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Introduction

The connection between taxation, culture, and territory is little understood and rarely
addressed in the literature on cultural policy.m Yet one of the most emblematic successes
in local cultural development, the Hollywood industry, is precisely based on this link.
Indeed, the consolidation and success of this industry is largely due to California’s
favorable taxation, even though, at the time of its emergence, it did not specifically target
the audiovisual sector.[2]

In many countries, arts and culture benefit from adapted tax measures designed to
encourage funding, stimulate creation, or preserve heritage.@ Often, these tax measures
are part of a broader cultural support policy, for instance through dedicated taxes funding
grant or support programs, tax incentives for third parties in the form of patronage, or
exemptions and reductions for specific activities.

Tax credits have become common tools to support culture in a given territory, particularly
in the audiovisual sector and increasingly in music. They consist of reimbursing a
percentage of production expenses, either as a credit that can reduce the production’s tax
obligations or as a cash credit. These mechanisms aim to stimulate activity in a given sector;
they are thus found in many cultural domains, as well as outside the cultural orbit, in areas
such as research, innovation, tourism, or the environment.

They play an increasingly important role today, being perceived as more effective than
direct subsidies or, at minimum, as complementary to them. Tax credits differ from
subsidies or sponsorship in that they appear more horizontal, predictable, and generally
extend beyond the non-commercial sector, multiplying their impact on territories. This
article aims not only to address how tax credits are designed differently according to places
and sectors but also to explore the opportunities for developing a more ecosystemic vision
for the music sector.

1. Characteristics of Music Tax
Credits

Most programs, in France and abroad, are based on a model reimbursing a percentage of
music production costs incurred. In theory, tax credits primarily aim to encourage projects
that would not have taken place without this support. This is the additionality principle:
the tax credit should generate extra activity, either in quantity (more projects), quality
(more ambitious projects), or location (projects carried out in a given territory thanks to the
incentive). In practice, however, tax credits also support projects that might have occurred
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anyway, especially in highly dynamic or internationalized sectors (such as audiovisual,
video games, or music), where producers know how to optimize fiscal measures. This is
known as the windfall effect.[4]

As we will see, one of the main factors distinguishing tax credits is their focus on local
productions, foreign productions, or a mix of both. Other key factors to consider include:

e the type of music production (e.g. live performance, recorded works)[2]

e the types of eligible expenses (e.g. development, composition, production, post-
production [mixing, mastering], video recording)@ ;

e the percentage of expenses covered (between 15 and 30%, or even 40% in specific
cases)

e in some cases, restrictions regarding the type of content produced.m

These tax mechanisms reflect an evolution in the philosophy of public cultural support,
particularly in France, where the selective principle based on excellence long prevailed.@
Many subsidies have historically been awarded by committees representing the sectorl?],
They aim to prioritize innovative artistic projects beyond their potential profitability, and
they are also seen as tools for professionalizing the sector.

However, this form of support has been the subject of some controversy, despite
widespread recognition of its importance. The selective nature of direct funding favors an
artistic “quality” socially constructed by professional groups within French cultural circles,
whose legitimacy is regularly challenged. Moreover, these subsidies themselves are funded
by contributions from other links in the value chain (taxes on streaming services, ticket
sales taxes, etc.), fueling criticism. Tax credits, by contrast, appear to refocus funding on
producers rather than creators, as they aim to encourage investments that would not have
occurred otherwise and to reduce their tax burden. They are presented as a fiscal shortfall
compensated by increased private investment, rather than as a “cost” to public finances. At
the same time, they are seen as more horizontal, since they are granted based on economic
rather than aesthetic principles. In this sense, they have the dual advantage of avoiding
cultural elitism and generating investment in a given territory, and are encouraged for this
reason.

2. Between Local Support and
Territorial Competition

In the United States and Canada, the first discussions about music tax credits date back to
the late 2000s and focused more on live performance than on recorded music production,
at the local rather than national level. Chicago and Toronto have long competed to secure
the exclusivity of certain live performance productions.m In the early 2010s, Illinois
introduced a tax credit, offering up to $2 million in rebates, to attract Broadway shows and
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counter competition from Toronto. Leading Toronto show producers then collaborated
with unions, the tourism industry, and professional associations to lobby for similar tax
credits at the provincial and federal levels. This case illustrates how music tax credits can
be used as a strategic tool to enhance regional competitiveness and underscores the
economic potential of music for local communities.[11] Federal systems, such as those

in the United States and Canada, are particularly prone to developing tax incentives due to
their decentralized governance structures, which encourage competition and, supposedly,
innovation.[12]

The audiovisual sector has long paved the way for this kind of competition through tax
credits. Starting in the 1970s, in Germany, Ireland, and later in certain Canadian provinces
and U.S. states, programs were established to attract incoming film productions, using
taxation as the main lever.[13] By the late 1980s, many U.S. states, such as North Carolina
and Texas, had established film commissions tasked with attracting filmmakers through in-
kind support (location scouting, public relations services, free use of public facilities) and
tax exemptions.@ In 1992, Louisiana became the first state to offer refundable tax credits
for production expenses. This model later became widespread, replacing tax credits aimed
at third-party or transferable investors, which were closer to patronage schemes. While in
2000 only six states offered tax incentives for film and video production, by 2010 all but
six had adopted them.[12] Major film production companies such as Warner Bros,
Universal, Paramount, and Disney gradually established dedicated departments responsible
for determining where productions would take place, based on the available tax incentives.
This led to intense competition within the United States itself, which later spread to the
rest of the world.

Building on the results already achieved in the audiovisual sector—particularly in attracting
foreign productions—the United Kingdom introduced a tax relief mechanism for live
performances in 2014.116] Thus, unlike in France, many music-related tax credits operate
without discrimination and without regard to content, including language. This is the case
in Quebec, which is normally very protectionist in linguistic matters but, in the case of its
live performance tax credit, requires only the participation of a local company.

The Case of Iceland

As in the film industry, contemporary music production is highly mobile: films, songs, and
albums can now be created and post-produced virtually anywhere, with high-quality
studios available in many countries. For this reason, all music productions are potential
“runaway productions,” making them attractive targets for tax credits designed to stimulate
a place’s economic activity. Although music productions do not involve sums as large as
those in cinema, their cumulative impact is nonetheless significant—not to mention their
influence on a territory’s image—thus justifying an incentive-based approach to amplify

these benefits.[17]

Since 2019, the Record in Iceland program has offered a direct reimbursement of 25% of the

expenses incurred for recording music on the island.[18] Record in Iceland is probably the
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program most directly tied to territorial attractiveness objectives. It reflects the broader
Icelandic economy, which relies heavily on imported goods. The program aims primarily to
attract international phonographic production projects—from a single song to a full album.
Furthermore, it was decided not to impose any prior approval procedures or minimum
budget requirements for recording initiatives, in order to make the process smoother and
more appealing to international producers.@ Moreover, the Icelandic program differs
from most tax credits in that the reimbursement is made directly by the government,
without even going through the tax authority. Producers simply need to declare their
expenses to receive direct reimbursement, with no administrative burden beyond
submitting receipts.

The program relies largely on the international reputation of Icelandic studios, arrangers,
producers, and sound engineers. It also builds on the idea that the experience of foreign
artists is enhanced by the beauty of Icelandic landscapes. Indeed, the program is promoted
based on the argument: “Music is always a product of its environment.”[20] The program
manager specifically cites the success of artists known for their unique Icelandic identity,
such as Bjork, Sigur Rés, and Of Monsters and Men, highlighting their connection to the
island’s natural and social environment. In this sense, the program aims to promote
Iceland’s image while generating economic benefits, rather than directly supporting local
production. However, indirectly, these foreign productions help develop local skills in
recording, arranging, and sound engineering, whose expertise can later benefit local

creation. Additionally, other programs exist to support local music creation and production.
[21]

Record in Iceland follows in the footsteps of the Film in Iceland program, which is also based
on the uniqueness of the island’s landscapes. The latter has successfully attracted
productions such as Interstellar, Game of Thrones, and The Northman. In addition to

fostering a new economy, Film in Iceland is said to have brought Iceland the skills and
infrastructure needed to host high-level international productions, which it lacked
previously. A side effect is that Iceland has become a more attractive destination for
travelers: seeing images of Iceland in a film or series inspires them to visit the country.@
The primary objective of the music production initiative is to achieve the same results,

although music videos are not included in the program.

Some artists take advantage of performing in Iceland—for example at the Iceland Airwaves
festival—to extend their stay and record music, before applying for reimbursement through
Record in Iceland.[23] The fact that travel and accommodation expenses can be included in
the budget further enhances the appeal of this program. In this sense, it is a particularly
administratively agile program, attractive to foreign productions, and clearly tied to the
uniqueness of the territory, especially its natural features. While it benefits local studios
and generates some indirect economic impact, it is more about leveraging the pre-existing
image and landscapes than supporting new cultural initiatives. A genuine territorial music
policy therefore requires additional programs to support local production, as we will see in
the final section.
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The case of France

According to available data, France appears to be a pioneer in implementing tax credits for
the music sector, even though it was relatively late in adopting them in the audiovisual
field. The introduction of the first music tax credit in France dates back to 2006, two years
after the one established for cinema. This was the Tax Credit for Phonographic Production
(CIPP), designed to support record labels based in France.l24] Indeed, in light of the depth
of the record industry crisis at the time, selective, grant-based measures—the hallmark of
French cultural policy until then—no longer seemed sufficient. The tax credit, by contrast,
had the advantage of being less discriminatory and of supporting the sector in all its
diversity, from multinational companies to associations and independent labels. In addition
to supporting various business models, the program aimed to include all musical genres and
thus level the playing field in areas that generally depend on direct funding, such as
classical, contemporary, operatic, and jazz music.

In line with the film tax credit system, the CIPP covers a crucial part of the value
chain—that is, the expenses related to the development, production, and/or post-
production of a record and/or a music video.[22] Its reimbursement rate is 20% of eligible
expenses, but it rises to 40% for very small and small-to-medium-sized production
enterprises (VSEs and SMEs)—rates aligned with the highest international standards for
support to the audiovisual industry, as seen in the United Kingdom, New Zealand, Spain,
Japan, India, Saudi Arabia, and others.[26] Eligible development expenses under the CIPP
are capped at €700,000 per recording and cannot exceed €1.5 million per company.
However, this mechanism applies only to French production companies.@

The tax credit model was extended to live performance production (Crédit d’impét pour le
spectacle vivant: CISV) in 2016, and then to publishing in 2022.128] The case of live
performance is particularly interesting, as it also reflects a moment of crisis in the sector
while addressing deeper issues related to the financing of shows. In fact, the CISV was
created following the 2015 terrorist attack at the Bataclan. This event profoundly affected
the sector—not only emotionally, but also economically—due to the decline in audience
attendance and the rise in security costs.

Like the CIPP, the CISV covers the development and production expenses of live musical
performances (salaries, fees, authors’ rights, taxes and collective management
organizations, venue and equipment rentals, accommodation, catering, transport,
equipment maintenance, and promotion), as well as their recording or digitization. Its rates,
however, are lower: 15% of total eligible expenses (30% for VSEs and SMEs). Eligible
expenses are capped at €500,000 per show. The tax credit granted is limited to €750,000
per company, and audience-size limits are imposed depending on the musical genre.

Unlike other tax credits around the world, which mainly focus on supporting foreign
production companies, the CIPP and CISV support only companies based in Francel29]
with a specific focus on artistic emergence and the promotion of the French language. This
can be explained by their connection to the Ministry of Culture, for which this type of fiscal
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mechanism must serve a mission of public interest—here, one rooted in an ideal of cultural
diversity embodied by artistic renewal (emergence) and the promotion of the French
language (notably in response to the hegemony of English). The Ministry of Culture, for
instance, acknowledges that developing new talent is structurally unprofitable, which

justifies public intervention to sustain such activity.m

These criteria make tax credits tools that serve the distinctly cultural features of a territory:
its languages@ and innovation capacity. The CIPP is indeed open to companies of all
sizes, but it only applies to artists who have not exceeded the threshold of 100,000
equivalent sales for two separate albums since the beginning of their career. Moreover, the
language criterion is not exclusive, thereby offsetting the bias against musical styles
performed in non-local languages, even when the performers are French nationals or based
in France.[32]

More broadly, the cultural dimension of tax credits is facilitated by the fact that the
Ministry of Culture takes part in their allocation through the Centre national de la musique
(CNM), by issuing certifications that attest projects meet the eligibility criteria for these
schemes. In other sectors, such as research, tax credits are managed directly by the Ministry
of Economy and Finance. This model-where the entities responsible for cultural policy
operate as relatively autonomous fiscal intermediaries—is unique in the world.[33] 1¢ partly
echoes the principle of cultural exception, in the sense that it constitutes a specific regime
for the cultural sector, designed to protect it from the rules of free trade. It differs from
countries—particularly federal ones such as the United States and Canada—where fiscal
powers are exercised at the state or provincial level. This has an impact on how tax credits
are embedded within the territory. From an accounting perspective, the French
mechanisms can be seen as unconventional; from a cultural policy standpoint, however,
they can be viewed as a tool that may not be profitable in financial terms, but that supports

local ecosystems.@

The case of Louisiana

In 2009, to keep helping its cultural industries recover from Hurricane Katrina, Louisiana
introduced a tax credit for live performance production expenses and infrastructure
development, capped at 10 million dollars per project. In this sense, the tax credit was fully
in line with a logic of territorial regeneration. Moreover, it was inspired by a similar
program dedicated to the audiovisual industry, created in 1992, whose positive impact on
film production revenue and employment had already been demonstrated.[32] At the time,
although Louisiana’s musical culture was widely recognized, the region lacked a well-
established local industry and suffered from its geographic isolation. The introduction of
tax incentives helped offset—and to some extent even leverage—that isolation, offering a
viable alternative for out-of-state producers while also supporting local productions.

Today, Louisiana offers tax credits for both live performance and sound recording
production:136]
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e Louisiana’s Sound Recording Investor Tax Credit for recorded music covers 18% of
eligible expenses for sound recording projects carried out within the state. The
program is capped at $2.16 million per year, with individual projects limited to
$100,000 annually. Eligible expenditures must amount to at least $25,000 (or
$10,000 for Louisiana residents).

e The Live Performance Production Incentive Program applies to live shows produced
within the state, offering tax credits of 7% for productions costing between $100,000
and $300,000; 14% for those between $300,000 and $1,000,000; and 18% for
budgets above that threshold. The program is capped at $10 million per year, with
50% reserved for non-profit organizations. Individual projects are limited to $1
million annually.

Local cultural heritage is a central argument in Louisiana Entertainment’s strategy: “Known
as the birthplace of jazz and home to countless Grammy Award-winning artists, Louisiana’s
renowned creative culture has produced legendary performers across all genres for
generations [..]”37] This kind of storytelling around musical heritage contrasts with the
French approach and more closely resembles the Icelandic case. Louisiana Entertainment
also lists available studios, concert venues, and qualified personnel, ready to assist outside
producers. Tax incentives thus serve both to promote and support local musical culture and

industry—while that very culture, in turn, promotes the incentives themselves.

Louisiana provides a notable example of a hybrid model combining the previously
discussed logics, in which both foreign and local productions are encouraged, though under
different rates and conditions. For instance, the live performance tax credit allows an
additional 7% deduction for wages paid to Louisiana residents, while the sound recording
tax credit sets a lower minimum spending threshold for local producers. In this sense, the
tax incentive system integrates both attraction and local support within its very design.

Moreover, Louisiana Entertainment strives to strengthen education and professional
training in the entertainment industries (live, recording, and audiovisual) by linking tax
incentives to an education support program through the Entertainment Development Fund,
created in 2017. The fund is financed by a 2% transfer fee applied when certified tax
credits are issued and is designed to support accredited higher education institutions in
Louisiana as well as specialized training institutes in the arts, media, and entertainment
fields. At full capacity, this represents about 2.7 million dollars per year.@ This type of
mechanism is, in a sense, comparable to the tax levied on live performances in France,
which is then used to fund support schemes for the sector—except that here it is directly
connected to tax credits and training. Louisiana is the only example identified in this article

where a portion of the tax credits generated is reinvested into local training institutions.

Despite some fluctuations, Louisiana remains today, along with Georgia,[3 21 one of the U.S.
states best positioned in terms of cultural tax incentives, with programs dedicated to
audiovisual production, live performance, and sound recording, all brought together under
a single umbrella: Louisiana Entertainment. This branding gives the state’s music-related tax
credits strong visibility and coherence.
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3. The economic and cultural effects
of tax credits

In many cases, the introduction of tax credits has led to a significant increase in production
spending, the economic value of the targeted cultural sectors, employment, and so-called
indirect impacts within the relevant territories. For example, in Louisiana, the live
performance tax credit saw its certified expenditures rise steadily between 2007 (when it
came into effect) and 2014. Despite a decline in production spending after 2014, the
program maintained its impact, especially by supporting local production. In 2019 (the
latest available figures), spending related to this program reached $16 million, generating
414 jobs and $30 million in sales. Associated tax revenues totaled $1.6 million, with a
return on investment of up to $0.63 in public revenue per dollar of credit granted. Each
dollar of credit generated up to $4.99 in income and more than $9 in sales. Meanwhile, the
sound recording tax credit maintained stable activity between 2017 and 2018, rose slightly
in 2019, and then declined during the pandemic. More modest in scale, this program
generated 6 jobs in 2019, with $41,000 in tax revenue.[49]

In France, beyond their economic effects, tax credits are evaluated in terms of their impact
on cultural diversity, access to culture, and sectoral structuring. For example, 95% of CIPP
beneficiaries are VSEs or SMEs, which account for 80% of total fiscal expenditure.@ The
scheme thus plays a redistributive role, directing support toward the most vulnerable actors
in the sector, particularly in less profitable or more experimental genres. It also acts as a
powerful investment lever: without this support, 34% of projects would not have been
realized, and 58% would have been undertaken on a less ambitious scale, according to
surveyed participants. The tax credit helps mitigate the risks associated with developing
new talent by facilitating long-term investment.[42] Regarding employment, beneficiaries
have experienced significant workforce growth, with a share of permanent contracts (CDIs)
above the national average. A similar observation applies to the CISV, which helps live
performance producers secure and make tours profitable, even in smaller venues. The
scheme has supported job creation—an average increase of 10%—with a rate of permanent
contracts twice as high as that observed across the sector. It is estimated to have enabled
the creation of approximately 160 full-time equivalent permanent positions.

In many cases, the introduction of tax credits has led to a
significant increase in production spending, the economic
value of the targeted cultural sectors, employment, and so-
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called indirect impacts within the relevant territories.

These French programs are considered by music producers to be a fundamental support for
the sector’s activity in all its diversity.@ It helps preserve a francophone music sector and
encourages the production of works in French, which account for more than half (53%) of
supported projects. The CISV, in particular, has helped expand the reach of live
performances across the country, including areas with limited access to commercial cultural
offerings. While impact studies do not show a specific financial return on investment, these
programs benefit not only small organizations but especially those that receive little or no
direct funding—particularly in the popular music sector outside the Paris region.@ In
other words, the territorial dimension of French music tax credits primarily lies in

supporting the decentralization of production.

It is also useful to compare these results with those of audiovisual programs, which have a
longer history. A longitudinal analysis (1998-2010) covering 50 U.S. jurisdictions shows
that the mere presence of incentives—regardless of their amount—is associated with a 37%
increase in the number of productions, a 17% rise in employment, and a 19% growth in
new business creation within the territory.@ These effects are amplified when the

territory is home to a diverse range of film companies capable of taking advantage of the
mechanism. For example, in 2022, the audiovisual industry is estimated to have supported
59,700 jobs in Georgia.@ A particularly interesting aspect of the rise in production

spending is that it has been accompanied by $1.28 billion in private investment for the
construction of new studios, the expansion of existing ones, and the conversion of
buildings. While it is still difficult to assert this with certainty, it is unlikely that these
investments would have occurred without the tax incentives. This opens promising
prospects for the music sector, where such data are still largely lacking.

In France, the case of tax credits for international audiovisual productions also points to
potential developments for the music sector. There has indeed been a remarkable increase
in these productions since the introduction of the International Tax Credit (C2I). In 2009,
France hosted approximately 100 days of foreign shoots; by 2021, this number had soared
to 1,900 days.ﬂ In 2022, a record was set with 133 international projects benefiting from
the C2I (compared to just 5 in 2009), representing nearly €591 million in spending.
Renowned directors such as Woody Allen (Midnight in Paris), Martin Scorsese (Hugo Cabret
), Christopher Nolan (Dunkirk), Ridley Scott (The Last Duel), Wes Anderson (The French

Dispatch), and Tom McCarthy (Stillwater) filmed in France. According to the Centre

national du cinéma et de I'image animée (CNC), these major productions highlighted the
skills of French executive producers and technical teams, helping build their international
reputation, without affecting the dynamism of local production, which continues to benefit
from numerous dedicated supports. This suggests how French music studios and
producers—whose quality is already internationally recognized—could take advantage of a
similar program. The CNM’s internationalization strategy could therefore include
attracting international productions in addition to supporting French producers seeking to
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export their work.

Moreover, one impact not yet considered in the context of music tax credits is the growth
of destination-specific tourism, as seen in Iceland. A 2021 study conducted for Netflix and
the World Tourism Organization showed that watching content from other countries
significantly increases the likelihood of traveling there. For example, several sites featured
in the Game of Thrones series experienced a strong rise in visitor numbers.[48! International
music productions filmed in France could have similar effects, particularly when they
include music videos.#?! Music tourism is already experiencing significant growth

worldwide and could benefit from new synergies.@

Despite these success stories, analyses of fiscal measures in the audiovisual sector also
highlight mixed results, particularly the limited economic impact in certain places.@
Many tax credits, in music as well as in other sectors such as audiovisual production, have
been designed primarily with territorial attractiveness in mind, without always taking
existing or emerging local ecosystems into account. Critics have pointed to windfall effects
benefiting international producers at the expense of local ones.[22] For example, in Spain,
foreign companies capture 76% of the tax benefits.23] Another criticism has focused on the
“race to the bottom,” in which territories engage in excessive competition by offering ever-
increasing incentives. Indeed, many tax credits reflect a “sectoral adjustment logic [...]
favored by governments often concerned with political compromises and electoral
considerations.”[24] They can erode public finances without even contributing to the
common good. To address this, a more ecosystem-oriented approach to tax credits should

be considered.

4. Toward an ecosystem approach
for music tax credits

This final section provides recommendations on how to use tax credits to strengthen music
sectors rooted in local ecosystems. The audiovisual sector has taken the lead in this area,
adopting ecosystemic approaches that combine tax mechanisms with other
instruments—such as professional training, infrastructure development, and socio-cultural
diversity—within a dual logic of territorial and cultural development.@ These instruments
form an interconnected whole—an ecosystem designed both to attract international
productions and to support local industries. This vision can, to some extent, be adapted to
the music sector.

For tax incentives to serve as driving forces within music ecosystems, they must not only
consider both local and international productions but also be predictable, simple, and
transparent, enabling French and foreign recording and live performance producers to plan
effectively. Recommendations from impact studies of French programs point in exactly this

direction.[26] To ensure that incentives benefit foreign producers wishing to develop a
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show or recording in France, they should be presented in multiple languages, list local
partners, and clarify co-production arrangements. In the audiovisual sector, this is the role
played by “one-stop shop” websites—digital platforms that centralize all resources,
authorizations, information, and support needed to produce audiovisual content (films,
series, commercials, etc.) within a given territory (city, region, country). In France, the
reference model is the Film France site managed by the CNC.

Moreover, to attract international productions, tax incentives should remove all content-
related filters, such as the francophone criterion, following the example of the C2I in
audiovisuals. This does not prevent maintaining such criteria for local productions or as
bonus percentages on reimbursed expenses. As long as spending occurs on French territory,
projects should be allowed to reflect any cultural expression.

For optimal effectiveness, tax incentives must also exist within a supportive legal and
administrative environment. As in cinema, incentives are useless if permits for shows,
visas, or other procedures for local and foreign productions are overly complex. While
agencies managing tax incentives generally cannot control these processes, they can at least
make them clearer and easier to navigate through practical guides and advisory services.

Similarly to Iceland and Louisiana, the expertise of local technicians and the inspirational
power of the local atmosphere can be strong arguments for attracting foreign productions.
Tax credits should therefore include communication strategies that promote these aspects.
In turn, they can contribute to training local professionals. While many regions and
countries invest in training cultural intermediaries, these programs are often disconnected
from tax incentives. For incentives to be attractive, territories must align with the practical
needs of the industries investing there, particularly regarding skills for stage and studio
work.

Tax mechanisms thus serve not only as tools to collect data on these needs but also as a
financial resource pool when their economic impact is positive. The same applies to
infrastructure investments (residencies, recording studios, rehearsal spaces, performance
venues). They can also promote greater diversity, equity, and inclusion by providing
additional tools—for instance, preferential reimbursement rates (as for VSEs and SMEs)
when musical productions involve marginalized cultures, territories, or social groups.

5. Conclusion

Historically, France has viewed tax incentives and cultural support programs as tools
serving the development of the sector rather than the territory. However, in principle,
there is no need to maintain such a dichotomy, as illustrated by the French audiovisual
sector and, to some extent, Louisiana. On the contrary, the two paradigms can coexist and
be mutually beneficial. Achieving this requires moving beyond a vision in which tax
incentives operate in silos, whether for cultural, territorial, or economic development.
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Indeed, while tax incentives can attract productions in the short term, they are not
sufficient to create a sustainable local sector, even in other economic industries.[>7] They
can certainly send a positive signal, but their impact remains limited when implemented in
isolation.

Ecosystem-oriented approaches, however, can enable music tax credits to become genuine
tools serving music ecosystems and, by extension, the territories they occupy. In cultural
sectors, faced with the widely perceived decline in direct public funding, tax credits can not
only provide an alternative source of ﬁnancing[5 8 but also serve as drivers for the renewal
of cultural policies for music, particularly at the European level.

(1] This article is part of a project that received funding from the European Union’s
Horizon 2020 research and innovation programme under the Marie Sklodowska-Curie
grant agreement No. 101022942.

2] scott A. J., « Origins and growth of the Hollywood motion-picture industry: the first
three decades », in P. Braunerhjelm et M. P. Feldman (eds.), Cluster Genesis. Technology-
Based Industrial Development (Oxford : Oxford University Press, 2006), 17-37.

[3] Dyval S., « Etat des lieux des mesures fiscales incitatives en faveur de la culture et de la
presse », La lettre juridique, n® 175, 7 July 2005, online : https://www.lexbase.fr/article-
juridique/3207477-le-point-sur-etat-des-lieux-des-mesures-fiscales-incitatives-en-faveur-
de-la-culture-et-de-la-press. Conversely, it should be noted that taxation can also serve as
an obstacle—or even as a tool of repression—for culture.

[4] For this reason, some programs, such as those in Puerto Rico and Louisiana, set a cap not
only for each incentivized production but also for the program as a whole.

See Nordicity, « Live performing arts sector. Tax credit research », October 2024, online :
https://www.arts.on.ca/research-impact/research-publications/live-performing-arts-
sector-%E2%80%93-tax-credit-research-final-report.

5] For example, in Ireland, the music tax credit applies only to music for screen
productions, while in many countries it covers only songs or albums. In France, it includes
both sound recordings and music videos.

[6] For example, some tax credits cover hourly studio rates, others cover payroll expenses
(for hiring performers, producers, sound engineers, or studio and stage staff), as well as set
design and costumes in the case of live performances, and in some cases, travel and
transportation costs for musical instruments and performers.

7] In France, the programs support the French-speaking world, while in Mexico they are
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