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Pillar Two: A Place for Every Story 
 
Griffin strongly endorses the proposed Live Performance Produc7on Incen7ve (LPPI). 
 
The economics of producing live performance in Australia have become increasingly difficult, 
par7cularly for companies developing original Australian work. New, original plays are 
inherently higher-risk than established 7tles or adapta7ons, requiring substan7al upfront 
investment with no guarantee of commercial return. 
 
At the same 7me, infla7onary pressures across freight, accommoda7on, venue hire, 
construc7on and labour have drama7cally increased produc7on costs.  
 
Across the sector - par7cularly amongst subsidised, subscrip7on-based theatre companies 
like Griffin - this is resul7ng in: 
 

• Smaller produc7ons 
• Shorter seasons 
• Fewer commissions – in par7cular, fewer commissions of original Australian work 
• Over-reliance on adapta7ons of exis7ng intellectual property - in par7cular, 

adapta7ons of non-Australian literary and cinema7c works 
• Reduced employment opportuni7es for ar7sts and arts workers 
• Increasingly conserva7ve programming decisions - shrinking the poten7al of the art 

form 
 

A Live Performance Produc7on Incen7ve would represent one of the most significant 
structural interven7ons available to government. It would s7mulate investment in Australian 
work, increase employment opportuni7es, reduce financial risk associated with 
commissioning new work and support both commercial and not-for-profit produc7on 
ac7vity. 
 
For Griffin specifically, such an incen7ve would directly strengthen our ability to commission 
and produce ambi7ous new Australian plays and support broader audience reach for 
original Australian stories. 
 
Griffin advocates for an LPPI that is accessible for smaller companies as well as large 
companies and administra7vely light weight to ensure this ini7a7ve benefits as wide a cross 
sec7on of the performing arts industry as possible. 
 
 
Pillar Three: Centrality of the Ar6st and Arts Worker 
 
The sustainability of ar7s7c careers is now one of the most urgent issues facing the 
performing arts sector. The workforce is experiencing significant burnout, aWri7on and 
financial precarity.  
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Recent na7onal and interna7onal research demonstrates that the sector is opera7ng with 
substan7ally reduced workforce capacity following the pandemic. Support Act’s 2024 
Mental Health and Wellbeing in Crea6ve Industries report iden7fied burnout and fa7gue, 
job insecurity and low income as among the most significant issues affec7ng crea7ve 
workers. One fiYh of respondents reported incomes below the poverty line, while over two-
thirds expressed anxiety about their long-term financial future. The report also iden7fied 
dispropor7onately high levels of psychological distress across the crea7ve industries 
workforce. 
 
Theatre companies across the country are producing fewer shows, with smaller casts, 
smaller crea7ve teams, with fees that are not reflec7ng increased cost of living. This is 
resul7ng in fewer employment opportuni7es for independent ar7sts and arts workers. 
 
Griffin’s own internal workforce analysis reflects these broader condi7ons. Exit interviews 
consistently cite unsustainable workloads and low salaries as drivers of resigna7on. 
Recruitment 7melines for produc7on, 7cke7ng and marke7ng posi7ons have expanded 
significantly in recent years, reflec7ng industry-wide workforce shortages in technical and 
administra7ve roles.  
 
Our internal analysis also demonstrates that pre-pandemic models of produc7on oYen 
relied on structural over7me and unsustainable workloads in ways that are no longer viable, 
and arguably never were. 
 
There is an increasing contradic7on emerging in the performing arts sector where 
expecta7ons around care, safety and sustainability in workplaces have improved 
substan7ally post-pandemic – appropriately so – while funding seZngs and produc7on 
expecta7ons have largely not shiYed to reflect this. For example, inside theatre companies, 
producers are now expected to assume the responsibili7es of a company manager, ac7ng as 
primary human resources point-of-contact for the en7re show company, resul7ng in a 
significant increased to their workload compared to pre-pandemic.  
 
In prac7ce, this means many organisa7ons are being asked to deliver pre-pandemic levels of 
output with reduced workforce capacity, higher costs and less resilience amongst company 
staff and crea7ve workers. 
 
We therefore support: 
 

• Increased investment in sustainable arts employment through increased funding to 
NPAP companies and, vitally, to small-to-medium organisa7ons which are essen7al to 
a healthy arts ecology 

• Industry-led workforce development ini7a7ves targe7ng produc7on and technical 
shortages 

• Expanded support for traineeships, mentoring and early-career pathways 
 

Importantly, policy discussions about ar7sts must also recognise the broader arts workforce 
that enables ar7s7c produc7on: producers, administrators, produc7on managers, 
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technicians, marketers, dramaturgs, stage managers and venue staff. Without these workers, 
new Australian work simply cannot reach audiences. 
 
 
Pillar Four: Strong Cultural Infrastructure 
 
Strong cultural infrastructure is not limited to buildings. It also includes the systems, 
organisa7ons, ar7sts and development pathways that allow Australian work to succeed. 
 
Griffin supports increased long-term opera7onal investment in arts organisa7ons and 
independent ar7sts, structured to ensure sustainability rather than short-term project 
delivery. 
 
In par7cular, in rela7on to the new wri7ng ecology, the loss of historical play development 
organisa7ons like the Australian Na7onal Playwrights Centre (ANPC), Playworks, and 
Playwri7ng Australia is s7ll felt profoundly. Australia currently lacks sufficient coordinated 
investment in the commissioning and long-term development of new Australian plays prior 
to produc7on. 
 
This is par7cularly significant for a theatre company such as Griffin, whose new wri7ng-
focused ar7s7c model requires ongoing development of original Australian work, yet our 
current level of government funding does not provide capacity to deliver this at the volume 
required for each of our annual seasons.  
 
This narra7ve is common across most NPAP companies. Current funding structures are oYen 
weighted toward produc7on-ready outcomes rather than the earlier and essen7al 
dramaturgical and developmental phases required to create ambi7ous new work and sustain 
careers for Australian playwrights.  
 
We support: 
 

• Adjacent to the Crea7ve Futures Fund, the introduc7on of a dedicated funding 
stream that enables NPAP organisa7ons, small-to-medium companies, and 
independent ar7sts to collabora7vely commission and develop new, original 
Australian works of a small and medium scale, before presenta7on outcomes are 
aWached. The Crea7ve Futures Fund is an excellent ini7a7ve, but its focus is on scale 
is excludes smaller companies, venues, and projects. 
 

• Increased baseline opera7onal funding indexed to real costs 
 
Without sustained investment in development pipelines, Australia risks producing fewer 
original stories and becoming increasingly dependent on commercially safer adapta7ons, 
exis7ng IP and imported work.  
 
 
Pillar Five: Engaging the Audience 
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Audience engagement cannot really be separated from ques7ons of access, geography and 
affordability. 
 
Griffin strongly supports expanded investment in live performance touring across Australia - 
but specifically, support for touring between metropolitan centres. 
 
At present, there is limited funding available to support touring work between Australian 
capital ci7es. This creates significant barriers for independent ar7sts and theatre companies 
aWemp7ng to extend the life and reach of new Australian work. 
 
For a new wri7ng company like Griffin, in par7cular, this means we are making substan7al 
investment in the commissioning, development, and premiering of Australian plays - oYen 
years of work, tens of thousands of dollars of investment - but with limited ability to extend 
the life of work through touring. Produc7ons may only be seen in a single city despite years 
of crea7ve development and significant public investment. There is oYen strong desire from 
poten7al metropolitan presen7ng partners to present Griffin work, but costs prove to be 
prohibi7ve, with no available funding to bulwark against this. 
 
Expanded touring support between metropolitan areas would: 
 

• Increase audience access to Australian stories 
• Improve financial sustainability and return-on-investment  
• Create addi7onal employment opportuni7es for ar7sts and arts workers 
• Strengthen rela7onships between producing and presen7ng organisa7ons na7onally 
• Support greater na7onal visibility for Australian playwrights and original Australian 

stories 
 

The development of Australian stories should not end at a single premiere season, 
par7cularly in a country as geographically dispersed as Australia. 
 
 
Conclusion 
 
If the next Na7onal Cultural Policy is to succeed, it must move beyond short-term project 
thinking and recognise the arts as long-term civic and cultural infrastructure. This includes 
sustained investment in ar7sts, arts workers, development pipelines, touring systems and 
the organisa7ons that support them. 
 
As a dedicated new wri7ng company, Griffin believes Australian stories maWer. But these 
stories require sustained investment, workforce capacity, infrastructure, ar7s7c risk and 
long-term commitment. The future strength of Australian culture depends not only on what 
we produce, but whether ar7sts and arts workers can sustainably remain in the sector long 
enough to create it. 
 




