dies, there will be no other Hirst because his creations and work were his and won’t be produced anymore. Almost every culture and society has found the value in the existence of visual art, though it is different in every culture. If we look at avant-garde art, these artists try to offer an alternative to earlier art movements, such as realism and impressionism. Sometimes they make a visible reference to earlier styles. They do this more as a comment than as an extension of the already established tradition. This is one of the reasons why artists come up with new styles (Abbing, 2002) and how they get intrinsic as well as extrinsic motivation to create an art work.

According to Towse (2001), there is an excess-supply of artists, because there are too many new students admitted for the market to absorb. This could be a reason why visual artists may have a reduction in their motivation and would choose for another art discipline. In many countries there is a considerable demand on the part of students for training in the arts and this demand is met by various institutions, schools and art academies.

Modern art is inspired by the industrialization and the development of new machines and inventions, which as already mentioned above, had a great impact on society, just like expressionism has its roots in World War I and the surrealists were influenced by the famous psychologist, Siegfried Freud. So far we can see that artists’ creativity is inspired by things that happen around them such as new inventions (Libby 2000), that have an impact on their creativity (extrinsic motivation). Artists learn at an early age that culture expects fine arts to be selfless and autonomous. Art for art’s sake and artists being selfless, caring only for art, are important notions in our culture, to the point that they are part of our general education. According to Caves (in: Handbook of the economics of art and culture, 2006) the creative industry relies on tastes that are to some extend cultivated, and cultivation of taste has been modeled in economics as rational addiction. 

Throsby (2001) believes that the postmodern critique has challenged the idea of creative people by being critical. The modern critics are the taste and judgment in the powerful classes in society, when the artistic creation and motivation needs to be developed. But also, while time goes by, artists need to develop themselves and try to get motivated by the experiences and occurences that strike them; they get informed and inspired by the historical moment in which they are living. 
As Ginsburgh and Weyers (2006) argue, and as mentioned earlier in the overview of arts research in chapter 1, there are some inevitable changes in life that also have an effect on the motivation and creativity of artists, namely their age. Some artists bloom early and some later. Artists, who bloom early, communicate with specific ideas or emotions. Experimental artists, on the other hand, bloom late. They are motivated by aesthetic criteria at presenting visual perceptions (Ginsburg and Weyers, 2006).

According to Frey (1999) we can distinguish two types of creativity:

1- Institutional creativity which describes the creativity produced by adequate institutional conditions. The negative effects of some types of institutions on creativity have also been well studied in the economics of the arts.

2- Personal creativity designates the intrinsic motivation to be artistically innovative in a given institutional environment. Intrinsically motivated persons follow their artistic activities for their own sake. Personal creativity may vary even if the institutions leading the arts are the same.

While institutional creativity depends on the nature of the constraints on behavior, personal creativity is a feature of the individual’s motivation. It belongs to the preferences or tastes. According to Ginsburgh and Throsby, cultural goods (2006) are a result where human creativity has been an important output; cultural goods are also experience goods, the taste for which grows as they are consumed in greater quantities. This confirms what Frey (1999) says about the types of creativity and the definitions of culture and that they both are in relation to each other. 

Then there are two opposing views. One is the dominant view held by art historians, other arts experts, and the artists themselves, dictating that creative art can only be produced by intrinsically motivated persons. Economists, in contrast, believe that reality can be well explained by assuming that only extrinsic motives matter. It is a good idea to look at it from both perspectives and to try to find a middle solution or answer. Frey (2000) discusses the motivation and incentives to create and the role of public support for artists. In contrast to the economic approach, most art historians, art experts and artists are convinced that creative art can only be produced by intrinsically motivated persons. Psychologists who are considered to be experts on creativity, say that the intrinsic motivation hypothesis of creativity’ is the conventional and dominant view. Intrinsic motivation can be encouraging to the idea-generation stage of creativity, but extrinsic motivation will not be in favor of their creativity (Amabile, 1988:154). A reward in monetary or non-monetary form reduces their creativity. Individuals who are given rewards seem to work harder and produce more activity, but when the activity is of a lower quality it contains more errors, and is more stereotyped and less creative than the work of comparable non rewarded subjects working on the same problems. There will be no innovation in their work of art which is highly necessary in the art market (Amabile, 1988).

2.5 Why artists choose the visual arts

Let us wonder why artists have to perform under much more pressure than the rest of the society. According to Abbing (2002) this is because art is ‘sacred’ and because of this, artists tend to forget about themselves and only care about making art. Art, everywhere in the world, has a high status which needs to be protected. The art world needs artists who are completely dedicated to their art and won’t make commercial compromises and deals because this could diminish the art.

We could ask ourselves whether artists are really all that devoted to art or whether it’s not part self–interest that motivates them. Do they want to make art because of the art itself or do they have other (side)goals by making art. We can say that if they have another goal than just to create art because of for example self expression, then this can be considered at least partially commercial. With commercial we mean that they choose the most profitable activities which surround them, not for the sake of art but for their own benefit (Abbing, 2002). For example, if you prefer to make paintings but you can make more money out of photography, and choose to pursue the latter activity, then you are making a commercial decision, hence commercial art. This can be because of a monetary reward but also perhaps because of recognition or fame. 

According to Grampp (1989), artists do not need to be poor because painters have tried to increase their income by reducing the supply of paintings (and painters). He also says that there is another way to increase their income, and they have done that more often. It is by an artist making his work a substitute for the works of others and their work no substitute for his. This is called product differentiation and is often to be observed in matters having to do with art. But, because we already have said that art is sacred, a lot of artists cannot always make such a choice. The artist who is selflessly devoted to art is only concerned with the making of art and will not be expecting any external reward (Abbing, 2002). 

We can argue about the concept of the selfless artist, because some believe that in reality there is no such thing as a selfless artist. Even artists who are totally devoted to art make their art with a certain goal. They profit from their selfless behavior in the form of private intrinsic rewards. Of course we can follow this line of thought, but the main trait remains that the selfless artist makes art for the sake of art and commercial artists don’t. This is where the main difference lies and why we can call them selfless artists. We all have a goal with everything we do and this intrinsic motivation plays a role in any profession. 

Most artists tend to choose a certain combination of products. Their product mix leads to rewards. Artists are inclined to choose a certain combination of rewards such as private satisfaction, money, status, recognition, etc. besides this; artists are inclined to prefer a certain combination of rewards sources, such as governmental, corporate, private buyers or donors. This all depends on their intrinsic motivation and what they want and how they want to achieve that (Abbing, 2002). This great need to participate in the art market has been explained in the psychological world as the social-psychological factor ‘working motivation’ (Amabile, 1994). 

The psychic income of a working person is correlated to the working motivation of that person. This means that motivation has a physical factor which can be influenced. Working and having an income have great physical meaning for people. 

According to Libby (2002), we can say that the process of motivation, inspiration and creativity starts in youth. People internalize the rewards and punishments they receive from their parents, school, neighborhoods and various other environments. Therefore, artists are often exposed to similar influences during a specific time period. A resulting style of work evolves and these artists are grouped into the same style. Sometimes an artist does not fit into a group because of his ideas and this can lead to a new and different style. Artists are often influenced and motivated by artists in the past but also motivated by contemporary artists. So all of the changes which take place over time, change the creativity and motivation of artists (Libby, 2000). 


Not everyone can be an artist. You need to be different, innovative, creative and there needs to be an audience for the kind of art you produce. By making art you can let people see that you can accomplish these characteristics. It is possible to create art just because the artist wants to produce it but if there is nobody who likes it, or wants to call it art, you will not be seen as an artist. Though if this happens one can resort to be the ‘driven artist’ and perhaps after a while people will start to appreciate the work as being art.

This should not hamper the creativity and motivation of said unfortunate artist, because an artist should, besides being different, innovative and creative,  also be spontaneous and independent of the opinions of others. The kind of art that is created and how it has been motivated, may be an emotional mood, an arousal of the senses, an image, a story or all of those and more. Art is about ideas, doctrines, poetry, rhetoric and wisdom. It is about expression and affecting the emotions of the viewer, reader or hearer (Abbing, 2002). 

2.6 Different views of motivation
2.6.1 Work preference model

When creative artists receive more income they do not use it to work fewer hours  in order to have more leisure time but they use it to work more hours (Langenberg, 2009). According to Throsby (1994) this stems from the fact that artists have a wish to work, the so called work preference model. This means that they would do anything to work even if they will receive a low income, it is their desire to work even though their income is too low to even survive. Throsby based this finding on a few researches which conducted by Joan Jeffri (1991). He researched over 1000 artists, with the outcome that most artists had rejected well-paid jobs because they were not satisfied enough and could not use their artistic proclivity in those jobs. This work preference model has been used in the nineteenth century where the Romantics said that art should be practiced because of art ‘l’ art pour l’art’. So art should not be an instrument for other purposes (Halbertsma, 2008) in contrary to the past where artists used their talent to be welcome in the upper class (intrinsic motivation).

For some artists, income is less important than for other workers. They are the driven artist. This is a form of intrinsic motivation that is related to something we call ‘physical income’ and can be a motivation for being an artist. 
One important characteristic that makes the economy of the arts differ from economics in other sectors is the work preference of artists, as Throsby (1994) has also mentioned, because these artists really want to be an artist despite everything. Abbing (2002) calls the work preference of artists their ‘saint quality.’ While they are creating their art, they forget themselves and only care about their art. This of course also depends on how these artists create their art, how they are being subsidized and by what kind of government.
If we look at the production of art, we consider the economic role of individual artists as producers of art works or as suppliers of artistic goods and services. Achievements in art are conditioned by temporary aspects like the influences on luck, inspiration, imagination and motivation (Ginsburgh and Throsby, 2006). Artistic output depends on the input of creativity which is a characteristic of artists.  Artists can be different from other workers because of a few features, such as the fact that financial rewards to professional artistic practice are mostly lower than in other businesses and jobs with otherwise similar characteristics like education (Ginsburgh and Throsby, 2006). It is also the higher level of variability of artistic earnings compared to other jobs, which is an important determinant and motivation to the labor participation. 

Langenberg (2008) gives an explanation about the growth of artists and their being self employed. According to his theory, this is because of the changing society, which has been characterized by individualism, a more diverse proposition of a diverse population and an increasing desire to choose your own working circumstances. If we look more specifically at the artistic labor market, then there is the fact that most artist have never felt like employers, the authority proportion doesn’t fit well with their professional attitude and if they have the possibility, they rather choose to be independent and not to be an employer for an indefinite time (Langenberg, 2001, Abbing 2002).

It might be true that some artists don’t need anyone for the selling process of their art, because their motivation to create their art has to do with their intrinsic motivation and their willingness to solely create art, not necessarily with selling art. However, individuals will make rational decisions, in order to gain what satisfies their interests and needs best. The general thought is that artists seem to earn less than other people and that they also have to deal with problems like higher unemployment rates than other professions (Grampp, 1989). 
2.6.2 Multiple jobholding

As we have discussed, artists want to be an artist even if the monetary reward is too little. This often leads them to hold multiple jobs, where artists have income by art, art related income and non art related income (Throsby, 2001).
A research done by Throsby (1994), concerned artists who offered their labor on a non artistic market to earn enough money. This is called multiple jobholding, a practice common among artists which allows them to survive and pursue their artistic goals at the same time.

When someone decides to go to law school, once they get their degree, they become a lawyer. But what would happen if there are so many lawyers that the supply exceeds the demand? Then, as a lawyer, one has to distinguish oneself from other lawyers and win a few cases so that the reputation of said lawyer increases. The same example can be applied to artists. There are so many artists who want to be recognized and be appreciated, but what earns them the reputation of a ‘good artist’? It takes a long time before an artist starts selling on the private market (Rengers, Velthuis, 2002). If the only way that artists can make art, is to accept a second job just to make a living and to have enough money to buy or rent a studio, they often do not hesitate to accept those jobs. 

The return to artistic work may be so low that there is no way in which the artist can organize production to make enough revenue, at least at the early stages in an artistic career. It can also be that there may be other income-earning opportunities available that are lucrative enough to enable revenue to be generated quickly and efficiently, allowing a maximum of residual time for non-lucrative arts work. In these circumstances, the possibility must be entertained that the artist might take on an additional job with the sole or primary aim of providing income to support his or her artistic practice. 

2.6.3  Crowding theory
The crowding theory analyzes the effect of external interventions on intrinsic motivation. It is applicable to the creativity of individuals, which relies strongly on motivation for undertaking action for its own sake, rather than because of external compensation. The external intervention may consist of monetary and non monetary rewards, as well as certain conditions. Due to the external incentive introduced, intrinsic motivation is no longer needed nor appreciated. This we call the crowding out effect. There are also instances where an external intervention raises intrinsic motivation, leading to the crowding-out effect (Frey, 2001).

This theory contributes a new aspect to economics, and also to this research. It states the opposite of the relative price effect so far representing the core of economics. One of the main questions of the crowding theory is, if government support really motivates artists to work. If government support is by the artist in question perceived to be controlling, the intrinsic motivation and creativity are undermined. Government support might well lead to an unintended, perverse effect on artistic creativity. This is a process that should concern governments when developing their art policies. There are several points of concern when it comes to government support and/or art policy: 

● Increased government support is contingent on a particular performance. The immediate feedback doesn’t automatically positively contribute to intrinsic motivation, and even more so with regards to artistic innovation. Creativity requires time to surface, and is damaged if the support is hampering the artist in his or her movement, behavior and independence.

● The second condition that strongly tends to crowd-out intrinsic motivation is that all artists should be treated the same by the government. An important characteristic of and even a requirement for a successful art scene, is that artists are very different from each other and they react very negatively to any effort that treats them as being all the same. Government support of the arts often does not take this diversity into account, and does therefore not contribute towards creativity. 

The government has a more strained relationship with artists than say for example gallery owners and impresarios, who are part of the art market. They are closer to the artists, their work and their environments. Also, most gallery owners and impresarios have personal contact with the artists, unlike the government.

 
The more artistic creativity is supported, the more each artist’s intrinsic motivation is acknowledged and appreciated. In order to meet this condition, government support must be given in a way that supports artists’ independence and which makes them feel that they are taken seriously. In conclusion we can say that intrinsic motivation is also supported when there is a measure of participation  on the part of the external intervention. 
2.7 How motivation of visual artists can be influenced
2.7.1 Introduction

In order to develop a better understanding of the relation between intrinsic and extrinsic values it is useful to look at different facets that can influence motivation.

2.7.2 Role of the government

The policies of the government have a powerful impact on the arts, but more specifically, also on the innovation in the arts. Since the last fifteen years, the government has become an important figure in the art market. Their influence concerns, among other things, special social regulations, scholarships, subsidies and funding which artists can apply for.

As mentioned before, if government support is perceived to be controlling by the artists in question, their intrinsic motivation and creativity are undermined. Depending on the extent of crowding-out, and the relative price effects, government support might well lead to an (accidental) detrimental effect on artistic creativity. This theory stems from a general theory applicable to economic motivation, which is based on human psychology. It includes the response to financial incentives ─ extrinsic rewards,─ but extends to the satisfaction of an inner intrinsic motivation. 


Art, in the past more so than now, is partially promoted because it is thought that the government through art, can contribute to education and social coherence. Although art is still useful for governments, it no longer conveys concrete messages as it once did in the monarchial past. This because the new artistic autonomy does not tolerate blatant government propaganda through art (Abbing, 2002). 

According to Abbing (2002), decreasing or changing subsidies of visual artists can affect artists’ behavior. The subsidies scheme was originally created to reduce the poverty of visual artists. It was replaced by less generous systems of subsidies. As a consequence, a relatively large number of those who profited  from the previous subsidy system, left the arts because they were unable to successfully adapt their reward orientation. They specialized in government orientation. Their earlier successful dealings with the government had colored their habitus, which left it unfit for the private sector. 

2.7.3 Education

Education is one way of improving the productivity, besides other factors such as creativity and intelligence. An interest in art and creativity are traits that are developed over time, largely formed by upbringing and education. But it doesn’t mean that if you didn’t have a good education or supportive parents you won’t learn to appreciate art or grow up disliking art. The opposite can be true and there are a lot of artists without any cultural or art background, who are autodidact. It can be said that, compared to other fields, education in the cultural sector does not have to play a big role (Langenberg, 2008). This also relates to age groups and developments in education. In our society, younger artists are more likely to have received formal training than older artists (IJdens, 2002). Therefore, taste is also something that can be developed. 

Following this train of thought, we can say that human capital builds itself. The presence of major research universities has been and continues to be, a key factor in the production and distribution of human capital. Universities and consumer services also affect the regional distribution of educated and skilled populations. 

Artists nowadays, as a professional group, are on average younger than the general work force, they are better educated, tend to be more concentrated in a few big cities, show higher rates of self employment, higher rates of unemployment and of several forms of constrained underemployment like non- voluntary part- time work, irregular work, have fewer hours of work and are also more often multiple jobholders. Taken together, these features represent an oversupply disequilibrium (Ginsburgh & Throsby, 2006, Throsby, 2001, Langenberg, 2008). 

Throsby (1996) looked at the differences between arts income functions and non arts income functions. He found out how important education is, with regards to the income. In general it seems that there is a rising influence of the factor education, on arts income compared with art related income compared to non arts income. The first category doesn’t have much influence on education, looking at the second income category it seems to be a bit more significant and the third category shows a strong positive connection. The results suggest, among other things, that the relationship between arts income and arts training may be strong in relation to arts related activities such as teaching but considerably weaker in relation to primary creative practice. The more an artist will be successful in doing his work the more he will reduce other work and education will be less explanatory for his total income (Langenberg, 2008). 

This outcome is contrary to what Bourdieu (1993), Ginsburgh and Throsby (2006) and Frey (1999) say. They believe that education is part of your package for success and motivation, but according to Langenberg, to become successful, education becomes less important while your luck becomes more important. 

Human capital is an investment where you put the costs of your education against the profits which you will gain in the future. It is a guess these artists make and they hope that they will be the ones who will earn a reasonable income (Langenberg, 2008). So conclusively we can say that when an artist is more successful, he will decrease all other non art related incomes, and education becomes less important and will be less explanatory for his total income.

2.7.4  Environment

When the environment does not interfere too much, children naturally and spontaneously take on regulations, values and behaviors around them as part of their intrinsically motivated growth and development. As a result of this intrinsically motivated process, internalization is energized by the same three needs as intrinsic motivation: to feel autonomous, competent and related to others. We can name three needs which underlie intrinsic motivation and movement toward autonomy for extrinsically motivated behavior. These three are: 

· Autonomy support to control; 

· Involvement; 

· Structure. 

Some parents are too involved, in other words, they pressure their child to behave in a particular way. It is important to allow a child to lead to interactions and to solve problems for themselves. Elementary school students with more autonomy-supportive teachers can be more intrinsically motivated and they  show a greater perceived competence than children in classrooms of more control- oriented teachers. Children need to have a clear understanding in how their actions are connected to outcomes in order to be motivated to act. The environment must provide a rationale, or meaning, to the behaviors to be internalized (Bornstein, 2002).
The environment of individuals is often referred to as habitus as coined by the influential French scholar Bourdieu (1993). The habitus allows individuals to believe that they understand their social environment. The possibilities to think, perceive, value, and act have become integrated over time. The habitus accommodates past experiences in an increasing form. And because no two people have exactly the same history, the habitus is unique, though people often share a common background and environment. The habitus allows people to find common solutions (Bourdieu, 1993, Abbing 2002).  

This is very similar to the behavior of artists. All artists are individuals and do not behave or act or create in the same way and consequently, neither do they have the same style. Though, if groups of artists have a common background and education they develop the same artistic conscience or habitus and the same reward orientation. 

Some of the decisions and choices artists make, become more understandable when we keep the notion of the habitus in mind. Some artists can choose recognition while another artist prefers fame or money. For some artists it is important how their peers think about them, for others it is not even an issue. All these different traits, ideas and perspectives are born in a specific habitus, or artistic conscience.

2.7.5 Economic Situation

People in the higher segments of society can afford to buy qualitative and highly priced art works. These art works are partially of higher quality, because the artist is highly extrinsically motivated to create a detailed piece of art. But when there are no prestigious buyers, then these extrinsically motivated artists will be less motivated and therefore their art work will be less detailed or unfinished and henceforth of general low quality (Halbertsma, 2008). 

The cultural group, younger people and with less money, prefers avant- garde art and the economic group prefers more traditional visual art. The fact that some people have money that, in a lot of instances, equals cultural capital, is new in modern society, because this present elite group did not exist in the past (Abbing, 2002). 


According to Baumol (as Cited in Ginsburg & Throsby, 2006) there has been an unexpected growth in economic wealth during the last few decades. This economic growth has brought opportunities with it, and at the same time capacities and problems that we could have never imagined when we would have lived in the past. The state of the economic situation cannot in itself produce motivation and creativity, but it can stimulate the exercise of creativity and facilitate distribution and utilization of its products. The current economy has undoubtedly affected the arts by stimulating technological developments, where a lot of money has been invested, and has even served to create new art forms.
We do however have to distinguish between these new types of computer generated visual art and paintings, because paintings are still made by hand and not by design and computers. 

The mass media and the ongoing process of globalization have triggered many other issues related to the art world, because the new world economy changed the landscape in which artists operate and buyers select and conceive art. These issues have already received considerable discussion in the literature. We can for example look at superstar status of some artists who have great influence on the distribution of secondary performance locations that served as training grounds for creative artists and performers (Langenberg, 2008). What the new economy has created is a prospectively vast, worldwide audience that these star artists can tap into, an audience that would not exist without the mass media in combination with an intense and ongoing globalization that touches all facets of human life, also the art world. 

The reach and scope of the mass media allows the renowned artists to increase their prices and their market. Though in the Netherlands superstar status is not very common and artists’ incomes stay very unpredictable and unequal: The marginal income of the stars may perhaps have been multiplied a thousand-fold, a fact that is often reflected in the payment they command. The lesser mortals, and great majority however, can be expected to receive a much more modest growth of their fees, since feasible substitutes for their services are far more readily available. The consequence has been an enormous increase in differences of income between stars and lower ranking performers and, often along with it, an increase in the power of the stars to command their conditions of employment, as well as the artistic use to which their work will be put. 

Whether the effect of this development on artistic quality has been positive or negative is difficult to say. As already has been said above, the role of culture in our thinking about development has undergone a remarkable change in the last four decades. According to Rosen (as cited in Langenberg, 2008), superstars in the art world are gifted with their talent. In other words, they have a talent that other artists don’t have. This is what distinguishes them in the first place from other colleagues and the reason why consumers buy most of their work. The change in status that takes place when becoming a superstar, has nearly perfected the reproducibility of art. Adler, (1985 as cited in Ginsburg & Throsby, 2006) argues that superstardom is not due to differences in talent but he suggests that there are in fact many artists who possess stardom quality, who go unnoticed. 



According to Adler it is the need of consumers to consume art that others consume. When the number of artists who can be popular at any one time is limited, not all talented artists are successful. When artists have no audience it doesn’t have to convey failure and their career doesn’t necessarily end, but the assumption that good artists automatically attract an audience, naturally supports that false notion. If an artist doesn’t sell well, it would mean that they are lacking in quality, otherwise they would have been successful. 


According to Frank and Cook (1995) the large incomes that superstars earn, cause too many artists to attempt to be winners. As Throsby (2001) mentioned, artists derive their psychic income from practicing art, while their monetary income from producing art is consistently lower than in equivalent alternative occupations. When they do not practice their art their psychic income will be lost. 
2.8 Conclusion
Artistic innovation crucially depends on the intrinsic motivation of the artists. The crowding theory allows for an explicit analysis of the effects of external interventions (government support and subsidies) on creativity. Government policies tend to destabilize intrinsic artistic motivation and therewith creativity (Frey, 2003).

In traditional economics, a close relationship between artistic performance and support is acquired for a positive outcome. In sharp contrast, the crowding theory argues that discretionary room is necessary for artists to experiment and develop their creative ideas. If government support is made contingent on how artists behave, artistic innovation tends to be crowded out. The economic business field has not found a place and value for creativity yet, because it is not regarded as a significant variable in the economic model for individuals, firms, industries or economics.

The situation visual artists find themselves in, is still not secure enough. It is difficult to get motivated day in and day out, without any security or guaranteed success. This in large part has to do with intrinsic motivation, but also with the extrinsic motivation, which the government can play an important part in.

In Europe, the employment rates in arts have been growing steadily, especially in the 1970s and the 1980s, and this has been attributable to the growth of federal and local government subsidies, leading to a large development of the non -profit sector providing services for artistic training and for conservation and display of cultural heritage.
Artists are often intrinsically motivated. As far as they are also extrinsically motivated, recognition is often more important than money. This leads to the falsification of the belief in the economic approach; an interest in money can’t sufficiently explain behavior when it comes to the arts and artist. The fact that money is relatively unimportant to artists, is also confirmed by the existence of a survival constraint for artists. When a certain amount of money comes in, artists suddenly lose interest in earning more money. This is specially applicable when artists have more than one job. Together with a strong intrinsic motivation, this phenomenon serves as a plausible explanation of why incomes are relatively low in the arts.  

The government has always played a role in the lives of artists. In this thesis, we need to take a look at what the role of the government has been in the past, and what developments have taken place concerning the situation of visual artists and their motivation. Therefore, the next chapter is about the role of the government, the benefits and the drawbacks of its involvement in the arts and how it has influenced artists’ motivation over the years. 

Chapter 3.  Governmental influences on the art market


“Zero tolerance”

“Back in 1973, I managed to secure a position as a civil servant. I then got involved in a few village renewal and rural development projects in my homeland. Once again, my political background proved to be a source of concern for the authorities. I was soon dismissed from my position. I eventually had to go back to my birth place.

After a lot of struggle, I secured a managerial position at a printing office. 
It was then that I met Mr Shirvanlu, the founder of Niavaran Cultural Centre, affiliated with one of the royal palaces in Iran. After a few friendly meetings, it was agreed that I could hold an exhibition on a selection of various artists’ work at the Centre. After strengthening my professional relationship with Mr Shirvanlu, I was given the opportunity to do a professional course in art restoration techniques in Florence, as a result of which I carried out certain restoration works to various royal palaces.


Immediately before the outbreak of the Revolution in 1979, I started working as the editor-in-chief of the printing house of the Polytechnic University of Teheran . A short while after the Revolution, I set up my own gallery whilst I continued my editorial work at the Polytechnic University. At the same time, I made a significant contribution to the categorization of art collections of “the Sjah” at the Museum of Fine Arts. The collections originated from the royal palace.


The Cultural Revolution (1980-1987) was a period following the Revolution of 1979, when the Islamization of the higher education in Iran was vigorously pursued. As a result, thousands of university students, lecturers and professionals were purged. This policy of cultural cleansing took its toll on me in 1984 when, as a self-declared non-religious person, I was no longer welcome in my workplace. Under immense pressure, I felt threatened and had to depart my country”.

Government pressure and dictatorship leads to repression of feelings and opinions. Government interference has lead this visual artists to the departure of his homeland and has followed him for the rest of life and career.  

3.1 Introduction 

The excerpt of the life story of the Persian visual artist shows that the government in his homeland did not let him express his feelings. The government was an authoritarian and these types of regimes tend to determine the kind of art produced in a country. 


This chapter will first provide some background information on government interference, as to provide a better understanding of the thesis topic. We need to find out how the government has played a role in the art market throughout the years. Consecutively, the chapter continues with the changes and the current situation of the art market. Cultural policy over time has changed the balance between central, regional and local government, by the the financing of art and culture (Towse, 2003). In order to find out how this has affected the motivation of visual artists we need to find out what the main external influences are on their motivation, which will make this topic more specific and lead towards the premise & purpose of this thesis.


And, as we will see, governments also have a duty towards the public. Briefly stated, art serves the public interest and therefore the government needs to support the arts.
3.2 The art market and the visual artists, past and present
Nineteenth century and earlier

Art history as we know it today, began in the nineteenth century but the basis is founded upon ancient history. The history of paintings goes back to pre-historic times. In every culture or continent, paintings have a very broad sense of creativity and innovation that has continued until today. According to Throsby (2001), art in the past was seen as a way of communicating superior power. The artists received their creativity as a gift from the gods and poetry or composing music were spiritual experiences. Until the early 20th century it was mainly about representational, religious and classical motifs and only centuries later it became more abstract and conceptual approaches gained favor. 

According to Halbertsma (2008) the profession of artists in the nineteenth century was lucrative, in contrast to what many people think. In this century contemporary art was much in demand. The working conditions of artists were good, because with the status of an artist, you could rise above your own class and people in the highest classes of society would accept you as one of them. The most successful artists were the ones who had the most extensive and high ranking network, not only in their own countries, but also abroad. You had to be talented, polite and also a good businessman (Halbertsma, 2008). 

In the early history of art, paint and materials were very expensive; as a consequence artists were constrained by the need to generate immediate commissions and sales. When these costs fell, artists could aim more at innovation and personal expression and less at pleasing buyers and critics (Cowen, 1998). These falling costs help explain why art has been able to move away from popular taste in the twentieth century. 

The wealth and diversity of capitalism have increased the freedom of artists to educate their critics and audiences. Starting in the late nineteenth century, many painters deliberately refused to produce works that were easily accessible to viewers. At first Manet, Monet and Cezanne shocked the world with their paintings but eventually they managed to change the conservative perspective of the public. The financial support they received from their families and customers was crucial to this struggle (Cowen, 1998). 

Important developments:

Taking a look at the 17th century, we see that Amsterdam was an importer of paintings to fulfill up to perhaps 20 percent of the demand. During the period of 1620- 1679 the inventories of Amsterdam, concerning original paintings, Montias (as cited in Ginsburgh, & Throsby, 2006) discovered that 35 percent of these were produced by artists who worked solely in Amsterdam. This percentage would rise up to 53 percent if we included artists who worked in Amsterdam and other places. The supply of paintings in Haarlem began to outgrow the demand around 1625. 

The most important development since 1750 was that an integrated auction circuit was developed during the 18th century, in Amsterdam, Brussels, London and Paris. Christie’s and Sotheby’s have been the two great auction houses since the mid 18th century (Ginsburgh, & Throsby, 2006). Montias (as cited in Ginsburgh, & Throsby, 2006) says that the uncertainty of the competitive pressure in selection, made older markets, such as those of old master paintings, drawings and prints and Impressionist paintings, helped to encourage the creation in recent decades of sales in new fields, including sales of copies.It did however not result in standard prices for the same artists because taste differs from place to place. 

Another important development was that the first great museums in Europe, which were eventually open to everyone, were opened in the 18th century. The government partially opened these museums with the economic profits they could gain in mind.

Because of the rising welfare in the sixteenth and seventieth centuries, there was a growth in the production and purchase of paintings (Montias, 1982). The development of increasing specializations and techniques for reducing labor lead to a higher production in response to demand. The more people earned, the more they spent on buying paintings (Montias, 1982). The artists’ reaction to this phenomenon was to create art where the demand was high, which lead to series of work in the same style and category. Artists also created art by painting faster which lead to less detailed art work. The production and quality of art work fluctuated with the demand of the consumer. This reaction to the demand can be seen as similar to the supply and demand modus common in the modern art market. 

But it also meant that in slow times, or times of crisis, only the best artists could survive. After 1650 we see a shift in target population; the paintings became more detailed and artists focused more on a higher market segment, those who had more money to spend (Halbertsma, 2008). 

The twentieth century until now

After the second half of the twentieth century, art policy and research extended and became more important because of the importance of ‘cultural heritage.’ With this concept of cultural heritage, the use of an entire range of theoretical sociological tools and methods came along (Towse, 2003). It was at the beginning of the 20th century that artists started to work more with emotions and their imagination. This changed even more when regulations slowly changed and diminished; art theories, critics and the subjects of paintings were no longer about religion or power,  but more a freedom of expression. 

Since World War 2 the world changed significantly. In the art world the most important change was the increase in avant garde art and exhibitions of contemporary art in specialized modern museums. According to Shubik (as cited in Towse, 2003), in the current situation art is sold by auctions, by dealers or directly by artists. As the appreciation of many art works depends on education, fashion, culture and perception, critics and experts play an important role in influencing taste and in providing expertise and evaluation. Magazines and newspapers write extensively about contemporary art, which leads to a higher level of art criticism. This was also triggered by the first art history students who had graduated from the first professional art courses. The effects of this new development of modern art can be characterized as, ‘wanting something new and different than their direct predecessors.’ One of the main reasons for this growth in art production and consumption is the increase in spare time consumers had. Another reason is the number of art historians which multiplied by the hundreds (Stokvis & Zijlmans, 1993). 

Since 1980 there have been a lot of ‘kunstenaarsinitiatieven,’ initiatives of artists who want to work peer to peer, but also want to create opportunities to show their work (Stokvis & Zijlmans, 1993). This modern art has been acknowledged and accepted by its growing audience. In the mid 60’s a growth in the quantity of galleries and museums took place, which also allowed for an enormous number of side activities, industries and initiatives. 

The galleries that invested in careers of beginning artists originated in the late 19th century in Paris (Ginsburgh & Throsby, 2006). Characteristic of modern art was, in the first place, that it was traditional and that figuration came back as a theme in art works. Contemporary artists were often motivated and inspired by their earlier colleagues. 

Another important fact was that artists did not have any specific style and just wanted freedom to create pieces and therefore their motivation harked back on the visual artists of the past. The difference between the artist and his art works was significant, because artists did not have one specific style (Stokvis & Zijlmans, 1993). 

Depending on the economic situation, as touched upon in the first part of this summary and also shown by the economic crisis, the art sector can be strongly influenced by large fluctuations in supply and demand. Artists are stimulated and sometimes also forced to generate income from private funding, such as a second job or support from friends and family. Therefore, cultural entrepreneurship, introduced in a report about cultural policy in 1999 by Rick van der Ploeg, is an important notion in this aspect for finding a strategy to help artists and the art market. The question is how artists can stay motivated to be good artists (Ginsburgh & Throsby, 2006). We will turn to this question and the role of the government in the following paragraph.

3.3  How governments dealt with the art market in the past

3.3.1 Introduction

In the past, art was an important part of the governmental portfolio. Libraries, art collections and buildings were often the property of those who had power. The main goals of the government were culturally irrelevant and most of the time they were a way to increase their status and power (Halbertsma, 2008). There were other segments in society the government had to take care of, such as agriculture and trade, which were more profitable to them. There were only a few reasons why the government supported the art market. These reasons can be summarized as: 

· the need to represent the country through arts, as an ambassador; 

· because of economic interests and as a source of income. 

The arts have since been moving away from government funding since the Middle Ages. The Renaissance, the Enlightenment, the nineteenth century Romantic movement, and twentieth century modernism all brought art further into the market sphere (Cowen, 1998). 

3.3.2 Before World War 1:

Before 1870 the art market belonged to private investors and owners, but after 1870 people wanted to have a more active government role and thus an art policy (Halbertsma, 2008), not only created conditions but also made choices. The government felt more responsible for the inhabitants of a country and therefore they could not leave it all to the private sector. Because there was a compartmentalization along political and religious lines, there were various groups with different opinions on how to find solutions. Therefore there was a great need to find neutral groups, who could form a well founded and unbiased art policy (Clapp, 1972). After 1870 it became possible to create an active government policy. Because previously there were no government policies in the art sector, it was difficult for artists to survive, also because the art market at that time strongly depended on market fluctuations. By creating better conditions for the artists, they could keep motivated to focus on quality of work instead of on quantity. 

3.3.3 After World War 1

After 1900 the rules of the government art policy increased. There was more money available for the preservation of cultural heritage, because the government saw the need for a well preserved cultural history. This did not only concern the churches, city halls, collections of museums, archives and libraries (Halbertsma, 2008). When governments chose to given the arts a level of support, the provision of public goods or positive externalities has never been substantiated. Because cultural heritage can be of national and/or provincial pride, governments should not claim how much assistance the arts should be given, how it should be divided among them, or who shall get how much, for what, and why (Grampp, 1989).
Another changed situation was that the quality of the art academies improved and with that the amount of professionals. These professionals became the educated directors of cultural institutions. They got employed as art historians, architecture historians and music historians. These directors are the ones who know all the ins and outs of the art world and they are the ones who ask the government for subsidies. 

A response to this professionalization of the art policies, was that it became more difficult to perceive art because assessment by the professionals was on a higher and more specialist level. Not every institution and/or artist could receive subsidy. Aspects such as originality, authenticity, individualism, both conceptual and critical, were demands in order to obtain money. Because of this only a few people were able to receive subsidy and these often were the ones who had an education. This could severely decrease the motivation for visual artists, because it lead to a classification based on education level. 

3.3.4 After World War 2

After World War II, the government focused more on contemporary art, because of the great supply of artists. The increasing amount of highly educated artists also lead to an increasing number of artists (Halbertsma, 2008) which eventually even lead to an excess supply (Abbing, 2002).

After 1980 a worldwide recession occurred . The government could not keep handing out subsidies and they had to make choices. The former minister Brinkman (1982) chose quality as its aim and the policy was no longer aimed  at the artist’s situation, but at art policy. Their goal became not to optimize the position of the artists, but to uphold the quality of art. Cultural institutions had to focus more on what the consumer wanted. 

Another change was that municipalities got more responsibilities, such as the cultural heritage institutions. As already explained in the definition of motivation, an artist draws on personal experiences past and present that can lead to certain choices and levels of motivation. The change in government policy, triggered artists to become more commercial which lead them to a different kind of motivation in the first place. Art was not for the sake of art anymore, but a means for survival (Halbertsma, 2008).

We can conclude that the government dismissed the direct responsibility of the artists’ welfare. The shift from artist to art means that the art policy operates on a different level, though the government keeps its powerful position in the cultural field. Without being directly responsible for the wellbeing of the artists, they can still influence quality of art pieces, cultural diversity and accessibility of the supply. These last two demands are political issues, but improving and judging quality is, in my opinion, not something the government can have any control over and is something that the art market must do itself. 

 
If we look at the year 1966,  between one quarter and one third of all sales in the art market in the Netherlands were financed with public money. The money used to buy art in the Netherlands came from the central and local government, museums and other institutions that spent public money buying visual art. Not much traditional art was bought and commissioned with this government money (Pots, 2003). Therefore, if it is true that the traditional art market is about the same size as the contemporary, avant-garde, art market, government spending accounts for sixty percent or more of the sales of contemporary art. This implies that in the Netherlands the avant-garde visual art market is, above all, a government market. In my opinion, it is a fair assumption that governments are not supposed to be influenced by their own taste. They are supposed to be promoting ‘quality’ in the arts and not involved in judging art and artists. 

Governments provide indirect and direct support for individual artists and for cultural institutions such as museums. In most Western European countries, government support is direct, in the form of subsidies to cultural institutions or grants to individual artists (Velthuis, 2003).  

When we look at the public support for the arts, we can distinguish two aspects: the positive aspect, where one analyses the extent of support by the government and the normative issue, whether or not the arts should be publicly supported at all and, if so, to what extent (Goodwin, as cited in Ginsburgh & Throsby, 2005). It is useful to distinguish the supply and demand mechanism, to gain insight in the question whether the government should even support the arts. According to Abbing, (2002), government subsidies increase the amount of poverty in the arts because per saldo there will be more artists and therefore more of them are poor. The only way to reduce poverty, according to Abbing, is to discourage youngsters from pursuing a career in the arts, both by giving information and by reducing subsidies (Abbing, 2002). 

Today, works of different art styles including film, music and paintings are sold as products. Contemporary art is entrepreneurial art, and the history of art has been a history of the struggle to establish markets. No matter what our opinion is of government funding, for the arts these trends will not be reversed in any predictable course in the current world (Cowen, 1998). What is clear however, is that government policy does influence the circumstance under which artists work. In the following paragraph we will take a closer look at the different approaches a government can take in steering, controlling or stimulating artists. 

3.4 How different governments can influence the motivation of artists

In this section, two different kinds of government will be discussed, namely a centralized and a decentralized government. Beside this, two types of leaders will be discussed, because it is important to establish how visual artists need to work under different kinds of rulers. This paragraph ends with an explanation of the consequences for the visual artist under these government and leadership styles.
In my opinion, it is interesting to find out under what circumstances Dutch visual artists work and how this can influence their artistic motivation. Another reason why we should delve more deeply into the political economy of art, is because we need to see what the effects of state support are on culture (Frey, 1999).

3.4.1 Introduction 

The production and consumption of the arts is the result of the behavior of individuals. Artistic achievements are brought about by the actions of people and the demand for the arts relies on individual decisions. Looking at the state as a whole, we can deduct that its behavior is the result of actions by voters, bureaucrats and politicians. 

In the arts, as everywhere else, individuals as suppliers and consumers react systematically to incentives (Frey & Pommerehne, 1989). If there is  enough material wealth, external constraints on internal artistic creativity, motivate artists to reach new heights and enables a diversity of artistic forms and styles to flourish (Cowen, 1998).

We can look at government funding in two oppositional ways: 

· Firstly, government funding plays a minor but supportive role by creating niches for artists who might otherwise fall outside of the art market. The government in this capacity, serves as one of many entrepreneurs in the cultural marketplace. 

· But on the other hand, even small amounts of government funding will more likely corrupt the arts than improve them. The costs of politicizing art might outweigh the benefits from additional government funding of art. Governments, even democratic ones, tend to favor the cultural status quo that put them in power, or to shape a new status quo that will cement their power (Cowen, 1998).

Let’s look at these contrasting points of view more closely, by using the angle of a centralized government and later on, a decentralized government.

3.4.2 A centralized government:
First we start by using a centralized government, as our starting point, which is normally a monopolistic supplier of publicly provided goods and services. In a decentralized system, on the other hand, there is a differentiated supply from which the citizens and firms may choose. These institutional differences strongly affect the supply of art because artists do not want to have someone to tell them what to create. By this, I mean that the interference of government or the public hampers the artistic freedom. 

The favorable opinion often held by the public is something the arts have grown accustomed to. The public generally does not belittle the arts and is respectful of them. This is irrespective of whether people genuinely like arts or not.

Art subsidies are there to give people a sense of national identity which can help artists to stay motivated and willing to perform. This is an extrinsic motivation, which artists can feel connected to while expressing their artistic freedom (Grampp, 1989).

In a centralized monopolized state, an artist or arts organization can receive substantial support from the funds which the government has at its disposal. Artists who ask for support must at least conform to the formal requirements established by the state. This reduces their artistic freedom, and in practice the chance of getting support is much higher if the kind of artistic project suits the tastes of the party and politicians in power (Frey, 1999). Rengers, who’s research I discussed briefly in paragraph 1.5, adds  that receiving government grants can have a positive impact on artists’ earnings late in their careers, which has a positive contribution on their motivation (2002). 
As a result, centralized governments are characterized by large artistic expenditures. Artists and arts organizations find it difficult and often impossible to get public support and also have difficulties with what is defined as “good art” or even as “art” at all. There is a possibility that visual artists  have no audience or market, forcing them to migrate or to wait until a government with an art policy more suitable to them comes to power (Frey, 2003).

3.4.3 A decentralized Government:

If we now shift our focus to a decentralized government, we can see that the market economy decentralizes power and requires less coercion of individuals than a centralized state. Governments must use force, if the market mechanism is not allowed to help and connect people finding jobs, products and consumers. 

A major negative side to a decentralized government is that the power to allocate funds from many different sources and levels, creates major opportunities for bribery, corruption and allocation rent seeking  according to the tastes of the central administrators (Lipsey & Chrystal, 2004). If, at the going prices and wages, there are not enough jobs to go around, the bureaucrats have the difficult task to find them. Some will go to those who pay the largest bribes, some to those with religious beliefs, hairstyles, or political views that they like, and only very few possibilities come to those whose names are on the waiting list (Lipsey & Chrystal, 2004).

The Dutch government is struggling with problems in funding because of the decentralization. A few important people in the government spoke out because they were convinced that the money for funding was not fairly distributed and they accused the fund of discrimination, counterfeiting and a disturbing market mechanism (Frey, 2003).

3.4.4 Authoritarian versus democratic state

Authoritarian states:

Under authoritarian rulers there seems to be a larger variance in the quality of art produced than in democracies. This could be because these artists are forced to perform well, otherwise they will no longer have a job or even worse, their reputation as an artist might suffer. For many artists this can decrease their motivation because they cannot work under such high pressure and they eventually stop creating art.  
To find out how artists are motivated, we take a look at what kind of system artists have produced art under, and what is considered by many critics as one of the best art pieces. During the authoritarian systems, artists produced ‘bad’ art, (Frey, 2002), though some of the famous artists such as Bernini, Raffael or Michelangelo built incredible pieces of art during the reign of Julius II (Frey, 2002). 

Political factors were a frequent cause of censorship in ancient times, as it  is now (Clapp, 1972). In the Middle Ages, the church was the most important investor in the arts for over a thousand years, but at the same time its greatest censor. The church had an enormous influence over artistic development by using the friendly face of patronage and the stick of excommunication (Clapp, 1972). This changed when the Church found out that through art they could spread Christianity among the poor and the uneducated. They still had to control the colors and symbols, and other details of paintings and these were all specified by church officials (Clapp, 1972). 

Because of these leaders, in the past visual artists could not create art that was their own and which came from their own motivation. They mainly made art because they had the talent and because it was a lucrative job. The art supported and produced depended on what artistic taste the leader happened to have, resulting in big differences in styles of art over generations of leadership (Frey, 1999). 

Authoritarian rulers are convinced that they have good taste. To name a difference between art support favored by the elite in a democracy and by authoritarian rulers, it can be considered that the person who is in charge often represents an almost opposing artistic taste. Also, the characteristics of an authoritarian state are that there is less variation, when compared with the types of art supported and produced by democracies.

By combining the two propositions mentioned, we can see that in authoritarian states the variety of types (quantity) of art is smaller but the variety in quality is greater. And in contrast, financial support to the arts in decentralized democracies benefits a broader set of cultural activities and shows less variation in quality (Frey, 1999). 

Governments with large budgets can harm the economic control of the wealthy few. Wealth is one of the resources on which the nation draws, in order to defend itself, for example the people their skills and talents. The amount of its wealth that is held inland is more secure, and thus more important for defense than the wealth that is abroad. The acquisitive behavior of individuals may contribute to defense, if that behavior is competitive. Grampp, (2000) quotes Smith (1981) saying he believed defense should be an objective of economic policy and he made this clear by stating that the government should encourage the manufacture of goods needed for defense. This can be organized by protective duties, regulations, and possibly by bounties and premiums. 

If governments spend money on visual art and add to private and corporate spending, the average taste of art consumers changes significantly (Frey, 1999). By doing this, governments play a role in the art sector but not in the quality of art which could lead to too much interference. By spending money on contemporary art, the government not only follows in the footsteps of the cultural elite, it also gives credibility to the cultural elite’s notion of quality. By doing this, governments increase the value of the new cultural elite’s cultural capital (Frey, 1999). Because of governmental intervention, contemporary art has emerged as the only relevant area in the visual arts in the Netherlands. If we compare it briefly with Britain we can say that there is less government intervention there and modern art is still very important, the artistic level in both the traditional and the contemporary art worlds is higher in Britain than in the Netherlands. The most numerous interventions have to do with helping buyers, sellers, and people in need of help of one kind or another, such as increasing efficiency by regulating or replacing certain markets (Grampp, 2000). 
There have been, and still are, discussions, that artistic innovation is crucially dependent on the intrinsic motivation of the artists. Government policies tend to undermine intrinsic artistic motivation and therefore also creativity. 

Democratic  States:

In democratic countries, governments are indirectly controlled by the citizens. The choice that institutions make has an influence on the quality and quantity of the method of production (Frey and Pommerehne, 1990). 
According to Cowen (1998) most democratic governments might be more accessible for the arts, compared to aristocracy. Democratic systems as one whole do extraordinarily well when they allow an accompanying capitalistic market to fund their artistic activities. Cowen (1998) believes that the best thing a state can do in promoting the arts is when it acts as a customer, patron, or employer, rather than as a bureaucracy with a public authorization. Direct government funding works best when it serves as private funding in disguise (such as when Philip IV hired Velasquez to serve as his court painter). There are many cases where monarchs, Popes, municipalities, guilds and other governmental or quasi- governmental institutions supported notable works. 
Whether government funding for the arts should be discontinued, maintained, or extended, brings two sets of values into conflict. The viewpoint against or in favor of government funding offers two valid points: 

· First, the tax-supported funding forces consumers to forgo goods and services that they would prefer over art. 

· On the other hand, funding supporters point out that more money will support more artists, more art, and, if done with reasonable care, will improve our artistic heritage because artists will be motivated (Cowen, 1998).

Let us see how the Dutch government deals with their cultural policy in order to find out how they motivate their visual artists.

3.5 The role of the Dutch Government and its art policy 
3.5.1 Introduction

This paragraph will give us a better view on how the Dutch visual artists work and in what way they have received help from the government. I will start with a description of the Dutch policy and the Arts Council followed by a closer look at government intervention and an explanation of how visual artists can receive subsidies or help in any other way. 

3.5.2 The Dutch policy

As has already been said in earlier sections, the Netherlands has several policies of supporting visual artists. Usually, organizations rather than individual artists receive the greatest amount of direct and indirect public support and the more well-known and larger the organization, the more subsidies it is likely to get. This makes it possible for them to, over time, increase their status (Towse, 2003). 

The main problem in the visual art market is that currently art galleries are experiencing a difficult time. On the lower end of the market they suffer from competition from subsidized art loan centers and on the upper end they have to compete with subsidized museums and exposition centers. If subsidies were abolished perhaps the existence of galleries was a lot easier (Van der Ploeg, 2002).
To find out more about the different ways in which this influences artistic motivation, we need to take a look at how governments operate and specifically the Dutch government.

In the Netherlands the government has two roles when it comes to culture. One is the role of intervener as in the case of job market policies and labor agreements, and the other role is that of employer (Langenberg, 1999). Grampp (2000) adds that there are three more major functions the government focuses on: defense, justice and public works. 

In 1993 the first cultural note was written and internationalization became more important. Within this note the government made a difference in culture for economic purposes and culture as a characteristic of Holland. In the second cultural note (Pantser of Ruggegraat 1997-2000) drawn up by then Secretary of State, Aad Nuis, there still was a lot of attention for internationalization but this was expressed through making more space for foreign artists and festivals in Holland. There was not much attention for the promotion of Dutch art in foreign countries. 

Rick van der Ploeg, besides the regular note for the national cultural policy, put forward the notion of making an international cultural policy. With the last culture note no modifications have appeared in the international culture policy with respect to the note of 2001-2004. Little attention is given to the developments elsewhere in the world. 

In the culture note of 2001-2004, of State Secretary by Van der Ploeg, money was spent on art education to attract foreign students, as a result of the budget which is spent on international government policy. It was important for Holland that they became recognizable culturally, in foreign countries and for foreign countries, it would enable the government to monitor the developments more actively (Van der Ploeg, 2001).  

The state secretary wants the government to make strategic choices and to give the art sphere a practical meaning, so that the specialists, the artists, have more to do and say. The position of the Dutch art market needs improvements and needs to be more attractive to foreign artists. According to the cultural note (Meer dan de Som, 2005-2008) of Medy van der Laan, an international orientation on culture is necessary. Art and culture cannot be hampered by the borders of the country. The government believes that Holland can make a big contribution to a high quality of international cultural life.

A challenge that Holland faces is that it cannot compete with the larger countries such as The Unites States of America. This correlates to a few things such as subsidies, amount of population, welfare, consumers’ interests and the amount of well known art galleries and/or artists. 


The art academies have been encouraged to orient themselves towards foreign countries, new programs were developed and art festivals with an international profile have been organized. Participating in international projects and networks is very important to increase interest in Dutch art. This is all possible with the help of the government. Without this, artists would lose their motivation and there is a chance that they would not want to stay in the Netherlands, but rather move to another country where they will be appreciated and have more opportunities. 

The state can support artistic creativity by granting tax exemptions to private persons who donate to the arts, by not taxing nonprofit art foundations, or by non monetary means such as setting adequate property rights for artists’ output. It is difficult to find the means to support the artists; there is always the risk that the government interferes too much. Therefore it is most effective to motivate a person’s creativity which depends on their intrinsic motivation and not on external influences.

To stay creative as an artist, there is the need to a basic level of education. The living environment (friends, family, and partner), that can support an artist emotionally and financially are also factors, but if there is no money to produce/ create one’s art, then an artist is dependent on subsidies. Receiving a subsidy from a state or municipality can change an artist’s creativity and production of art which can lead one to become another kind of artist with a different motivation.

We can say that cultural policy is emerging as an increasingly significant component of government policy formation at both national and international levels. There has been considerable scholarly interest in cultural policy studies in recent years in several countries, but much of it deriving from disciplines outside of economics. 

3.5.3 Arts Council

The Dutch system works with an independent Arts Council, which puts the experts’ advice forward. The main difference is that the Arts Council gives advice to the government, but it is the Minister of Culture and not the Arts Council that takes the final responsibility for the allocation of cultural subsidies. In the Dutch system, the government operates at arm’s length in the sense that it does not judge the artistic quality of different cultural activities and organizations. For that it relies on the experts’ advice of the Arts Council. 

The main advantage of the Dutch system is that the government can shape cultural policy without interfering in artistic judgments about individual cultural activities and organizations. Since the Dutch system is characterized by ministerial responsibility, there is maximum scope for political lobbying and rent- seeking. This is further reinforced by parliamentarians who want to distinguish themselves by associating themselves with the arts. The result is that it seems easier to find extra budget for the arts than for the sciences, where the research councils allocate the subsidies and there is no ministerial responsibility. 

The Dutch government has made a determined effort to allow for more room for diversity and innovation and create the same chances for newcomers as for the establishment. The government should use the right manner and avoid destroying the intrinsic artistic motivation of artists (Van der Ploeg, 2002).

3.5.4 Government intervention

According to Langenberg (1999) the government interferes with the art market because they are unsatisfied with the outcome of the price mechanism. The government interference in the Netherlands tends to ignore traditional art, as it is thought that the market for this type of art is relatively small. But traditional art by living artists probably has at least as large a share of the total market as avant-garde art does. Most of the time, Dutch traditional experts find themselves in the shadow of the avant-garde experts. 

Modern governments care about the financial well being of their artists and want to help them. In a modern welfare state such as the Netherlands, no group must be left behind, and especially not artists, who are the producers of our cultural heritage. Unfortunately, because the government and their intermediaries know too little about the art market, artists are more dependent on their own personal connections or specialized art intermediaries (Langenberg, 2008).  


Abbing (2002) gives us three useful perspectives on the government: 

· The first view is that the government is selfless, it has an obligation, but is not under pressure to give. 
· The second view is that the government is forced to pay duties and these duties are located at intermediate persons on the duty-end of the gift-duty continuum. 
· The third view is that the government is a powerful donor and it gives to the arts and it receives because it has an interest in these returns.
3.5.5 Seven reasons why government intervention can be justified

It is important to know why the Dutch government should interfere with art because this will shed light on how artists can be motivated to work and how consumers can be influenced to visit art galleries and to learn more about (contemporary) art. By doing so, we can also find out how the Dutch government operates on several levels in the art and cultural sector.

These arguments are quoted from Van der Ploeg (2002) who was a former State Secretary for Education, Culture and Sciences:

· The first argument is that the government should invest in culture for the sake of our children. Developing a taste for cultural goods which leaves a lasting impression, rather than on instant entertainment is valuable. Children should not be forced to like high culture but they need to develop their own taste for any kind of art discipline. The reason why the government wants to promote this sector is because art is an experience that people can learn to appreciate when they are young. Through school is often the most effective way because not all parent have the possibility to learn their children about (high) culture.

· The second argument is that high culture traditionally is often visited by the older and higher educated part of the population, the elite. Because they receive subsidies for visiting high culture they can distinguish themselves from the rest. The central and local governments in the Netherlands recently have started action plans to take care of this unilateral occurrence. They aim to introduce high culture in other spheres and bring professionals together with amateurs. 

· Thirdly, when government interference has become such a clear part of the arts, then there may be a case for stimulating the demand rather than the supply of cultural goods. In the past, visual artists received a subsidized income and had to produce works of art and hand those over to the government. After a few years the public cellars bulged with paintings and other works of art that nobody wanted. Hence, to policy was abolished and replaced by an interest rate subsidy for buyers of art of Dutch living artists. This amounted to a shift from supply support to demand support. 

· The fourth argument is that if cultural goods are non- rival and/or non- excludable, then they can be regarded as public goods. The market will fail to deliver a socially optimal level for these cultural public goods. Hence, the government should step in to ensure that these cultural goods are actually delivered through the use of subsidies, tax incentives, regulation or public sector provision. 

· Fifthly, if there are cultural goods with existence, options, or intergenerational value, then there is a strong case for government subsidy, especially if they contribute to the social stock of cultural capital and are shown to the public.

· Sixth, failures on the supply side may merit government intervention. When cultural goods are produced under decreasing average costs, subsidy is called for to ensure full utilization. Decreasing ticket costs and full utilization of concert halls can pull audiences. If not, they can experiment with cheap last-minute tickets and spend more time on and effort on marketing. This may prove a strong incentive for stimulating demand through education. Another important argument here is that culture contributes to employment. 

· The last argument is about the performing arts and other cultural goods that are very labor- intensive and suffer from Baumol’s cost disease. Compared with the huge technological progress during the last few centuries in services and manufacturing, art production seems stagnant. Since productivity growth lags behind, the costs and price of these cultural goods must rise over time unless wages in the arts lag behind wages in the rest of the economy. To make sure demand and the provision of these cultural goods do not fall, many argue that government subsidy is required. 

These seven arguments present a strong case for subsidizing innovation, experiment and diversity in the arts. As we will see later on however, there are also some serious causes for concern when it comes to government subsidies and art.

3.5.6 Government subsidies

Subsidies basically do not help the art market: they increase poverty, because the number of artists grows, according to the statistics of the CBS (www.cbs.nl), and therefore more artists are poor (too much demand and less supply). Abbing (2002) agrees with this, stating that when you offer too much help then there will be too many people who believe they are artists. This could have a negative effect on artists’ motivation because they should rather choose another art discipline instead of visual arts.

This section has shown us so far that there is no doubt to the question whether governments should or should not interfere with the art market. It is clear enough that they are needed in this sector, whether to support the artists or to regulate the standard which art should have. There should be some guidelines, otherwise there is the possibility that everyone would just go around creating art with no goal and no standard to measure themselves with.

3.6 How the art market, on the demand side, can influence motivation
3.6.1 Introduction

This paragraph describes how the demand and supply side of the art market can influence motivation, and how the government can stimulate consumers to visit different kinds of art institutions such as galleries. It also shows that there is a lack of information, which is shown in the fact that people do not know enough about the art supply. Therefore, motivation of artists is often based on what the consumer wants. Because of the influence of the increasing demand for innovation at the beginning of modern painting, new generations of artists made it an increasingly conceptual activity. 
Art is subject to scarcity. Art and culture are limited by the economic resources available; they do not constitute free goods which are available in great quantity. The production of an artwork requires scarce resources in the form of labor, capital (like material), inventiveness and originality (Frey & Pommerehne, 1987). Let us now see how the art market can influence visual artists and their motivation.
3.6.2 The demand for art:

An individual experiences utility from enjoying (consuming) what he or she considers to be art. The economist is able to measure this demand in the form of the marginal willingness to pay. For the various art objects and artistic activities, variations in the willingness to pay can be observed, but it would be ridiculous to attach any intrinsic “artistic” value to such measurement (Frey, 2003). The willingness of individuals to pay is often directly visible in the price paid for art objects at auctions for paintings.

There are many areas and instances in which individuals do not exert their demand for art directly, but prefer to leave the decisions to some representative body. This can be parliament, (which determines the size of the budget allocated to the arts), public administration (which distributes the funds to the various art institutions and artists), or a group of experts (which may either exert control at “arms’ length” only, or hand out the money in the form of prizes or stipends). In these cases, the individuals’ willingness to pay for art is expressed indirectly in the sense that these representative bodies are ultimately given the power to decide about art. Thus, in a democracy, the voters also decide on the general arts policy, when they elect their parliament and government (Frey, 2003).

3.6.3 Market failure on the demand side:

The term market failure describes the failure of the market economy to achieve an efficient allocation of resources. When firms face negatively sloped demand curves, prices will exceed marginal costs in equilibrium. Thus, no real market has ever achieved perfect allocative efficiency. The conditions for efficiency are meant only as a benchmark to help in identifying sources of allocative inefficiency, called market failures. These sources provide scope for possible government intervention designed to improve market efficiency ─ even if not to achieve complete efficiency (Frey, 2003). 

If we take a look at the market failures on the demand side, then we see that there is too little art supplied, because not all the preferences of individuals for enjoying arts are being met (Frey & Pommerehne, 1990). This is in contrast to what Abbing (2002) says about the excess supply of artists. There is an excess supply of artists, but at the same time it is possible that there are not many various types of art work. 

There are a few types of demands that are not completely reflected in the art market. These are the external profits in production and consumption, non market demand and art as a public good. The external benefits in production and consumption are about the provision of artistic activities which may give up benefits to individuals and firms that are not involved in the production process. The art producer in a market does not take those external benefits which they do not pay for into account (Frey,1999). 

If we talk about the non market demand, then this concerns people who may value the fact that they have an option to go to an art institution, but in reality they never go to visit them or spend money on this. They know that they will never attend an artistic gallery or exhibition, but they will respect it and know the value. Some people do not value art but they consider it as a cultural heritage for future generations (Frey, 1999). Though, if we would say in this case that art is a valuable experience it means that one has to experience it first, and after a while will learn to appreciate it and perhaps even like it, then there could be a chance that people will genuinely value art. This could be done during youth, so that children will learn to grow up with art (Florida et. al, 2008).

If we look at art as a public good, then art may be collective in the sense that nobody can be excluded from enjoying and visiting it, and that the consumption of one person does not reduce the consumption of other persons. But, there are places, such as the operas or museums, where not everybody can go, because it may be too expensive resulting in an exclusive character whereby some people cannot visit the place (Frey, 1999). 

The lack of information, the fact that consumers are often badly informed about the supply of art, has often been used to argue for government intervention. Nelson (1970) says that consumers have a limited amount of knowledge and information about quality, which affects the market structure of consumer goods. He says that monopoly power for consumer goods will be greater if consumers know about the quality of only a few brands of those goods. The government should therefore support the arts to make up for the lack in demand and to provide more information about the art market. 

Income distribution concerns the consumption of cultural goods, which should be open to all classes of society and should not be reserved for the rich. Therefore, the government should support the arts to make its consumption available to persons who are not able to pay much money for them. 

Price, income, education, and learning experience are important factors in the demand for the arts, but art is mostly associated with emotions and feelings.  

As soon as artists get more money from subsidies, or from a partner, or friends, they cut down the second job to spend more time creating art. Because of that, we can say that income is a constraint and not a way to obtain consumer goods. Of course not all artists are like this, but the majority seems to adhere to this (Abbing, 2002). 

3.6.4 Excess demand for art

What if a demand for a particular artistic activity exists, but the supply is not forthcoming. The analysis of this disequilibrium again draws attention to the factors relevant to understanding art in society. In this case, artistic activity has not taken place and cannot be measured as part of society’s output. 

Three major reasons for a disequilibrium can be analyzed:

1- The production of the artistic output is not feasible because costs extend the stated willingness to pay. The question whether individuals’ demand captures all the benefits produced by the artistic activity or, in other words, whether any externalities exist. The literature based on economic welfare theory has identified important public good effects produced by art the most important being the option value, the existence value, the prestige value, the education value and the bequest value. Depending on the size of corresponding artistic activities should exist, and economists can suggest policy measures designed to reflect individuals true marginal willingness to pay.

2- The artistic activity is not forthcoming because its supply is forbidden or at least hindered. Political restrictions on the supply of art do not only exist in authoritarian regimes and dictatorships but also in democracies, especially when aspects of sexuality are involved.

3- Supply is not adjusted to demand in order to maintain, or willingly produce, a queue. The goal is to make consumers interpret the length of the queue as an indication of quality.

3.7 How the art market, on the supply side, can influence motivation:

Almost all cultural policy relates to the supply side: the main exception to this is arts education in schools, which develops future consumers’ taste. The focus is entirely on the supply of cultural goods and services by public and private organizations. According to the topic of this thesis, it is important to find out how governments can support the artists’ motivation and to what extent artists are willing to create art for less money. 

3.7.1 Introduction                                     

When looking at the visual arts, it appears there are several processes that result in decreasing artists’ motivation, as indicated by the continual increase in museum attendance, by the increase in the price of admission, and by the increase in expenditure for art objects. If we consider the arts to be are a superior good, any decrease in supply will raise their price more. What happens is, that the income of the suppliers is more than the decrease would be if the demand were the same or decreasing. 

Nowadays, governments often support the arts by increasing the demand for art works, than by decreasing the supply. In order to gain an increase in demand the government actually needs to make less of an effort, because the income elasticity operates in favor of the arts. On the supply side there is inelasticity in some kinds of art activities but not in others, hence conditions are favorable to rent-seeking for some and not for others. At the other end of the supply-elasticity scale, a subsidy that increases demand, will increase employment rather than income (Grampp, 1989). 

3.7.2 The supply for art

We will discuss four main aspects regarding the supply of art, taking the ideal situation of a well functioning market as our target. There are several threats to this ideal situation, as we will see shortly. 

We start off with the concept of the imperfect competition. The market for many cultural goods and services is characterized by monopolistic dealers who offer smaller quantities at higher prices above marginal costs, than competitive suppliers would. The government might correct this market failure by supporting additional supply. This argument does not always apply to all fields of arts, thus auctions of art objects are an example of an almost perfectly competitive market (Frey, 1999).

The second mechanism is formed by declining costs. Art supply may be a matter of increasing returns to scale, which means that higher quantities may be produced at lower average costs. In that case, marginal costs are lower than average costs. If the government wants to impose marginal cost pricing, it must support the suppliers by covering the difference between marginal and average costs. 

The third possible failure is the productivity lag. Suppliers in the live performing arts are subject to continuous cost pressure. They find it difficult to increase labor productivity, while they have to pay similar wages that increase in relation to those in the rest of the economy. 

The fourth and last market failure is about the income distribution. Artists seem to be, on average, poorer than other members of society, which is in contrast to the visual artists in earlier centuries, where they were known to have a lucrative existence as artists (Halbertsma, 2008). Democratic arguments may therefore constitute a reason for the government to support persons active in the cultural sector (Abbing, 2002, Frey, 1999). Though, according to Grampp (1989), artists do not necessarily need to be poor and might increase their income by reducing the supply of paintings (and painters). 
As Shubik (as cited in Towse, 2003) says, it is possible that art work of visual artists may not be sold by their art dealers. After trying to sell work a few times without any success, it is possible that artists will not get any more help from their dealers, who will cast them aside. Obviously, this will severely discourage the visual artists to continue creating their art work and they might end up  changing their art style or even art discipline. This shouldn’t automatically be regarded as a negative case, because innovation can be positive. 

Cowen (1998) says that artists offer new products to increase their income, their fame and their audience exposure. They seek to avoid duplicating older media and styles, which become played out and filled with previous achievements. Cowen (1998) states Picasso as an example. He says that Picasso was an artist of many talents and if he wanted he could copy many master styles but he won greater respect with his innovations than he would have achieved by copying the French impressionists (Cowen, 1998).

Economic motivation plays a far greater role among dealers than among artists, yet it is by no means necessarily the driving force, although it is probably one of the most important. The art market provides a challenge to both the merchant and the economist. (Shubik, as cited in Towse, 2003).

It is useful to make a distinction between individuals acting as artists producing independently, and in the framework of an art organization such as a theater. In most societies, everyone is free to call him or herself an “artist.” This may have been quite different in earlier times, when an artist was a well-defined member of a profession, i.e. had to undergo a specific education and moreover had to belong to a guild. It may also be different in more primitive societies, where custom and tradition determine who is an artist. 

In economics, art organizations are not treated as collective entities with a life and behavior of their own. Rather they are the result of individual action. Institutional conditions strongly determine to what extent an organization is free to call itself  “artistic” or cultural. In Western industrial societies, the use of these expressions is in principle free. However, the government regulates and codifies its use whenever it supports the “arts” by handing out subsidies or allowing tax exemptions and tax credits. What constitutes “art” and “culture” is, in this case, the outcome of the interactions of a large number of people active in the political sphere. The result heavily depends on the strength of organizations interested in the government support of the arts, in particular the community made up of art experts and devoted art lovers (Frey 2003).

3.7.3 Excess Supply of Art

Consider a theater company, which plays to an almost empty house. What does this situation reveal about the economic concept of art? The economist need not jump to the conclusion that lack of demand for the performance reveals that no art is involved. Rather, the analysis of this disequilibrium leads him or her to concentrate on the process of art in society. 

A lack of demand to the extent stated in the example above leads to a commercial loss for the theater company. This disequilibrium situation cannot be maintained over an extended period. Three solutions are possible:

1- The company does not survive. In this case, art disappears, it is no longer produced.

2- The theater company is reorganized so that costs are reduced and/or demand is increased. If this means avoiding a loss and enables the company to survive, we have an example of market produced art. 

3- The company covers the losses of producing the play by outside funding. Private sources, usually benefiting from tax exemptions, may directly sponsor the activity. The loss may also be covered by the government. What type of art survives, and what culture therefore is, is in that case politically determined by what parties are in government and parliament, how well the cultural interests are organized compared to other pressure groups, what art experts’ influence is, and how good the budget situation is (Frey, 2003).

3.8 Conclusion

Disequilibrium situations, in which supply exceeds demand, or demand exceeds supply, help us better understand the process by which art is produced and demanded, and therewith how the economist’s concept of art evolves. 

When government interference is about collective goods and external effects in the arts, the state does not serve the general interest. In this respect, subsidization is unnecessary, ineffective or even counterproductive in the long run. Subsidization is often unnecessary in the case of collective goods and external effects. It is also ineffective in the case of merit goods and can be counterproductive with respect to artists’ incomes. Moreover, instead of correcting market failures subsidies actually induce market failures because they cause unfair competition. 

Nevertheless, in one form or another, general interest arguments have been used successfully in public debates to promote subsidies for the arts. For instance, when after the Second World War the costs of the performing arts began to rise rapidly, politicians worried about artists’ incomes and about the accessibility of the arts to people with lower incomes. A strong desire has always existed to educate people through art. Art subsidies were required to enable a sufficient production of collective goods and external effects in the arts.

The phenomenon that groups put indirect pressure on governments to subsidize the arts, i.e. rent seeking, may well offer a supplementary explanation for the larger part of art subsidization (Abbing, 2002- 230).

The fact is that there is an excess supply of visual artists that can lead to too much competition which can decrease artists’ motivation to create art. Too many artists can have the same style, topics or manner of working. This can lead to artists opting for style changes where they can still work with art but not the activity or style they like doing in the first place. If an artist is sufficiently intrinsically motivated however, it doesn’t matter that there is an excess supply of visual artists. In that case, whatever it take the artist will still want to create the painting, for the sake of art.

So in conclusion we can say that government subsidy does influence artists’ motivation, but the outcome strongly depends on the extent and kind of motivation the artists has, for creating art.

The economic situation can have a big impact on artists motivation because, just as any other human being, artists need to meet primary physical needs. If such requirements become hard to meet, artists’ motivation can decrease. Moreover,  in order to make ends meet, the artists will need to find another job, perhaps art related and in the worst case non art related.

As we have seen in this chapter, the government has a huge influence on artists motivation. It always had and will continue to do so in the future. There are several ways in which the government can influence artists’ motivation. There can be regulations, orders, subsidies, the creation of more possibilities and education. Besides these actions we have also seen that the government plays various roles in the art world, namely the role of intervener, employer and regulator.

Artists, and especially visual artists, know a higher unemployment rate than people in other job segments. Because of government policies and regulations, there are several social features that support artists. The main reason why the government needs to interfere is that from an economic point of view there are irregularities and a dissatisfaction with the price mechanism. 

When you are an individual, the government tries to find work by using and offering subsidies. Most of the time one is dependent on one’s own personal environment and contacts. This makes it difficult to have success. In various areas the government has made positive contributions to the art world, though it remains difficult to determine when government policies become interference and when it is about findings ways to support artists.

Chapter 4. Interviews








“The end of my long  journey”

“In 1985, my family and I fled to the Netherlands. In the beginning, I volunteered as a restaurateur at the Tax Museum (Belasting and Douane Museum) in Rotterdam. One year later, I was employed in civil service, leading a life in exile. Until a few years ago, I worked as a painter restaurateur in Rotterdam. I also had a component of the exhibition (Verleidelijk Beleid) and exhibited a unique series of paintings of the Belasting and Douane Museum. In 2003, I was diagnosed with cancer. This led to my departure from the museum I was working at. 

Since I live in The Netherlands, I have found a way to paint and to express my feelings. I had a few exhibitions where I could show people what Iran and her landscapes look like through my eyes. I have learned to appreciate many things that are available here for an artist and government policies that are there just to regulate and to stimulate. Their main activities are to stimulate creativity and motivation.  

I believe that as an artist you have to appreciate the circumstances that you are surrounded by, because I have seen worse and I know that these were not the kind of circumstances a visual artist could work in. Even if I would get the chance to go back to my country, I don’t want to go because the memories I have of my youth will never be the same and what I have build up here, I could never have in my own country. 

4.1 Introduction

This chapter will describe the interviews held among 11 final year students at the Willem De Kooning Academie. Because motivation is something that may seem quite abstract at times, these students have been interviewed to find out more about their motivation. As we have seen through the eyes of the Persian visual artist, the feelings towards a country, personal history and political circumstances shed a light on inner motivation. These are insights that lead us to the core of intrinsic motivation, a core not easily put into definitions or theory,  but essential to being a motivated artist. 


This chapter will further elaborate on the procedure of conducting the interview and the interview questions that were asked. The outcomes of the interviews will be given in a summary which will be connected to the theoretical framework discussed in the previous chapters. 

4.2 Qualitative interviews

There are some basic points that are essential when undertaking a research using qualitative interviewing. Those points concern questions such as whom is interviewed, where will the interview take place, what are the questions and how are they recorded.

Who should be interviewed is an important consideration, in order to achieve in-depth insights with enough scope of the subject under research. In this research, as already said, 11 final year student of the WdKA have been chosen as the ones to share their experiences with us as future artists. The WdKA has been chosen because it is highly regarded among artists. Interviewing takes a lot of time in comparison with surveys, and therefore the location was also of concern. 
There were 11 students available who together will make up the research population. Even though this number may seem small, as mentioned before, a full length interview takes a lot of time in preparation and analysis. Also, because the depth of the face to face interviews and the dialogical approach, in my opinion, the content and results, in other words, the quality, outweigh the sheer number of students interviewed, the quantity.

The interviews were held at the Academy, which is located in Rotterdam and offers professional education in the fields of visual culture, art, design and professional lectureship. During their study years the students follow practical and theoretical courses such as art history, culture history, drawing, photography and so on. During the time the interviews were held, the students were working on their final projects and they were present at the academy building a lot. It is a comfortable place for them to be interviewed, because it is ‘their domain’  which puts the students at ease.

The interviewee needs to see the interview as an informal conversation even though the interview needs to be structured and planned. It is important to adjust to the conversation as much as possible so the interviewee is encouraged to talk. The interviews were not recorded because the interview space was too crowded and audio recording was not possible. The answers were directly put into an electric form. 

The academy was contacted by email and they forwarded the email questions to the students. To save time and to increase the chance of students cooperating, a reward of 5 euro was promised. The first student applied after only two days and then the second and third and this continued. The students were asked to ask their fellow students to cooperate, to create a snowball effect.

4.3 The structure of the interviews

The students who were interviewed will stay anonymous, which enhances the rapport and protects the respondents and their privacy. Furthermore, the interviews were not in a group structure, but face-to-face, to ensure the full attention needed to conduct a good interview. 

To follow up with a concise analysis of the interviews, a structure of themes needs to be created, which is discussed during the interviews. The goal of these interviews is to collect in-depth information about the motivation of Dutch visual artists. A short topic guide was shared with the interviewees to offer transparency and structure. The questions were kept open ended, which will allow for new topics not initially incorporated to be added, and elaborations. The structure of the interview will ensure the reliability and the validity of the analysis. The interview contains specific personal questions on the values and motivations of the work of these young artists. The respondents were of course informed that the main subject of the interview was motivation of artists. 

To analyze the interviews, a few key-questions have been chosen that were highly relevant to the topic of this thesis. All the background questions have been analyzed but the rest of the questions fall outside the scope of this research. Therefore, I chose to focus on the following themes:

Theme 1: Background questions

Theme 2: Influences on Motivation

Theme 3: Future expectations

4.4 The first theme
The first theme brought up during the interviews, consists of social demographic questions like age, gender, education, religion and work field of the parents. These data is important for comparing the students and to find out if their social environment has an influence on their motivations in becoming an artist.

The background questions are necessary, because they shed light on who you are interviewing. They also provide a useful background for any statistics. The question about the parents can show a correlation between the parents and the students. According to Libby (2000), the environment of a person and their childhood has a lot to do with what they are doing now.  If the parents have an artistic background, then the chance that their children will have an artistic career is much bigger. This also depends on what the parents have done with their education and how they have motivated and stimulated their children. Therefore the question in the interview about the profession of their parents is quite valuable to this research. 

4.5 The second theme

The second theme concerns the influences on motivation of visual artists; The motivations of studying art and the reasons why they have chosen to go to this academy. This is important to gain insight in how their careers as artists have begun and how they experience being an artist in the Netherlands. How does it feel to be an artist while there have been so many changes during the last years and how do they deal with these changes. Do they motivate them to be the artists they are now and how do they feel and experience the pressure and demand of the consumers, and the pressure of the critics. Also, did these changes have an effect on their style and artistic development during the last 5 years? A question about how they explain success, shows us when an artist is satisfied and how they describe their own success. Therefore, we need to look deeper into the artist career and focus on the artistic success. There is no single direct and obvious way to measure the quality of an artist’s work over the course of his career. 

4.6 The third theme
Then, in the conclusive third section we will take a look at the future, by asking them what they expect of the art market and if they consider themselves to be successful artists. This is interesting as a possible factor that influences the motivation to be an artist and go on as an artist. It is also important to find out whether the artists have plans to move to another country or if they want to stay here. This information might also come in handy in case there will be an extension of this research, to compare the same artists in the future. What do they want to achieve and what have they achieved in 5 years?

The order in which the questions are asked, can have an influence on the answers. Therefore the interview will start slowly and broad, with a few general questions, followed by knowledge questions and then the opinion questions. I have also put the questions in a chronological order. Past, present and future.

4.7 Analyses of the interviews
Theme 1: Background questions 

If we start to analyze the background questions then we immediately see that the gender division was perfectly equal. There were five male students en five female students. They were all approximately between 25 year and 32 years old and have the Dutch nationality. There was one student who came from Iraq. Not one of the parents had a cultural or artistic background, which was very surprising as I had expected the students to have grown up in artistic families. Instead, the parents all had various professions ranging from office clerks to professionally arranging flower pieces.

A couple of students had done something artistic before they went to the WdKA and some of them previously took another course in arts. They were all active as artists and even when they weren’t artists they did something related to art. Two of the students had done something completely different such as finishing bakery school and 3 years of business administration. Most of them were exposed to art through their primary school and they chose to go the WdKA because the location was nearby, it has a good reputation or through friends.

Theme 2: Influences on motivation

As stated before, it is hard, if not impossible to describe, analyze or quantify motivation. This intangible concept that drives all artists, is as abstract as the art they might produce. What I wish to show in this section is that, even though motivation is personal and dependent on many different conscious and unconscious traits, occurrences and beliefs, there still is a common ground. Let’s turn to the upcoming artists and ask them what motivated them to want to become an artist.

According to four of the interviewees, their parents had influenced them in their motivation to become the artist they are now. Their parents taught them a lot about art, even though they had no artistic background themselves, when they were little so they were exposed to art at an early age. Three of the students said that their environment, like media, television or family influenced them. They believe that the media has a big influence on their motivation and inspiration and may even influence their work now. One of the interviewees said that it was the moment he got to know surrealism, fantasy and dream worlds. These things had a great impact on his motivation.
Remarkably, none of the interviewees thought that there are too many artists. They all said that there is no problem with high competition and even if there is, it actually is a good thing. It keeps one awake and motivated as an artist and it can be stimulating to help each other to work together and learn from each other. They all see each other as individuals and not as competitors in a market. This was surprising because a lot of other professions have a high degree of competition among professionals, but among artists there seems to be some sort of a truce. This might be partially clarified by the fact that many artists work alone, and therefore value each other’s company, support and criticism. Stiff competition might be more prevalent if artists all worked together in factories or office buildings.

Most students agreed that the demands of the consumer are not too high, even though some acknowledged that there might be a degree of pressure in meeting the consumer’s wishes and delivering what he or she wants. One of them said: 


“…during class we talk about it sometimes and how we have to deal with the wishes of consumers and we do believe that some of them believe and want us to be a second Mondriaan, Van Gogh or Rembrandt! Sometimes it is difficult to measure with our past and some people don’t understand that we all are individuals who have our own motivation, inspiration and creativity.” (N9)  

This did not make any of the students nervous though. Despite the common acceptance that artist’s may struggle to keep their head above water, they all displayed a remarkable degree of  self confidence:

“If a consumer wants my art work than they should accept it as it is, or otherwise they can go and make their own art!”  (N1)

Two interviewees did believe that it could change someone’s style. The style of one’s work however, comes from the inside and cannot be simply adjusted. Some artists are willing to make small adjustments, but one’s own work will always show a personal style. One interviewee makes art on demand and works with assignments so the artist always considers the demand of the consumer but within that makes room for his own style. Of course the consumers want something new and unique, when you buy a luxury good you want it to be custom made for you. He says: “It doesn’t create a big pressure, because I’m an artist and that is what I do, making unique art.”

The students seem to be concerned about what is happening in the world (the current economic crisis which also influences prices of art pieces). Furthermore, they deem the high expectations of critics to be very irritating. The critics and the galleries set the high standards and what happens is that consumer taste will also change. If this view is entirely realistic is the question, because every artist should of course, strife to create to his or her best ability.

Organizations such as galleries and intermediaries are seen as useful, though not necessary for everyone. It depends on what kind of artist someone is and what they want to achieve. Two of the interviewees work on project base and sign up when their municipality has a project. They are dependent, (though not completely), because they need an organization such as the municipality or a gallery to have their work exposed and to get some recognition. 

When I asked the students whether their motivation to work is to gain recognition from the consumers and government, three of the students said that it feels good to achieve a degree of fame. The reasons were that you get the (financial) reward and the feeling of being appreciated. It is for them the connection with the consumer that counts and it is good to know that they are there in case you will ever need them. 
Success means different things for the students, but the answers show  certain similarities in that they all would like to be happy, successful and enjoy the things they do. Some pointed out that before they did work they did not like, which was no success. It is important to stay true to yourself, to get recognition from other artists and people who are active in the art market.

 Success equals doing something they really enjoy. That is essential because it gives your work an extra dimension and allows you to be yourself no matter what. The main key to achieve this, is the unique expression you have and to believe in yourself with everything you do.

“I’m a successful artist when I can work fulltime as an artist and when I have the freedom to work fulltime and can pay my needs. Success for my career means that I can be busy with the most interesting projects and that I won’t need a second job to pay my bills.” (N8)

Another interviewee said about success:

“Success is when you are walking in a supermarket and you don’t need to know what you put in your shopping trolley. That you don’t have to be worried how you pay the next bill. Also it is important that you have the recognition en fame by all the layers of the art world and art market.”  (N4)

Over time, people can change and so does their taste. If we look at the answers of the interviewees then we can see that almost all agree that their style has evolved, mostly because of their own motivation. Their study also plays a role, at the academy they teach you to be innovative and offer a lot of inspiration in the classes. The style of the students has become clearer and when they look at their work when they had just begun they discover a certain recurring style or theme. The interviewees admitted that during the years they go to the academy they have learned a lot by listening and talking to the teachers helping them to develop a unique style. 

Six of the interviewees agreed that the government should help them more and that there was a long way ahead before finding satisfactory solutions for stimulating artists. One of the interviewees added that it would be great if the government would give cultural and art institutions more subsidies and that they would have more projects for children. This way they, as artists, can help others to have a stronger connection to the art world.

Two of the interviewees opposed and stated that the government should interfere less. It is their fault that consumers, galleries and intermediaries have high expectations. They added they feel less motivated because they feel pressured to be innovative and authentic. Artists will find a way to survive and the help of government is not necessary, especially when they are only meddling in people’s affairs and interfere with their style and what they should, or should not paint. One of the interviewees was very clear in her opinion about the consumers. She said that expectations are killing art and that the people in the ‘West’ are difficult to satisfy. In her culture, she has the Dutch nationality but has Indian roots, India, they say “their stomach is filled”. In the ‘East’ people are less demanding and see art for what it is. They have the hunger to learn, share thoughts and get fascinated. A real artist explorers herself and sends out a message by her art. 
Theme 3: Future expectations

When the question came to how the students see themselves and what their expectations are for the art market in the coming 5 years came, the answers varied greatly. It seems as if they all had a unique perspective on the future. The one thing they all have in common is that they all want to go on being an artist making their living with their profession and paying their bills from their work.

Their answers reflected the current situation however. The economical crisis causes a lot of insecurity. Subsidies are harder to obtain and consumers might keep their wallets in their pocket because of the crisis. Art is a soft sector and moreover a luxury consumer good. Art works will be one of the first products that people will cancel from their shopping list. One of the interviewees said that the artists were not informed well and some students are just naïve and believe in the romantic story of becoming a visual artist without any problem.

They say that they distinguish themselves by just being as they are now and by being unique. By traveling, they want to learn more and if they stay here they would like to open a gallery to give workshops to the youth. These dreams might show a slightly naïve, but at the same time very positive prediction for the future. Only time will tell, but it seems fair to say that the tell tale signs are not as bright as these young artists might hope for.

When asking them what they expect after graduating, they almost all said that they want to find a job as an artist or in a related field. It is refreshing to see these students thinking so positively, especially at this moment in time. They hope to get enough assignments to work fulltime and will obtain the success they want to achieve. Most of them want to achieve their goals here in Holland but two of them said that they really want to go to another country because they believe that the success they want is easier achieved abroad than here. Two of the artists didn’t exclude it, saying that if they won’t find their success here, they will certainly try their luck somewhere else.

This brings us to the last question on how the art market will develop and evolve in the future.

Again the reasons varied, but some very clear opinions were uttered. Some of them predicted that computer generated art will take over the handmade art This results in scarcity of artists who make handmade art. This can lead to a situation whereby artist create a niche market for themselves because the quantity and quality of traditional art will decrease. 

Also, art should not be seen as a luxury good anymore, but as something that can be a contribution to the world and can be a way of communication. Perhaps, when this happens, art and science will embrace each other and the two fields can work with each other.

The last thing that I will mention in this last question is that the students think that the government can interfere with the art world and art market, but not with their work. So the government should stay on their side of the line, the economic side of this market. 

“I think that art and science will work more together. We all want a more beautiful and cleaner World and I believe that the art world has a very big contribution.” (N7)

“I expect/ hope that art will not be seen as a luxury good anymore and that art will be used more often with social matters. Hopefully art will be more part of the society! “(N8)

The current climate may lead to diminishing subsidies for artists and art organizations. The possible decrease in subsidizing art is a concern, as one student put it:

“I do hope that the government will support the artists in the future and will give them more money to support them instead of cutting in their subsidies.”(N11)
We will look at this and other issues more closely in the final chapter of this thesis, the conclusion. 
4.8 Conclusion

The interviews with the students indicate that education is part of their motivation to become a visual artist. It was not because of the backgrounds and jobs of their parents which was the decisive part but it was the way they were motivated and stimulated by their parents. So the parents did play a role, without necessarily being artistic.

They all stated that there is no excess of artists, and even if there is, they do not see these artists as a threat, but rather as positive competition. They believe that they all can add a positive contribution to the art world by being unique and innovative. They added that they all have their own specific style. The students don’t want the government interfering too much with the artists, but rather use the government as a tool to achieve their goals.  

Their future plans revealed that they all wanted to continue painting. A small proportion of the artists considered doing this in another country, but most of them wish to stay here. Some want to travel to learn more about the world and to get motivated and inspired. By travelling a lot, paintings and styles can be enriched and this can be a way to distinguish oneself as an artist. They all hoped to be successful as an artist and otherwise to combine their artistic work with a job related to art. 

All art students were optimistic and it can be said that their intrinsic motivation is very strong, because no matter what would happen, creating art comes in first place, no matter what the reward is. Of course it would be very interesting to follow up on these interviews in a later stage of these young artists’ lives. As already discussed with regards to previous research, artists’ motivation and dedication changes over time (Galenson, 2000a, 2000b,2001,2002, Ginsburgh and Weyers 2006 and Rengers 2002). It is difficult to predict how many of these young artists will eventually become successful (in whatever terms one wants to define success) and how many of them will end up changing their careers.
These interviews have given us more insight in the intrinsic motivation of the artists by confirming what was already put forwards in the literature. But most important were the answers which were not found in literature, such as was the case with the second theme about intrinsic motivation. 

As we have seen in the answers, they all share a positive outlook and are full of confidence, as young future artists should be. In the next chapter I will integrate the views of the students with the theoretical framework, to come to a final conclusion on the motivation of  visual artists in the Netherlands.

Chapter 5. Conclusion & Implications






5.1 Introduction

This final chapter will offer a comprehensive conclusion about all the data and information put forward in this thesis. Also the identity of the Persian visual artist, who served as a contrasting illustration in the search for motivation in Dutch artists, will be revealed. 
This chapter will also review all preceding chapters and offer a short summary of the research purpose and questions with their appropriate answers. We will take a look at the theory which has been used for this research and how it connects the theory and the answers which the interviewees have given.

The chapter will continue with providing the managerial and theoretical implications. Finally, the chapter will end with future research and limitations. 

The purpose of this study was to gain insights in the motivation of Dutch visual artists, by studying the effect and influences of different factors that play a role in the art world, especially the government and their art policies. This provided the following thesis:
Why does the Dutch government have a positive influence on the intrinsic and extrinsic motivation of the current Dutch visual artists?

5.2 Overall conclusion

The theoretical framework I built up during the course of this thesis served to provide insights in the intrinsic and extrinsic motivation of artists. During this research we have discovered a few factors which can have an influence on an artist’s motivation. 


I introduced the work preference model (Throsby, 1994), multiple jobholding and the crowding out theory. In summary it can be said that the average artist cares less about money and more about non-monetary rewards. Incomes are low because artists believe they miss the capabilities which are needed in other professions and because artists tend to be less risk-aversive than other people. Future artists are structurally misinformed about opportunities and perspectives and when young professionals enter the market, incomes tend to end up below expectation. It has to be said though, that even if and when artist were well aware of the constraints the artistic life poses in terms of perspectives and rewards, many of them would still go ahead and be an artist. This has to do with the high degree of intrinsic motivation, the urge to create, no matter what. 

The extrinsic and intrinsic characteristics of motivation were explained and discussed, in order to find out how the motivation of artists can be influenced. We found out that environment, childhood and education are influences on artist’s motivation. By discussing the role of the government over the years, the answer to the main question can now be answered. 

The government has a great impact on an artist’s motivation and it can greatly matter what kind of government rules a country. The artists in Holland work under a decentralized democratic government, which we can see in their art style and the way artists can express themselves. The decentralized system allows for various styles of art and creations. Everyone can create and paint what they want and because of this freedom of expression, artists have no difficulty staying motivated. The Dutch government tries to take care of their artists and tries to stimulate their motivation by drawing up projects, institutions and funds. 

What the Dutch critics say and write about Dutch art and their artists is very important. Generally, it is not the consumer who puts pressure on the artists, but the critics and the government. The government should also be careful not to interfere with the artist on a personal level or regarding subject matter and artistic choices, as artists value their independence. It is a fine line between support and interference, whether well meant or not. 
The analysis of the policy in the Netherlands has shown that the government policy is not well equipped to support and improve artistic creativity. In many cases, government support even tends to undermine innovation in cultural activities. Therefore it is necessary that government support is as neutral as possible in order to leave creativity unaffected. Private art supporters and art professionals are better prepared to meet the conditions needed for supporting artists’ innovative capacity, perhaps because of their personal relation with the field. 

The government, politicians and bureaucrats need to realize that motivation and creativity aren’t things that can be planned, but are internal processes that vary from person to person. This does not mean that government support to the visual arts should be dismissed or curtailed. A good government policy is invaluable for a dynamic and booming art world. The government should however, concentrate on setting the right institutional conditions for artistic creativity. 

There are some positive and some negative consequences derived from government support. On the one hand it makes artists dependent on subsidies and foregoes any form of natural selection or ‘survival of the fittest.’ On the other hand, it can be said that starting artists are vulnerable and deserve government support. Besides the funding, the government policy treads on thin ice when it comes to interfering with the art works and personal choices of the artists. 

The government’s policy should be focused on establishing rules and regulations that help building a flourishing art market, by for example setting enough property rights for artists’ output (Towse, as cited in Frey, 2003) and stimulating the international trade in art works. The government can inspire artistic motivation and creativity by not interfering in the artistic process and by stimulating other parties, such as art professionals, to take over the role of enhancing artists’ intrinsic motivation. 

5.3 Theoretical contribution

This study is a contribution to the current research body concerning artistic motivation and government policies. As there is a shortage in this specific field, more research is very much needed. The review of the field of research showed that there was only little research available on motivation of Dutch visual artists. Most of the academic research was aimed at artists’ success factors and factors of external influences. One of the goals of this research was to broaden the scope of  the concept of intrinsic motivation, by describing the past developments and complementing it with an analysis of interviews of a few up and coming Dutch visual artists.

This research has validated some of the previous findings in the field. We can for example conclude that the studies of Abbing, Frey and Klamer on visual artists and government support is confirmed, in that the government does have an influence on the motivation of visual artists. However, we can ask ourselves whether this influence is positive or negative, as seen in the previous paragraph.  

Because motivation is a somewhat abstract and intangible concept, I have decided to use a qualitative research method for shedding light on motivation of artists in the Netherlands. By interviewing 11 final year students, I hoped to gain insight in their views on motivation and their perspectives in the Dutch art market. The results showed that most young artists are intrinsically motivated, that they have a very positive outlook, see themselves being an artist for the long term and are very much motivated by:

a. Their parents;

b. The media and their surroundings;

c. Their education at the arts academy.

Abbing (2002), Halbertsma (2008) and Frey (2003) proved the significance of artists characteristics such as innovativeness, creativity and style behavior. What the young artists showed was that they do indeed each have their own character, style and hopes and dreams. The common thread is the urge to create, to be independent and to do the work that they love for the rest of their lives. 

5.4 Limitations & Future research 

There are some limitations to this research. The main limitation was that at the beginning, the response to the interviews was not very high. The email that was forwarded to the final years students at the WdKA did not receive much response and only eleven students were willing to cooperate. Therefore, the empirical part turned out smaller in scope than I hoped for. On the other hand, conducting interviews and analyzing the responses is very labor intensive. I decided to focus on depth instead of on breadth and used the theoretical analysis as the backbone of this thesis. I would recommend future research to continue broadening the scope of current visual artists by further analyzing the concept of motivation. Researchers can continue by examining the differences in extrinsic motivation and intrinsic motivation in relation to success (financial or otherwise).


Even more relevant is that future research is needed on preferred government interference, by perhaps looking back at previous policies or conducting an extensive survey among relevant artists in the Netherlands. Another interesting extension of the found results is to compare these results with another art domain, say sculpture, to find out whether there are differences in motivation and how their creativity has been influenced.


What has become clear is that even though we can’t quantify the motivation of our artists, the government sure has many possibilities in enriching, stimulating and supporting the artists living and working on her soil. 

I hope I succeeded in providing a research that shows the interplay of multiple angles in artist motivation; the government, the Dutch artists and the view of an outsider, the Persian artist, who showed that where you come from and what policies one’s government has, definitely has a profound effect on one’s work. 

This man goes by the name of Ahmad Khaknegar and is in fact my father, a man who lives for his art and has first hand experienced what role a government can play in the life of an artist. 


His story showed that the intrinsically driven artist still exists. When the government of Iran tried to shut him up, instead of getting disillusioned, he found extra motivation and inspiration. The circumstances an artist finds him or herself in have an enormous impact on creativity and art. The government art policy of the Netherlands, in comparison to the various dictatorial government policies of Iran, served as a great motivation for my father.


I have learned a lot from him and have learned to appreciate certain things in life which can have a big impact on my life style. It was because of him I learned to appreciate art in many ways. His spirit, strength and knowledge about so many things have kept me busy during the moments when I needed to find out more about the motivation of the Dutch artists because I could discuss and talk about my research topic with someone who had the most driven intrinsic motivation, my beloved father.


He died on September 7th 2009 after a terrible struggle with his disease as he always had to struggle in his life. We are grateful that though he is not here with us anymore in person, he has left us a great piece of him which is immortal, his beautiful paintings.   
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Appendix 1: The interview questions
The interview starts with the background questions:

	Q1 - What is your gender?

	   Male
   Female


	Q2 - What is your age?

	


	Q3 - In which city do you live?

	


	Q4 - What did you study before you came to the WdKA?

	


	Q 5- How long have you been active as an artist?

	


	Q6 - What is your nationality?

	


	Q7- What is the profession of your mother and father?

	


Now we will go further with more detailed questions

	Q8 A) -     How were you exposed to art the first time?

·     Was this:

·     With your parents?

·     At primary school?

·     At secondary school? 

·     Through friends?

·     Other……………………………..

 B)      And what is the main reason  for you to become an artist?

	


	Q9 A) -    What were the reasons for you to start with this course?

      B)      Why did you choose for the WdKA?

              Was this because of:

·    Friends

·    Reputation of the academy

·    Location (nearby)

·    Special courses offered

·    Other………………………….

	


	Q 10 - Is there anything in your environment that has influenced your motivation to   become the artist you are now?

For example:

Parents

Environment like television, media etc.

Other……………….

	


	There are scientists who say that there are too many artists which causes an excess- supply and competition among artist. 

Q 11 -    Do you think that there are too many artists ?

· If yes, do you think that this has an influence on the motivations for being  an artist and does it have an influence on their style? 

	


	Q 12     A)   If we take a look at the demand side, the consumers, do you think that the  expectations, like being innovative or unique, of the consumers are too high?

             B) Are there special demands from consumers which an artist has to take into account   while creating a piece of   art?

· C) If yes, does this create a big pressure for the artists which can influence the   quality and motivation of an artist?

	


	Q13 A) -   Do you sense that there is a high competition among artists?

         B)    If there is, does this has an impact in the style of an artist and the artistic choices he or she makes?

	


	Q 14 A) What is the role of intermediaries, like galleries, for an artist?

         B)  How independent is an artist? Do they need galleries, if so, why?

         C)  Do aspire to be linked to a gallery?

	


	Q 15 A-   Could you please describe success? 

                Would you describe success as:

· Money

· Recognition by colleagues

· The ability to hold an exhibition

· The winning of an award

· Other……………………………………

         B  What does success mean for your career as an artist?

         C   What is the main key that makes an artist successful?

	


	Q 16 -   Have you already worked as an independent artist by having your work sold or  have you ever publicly exposed your work?

If yes, where was this and how did you achieved this?

	


	Q 17 – Has your style evolved during the past few years, if yes, how?

           Because of:

           Your own motivation

           Your teacher

           Environment

           Demand of the market

           Family and friends

           Other…………………..

	


	Q 18 -   How do you see yourself between now and 5 years? What are your expectations in 5 years for the art market?

· How do you think to fit in there?

· How will you distinguish yourself from the other artists?

	


	Q 19 -  What do you expect of the market after you are graduated?

             I expect that:

· I will get a job as an artist or a job which is related 

· I will have lots of exhibitions

· I will study something else

· Other……………………………………………………
What is your ideal scenario for the coming 5 years?

Do you expect to have booked the success you wanted?

       

	


	A lot of artists have had more success in another country than their own, this can be because of luck, different style, more motivations or something else.

Q20 - Are you planning to stay here after you are graduated or perhaps you have plans to move to another country?

If yes, what are your motivations to do this?

	


	Q 21 - If we could look for one moment into the future, how do you think that the art market will evolve and develop further?

	


	Q 22 - Is there anything else that matter and you would like to mention?

	


Thank you very much for the cooperation. 

Appendix 2: The interviewees
N1 
	Q1 - What is your gender?

	   Female


	Q2 - What is your age? 

	26


	Q3 - In which city do you live? 

	Rotterdam


	Q4 - What did you study before you came to the WdKA?

	Teacher at primary school


	Q 5- How long have you been active as an artist?

	 For 2 years


	Q6 - What is your nationality?

	Dutch


	Q7- What is the profession of your mother and father?

	Teacher and engineer


	Q8 A) -     How were you exposed to art the first time?

·     Was this:

·     With your parents?

·     At primary school?

·     At secondary school? 

·     Through friends?

·     Other……………………………..

 B)      And what is the main reason  for you to become an artist?

	At primary school during class like “handenarbeid en tekenlessen”. I found out that I liked to draw and to copy cartoons. I did not know that I wanted to become a artists that time but I knew that I liked to draw. From this time I started to paint whenever I could and this became more exploring and during the years my style evolved from copying to expressing my feelings.

I wanted to make my hobby as a profession. This is the way I like to express myself and to tell people how I see the world. 




	Q9 A) -    What were the reasons for you to start with this course?

      B)      Why did you choose for the WdKA?

              Was this because of:

·    Friends

·    Reputation of the academy

·    Location (nearby)

·    Special courses offered

·    Other………………………….

	·    Reputation of the academy. I had heard a lot about it and since I live in Rotterdam and I have a busy schedule this academy works best for me.


	Q 10 - Is there anything in your environment that has influenced your motivation to   become the artist you are now?

For example:

Parents

Environment like television, media etc.

Other……………….

	My mother was a teacher as well. She learned me a lot while was very young. We always created new things, we painted a lot. My mom always said that I should do something artistic because she saw me drawing all the time.


	There are scientists who say that there are too many artists which causes too much supply and competition among artist. 

Q 11 -    Do you think that there are too many artists ?

· If yes, do you think that this has an influence on the motivations for being  an artist and does it have an influence on their style? 

	No, I don’t think that there are too many artists. Perhaps there are but I don’t call it an excess supply. Each artists is an individual en has their own individual ideas. Therefore there is a broad market for each consumer. 


	Q 12     A)   If we take a look at the demand side, the consumers, do you think that the  expectations, like being innovative or unique, of the consumers are too high?

             B) Are there special demands from consumers which an artist has to take into account   while creating a piece of   art?

· C) If yes, does this create a big pressure for the artists which can influence the   quality and motivation of an artist?

	A) It is difficult to understand what the consumer wants. I make my own piece of art and hopefully consumers will like it. Perhaps they expect a second Rembrandt or van Gogh, I don’t know…but I know that this is now and that we live in the future.

B) No, a client wants art which is specifically mine en not something they have designed on their own. Otherwise they can become an artists themselves.

C) X


	Q13 A) -   Do you sense that there is a high competition among artists?

         B)    If there is, does this has an impact in the style of an artist and the artistic choices he or she makes?

	A) I don’t know if we can call it competition but I know that you need to stay focused and stay creative. Like all other professions and work, if you reach something which is very high leveled than of course people look up to you and perhaps with a little bit of competition. But with this you stay at least focused.

B) For me it doesn’t or it shouldn’t be. We all get inspiration by the same materials because we live in this same universe but whether I would like to paint a portrait or a landscape depends only on me.




	Q 14 A) What is the role of intermediaries, like galleries, for an artist?

         B)  How independent is an artist? Do they need galleries, if so, why?

         C)  Do aspire to be linked to a gallery?

	A) They are some kind of gatekeepers for us. If we would need them to show our work than they are there for us. Nowadays there are all kind of forms of galleries which are being subsidized by the local municipality.

B) Artists can be as independent as they want to be, it is what they are looking for. If they want fame than they can better do this with the help of galleries and exhibitions. But I do think that it is important to negotiate with the gallery how the work will be exposed.


	Q 15 A-   Could you please describe success? 

                Would you describe success as:

· Money

· Recognition by colleagues

· The ability to hold an exhibition

· The winning of an award

· Other……………………………………

         B  What does success mean for your career as an artist?

         C   What is the main key that makes an artist successful?

	A) Success for me is when I’m doing something I really enjoy working with. By doing so you can live the life you want to which I can call success. I have been there, doing work I don’t like and that was absolutely no success. 

B) It is very important because it gives your work an extra dimension   

C) To be yourself no matter what.


	Q 16 -   Have you already worked as an independent artist by having your work sold or  have you ever publicly exposed your work?

If yes, where was this and how did you achieved this?

	No, so far I had no opportunity to do so. But I hope this will change very soon.


	Q 17 – Has your style evolved during the past few years, if yes, how?

           Because of:

           Your own motivation

           Your teacher

           Environment

           Demand of the market

           Family and friends

           Other…………………..

	Yes it has evolved but not very much because I want to be me. It has evolved in becoming more professional.


	Q 18 -   How do you see yourself between now and 5 years? What are your expectations in 5 years for the art market?

· How do you think to fit in there?

· How will you distinguish yourself from the other artists?

	 In five years I hope to be so successful that I have my own gallery where I can give workshops to the youth. That would be a great combination for me because I believe that children are not exposed enough to art and this should be more stimulated. 




	Q 19 -  What do you expect of the market after you are graduated?

             I expect that:

· I will get a job as an artist or a job which is related 

· I will have lots of exhibitions

· I will study something else

· Other……………………………………………………

What is your ideal scenario for the coming 5 years?

Do you expect to have booked the success you wanted?

	It would be great if the government would give cultural and art institution more subsidy and that they would have more projects for children. This way we, as artists, can help others to have more banding with the art world.

At this time with the crisis, I don’t think so but I sure hope so!


	A lot of artists have had more success in another country than their own, this can be because of luck, different style, more motivations or something else.

Q20 - Are you planning to stay here after you are graduated or perhaps you have plans to move to another country?

If yes, what are your motivations to do this?

No, I don’t have plans to move. I’m happy here as it is and there is a lot of work which need to be done.


	Q 21 - If we could look for one moment into the future, how do you think that the art market will evolve and develop further?

	I think that a lot of work will be taken over by computers en that the real art creation will be very rare. 


	Q 22 - Is there anything else that matter and you would like to mention?

	No, good look with your thesis!




N2 

	Q1 - What is your gender?

	  Male


 

	Q2 - What is your age?

	 28


 

	Q3 - In which city do you live?

	 Rotterdam 


 

 

	Q4 - What did you study before you came to the WdKA?

	Havo


 

	Q 5- How long have you been active as an artist?

	Since I came to the academy, 3 years ago. Though I was already drawing and being creative for myself. But I wanted to learn more about art.


 

	Q6 - What is your nationality?

	 Dutch 


 

	Q7- What is the profession of your mother and father?

	 My mother is a housewife and father works in a fabric. Though my father in law is an artist and since I know him we always talk about art. 


 

	Q8 A) -     How were you exposed to art the first time?

-           Was this:

-           With your parents?

-           At primary school?

-           At secondary school? 

-           Through friends?

-           Other……………………………..

 

 B)      And what is the main reason  for you to become an artist?

	 I became an artist because I like to be creative. I enjoy to make paintings and to express myself 


	Q9 A) -    What were the reasons for you to start with this course?

      B)      Why did you choose for the WdKA?

              Was this because of:

-          Friends

-          Reputation of the academy

-          Location (nearby)  
-          Special courses offered

-          Other………………………….


 

	Q 10 - Is there anything in your environment that has influenced your motivation to become the artist you are now?

For example:

Parents

Environment like television, media etc.

Other……………….

	 I think that my motivation has to do with a lot of aspects like the media or television. It also depends on how creative my parents were when I was a child. The earlier you start with being creative the more motivation you achieve and you get motivated by these aspects.


 

	There are scientists who say that there are too many artists which causes too much supply and competition among artist. 

 

Q 11 -    Do you think that there are too many artists ? no
-       If yes, do you think that this has an influence on the motivations for being  an artist and does it have an influence on their style? 

	 No, there are never too much artists because they can only enrich our culture and beauty. Every artist has their own style and therefore they all different. Perhaps the government sees it as an excess supply because of the many subsidies or financial support they give.


 

	Q 12     A)   If we take a look at the demand side, the consumers, do you think that the  expectations, like being innovative or unique, of the consumers are too high?

             B) Are there special demands from consumers which an artist has to take into account   while creating a piece of   art? 

-       C) If yes, does this create a big pressure for the artists which can influence the quality and motivation of an artist? No

	A) Sometimes people expect from us to act like the great artists in the past but we are who are now and who knows where we will stand in the future!


 

	Q13 A) -   Do you sense that there is a high competition among artists? No

         B)    If there is, does this has an impact in the style of an artist and the artistic choices he or she makes?

	 It’s not that that there is a high competition like with models. But of course, I want to be better than another artist so sometimes I do look at someone else and wish to had his inspirations or design. But it is not that we have a fight or rude discussion.


 
	Q 14 A) What is the role of intermediaries, like galleries, for an artist?

         B)  How independent is an artist? Do they need galleries, if so, why?

         C)  Do aspire to be linked to a gallery?

	 It depends on what you want after graduation. If you want to have exhibitions and to become famous this way than those kind of institutions are necessary. I think they are necessary because they are a tool for artists to reach their goal. It is like a movie star or model who needs an agent to plan their work and to find a suitable movie for them. We can compare this with an artist who needs to become more famous and we can do this by intermediaries. 


 

	Q 15 A-   Could you please describe success? 

                Would you describe success as:

-       Money

-       Recognition by colleagues

-       The ability to hold an exhibition

-       The winning of an award

-       Other
         B  What does success mean for your career as an artist?        

        C   What is the main key that makes an artist successful?

	A) Being happy with what I do. Being satisfied when Ï finish a painting. When the moment comes that I won’t be satisfied anymore than I will get less successful this can be because I don’t know what to paint and have no ideas anymore.

B) That my work will be recognized as an artist by people and that they like what I paint.

C) I believe that it is their unique expression. To stay themselves and not to change. 


  

	Q 16 -   Have you already worked as an independent artist by having your work sold or  have you ever publicly exposed your work?

If yes, where was this and how did you achieved this?

	No, it is too early for me 


 

	Q 17 – Has your style evolved during the past few years, if yes, how?

           Because of:

           Your own motivation

           Your teacher

           Environment

           Demand of the market

           Family and friends

           Other…………………..

	If I look at the moment when I first started I had a different view on certain things which I also like to paint. Now, since there has happened a lot during these last years and I have learned a lot more, I believe that I have become more professional. But some things have also had an influence on my style, a few personal happenings.

 


	Q 18 -   How do you see yourself between now and 5 years? 

-            What are your expectations in 5 years for the art market? 

-            How do you think to fit in there? 

-            How will you distinguish yourself from the other artists? 

	  I do not know, If I look back and see what has happened I don’t know what to expect. Especially because of the crisis I don’t know if I will get a job, If people will have the time or money to visit art galleries. But because I love my work and my work is my hobby I hope that I will grow more to become a famous artist.

It is a bit difficult to distinguish yourself but I believe that with my own creation and unique expression I will get close to my goal.


 

	Q 19 -  What do you expect of the market after you are graduated?

             I expect that:

-       I will get a job as an artist or a job which is related 

-       I will have lots of exhibitions

-       I will study something else

-       Other …………………………………………………

 

What is your ideal scenario for the coming 5 years?

Do you expect to have booked the success you wanted? 

	I hope that I will start somewhere as not so famous artist and learn to create more and more unique works. Because  you don´t stop learning after graduated and you will always make something new. I also hope to stay motivated and not to lose my creativity. 

Then, I can only hope that I will book success and to have a few exhibitions so people and colleagues will know me.


 

	A lot of artists have had more success in another country than their own, this can be because of luck, different style, more motivations or something else.

 

Q20 - Are you planning to stay here after you are graduated or perhaps you have plans to move to another country? 

If yes, what are your motivations to do this?

	 No, at least not for now, Netherlands has a lot to do with their art and culture policy and who knows, I will help them a hand!


 

	Q 21 - If we could look for one moment into the future, how do you think that the art market will evolve and develop further?

	In this world everything develop more every day included art, hopefully artists will get more foundations or help from the government. Because if I look at France, Spain or Italy, the government there appreciate art more than they do over here! 

But also the prices of art pieces, some of them are ridiculous high and nobody can afford it to buy high quality art. So perhaps there is something the market needs to take account with in further development.


 
N3
	Q1 - What is your gender?

	   Female x


 
	Q2 - What is your age?

	32


 
	Q3 - In which city do you live?

	 Maassluis


	Q4 - What did you study before you came to the WdKA?

	 Secondary school, than I worked a while and after that I wanted to do something else and I always wanted to be creative in an artistic way and therefore I went to the WdKA


	Q 5- How long have you been active as an artist?

	Since I started with this course actually
 


	Q6 - What is your nationality?

	 Iraqi 

 


 
	Q7- What is the profession of your mother and father?

	 My father is a soccer trainer and my mother was a secretary 

 


 
	Q8 A) -     How were you exposed to art the first time?
-           Was this:
-           With your parents?
-           At primary school?
-           At secondary school?  x
-           Through friends?
-           Other……………………………..
 B)      And what is the main reason  for you to become an artist?

	 See Q 4


 
	Q9 A) -    What were the reasons for you to start with this course?
      B)      Why did you choose for the WdKA?
              Was this because of:
-         x Friends
-          Reputation of the academy
-          Location (nearby)
-          Special courses offered
-          Other………………………….

	 I needed to professionalize myself and because I didn’t go to school for a long time I needed to get more educated about art before I could do something. My friends an family told me about this academy and that’s why I had chosen for the WdKA. 


	Q 10 - Is there anything in your environment that has influenced your motivation to   become the artist you are now?
For example:
X Parents
Environment like television, media etc.
Other……………….

	 My mother was always busy with me in a creative way and she always tried to stimulate me. But the media and seeing other artists at work also got me very motivated.


	There are scientists who say that there are too many artists what causes too much supply and competition among artists 
 
Q 11 -    Do you think that there are too many artists ?
-       If yes, do you think that this has an influence on the motivations for being  an artist and does it have an influence on their style? 

	 No, there are not too many artists. There are many artists but it’s not too much. Although, not high quality and serious artists. We can all stimulate each other and try to learn from each other.


	Q 12     A)   If we take a look at the demand side, the consumers, do you think that the  expectations, like being innovative or unique, of the consumers are too high?
             B) Are there special demands from consumers which an artist has to take into account   while creating a piece of   art?
-       C) If yes, does this create a big pressure for the artists which can influence the quality and motivation of an artist?

	No, it is not the expectations of the consumers, perhaps it is, but since a lot has already been discovered and done it is difficult to stay innovative 


	Q13 A) -   Do you sense that there is a high competition among artists?
         B)    If there is, does this has an impact in the style of an artist and the artistic choices he or she makes?

	 Well, because some artists can’t stay innovative and motivated there could be a matter of competition but it shouldn’t be that bad as in other professions. 
If it makes an impact, it could be but it shouldn’t be. I can image as an artist that when there are, for example, to many artists who make modern portraits than another artist will change his style and will paint only landscapes! 


	Q 14 A) What is the role of intermediaries, like galleries, for an artist?
         B)  How independent is an artist? Do they need galleries, if so, why?
         C)  Do aspire to be linked to a gallery?

	 They don’t need a gallery to be successful. Though it could be good in case. I don’t see myself as a gallery artist. I’d rather do it on my own!


  
	Q 15 A-   Could you please describe success? 
                Would you describe success as:
-       Money
-       Recognition by colleagues
-       The ability to hold an exhibition
-       x The winning of an award
-       Other……………………………………
         B  What does success mean for your career as an artist?
         C   What is the main key that makes an artist successful?

	 
 To distinguish yourself from others and to be an individual. Try to be yourself and not what the media or people make of you because this can ruin your success. 


	Q 16 -   Have you already worked as an independent artist by having your work sold or  have you ever publicly exposed your work?
If yes, where was this and how did you achieved this?

	Yes, I started with making fairy tale dolls, these were really beautiful and some people actually wanted these and I could sell them for about 40 to 50 euro. This happened through my parents who had them in their house and their friends were interested.  


	Q 17 – Has your style evolved during the past few years, if yes, how?

           Because of:

           Your own motivation

           Your teacher

           Environment

           Demand of the market

           Family and friends

           Other…………………..

	 Well, I knew my family and friends and I knew what the demand of the market was. What I didn’t know was my teacher who had a great positive influence on me. He really helped me to stay who I am and enriched my style and also motivation.


 
	Q 18 -   How do you see yourself between now and 5 years? What are your expectations in 5 years for the art market?
-       How do you think to fit in there?
-       How will you distinguish yourself from the other artists?

	 This is really difficult to say. I hope that I can be as various as I always were. I love to paint, making sculptures. It depends on what I want to do in this time. I hope the art market will develop better than it does now. It is very shameful what is happening now. I also believe that the government should support us more and that there should be more auctions for the regular artists. Hopefully I can distinguish myself by being very different in styles and kind of art.  


 
	Q 19 -  What do you expect of the market after you are graduated?
             I expect that:
-       x I will get a job as an artist or a job which is related 
-       I will have lots of exhibitions
-       I will study something else
-       Other……………………………………………………
 
What is your ideal scenario for the coming 5 years?
Do you expect to have booked the success you wanted?

	 As I already said, Hopefully I will get assignments to work for individual people to create the art they want to. Like sculptures what I used to do and making paintings what I’m making now. 
My ideal scenario would be if I had a lot of orders and that I will stay happy and satisfied as I’m now, but also to make a living with my hobby.


	A lot of artists have had more success in another country than their own, this can be because of luck, different style, more motivations or something else.
 

Q20 - Are you planning to stay here after you are graduated or perhaps you have plans to move to another country?

If yes, what are your motivations to do this?

	 Perhaps, I wouldn’t exclude it. You never know!


	Q 21 - If we could look for one moment into the future, how do you think that the art market will evolve and develop further?

	 I think it will be very various but perhaps the quality will be low because nowadays almost everybody calls him or herself an artist! Hopefully everyone will stay unique and people will stay and appreciate art. Because if this economic crisis people don’t have the time or the money anymore to visit museums or to buy art. This can be really a disaster for the art market. 


	Q 22 - Is there anything else that matter and you would like to mention?

	 This could be a good question, how to measure quality and who is a good artist? 


 
N4
	Q1 - What is your gender?

	   Female


	Q2 - What is your age?

	26


	Q3 - In which city do you live?

	Rotterdam


	Q4 - What did you study before you came to the WdKA?

	HAVO




	Q 5- How long have you been active as an artist?

	3 years




	Q6 - What is your nationality?

	Dutch, though my father was from India  


	Q7- What is the profession of your mother and father?

	Mother: Housewive

Father: Owner of a boutique




	Q8 A) -     How were you exposed to art the first time?

·     At primary school

 B)      And what is the main reason  for you to become an artist?

	I love to active people with my work and sharing thoughts about art 


	Q9 A) -    What were the reasons for you to start with this course?

      B)      Why did you choose for the WdKA?

             

	Location (nearby)


	Q 10 - Is there anything in your environment that has influenced your motivation to   become the artist you are now?

For example:

Parents

Environment like television, media etc.

Other……………….

	Each day can influence your thinking. My artwork is a combination of feelings, thoughts and capturing here and now. My fascination for consciousness started when my friend thought me how to meditate.  




	There are scientists who say that there are too many artists which causes too much supply and competition among artist. 

Q 11 -    Do you think that there are too many artists ?

· If yes, do you think that this has an influence on the motivations for being  an artist and does it have an influence on their style? 

	No, there can never be enough artists who can express themselves through art. 


	Q 12     A)   If we take a look at the demand side, the consumers, do you think that the  expectations, like being innovative or unique, of the consumers are too high?

             B) Are there special demands from consumers which an artist has to take into account   while creating a piece of   art?

· C) If yes, does this create a big pressure for the artists which can influence the   quality and motivation of an artist?

	A) Expectations are killing. I think people in the ‘West’ are difficult to satisfy. In our culture we say “their stomach is filled”. In the ‘East’ I noticed that people are less demanding and see art for what it is. They have the hunger to learn, sharing thoughts and get fascinated 

B) I think a real artist explorers itself and sending out a message my making art. So no, don’t take the consumer in account. They are difficult to satisfy anyway.  

C) -




	Q13 A) -   Do you sense that there is a high competition among artists?

         B)    If there is, does this has an impact in the style of an artist and the artistic choices he or she makes?

	There is competition when you feel competition. I think artist who try to satisfy the consumer have competition. I think that the biggest struggle is against yourself.


	Q 14 A) What is the role of intermediaries, like galleries, for an artist?

         B)  How independent is an artist? Do they need galleries, if so, why?

         C)  Do aspire to be linked to a gallery?

	A) They can help finding your way faster and get publicity

B) This is what I tried to explain earlier. The more you make art by thinking what the consumer wants to see, the more dependent you get. So depending on your choices, you decide your dependency. Galleries are useful and important to make contact with an artist and its ideas.    


	Q 15 A-   Could you please describe success? 

                Would you describe success as:

· The ability to create art which can express who I am and how I feel.

         B  What does success mean for your career as an artist?

         C   What is the main key that makes an artist successful?

	A) The ability to hold an exhibition

B) Setting up art projects for children in 3rd world countries. So they learn how to explore their self. This self investment is the start of empowerment and a step forward in the quality of life.

C) Believing in Me and therefore in what you do


	Q 16 -   Have you already worked as an independent artist by having your work sold or  have you ever publicly exposed your work?

If yes, where was this and how did you achieved this?

	Yes, in India. With some friends while we were travelling we met a person who was doing project such as described in Q 15 B. this gave us the opportunity to expose our work.


	Q 17 – Has your style evolved during the past few years, if yes, how?

           Because of:

           Your own motivation

	Yes, 

Own motivation and to really look at others and learn from them this way you can put more expression in your art work.


	Q 18 -   How do you see yourself between now and 5 years? What are your expectations in 5 years for the art market?

· How do you think to fit in there?

· How will you distinguish yourself from the other artists?

	Hopefully I will travel again to learn more about the world and to get more motivation and inspiration. I really have my own way of painting and because I travel a lot I can paint more various paintings and styles, this is how I can say that I distinguish myself.


	Q 19 -  What do you expect of the market after you are graduated?

             I expect that:

· I will get a job as an artist or a job which is related 

What is your ideal scenario for the coming 5 years?

Do you expect to have booked the success you wanted?

       

	Ideal scenario is described in Q15 B.

Yes, if booked the success


	A lot of artists have had more success in another country than their own, this can be because of luck, different style, more motivations or something else.

Q20 - Are you planning to stay here after you are graduated or perhaps you have plans to move to another country?

If yes, what are your motivations to do this?

	Yes, because I want to be at a place I feel more at home. I haven’t found this place yet!




	Q 21 - If we could look for one moment into the future, how do you think that the art market will evolve and develop further?

	Artist whom put their soul into their art will hold strong. They should be because the art market is at the moment like a really rough sea, who doesn’t hold on strongly will go off board!


	Q 22 - Is there anything else that matter and you would like to mention?

	Enough said


 

 
N5
	Q1 - What is your gender?

	  Female


	Q2 - What is your age? 

	25


	Q3 - In which city do you live? 

	Rotterdam


	Q4 - What did you study before you came to the WdKA?

	HAVO


	Q 5- How long have you been active as an artist?

	2year


	Q6 - What is your nationality?

	Dutch


	Q7- What is the profession of your mother and father?

	Teacher


	Q8 A) -     How were you exposed to art the first time?

·     Was this:

·     With your parents?

·     At primary school?

·     At secondary school? 

·     Through friends?

·     Other……………………………..

 B)      And what is the main reason  for you to become an artist? 

	It was my calling to become an artist, I always love to draw, even at high school during class. So I knew what to do after I graduated from high school.


	Q9 A) -    What were the reasons for you to start with this course?

      B)      Why did you choose for the WdKA?

              Was this because of:

·    Friends

·    Reputation of the academy

·    Location (nearby)

·    Special courses offered

·    Other………………………….

	I needed to become more professional, therefore I needed to go to class.


	Q 10 - Is there anything in your environment that has influenced your motivation to   become the artist you are now?

For example:

Parents

Environment like television, media etc.

Other……………….

	The media, yes, I believe that they have an influence on everything. You can get happy of it or it can make you sad. It motivates you to do all kind of things, in a positive or negative sense.


	There are scientists who say that there are too many artists which causes too much supply and competition among artist. 

Q 11 -    Do you think that there are too many artists ?

· If yes, do you think that this has an influence on the motivations for being  an artist and does it have an influence on their style? 

	There are not too many artists. There is enough room for every artists to express themselves, just try to be yourself.


	Q 12     A)   If we take a look at the demand side, the consumers, do you think that the  expectations, like being innovative or unique, of the consumers are too high?             

            B) Are there special demands from consumers which an artist has to take into     account   while creating a piece of   art? 

· C) If yes, does this create a big pressure for the artists which can influence the   quality and motivation of an artist? 

	A)No, an artist should always be innovative and create art in their own way. If you always put your soul in your work. There will always be someone who likes it and thus than you will meet their standards.

B)If a piece of art is made on a special request from a client they will most of the time give you enough space to free your creativity. Sometimes a client can ask you to make art about some kind of subject. This will provide the framework but the content is left to the artist.

C)Some assignments are more difficult than others, but if everything would be that easy to create there wouldn’t be any fun in it.


	Q13 A) -   Do you sense that there is a high competition among artists? 

         B)    If there is, does this has an impact in the style of an artist and the artistic choices he or she makes?

	No not really, and even if there would be, sometimes it keeps you awake!


	Q 14 A) What is the role of intermediaries, like galleries, for an artist?        

         B)  How independent is an artist?         

        C)  Do aspire to be linked to a gallery? 

	A) It is the connection with the customer. Of course you have some connections as an artist with customers. However a gallery gives you more exposure.

B) An artist is independent. The work of an artist is the end product and only the artist can produce this. So if there isn’t an artist there is no product to sell. Do they need galleries, if so, why?

C) It is a dream of me to have my work exposed in a gallery.


	Q 15 A-   Could you please describe success? 

                Would you describe success as:

· Money

· Recognition by colleagues

· The ability to hold an exhibition

· The winning of an award

· Other……………………………………

         B  What does success mean for your career as an artist?        

         C   What is the main key that makes an artist successful? 

	Appreciation by other artists, to create whatever I want and to stay motivated.

Creativity is the key but to stay motivated is also one of the main keys.


	Q 16 -   Have you already worked as an independent artist by having your work sold or  have you ever publicly exposed your work? 

If yes, where was this and how did you achieved this?

	No


	Q 17 – Has your style evolved during the past few years, if yes, how?

           Because of:

           Your own motivation

           Your teacher

           Environment

           Demand of the market

           Family and friends

           Other…………………..

	I started with a lot of inspiration, creativity and motivations. During the years here at the academy I learned a lot more about myself and what I need to do to keep motivated. This is by staying who I am and as long as I can express myself I can evolve my styles a hundred times.




	Q 18 -   How do you see yourself between now and 5 years? What are your expectations in 5 years for the art market?

· How do you think to fit in there?

· How will you distinguish yourself from the other artists?

	The art market is difficult to predict but if we take a look at the crisis at the moment than I can only say that we as artists with our ‘luxury’ goods will get a big problem. Funding will be closed, no more subsidizing etc. 

I will keep true to myself and believe in my work. That’s the point to start from and pass this on to others who will also eventually see the beauty of my work.


	Q 19 -  What do you expect of the market after you are graduated?

             I expect that:

· I will get a job as an artist or a job which is related 

· I will have lots of exhibitions

· I will study something else

· Other……………………………………………………

What is your ideal scenario for the coming 5 years?

Do you expect to have booked the success you wanted?

       

	In 5 years I want to have my first exhibition, if this will happen than I have booked the success I wanted and it would be great if there will be someone who likes my work and will buy something!


	A lot of artists have had more success in another country than their own, this can be because of luck, different style, more motivations or something else.

Q20 - Are you planning to stay here after you are graduated or perhaps you have plans to move to another country?

If yes, what are your motivations to do this?

	I would love to go to new York, the people, the culture, to be alive 24 hours and of course….the art galleries, institutions and funding!




	Q 21 - If we could look for one moment into the future, how do you think that the art market will evolve and develop further?

	Art will be evolving with its environment. So there will also be more electronic art. And new styles. Which will diminish easy the art what is should be, handmade!


	Q 22 - Is there anything else that matter and you would like to mention?

	-


N6
	Q1 - What is your gender?

	Male


	Q2 - What is your age?

	 26


 
	Q3 - In which city do you live?

	 Rotterdam


	Q4 - What did you study before you came to the WdKA?

	 HAVO


	Q 5- How long have you been active as an artist?

	 8 years 


	Q6 - What is your nationality?

	 Dutch


	Q7- What is the profession of your mother and father?

	 Mother: teacher
Father: unknown


	Q8 A) -     How were you exposed to art the first time?
-           Was this:
         With your parents?
-           At primary school?
-           At secondary school? 
-           Through friends?
-           Other…Uncle
B)      And what is the main reason  for you to become an artist?

	I saw a way of communication trough painting and I have a lot to communicate and to say to the rest of the world. 
  


 
	Q9 A) -    What were the reasons for you to start with this course?
      B)      Why did you choose for the WdKA?
              Was this because of:
-          Friends
-          Reputation of the academy
-          Location (nearby)
-          Special courses offered
-          Other……family…………………….

	 Location because it is nearby. I needed to be more learn more techniques. Therefore I went to this academy. Though, I could always get advice from a family member who is also a visual artist. For other questions and for more help I could get advice from him.
 


  
	Q 10 - Is there anything in your environment that has influenced your motivation to   become the artist you are now?
For example:
Parents
Environment like television, media etc.
Other…… ………….

	 Well, my uncle has been like a father to me. I could always ask him anything and I liked to be with him. Since a little kid I  have seen how he works and how strongly motivated he was when he talked about art. He really dislikes all the modern art, he always says that those stripes don’t mean anything. It really attracted me and because of him I was always intrigued by paintings. When I was little, he had a chair for me and I could look how he worked and then I tried to copy him. So, he is my main influence. 
 


 
	There are scientists who say that there are too many artists which causes too much supply and competition among artist. 
 
Q 11 -    Do you think that there are too many artists ?
-       If yes, do you think that this has an influence on the motivations for being  an artist and does it have an influence on their style? 

	 
 No, I do believe that students need to have more information about the art market after they are graduated because I have a feeling that some of them are having too romantic ideas about being a visual artist. They think they can be the second Mondrian and don’t know how big the pressure nowadays can be. I believe they are to naive and in that sense there are too many artists. But,  If you are a real artist then you would only appreciate that there is a lot of diversity which could only enrich our heritage.
 


	Q 12     A)   If we take a look at the demand side, the consumers, do you think that the  expectations, like being innovative or unique, of the consumers are too high? 
             B) Are there special demands from consumers which an artist has to take into account   while creating a piece of   art? 
-       C) If yes, does this create a big pressure for the artists which can influence the  quality and motivation of an artist?

	 
 Difficult to say. I would say yes but also no. Yes, sometimes consumers have a lot of critique. They want to analyze all the art work and want to know what the meaning is of an modern painting. When a painting is different than a landscape or portrait than they think they have to analyze the painting instead of enjoying it. 
But if believe, that when you have your own motives to paint, demand of consumers should not make a difference. If a consumer wants you to paint something than yes, you have to listen and make something the consumer wants. Though this should not be seen as a pressure or reduction of the quality but more as an honor because they are interested in YOUR art.



	Q13 A) -   Do you sense that there is a high competition among artists?
         B)    If there is, does this has an impact in the style of an artist and the artistic choices he or she makes?

	 
 Yes, it has a big impact. As I have said, if you are truly motivated to create art it should not make a difference. But if you try to make money out of your job as an artist than there is the possibility that you need to change your style to see what the consumers want.
 


	Q 14 A) What is the role of intermediaries, like galleries, for an artist? promotion
         B)  How independent is an artist? Do they need galleries, if so, why? yes, promotion
         C)  Do aspire to be linked to a gallery? yes

	 
 I believe that they can help you to reach your goals like having exhibitions and getting more famous.
 


	Q 15 A-   Could you please describe success? 
                Would you describe success as:
-                B  What does success mean for your career as an artist? 
         C   What is the main key that makes an artist successful? 

	To create art in my own style and to stay motivated, creative and innovative.
To evolve and to learn from my own style. Try to learn from others and to be satisfied after finishing a painting.
For me, to be satisfied with my paintings but also to get some recognition from peers, especially from family.
  


	Q 16 -   Have you already worked as an independent artist by having your work sold or  have you ever publicly exposed your work?
If yes, where was this and how did you achieved this?

	 
No, I have not had the chance, but I would be dream come true if I could have an exhibition with my uncle.


	Q 17 – Has your style evolved during the past few years, if yes, how?
           Because of:
           Your own motivation
           Your teacher
           Environment
           Family and friends
          



	 Yes, because of our teachers at the academy, my family and my own experience.
 
 


	Q 18 -   How do you see yourself between now and 5 years? What are your expectations in 5 years for the art market? 
-       How do you think to fit in there? 
-       How will you distinguish yourself from the other artists? 

	 I would really like to have an exhibition with my uncle. This would be something which I would like to have in the future.
He had a few exhibitions so by working with him and a few intermediaries we could manage this. 
By having my own style, I like to work with colors in detail., and because of my background other artists will recognize me. In our culture there are not many other artists and this is already a way to distinguish myself. 
  


	Q 19 -  What do you expect of the art market after you are graduated?
             I expect that:
-      
-       
-      What is your ideal scenario for the coming 5 years?
Do you expect to have booked the success you wanted? 
       

	 
 I don’t expect too much. I do need a job to survive but I would not stop painting.  Perhaps some workshops, to work in a museum. We will see, I’m still young!
  


 
	A lot of artists have had more success in another country than their own, this can be because of luck, different style, more motivations or something else.
 
Q20 - Are you planning to stay here after you are graduated or perhaps you have plans to move to another country?
If yes, what are your motivations to do this?

	 No, I will stay, I believe that there are enough ways and activities here that needs to be done!


	Q 21 - If we could look for one moment into the future, how do you think that the art market will evolve and develop further?

	 
 No idea! Perhaps more artists and less support from the government? The government may believe that there are too many artists who they need to support and they will or give less subsidies or only to a few artists.


	Q 22 - Is there anything else that matter and you would like to mention?

	 No, thank you, it was nice to talk about several things.
 


N7 
	Q1 - What is your gender?

	   Male


	Q2 - What is your age?

	26 years


	Q3 - In which city do you live?

	Rotterdam


	Q4 - What did you study before you came to the WdKA?

	Bakkerij / horeca en SPW


	Q 5- How long have you been active as an artist?

	3 years




	Q6 - What is your nationality?

	Dutch


	Q7- What is the profession of your mother and father?

	My mother is the head of secretaries in the hospital of Walcheren en my father is a product developer.




Now we will go further with more detailed questions

	Q8 A) -     How were you exposed to art the first time?

·     Was this:

·     With your parents?

·     At primary school?

·     At secondary school? 

·     Through friends?

·     Other……………………………..
 B)      And what is the main reason  for you to become an artist?

	I always wanted to become an artist because I can work whenever I want. It is just a feeling that I have that I have more control about my own life instead of working for someone else.


	Q9 A) -    What were the reasons for you to start with this course?

      B)      Why did you choose for the WdKA?

              Was this because of:

·    Friends

·    Reputation of the academy

·    Location (nearby)

·    Special courses offered

·    Other………………………….

	Because of the location which is nearby


	Q 10 - Is there anything in your environment that has influenced your motivation to   become the artist you are now?

For example:

Parents

Environment like television, media etc.

Other……………….

	It was the moment of contact with surrealism, fantasy and dream worlds. These things had a great impact on how my motivation works.


	There are scientists who say that there are too many artists which causes an excess- supply and competition among artist. 

Q 11 -    Do you think that there are too many artists ?

· If yes, do you think that this has an influence on the motivations for being  an artist and does it have an influence on their style? 

	No, I don’t believe that there are too many artists. There are too many sculptures, I believe, therefore the work of a lot of other artists will not be seen.


	Q 12     A)   If we take a look at the demand side, the consumers, do you think that the  expectations, like being innovative or unique, of the consumers are too high?

             B) Are there special demands from consumers which an artist has to take into account   while creating a piece of   art?

· C) If yes, does this create a big pressure for the artists which can influence the   quality and motivation of an artist?

	A)A buyer has no great demand than that it should only match the color of the couch. It is the art critics and the galleries who ask for new and innovation. 

B) As any other entrepreneur you need to pay your taxes and you are responsible for your own retirement. As an artist you are an entrepreneur who makes his own product. You should also look at the demand and supply. As an artist you can only make a few art pieces within a short amount of time and when the demand is high that you should look again for the price. 
C) There are artist who choose not to make commercial art. If that is really true I doubt but it is something like cursing in a church if an artist creates something what will sell good instead of making something whereby he wants to express himself. For me it is important that I can be myself en that I won’t have to adapt my creation to gain more money. Of course you are an entrepreneur and you need to eat but then I prefer to make sketches and to sell them for a nice price.


	Q13 A) -   Do you sense that there is a high competition among artists?

         B)    If there is, does this has an impact in the style of an artist and the artistic choices he or she makes?

	A)No, in my working field there is not much of competition because I have my very own specific style in comparison of what kind of art is produced now. 
B) If I would sense that there is a matter of competition that I would strengthen my knowledge to try to cooperate with each other. We should help each other not to stay in each other way.


	Q 14 A) What is the role of intermediaries, like galleries, for an artist?

         B)  How independent is an artist? Do they need galleries, if so, why?

         C)  Do aspire to be linked to a gallery?

	I think that is something which belongs in the past. Galleries are an old concepts to sell art but today the day there are more ways which will us to Rome. An artist can have his own web shop where they can sell their work for lower prices and the artist can earn more money. 
B) Well, I don’t need a gallery. I have developed my own concept by which I have the advantage myself but also the disadvantages. 
 C)I Believe that it can be useful because people are changing. So when there is a gallery where my work will be appreciates than I will embrace it.


	Q 15 A-   Could you please describe success? 

                Would you describe success as:

· Money

· Recognition by colleagues

· The ability to hold an exhibition

· The winning of an award

· Other……………………………………

         B  What does success mean for your career as an artist?

         C   What is the main key that makes an artist successful?

	A)Success is when you are walking in a supermarket en you don’t need to know what you put in your shopping trolley. That you don’t have to be worry how you pay the next bill. Also it is important that you have the recognition en fame by all the layers of the art world and art market. 

B  I think every artist would like to have success by recognition of his or her work. 
C)To believe in yourself and what you are doing.


	Q 16 -   Have you already worked as an independent artist by having your work sold or  have you ever publicly exposed your work?

If yes, where was this and how did you achieved this?

	Yes! I have already sold several work and have already have different kind of exhibitions. I have all my works got photographed so I can have my own collection. I have my personal website where you see my work and also on another site of Downw arts.
(www.mvbaks.com) (www.downw-arts.com)


	Q 17 – Has your style evolved during the past few years, if yes, how?

           Because of:

           Your own motivation

           Your teacher

           Environment

           Demand of the market

           Family and friends

           Other…………………..

	Your own motivation

           Your teacher

          But also the knowledge of the materials and the world have helped with the development of my work.


	Q 18 -   How do you see yourself between now and 5 years? What are your expectations in 5 years for the art market?

· How do you think to fit in there?

· How will you distinguish yourself from the other artists?

	In 5 years I see myself still busy as I’m now and the past few months. Only the school concept will disappear so I can focus more on my career and my company. What I would like is that my life will be easier so I don’t have to rethink every dime I want to spent.


	Q 19 A)-  What do you expect of the market after you are graduated?

             I expect that:

· I will get a job as an artist or a job which is related 

· I will have lots of exhibitions

· I will study something else

· Other……………………………………………………

B) What is your ideal scenario for the coming 5 years?

C)Do you expect to have booked the success you wanted?       

	A)I expect that I can work more outside my working place. By doing this I hope that my company will grow and I can work harder. 
B)To live somewhere in the woods with my girlfriend and a few animals. To be independent from all kind of authorities.
C)I do think that I will make it but five years is to short notice.


	A lot of artists have had more success in another country than their own, this can be because of luck, different style, more motivations or something else.

Q20 - Are you planning to stay here after you are graduated or perhaps you have plans to move to another country?

If yes, what are your motivations to do this?

	For the moment I want to stay here in Holland and to make a career. I will see what the future will bring me.


	Q 21 - If we could look for one moment into the future, how do you think that the art market will evolve and develop further?

	I think that art and science will work more together. We all want a more beautiful and cleaner World and I believe that the art world has a very big contribution.


	Q 22 - Is there anything else that matter and you would like to mention?

	Remember my name and hopefully you will see it more in the future!


N8
	Q1 - What is your gender?

	      Female


	Q2 - What is your age?

	27


	Q3 - In which city do you live?

	Brouwershaven, provincie Zeeland


	Q4 - What did you study before you came to the WdKA?

	3 year of business administration at the Albeda College Oude Tonge
4 year Graphic design at Grafisch Lyceum Rotterdam



	Q 5- How long have you been active as an artist?

	The last 4 years I have been busy with art at the WdKA. 


	Q6 - What is your nationality?

	Dutch


	Q7- What is the profession of your mother and father?

	Mother: kindergarten teacher
Vader: Installation fitter



Now we will go further with more detailed questions

	Q8 A) -     How were you exposed to art the first time?

·     Was this:

·     With your parents?

·     At primary school?

·     At secondary school? 

·     Through friends?

·     Other……………………………..

 B)      And what is the main reason  for you to become an artist?

	I was always creative and therefore I went to the graphic lyceum because I wasn’t planning at that time to do something with art until in the latest years. I don’t remember why I wanted to become an artist. I just like to make up things and to design whereby I can inspire others.


	Q9 A) -    What were the reasons for you to start with this course?

      B)      Why did you choose for the WdKA?

              Was this because of:

·    Friends

·    Reputation of the academy

·    Location (nearby)

·    Special courses offered

·    Other………………………….

	


	Q 10 - Is there anything in your environment that has influenced your motivation to   become the artist you are now?

For example:

Parents

Environment like television, media etc.

Other……………….

	I believe that the academy and the teacher there have great influences. When I went to the academy I had no idea what I wanted to make. Now, after 4 years I know that I want to make art in public spaces and art which is social relevant. With this I don’t mean that the teachers had influence on that but they show you all the possibilities of art and with this you can find out what you prefer to do and fits the best with you.


	There are scientists who say that there are too many artists which causes an excess- supply and competition among artist. 

Q 11 -    Do you think that there are too many artists ?

· If yes, do you think that this has an influence on the motivations for being  an artist and does it have an influence on their style? 

	I don’t think that there are too many artists. I also believe that it could change someone style. The style you have comes from the inside and you cannot adjust simply. But I can imagine that some artists are willing to do activities which don’t belong very well with them. But your own work will always stay your style.


	Q 12     A)   If we take a look at the demand side, the consumers, do you think that the  expectations, like being innovative or unique, of the consumers are too high?

             B) Are there special demands from consumers which an artist has to take into account   while creating a piece of   art?

· C) If yes, does this create a big pressure for the artists which can influence the   quality and motivation of an artist?

	I make art on demand and I work with assignments so you will always consider the demand of the consumer but within that you need to focus on your own style. Of course the consumers want something new and unique, when you buy a luxury good you want it to be made for you. It doesn’t create a big pressure because I’m an artist and that is what I do, making unique art.


	Q13 A) -   Do you sense that there is a high competition among artists?

         B)    If there is, does this has an impact in the style of an artist and the artistic choices he or she makes?

	I don’t think that there is a matter of high competition among artists. But I do believe that there is some ‘healthy’ competition among artists which can lead to higher quality of art. You always have to come up with good concepts and idea otherwise you will never comes to the next round. 


	Q 14 A) What is the role of intermediaries, like galleries, for an artist?

         B)  How independent is an artist? Do they need galleries, if so, why?

         C)  Do aspire to be linked to a gallery?

	I don’t use galleries but I do need municipalities and other organization where you can sign in for art projects.

I’m certainly not independent, I like to work in with assignments. I also don’t want to be independent. I do want to be free in the choices I make for every assignment I get and which one I want to accept and which one I don’t want to accept.


	Q 15 A-   Could you please describe success? 

                Would you describe success as:

· Money

· Recognition by colleagues

· The ability to hold an exhibition

· The winning of an award

· Other…To work fulltime as an artist
         B  What does success mean for your career as an artist?

         C   What is the main key that makes an artist successful?

	I’m a successful artist when I can work fulltime as an artist and when I have the freedom to work fulltime and can pay my needs. Success for my careers means that I can be busy with the most interesting projects and that I won’t need a second job to pay my bills.


	Q 16 -   Have you already worked as an independent artist by having your work sold or  have you ever publicly exposed your work?

If yes, where was this and how did you achieved this?

	Yes, I have done different kind of exhibitions, some were trough school and for some of the project I had signed in. 


	Q 17 – Has your style evolved during the past few years, if yes, how?

           Because of:

           Your own motivation

           Your teacher

           Environment

           Demand of the market

           Family and friends

           Other…………………..

	Yes, my style has changed, it has become more clear for myself. When I look at my work when I has just begun than I see a certain style/ theme. My style has changed especially because I have had a great development the past few years.


	Q 18 -   How do you see yourself between now and 5 years? What are your expectations in 5 years for the art market?

· How do you think to fit in there?

· How will you distinguish yourself from the other artists?

	The next 5 years I want to work very hard as a fulltime artist. The first year, from august 2009, I want to work fulltime, sign up everywhere I can for different kind of projects and a lot of networking. That year I will live with my saving money. After this year I will make a balance to look how many days I can work to pay my bills.

I don’t have a plan to distinguish myself from other artists. I am who I am and this will distinguish me from other artists.


	Q 19 -  What do you expect of the market after you are graduated?

             I expect that:

· I will get a job as an artist or a job which is related 

· I will have lots of exhibitions

· I will study something else

· Other……………………………………………………
What is your ideal scenario for the coming 5 years?

Do you expect to have booked the success you wanted?

	I have no idea of I will ever manage to live my life as only an artist or if I have find another job. But I will do my best to let it succeed so sure hope that I have a lot of success. If it doesn’t work out they way I want it than I will try to find a creative job.


	A lot of artists have had more success in another country than their own, this can be because of luck, different style, more motivations or something else.

Q20 - Are you planning to stay here after you are graduated or perhaps you have plans to move to another country?

If yes, what are your motivations to do this?

	No, I live in Zeeland and I’m planning to work here as much as possible.



	Q 21 - If we could look for one moment into the future, how do you think that the art market will evolve and develop further?

	I expect/ hope that art will not be seen as a luxury good anymore and that art will be used more often with social matters. Hopefully art will be more part a of the society!


	Q 22 - Is there anything else that matter and you would like to mention?

	No.



N9 
The interview starts with the background questions:

	Q1 - What is your gender?

	   Male


	Q2 - What is your age?

	22


	Q3 - In which city do you live?

	Rotterdam, since 4 years


	Q4 - What did you study before you came to the WdKA?

	Nothing, high school


	Q 5- How long have you been active as an artist?

	Since I started at the Willem the Kooning but also during secondary high school


	Q6 - What is your nationality?

	Dutch


	Q7- What is the profession of your mother and father?

	My mother is an administrator at an office and my father works for the government in integration processes. 


Now we will go further with more detailed questions

	Q8 A) -     How were you exposed to art the first time?

·     Was this:

·     With your parents?

·     At primary school? X

·     At secondary school? 

·     Through friends?

·     Other……………………………..

 B)      And what is the main reason  for you to become an artist?

	Well, because I have always enjoyed to paint, it started at primary school but during secondary/ high school I started with friends to discover graffiti. And from graffiti and I started to paint more detailed on canvas. Because of my experience with graffiti I have developed a specific taste. I’m very young now and I know that I like to paint and to create art though I want to keep my options open so I can be market oriented. With graffiti I can reach a younger generation and by painting on canvas a little bit more sophisticated I can reach to another generation, perhaps more elder people. 


	Q9 A) -    What were the reasons for you to start with this course?

      B)      Why did you choose for the WdKA?

              Was this because of:

·    Friends

·    Reputation of the academy

·    Location (nearby)

·    Special courses offered

·    Other………………………….

	This was because I already live in Rotterdam in the first place. I needed to have some education and perhaps I would learn other art styles. So I can have more variation. I did not do it because in the art world it is not that necessary to have an education before they accept you as an artist. I believe that the greatest artists didn’t have no education at all and they are very good. So in the art sector education doesn’t prove much.


	Q 10 - Is there anything in your environment that has influenced your motivation to   become the artist you are now?

For example:

Parents

Environment like television, media etc.

Other FRIENDS

	Well, I like to paint at primary school and during secondary school my friends got me into their group where I got in touch with graffiti which they considered as their own kind of art.


	There are scientists who say that there are too many artists which causes an excess- supply and competition among artist. 

Q 11 -    Do you think that there are too many artists ?

· If yes, do you think that this has an influence on the motivations for being  an artist and does it have an influence on their style? 

	Yes, there are many artists. But, I don’t believe that there are too much of them. Each artist has his own style and it makes it very varied and not monotonous. I do believe that there is not much support from government to help and to have a clear office or regulations how to help visual artists. Every now and than regulations change or disappear and with the coming elections I have heard nothing good except  being cut on the art sector. 

So I believe that this excess supply of artists does not influence artist’s motivation but the role of the government does. And I don’t want to say that if there is no government support that artists won’t paint anymore but we don’t want to be the disadvantaged group where people need to feel sorry for. Our product is unique, belongs to the cultural heritage and needs to come up for their rights. You never hear anything from us.


	Q 12     A)   If we take a look at the demand side, the consumers, do you think that the  expectations, like being innovative or unique, of the consumers are too high?

             B) Are there special demands from consumers which an artist has to take into     account while creating a piece of   art?

· C) If yes, does this create a big pressure for the artists which can influence the   quality and motivation of an artist?

	Maybe. But that’s the risk. Everyone wants to have the best. Though, we have an unique selling point and it is our own motivation and inspiration which leads to our product. It depend on why you make art and if you make it for the consumer than I can imagine that it must be difficult. But I believe that making mixed forms of art can create more opportunities and the demand of consumers will not harm you.

And because sometime you have to work in order of a client you have to paint what the consumer wants. And some of them are very critical and detailed. Sometime a creative product cannot be appreciated by some people. But during time and discussions a person’s opinion can changes and will learn to like and appreciate a cultural product. So by getting experience.


	Q13 A) -   Do you sense that there is a high competition among artists?

         B)    If there is, does this has an impact in the style of an artist and the artistic choices he or she makes?

	No and even if there would be it would be good because you stay focused. But to be honest, when one of my fellow students tell me that he or she had his own exposition and even sold a piece than I feel a little bit of jealousy. But as I said, I keeps you motivated and awake so you need to re- think why am I doing this.  It is difficult to explain tastes and to understand why people choose their own consumption.


	Q 14 A) What is the role of intermediaries, like galleries, for an artist?

         B)  How independent is an artist? Do they need galleries, if so, why?

         C)  Do aspire to be linked to a gallery?

	I haven’t had any contact with galleries so far but I do believe that they play an important role for some artists.  By this instrument they can have expositions and perhaps more publicity.


	Q 15 A-   Could you please describe success? 

                Would you describe success as:

· Money

· Recognition by colleagues X

· The ability to hold an exhibition

· The winning of an award

· Other……………………………………

         B  What does success mean for your career as an artist?

         C   What is the main key that makes an artist successful?

	I have found out by now that I love to paint. As long as I can paint I’m happy. When I’m happy I feel successful. I believe that this is my intrinsic motivation they call it. I need to be intrinsically happy and not to get bored by what I’m doing. I think that has been my choice to create different kind of art. Though, when another student or our teacher gives me a compliment about my work I get more motivated to work, so I believe that this is also an important role. 

People, artists and their environment can be dependent. They need to have each other and there are always external factors that influence our motivation. 


	Q 16 -   Have you already worked as an independent artist by having your work sold or  have you ever publicly exposed your work?

If yes, where was this and how did you achieved this?

	No


	Q 17 – Has your style evolved during the past few years, if yes, how?

           Because of:

           Your own motivation

           Your teacher

           Environment X

           Demand of the market

           Family and friends

           Other…………………..

	I think I have become more professional and that most artists are often exposed to similar influences during a specific time period. This can result in style of work and evolves. These artists are grouped into the same style. Sometime an artist doesn’t fit into a group because of his ideas and this can lead to a new and different style and they find their own way. I also believe that artists are often influence and motivated by artists in the past but also by contemporary artists. So all of the changes which have been developed over time has changed the creativity and motivations of artists.

The contemporary art has found a way when new machines and inventions had a profound impact on society.  So we can see that artists get their creativity by things that happen around them like new inventions which has an impact on their motivation.


	Q 18 -   How do you see yourself between now and 5 years? What are your expectations in 5 years for the art market?

· How do you think to fit in there?

· How will you distinguish yourself from the other artists?

	It is essentially a claim that future generations have a right conserve culture. In order to ensure that their right is fulfilled, cultural development must be sustainable. I hope that I will continue with painting in the first place but I’m still young!


	Q 19 -  What do you expect of the market after you are graduated?

             I expect that:

· I will get a job as an artist or a job which is related 

· I will have lots of exhibitions

· I will study something else

· Other……………………………………………………

What is your ideal scenario for the coming 5 years?

Do you expect to have booked the success you wanted?

	As already said, I’m still young and perhaps I will follow another course which is related to art like becoming a teacher. The best scenario would be if I could still paint and earn my money from painting. But if this does not happen I would like to do something which is related to art.


	A lot of artists have had more success in another country than their own, this can be because of luck, different style, more motivations or something else.

Q20 - Are you planning to stay here after you are graduated or perhaps you have plans to move to another country?

If yes, what are your motivations to do this?

	Not in the first place. But I keep my options open. There are other countries who have a lot of art but for my style I don’t feel that I belong somewhere else. The Dutch government has made special locations for graffiti and in many countries it is forbidden. So maybe I would go to another country but only to show them that graffiti can be a form of art.


	Q 21 - If we could look for one moment into the future, how do you think that the art market will evolve and develop further?

	I will not get any easier I believe. The elections, the crisis. I have no idea where this all will lead us, artists, to and who the winners are at the end. The Dutch government talks about cultural heritage and the importance but in the meanwhile they don’t want to give any money anymore.


N10 
The interview starts with the background questions:

	Q1 - What is your gender?

	   Male


	Q2 - What is your age?

	33


	Q3 - In which city do you live?

	Rotterdam


	Q4 - What did you study before you came to the WdKA?

	Grafisch Lyceum among other things but I worked for a long time


	Q 5- How long have you been active as an artist?

	Well since I started at the WdKA but because of my work I have worked in different kind of art styles like developing brochures for theatres. I work at this office now for 10 years so as an graphic designer I work for 10 years. These last few years my interest has changed and now I’m more interested in visual art.


	Q6 - What is your nationality?

	Dutch


	Q7- What is the profession of your mother and father?

	My mother makes flower pieces for big companies and my dad works in an office


Now we will go further with more detailed questions

	Q8 A) -     How were you exposed to art the first time?

·     Was this:

·     With your parents?

·     At primary school?

·     At secondary school? X

·     Through friends?

·     Other……………………………..

 B)      And what is the main reason  for you to become an artist?

	I started to like designing when I was at high school and computers were starting to develop and to have more programs. So when I was at school I liked to be creative with computers. And from there on I went to the Grafisch Lyceum.


	Q9 A) -    What were the reasons for you to start with this course?

      B)      Why did you choose for the WdKA?

              Was this because of:

·    Friends

·    Reputation of the academy

·    Location (nearby)

·    Special courses offered

·    Other………………………….

	Because after a while, working at our office I felt I had to do and learn more. I did have some courses because in the last years programs for art have developed very rapidly. But I felt that I had to learn more and my wage would also rise!


	Q 10 - Is there anything in your environment that has influenced your motivation to   become the artist you are now?

For example:

Parents

Environment like television, media etc.

Other FRIENDS

	My work consists of media and entertainment. So yes. I am influences by them because we get orders. And I think that because I’m used to this way for such a long time my paintings are also market oriented. 


	There are scientists who say that there are too many artists which causes an excess- supply and competition among artist. 

Q 11 -    Do you think that there are too many artists ?

· If yes, do you think that this has an influence on the motivations for being  an artist and does it have an influence on their style? 

	I have no idea. I don’t think so. Perhaps there are but what I see, here in Rotterdam, I don’t see a lot of, or too much, art expositions or events. 

No, I don’t feel the competition among artists therefore but even if there would be, it would not be a bad thing but something which we can get our inspiration of. By talking to other artists and their working condition you may get motivated to work and to get some creativity. 


	Q 12     A)   If we take a look at the demand side, the consumers, do you think that the  expectations, like being innovative or unique, of the consumers are too high?

             B) Are there special demands from consumers which an artist has to take into     account while creating a piece of   art?

· C) If yes, does this create a big pressure for the artists which can influence the   quality and motivation of an artist?

	It is true that consumers/ clients want to be unique and innovative but as an artist that is my job to help them with their request. At the office or as a visual artist my clients want to be unique but that is what I sell them. Art is unique and therefore some art pieces can be sold for millions. This can have an impact for an artist but it also keeps you motivated, driven, unique and innovative.


	Q13 A) -   Do you sense that there is a high competition among artists?

         B)    If there is, does this has an impact in the style of an artist and the artistic choices he or she makes?

	As I have said earlier, there is some competition but I rather want to believe that we learn from each other than that it a competition. I also know that art styles change rapidly and when one artist can be successful, the day after tomorrow it can be another artist. 


	Q 14 A) What is the role of intermediaries, like galleries, for an artist?

         B)  How independent is an artist? Do they need galleries, if so, why?

         C)  Do aspire to be linked to a gallery?

	I don’t know to be honest but I do believe that they can be handy. If an artist is dependent or not depends on what his own character is and what they want of their career and what their driven motivation is. If they want to become famous intermediaries and galleries are certainly needed. 


	Q 15 A-   Could you please describe success? 

                Would you describe success as:

· Money

· Recognition by colleagues 

· The ability to hold an exhibition

· The winning of an award

· Other…X…………………………………

         B  What does success mean for your career as an artist?

         C   What is the main key that makes an artist successful?

	To have work and to pay my bills and support my family. That is what is means for me. I think I’m not the average intrinsically motivated driven artist. I also started with this course at this age and not immediately after high school. Perhaps you can see it as my hobby rather than my primary income. Be happy with what you do, that is what makes a person successful and it doesn’t matter if that counts for an artist or lawyer.


	Q 16 -   Have you already worked as an independent artist by having your work sold or  have you ever publicly exposed your work?

If yes, where was this and how did you achieved this?

	No. not really. Except my work and design which were used by the theatres, I mean the brochures. But not in the form of an exposition but it has been exposed because of the orders of our clients at the office.


	Q 17 – Has your style evolved during the past few years, if yes, how?

           Because of:

           Your own motivation

           Your teacher

           Environment X

           Demand of the market X

           Family and friends

           Other…………………..

	As I have already said, during the last 10 years a lot has changed concerning ICT and developing new programs. Making designs has become easier but on the other hand more people are active now in this sector which makes it difficult for our office to survive, sometimes.


	Q 18 -   How do you see yourself between now and 5 years? What are your expectations in 5 years for the art market?

· How do you think to fit in there?

· How will you distinguish yourself from the other artists?

	That I have more experience, and perhaps make a combination of work and hobby and to expose this.


	Q 19 -  What do you expect of the market after you are graduated?

             I expect that:

· I will get a job as an artist or a job which is related X

· I will have lots of exhibitions

· I will study something else

· Other……………………………………………………

What is your ideal scenario for the coming 5 years?

Do you expect to have booked the success you wanted?

	I already have a job related to art and it would be nice to get a raise. But if I can find a way of combining the two in great art and that people would be interested in it. That would be great for me. And I believe that there is enough interest in modern styles.


	A lot of artists have had more success in another country than their own, this can be because of luck, different style, more motivations or something else.

Q20 - Are you planning to stay here after you are graduated or perhaps you have plans to move to another country?

If yes, what are your motivations to do this?

	No, I believe that the Netherlands have enough to do with contemporary art (styles) and that there are enough options. I do believe that the traditional art is fading here and that could be a shame. It needs to be preserved because it is also a big part of our cultural heritage and not everything can be done by computers, even if that is my play field!


	Q 21 - If we could look for one moment into the future, how do you think that the art market will evolve and develop further?

	I talked about this with other students and because of my work and their interest in visual arts some of them are afraid that painting will disappear completely because computers are taking over a lot of things. Consumers don’t want old fashion art but want modern, new things and with the help of computers you can develop a whole new kind of art style. Of course not all people are like this, but I think the younger ones.


N11
	Q1 - What is your gender?

	   Male


	Q2 - What is your age?

	25


	Q3 - In which city do you live?

	Rotterdam


	Q4 - What did you study before you came to the WdKA?

	Culturele Maatschappelijke Vorming, at the Hogeschool Rotterdam


	Q 5- How long have you been active as an artist?

	During my spare time I always liked to paint. But I didn’t feel like becoming more professional. After my first study, which was related to art by organizing events etc., I did not wanted to go to work and decided to professionalize my hobby.


	Q6 - What is your nationality?

	Dutch


	Q7- What is the profession of your mother and father?

	My mom is a housewife and sometimes takes cares of other children and my father works in prison as a section manager.


Now we will go further with more detailed questions

	Q8 A) -     How were you exposed to art the first time?

·     Was this:

·     With your parents?

·     At primary school?X

·     At secondary school? 

·     Through friends?

·     Other……………………………..

 B)      And what is the main reason  for you to become an artist?

	My mother noticed that I like to draw and she spend a lot of time with me. At primary school she motivated me and told my teacher that I like to draw so they also noticed this. You can say that I always liked to draw and to paint with finger paint etc.


	Q9 A) -    What were the reasons for you to start with this course?

      B)      Why did you choose for the WdKA?

              Was this because of:

·    Friends

·    Reputation of the academy

·    Location (nearby)

·    Special courses offered

·    Other………………………….

	As I already said, after my first study I did not wanted to go to work so I decided to professionalize my hobby by following a professional course.


	Q 10 - Is there anything in your environment that has influenced your motivation to   become the artist you are now?

For example:

Parents

Environment like television, media etc.

Other FRIENDS

	The fact that my mother spend a lot of time with me has played a great role.  


	There are scientists who say that there are too many artists which causes an excess- supply and competition among artist. 

Q 11 -    Do you think that there are too many artists ?

· If yes, do you think that this has an influence on the motivations for being  an artist and does it have an influence on their style? 

	I don’t think so. And even if there are, I believe that we all have our own specific style. My drawings are mainly made by finger paint and sketches. I do get inspired by my fellow colleagues but I don’t copy them or steel from them so therefore I don’t think that there is much competition among us.


	Q 12     A)   If we take a look at the demand side, the consumers, do you think that the  expectations, like being innovative or unique, of the consumers are too high?

             B) Are there special demands from consumers which an artist has to take into     account while creating a piece of   art?

· C) If yes, does this create a big pressure for the artists which can influence the   quality and motivation of an artist?

	I really don’t know personally. But during class we talk about it sometimes and how we have to deal with the wishes of consumers and we do believe that some of them believe and want us to be a second Mondriaan, Van Gogh or Rembrandt! Sometimes it is difficult to measure with our past and some people don’t understand that we all are individuals who have our own motivation, inspiration and creativity. So if a consumer wants to buy something or wants me to paints something specific than Ï would only do that with my own style, hopefully they like that. But that is something that would happen in the future because I haven’t had any assignments yet. And you never know what happens in the future, perhaps I need the money and I have to deal with their wishes. 


	Q13 A) -   Do you sense that there is a high competition among artists?

         B)    If there is, does this has an impact in the style of an artist and the artistic choices he or she makes?

	No, as I said earlier. Perhaps there is, some of the students did feel a bit in disadvantage but I think that has to do with experience and the uncertainty they have because of their chosen career. This can have an impact on their choice but if you are intrinsically motivated than there is not much that can have an influence.


	Q 14 A) What is the role of intermediaries, like galleries, for an artist?

         B)  How independent is an artist? Do they need galleries, if so, why?

         C)  Do aspire to be linked to a gallery?

	I believe that they have a good function. Some of the artists want to become famous and they are good tools to achieve that. Also for information and to keep in touch for other artists  to see what other artist are creating.


	Q 15 A-   Could you please describe success? 

                Would you describe success as:

· Money

· Recognition by colleagues 

· The ability to hold an exhibition

· The winning of an award

· Other…X…………………………………

         B  What does success mean for your career as an artist?

         C   What is the main key that makes an artist successful?

	I think that for me it would be to draw and to learn other about art. I would like to send a message with my paintings and that people get this message. I also would like to combine my previous study to organize events with several kind of people to learn them more and to keep them more in touch with art through my own experience. If people learn to appreciate contemporary art more and if they understand us it would give me a good feeling.


	Q 16 -   Have you already worked as an independent artist by having your work sold or  have you ever publicly exposed your work?

If yes, where was this and how did you achieved this?

	No, not yet.


	Q 17 – Has your style evolved during the past few years, if yes, how?

           Because of:

           Your own motivation X

           Your teacher

           Environment 

           Demand of the market 

           Family and friends

           Other…………………..

	Actually, not really. I still make my drawings by fingers and sketches with my black pencil if I want to draw a more detailed work. I do believe that I’m getting more professional but I didn’t change my style.


	Q 18 -   How do you see yourself between now and 5 years? What are your expectations in 5 years for the art market?

· How do you think to fit in there?

· How will you distinguish yourself from the other artists?

	Well, because I don’t want to be an artist fulltime I hope to get a job at cultural events, different courses for children. In the form of giving lectures, go to congresses and to show that the importance of contemporary art. How we get our motivation from, ideas etc.


	Q 19 -  What do you expect of the market after you are graduated?

             I expect that:

· I will get a job as an artist or a job which is related X

· I will have lots of exhibitions

· I will study something else

· Other……………………………………………………

What is your ideal scenario for the coming 5 years?

Do you expect to have booked the success you wanted?

	I hope to have a job which is art related so I can also draw in my spare time. Otherwise I have to find another job which is not related to art. But that would not fit into my future plans. As an artist I don’t feel like an employee and I would rather organize my own projects than someone who would say all the time what I have to do and to declare my hours. With a little help from subsidies, government support and perhaps other colleagues I do expect to book success. 


	A lot of artists have had more success in another country than their own, this can be because of luck, different style, more motivations or something else.

Q20 - Are you planning to stay here after you are graduated or perhaps you have plans to move to another country?

If yes, what are your motivations to do this?

	I can imagine why they would leave but I don’t think that I would emigrate. I believe that the Netherlands are going to need help in the future because of a lot of changes in styles and explanations need to be given to the interested consumers. As we are talking now, I can say first interest in art is to draw and my second interest is in the interpretation people give. I believe they need help with this and therefore I would like to help them. I also believe that this starts with the youth so the best start is to begin with the youth and to look what their interests are, what their opinion is about contemporary art.


	Q 21 - If we could look for one moment into the future, how do you think that the art market will evolve and develop further?

	Well, it depends on a lot of things. If take a look back in history than a lot of things have changed because of revolutions, wars evolutions etc. If this would happen in the future than styles will certainly evolve again because new artists will have new motivation, ideas to paint. I do hope that the government will support the artists in the future and will give them more money to support them instead of cutting in their subsidies.










