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INTRODUCTION

The Unesco General Conference at its eighteenth session (August 1974 ) asked
the Director-~General of Unesco to carry out a preliminary study on the status cof
the artist, in consultation with the ILO, so that a decision could be taken on
whether an international instrument should be adopted on the subject. In 1975 a
questionnaire was prepared jointly by the Intermatiomal Labour Office and Unesco in
order to compile information on the social status of the artist throughout the world.
The questionnaire was distributed through the regional offices of the ILO to Member
States of both organizations.. The States were asked to consult national organiza-
tions of artists in preparing their replies. Copies of the questionnaire were also
sent by Unesco to international and national non-governmental organizations.

At its nineteenth session in Nairobi (1976) the Unesco General Conference noted
the work in progress and inviied the Director-General to convene a meeting of
experts from different geocultural regions and specialists in relevant disciplines
with a view to preparing a further study for submission to the Unesco General Conference
at its twentieth session. The ILO Governing body, at its 202nd session in February-
March 1977, also took note of the work in progress and agreed with a Unesco proposal
that the meeting of experis should be convened jointly by the two organizations.

This report is a summary of the replies to the questionnaire, and is one of the
documents that will be examined by the meeting of experts. {i separate report, pre-
pared by the ILO, on the employment and working conditions of artists will also be
submitted to the meeting of experts.) Thirty-ome countries answered the questionnaire,
some in great detail. Several countries supplemented their replies with copies of
recent studies and reports pertinent to the subject. A copy of the questiomnmaire
and a list of the countries that replied are reproduced in Annex 1 tc this report.

Although 37 countries provided some information, the answers were often uneven,
depending on the specific subject under discussion. Information on general cultural
policies and training facilities, for example, was abundant, whereas that on moral
aad professional rights and on social security was minimal. It must also be recog—
nized that some of the information requested has not yet been compiled by many
countries, such as that on unemployment or on overage anmual incomes. The lack of
information can also, in some circumstances, be an indicator of the absence of
either an awareness of the special employment conditions of artisis or of appropri-
ate action to ameliorate their conditions. In general, each chapter of this report
is based on the replies of between 1C and 17 countries, although some quesiions were
not answzred at all and others by only a handful of countries.

The definition of "the artist™ given in the questionnaire was much broader than
that used in the replies. The questionnaire stated that the artist "embraces all
artists in the broadest sense of the term whether their functions are those of crea—
tion, interpretation, execution, teachlng, management or artistic direction, etc.
(painters, sculptors, engravers, composers, writers, musicians, actors, dancers,
choreographers, critics, editors, tramslators, variety artists, architects, decorators,
etc.). The replies provided almost no information on artistic direction, art critics,
editors, architects or decorators. The conditions of art teachers were also bharely
mentioned. Some countries, like Australia and New Zealand, considered handicraft
workers as ariis%s. While this limitation was somewhat uniform, distinctions between
the various art disciplines and occupational status (salaried or self-employed) were
often absent in the replies. It was therefore difficult at times to determine
whether the conditions described were true for all artists or for certain categories

only.
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This report summarizes the replies received from Member States. It does noi
include information from the intermational non-governmental organizaiions, (1)
and includes only a minimal amount of information from national non-—governmental
crganizations. Consequently this summary presents, for the most part, a govern-
mental perspective on the status of the artisi. MNoreover, given the unevenness of
the replies and the subtamtial lack of information for certain chapters, this
report does not attempt to present a definitive picture of the social and working
conditions of artists, nor does it draw firm conclusione. Rather it is intended to
serve as a basis for discussions and further study. With this objective in mind,
most of ihe information in the replies hac been included, even though much of it
is incomplete and does not lend itself to intermational comparisons.

(1) Information received from the intermational non-governmental organizations
has been included in a document prepared by Unesco entitled Preliminary Study
on the Technical, legal and Administrative Aspects of an International
Instrument Concerning the Status and Social Position of the Artist
{Unesco, 99 EX/12, Paris, 25 March 1976).
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I. GENERAL POLICY

In general all of the countries replying to the questionnaire described
active national policies that recognize a need to promote, preserve, disseminate
and improve their arts and culture. Several common themes recurred throughout
the answers: democratization of culture and increased eccess and participation
of all citizens in cultural activities; freedor of expression in artistic
endeavours; safeguarding of cultural heritege and promoting indigenous culture;
encouragement of creative activity, including new and various forms of expression;
and the improvement of cultural facilities for local and municipal communities,

In short, there is a widespread belief that culture is part of a nationsal
identity and a measure of a country's quality and life.

National or central.bodies

Most of the countries support the arts and implement their cultural policies
through various State or public organs financed by public funds. Many countries
have ministries or State Secretaries for cultural affairs, such as Bangladesh,
the Germen Democratic Republic, France, Denmark, New Zealand and Tunisia. In
other countries there are joint ministries, such as education or social welfare
and culture, or the ministries of education have overall responsibility (Austria,
Guatemala, Japan, Sierra Leone, Zambia, Norway). In the Netherlands three
ministries have various responsibilities in this area: the Ministry of Education
and Sciences, the Ministry of Culture, Recreation and Social Care and the Ministry
of Social Affairs. Three States (Australia, Canada and the United States of
America) reported a slightly different organizational structure, consisting of
national stetutory bodies that are publicly financed and responsible for arts
and culture at the national level. New Zealand also has a national statutory
body in addition to the Minister for the Arts, which was only recently established
in December 1975. These bodies are the Australia Council, the Canada Council,
the Queen Elizabeth II Arts Council in New Zealand and the National Endowment for
the Arts in the United States of America. The Federal Republic of Germany
reported that at the national level there were no public bodies with specific
competence for artists. Cultural matters are mainly dealt with by the Lénder
and the communes, and social, professional and labour questicns are handled by
the various ministries. There is, however, a permanent committee to co-ordinate
the work of the various ministries and culture in the Lidnder. Furthermore, there
are current plans to establish a German National Federation for the Arts.

THe various central organs cited above are almost invariably assisted by
special councils and advisory boards, also financed by public funds. Members of
these councils and boards are usually appointed by the government in power, or
there are joint selection procedures whereby the national assembly or parliament
share this responsibility with the govermment. In Norway, for example, the
Korwegian Cultural Council consists of 11 members, seven of whom are appeinted
by the govermment and four by the Storting., In Australia, appointments are
divided between the Prime Minister and the Governor-General. In the United
States all members of the National Council in the Arts, a body that advises the
national endowments of the Arts, are appointed by the President. Similarly 1n
Bangladesh (the National Academy of Fine and Performing Arts), in Canads and
Pakistan (the Pakistan National Council of the Arts) members are picked by the

government.

Concerning the membership of artists in these councils and boards, most
governments noted that while their membership was not necessarily required by
laws or statutes, a concerted effort was made in practice to ensure_thax they.
were adequately represented. In fact, many of the members were artists, appointed

1Y
'
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for the most part in their personal capacity, or other persons who were initially
recognized for their expertise in, knowledge of and interest in the arts. The
German Democratic Republic specifically mentioned the membership of trade union
and artists' associetion representatives as such on the verious advisory boards.

The activities of the centrsl bodies are extensive. Because many countries
have a broad definition of culture, activities often include the administration
of many forms of leisure, including sports, the meintenance and support of museunms,
libraries and national archives, and the preservation of historical sites. In the
arca of the arts, these bodies help set policies, establish guidelines and
administer various funds, which are used to sponsor inter alis training, exhi-
bitions, research, conferences and publications. The size and use of these funds
differ from country to country depending on specific policies, as will be illus-
trated later below. In some countries, like Guatemala and Zambia, the central
bodies oversee the administration of national performing art groups, or organize
fastivals and national prizes, as in Bulgaria. In general, they act as co-
ordineting and policy-setting bodies.

One of the most complete replies concerning these activities was supplied
by Australia. The activities of the Australian Council are cited here as an
example of widespread involvement in the arts. The council organizes exhibitions,
and in some cases acguires works of art for them, which may be circulated to
libraries, department stores, office buildings, schools and universities. It is
involved in the development of en arts library and film archives, and issues
publications under the "Arts Information Programme', which includes a regular
press service providing information to the media on policy, grants and overseas,
visits, the publication and dissemination of booklets on the various activities
in specific fields of art, such as categories of exhibitions, calendar of festivals
end seminars. The council also sponsors research programmes and training schemes,
workshops, seminars, conferences and lecture tours, which are designed to supple-
ment the existing educational facilities and to teach specific skills for which no
formal educational progremmes exist. These various activities are in addition to
the support of work in the States and to the work of seven specialist boards, which
are attached to the council and which in fact carry out most of the cultural work
on the national level in Australia. The boards cover seven main areas: aboriginal
erts, crafts; film, redio and television; 1literature; music; theatre and
visual arts.

State and local bodies

In addition, to the work of the central bodies, cultural activities in many
cougtrles ere prompted or sponsored by State and municipal bodies, which also have
advisory councils and boards. Some replies mentioned the existence of these
bgdles &nd of extensive activities in regional and local areas, but did not high~
light them. This was the case for Austria, Canada, Japan, Pekistan and the United
States. On the other hand, special emphasis was placed on these activities in the
replies froy Australia, Denmark, the Federal Republic of Germany, Norway and
Sweden. This emphasis reflects a major policy of these govermments to decentralize
cultgral ac?ivities and to make art accessible to as many people as possible, in
garglcular in outlying and remcte areas, in the case of- Australia, Norwey and

weden. : '

In Australie each State has either a department, ministry or special council
for the arts and culture. They perform many of the same kind of activities as the
Austra;ian Council, but at a local level, such as sponsoring exhibitions, supporting
gﬂllerlgs and museums, establishing cultural centres, sponsoring prof'essional
performing groups, administering grants, encouraging amateur and indivicdual
initiatives, etc. In an effort to make art accessible and to promote local and
community activities, the Australia Council has established both the Community



Aris rrogramme, which supporis a wide variety of activities and festivals, and
the Community aris fund, which primarily provides permaneni assistance tc non-
arts community groups and organizations. During 1973-1974, most of these funds
were spent on activities for children and young people, organized by specialized
State groups for this purpose (e.g. Children's Activity Time Society in Wastern
Australia or the Creative School Holiday Club, Victoria).

Another activity to promote art in Australia has been the start of a new
programme, with the support of trade unions, to take art to the place of work.
Grantis have been given to the Amalgamated Metal Workers Union in New South Wales
for activities, in factories, in major metropolitan areas, to ithe Trade Hall
Council Arts Sub-committee in Victoria for factory performances and workship-.
for workers and their families and to other unions throughout Australia, in -
Newcastle, Western Australia and Melbourne.

In Denmark there are regional arts councils in the counties whose roles in pro-
moting art, recommending grants, etc. are written into national legislation. The
county and local districts also contribute independently to the arts and to artists.
As was mentioned above, public support for the arts in the Federal Republic of
Germany occur mainly at the LiZnder and local level. Each ldnder has a ministry of
culture, which has a commission for the arts, and its role exiands beyond promotion
and even financial support of the arts to consideration of an recommendations on the
social security, employment, artistic rights and conditions of work of artists.

The sharing of financing of cultural activities between the centrai and local
public bodies in the Federal Republic of Germany is an indication of its policy
on decentralization. In 1972 the Federal Govermment contributed 3%, the Linder
45% and the communes 52%. In Sweden, the municipalities play a larger role,
paying 55% compared to 3% by the provincial councils and 42% by the Federal Government.
{The replies c¢id not specify, however, which level of government actually provided
the funds.) Figures on the sharing of costs were nol provided in the other replies.

In Norway, a recent report (1976) submitted to the Storting emphasized that
priority in the field of the arts should be given to activities not normally
supported by the regular economic market and that more money should be allocated
to small communities, which should identify their own priorities. In addition,
ever since the national government became active in the cultural field after
World War II, it has implemented policies to bring certain cultural amenities
(theatre, cinema, art exhibitions, concerts) to outlying districts and has helped
to build community halls to house these activities. The sponsorship of various
mobile groups, such as the State Travelling Theatre, the State Travelling Art
Gallery and the State Travelling Film Company, is an example of this policy.

Other countries reporting the existence of regional, State or municipal
bodies actively involved in the arts as well as a policy to decentralize or
promote the access of culture include New Zealand, the Netherlands and the United
States of America. In the Netherlands, most municipalities and provinces maintain
a list of the artists who reside in their domain and help to sponsor activities
for them. In addition, the municipalities provide subsidized rents or rent-free
studios to artists. In the United States of America, the National Endowment for
the Arts finances seven regional co-—ordinators who prcvide a link between the
Endowment and the State arts agencies, which are part of each State government
and receive State funds.

Private organizations

Undoubtedly, many countries have private organizations sponsoring the arts
and culture, in particular where special tax exemptions exist, yet very few are
meniioned in the replies. Japan cites the Intermational Exchange Fund, which is*
a special corporation to promote international cultural exchanges, and the judicial
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persons for the public interest which are legally suthorized (by the agency for
cultursl affairs) individuals, groups or corporations acting to promote various
artistic activities. In Sierra leone, the Arts Educationel Association (AEASL)
is a specialized professional organization that works closely with the Arts
Education Division in the Ministry of Education. It has broad terms of reference
to promote interest in the arts, to promote and organize opportunities for art
education at all levels, to co-ordinate with other organizations, to protect the
cultural heritage and to encourage creativity in the arts. The association has
fcur regionel branches and specialized curricula sub-committees to help it carry

out its work.

The Arts Council of Australis is an independent body that has received both
State end federal funds to help bring the performing arts to the people. It has
eight divisions and over 200 branches throughout Australia.

Public financing

The extent of public financing for culture and the arts is difficult to
analyse on a cross-country basis for several reasons. First, the countries reply-
ing to the questionnaire have different beliefs as to what constitutes cultural
activities. Some include crafts and exclude architecture; others include sports
and community recreation activities; and still others provide composite figures
for both education and culture. Second, several answers cited z flat figure,
without providing an indication of its proportion in the national budget or a
comparison over time. Third, some answers did not specify whether the figures cited
were federel funds only or a total of federal, State and municipal funds. In a
few cases it is unclear whether the figures are quoted in current or constant
prices. The figures given below are not intended as an international comparison
but as examples of financial support in a few countries.

TABLE 1

Countries citing proportion of national
budget devoted to culture and the arts

Country ni;g;;:;?gjdzzt Year Sum in local currency
australiall) 0.1 1975-1976 Australian $24 million
Federal Re?é) o
of Germany 1.0 1972 DM2,603 million
Fraace 0.5 1975-1976
New Zealsnd\S) 0.5 1975-1976 NZ$50.7 million
Norway(h) T.7 1974
Uniteé States
of America 0.022 1976 Us$82.4 million

(1) Appropriation of Commonwealth Government to Australia Council.

(2) Public expenditure for cultural and ecclesiastical affairs does not include
funds for social security or training.

(3) Proportion of GNP Figures do not include education or local expenditures on
libraries, museums and galleries. Include expenditure on culture from lottery
sources. -

(4) Composite figure for education and culture.
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Figures reported from other countries are somewhat more difficult to assess.
Japan noted that in 1975 it spent $57 million on the promotion of arts and culture
and $48 million for various educational and cultural exchanges. In the Netherlands
in 1972, the Ministry of Education and Sciences spent or-allocated 74.4 million Guilders
on culture and artistic education and the Ministry of Social Affairs allocated
105 million Guildefs in grants and other social aid to artists, cultural workers
and organizations 1) Australia, Canada and Sweden point out that their national
government expenditures on the arts have increased from A$7 million in 1972-1973 to
A$23.75 million in 1975-1976. 1In Canada, the Canada Council allocated $10 million to
the arts in 1970-1971 and almost $22 million in 1974-1975, whereas the allocations
to the humanities and social sciences activities of the council only increased from
$18 million to $22.3 million for the same years. In Sweden, the State's cultural
expenditure increased from 61.4 million Kronas in 1960-1961 to 146.5 million in
1965-1966 anéd to 329 million in 1971-1972 (2). This last figure is misleading,
however, since it includes the cost of social payments and rents of State imstitutions
whichk wers formerly reported under different headings. Nonetheless, the increase
still represents a real expansion of the cultural section in the State budget. Tables
1, 2 and 3 in Annex II provide more details on the Canadian and Swedish expenditures.

Bangladesh, Guatemala and Zambia reported that their national allocations
to this area of activity were very low.

Role of public bodies

Despite the general similarity of active policies toward culture and the arts
described by the various countries above, there is a divergence of views among
several of them as to the exact role the State or the Government should play. There
is considerable &iscussion underway in various government reports and debates as
to whether support to artists, for example, should be direct (through subsidies)
or indirect (creating a favourable environment for remunerable employment) and as
to how various cultural funds should be used. The Government of the Federal Republic
of Germany has noted that the role of the State should be.to provide the necessary
overall conditions so that the artist can work freely and independently. This includes
an active promotion of the arts and ensuring that the provisions for social insurance,
employment placement, taxation and intellectual property rights do not discriminate
against the artist in comparison ito other workers. But the State should not provide
direct support to artists; mor favour him over other workers.

A similar view was proposed in a report commissioned by the Government of
Sweden and in a report prepared by the Council of Cultural Affairs. The major
role of the State should be to emsure the economic security of all workers,
including artists. Regular provisions and rules and regulations in all fields
should cover artists as they do other workers; in the event that they do not,
then special measures would have to be envisioned. The allocation of stipends
or fellowships was recommended for review, with a suggestion that either they be
stopped or that they be treated as a regular source of income, subject to tax.

Norway has a somewhat different view. Support for the arts and literature
should include a. wide range of measures including direct assistance to artists.
In a government report to the Storting in 1976 various means were proposed such
as a gnuaranteed income, expanding the scholarship system, increased purchasing
of books and works of arts etc. The Government believes that in the long run
1he public sector should take over most of the responsibility for financing
cultural activities. The justification for this stand comes from a strong con-
viction that cultural activities are an important part of a country's-identity

[€) 100 Dutch Guilders/Florin = US § 41.30, approximate rate in 1977
(2) 100 Swedish Krona = US § 23.60, approximate rate in 1977
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ard that Norway, like other small European countries, is too smszll to ensure a
larze enough market to support these activities without State financing. At the
same time the Government has mentioned that such close and active involvement
could leed to govermment direction or censorship, which it wants to avoid.

4L difference among government policies can 2lso be noted in the use of
cultural funds and in the sponsorship of special schemes. Some of these schemes
will be discussed below in more deteil under the hesadings of Employment and
Unemployment end Rermneration. Briefly, certain countries have a number of
special schemes or grants and engage in the direct purchase of works of art (the
German Democratic Republic and the Netherlands); some countries have established
library fees so that authors do not suffer 2 loss of royaltics (lorway and
lew Zealand); and others have provisions for commissiocning art work to be included
in public buildings, schools or urban development projects (France, the Federal

Republic of Germany and the Netherlands).

Concerning the question of public or private financing, several countries
actively seek private support. They include Australia, Canada and the United
States of America, all of which provide tax incentives for patrons of the arts.
In Canada a work of art purchased by a firm and exhibited on its premises can
mean & 20% deduction from the sum liable to taxation. Private donations to
museums can also be deducted from sums subject 'to tax., Similarly in the
United States a donation to a cultural institution can be exempted from tax. A
further measure in the United States of America to stimulate increased private
funding of the arts is the activity of the Treasury Fund, a part of the National
Endowment for the Arts especially set up for this purpose.

Before concluding this section of the report, a number of questions are
raised that emerge from the above discussion. How and to what extent should
aertists and artists' organizations be involved in the setting of cultural policy?
Do measures designed to pramote the arts run the risk of commercializing art to
the extent that art loses its special quality? If goveruments are actively
involved in sponsoring and supporting the arts, are safeguards needed to curb
excessive intervention or censorship, and if sc, how should they be determined?
Should developing countries adopt specific measures to protect their culture and
concomnitantly reduce the influence of the culture of industrialized countries,
which is so readily exportable thanks to mass media and new technology? The fact
that special schemes exist in various countries indicates, to a certain extent,
that artists belong to a special category of worker. Wha:, in fact, distinguishes
them from other self-employed or salaried creative workers? All of these questions,
and in particuler the last one, should be borne in mind while examining the rest of
the report.

II. TRAINING

Most of the answers to this section of the questionnsire focused primarily
on a description of artistic training facilities at the specialized school and
tertiary education levels. The questions dealing with policy, financing, social
origin of students and an assessment of the adequacy of the facilities were
answered unevenly. : ’ ‘

National policies on ertistic treining

On the subject of national policies on artistic training, very few trends
or differences emerged among the various countries, Only a limited number of
replies identified such a policy. Australia, for example, noted that its policy
was to facilitate an carly identification of talent and to provide the appropriate
incentives and training to ensure the full development of talent. Commonwealth
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funds to assist the develomment of training facilities are mostly allocated to
colleges of advanced education or universities, both at the tertiary level of
education. In the German Democratic Republic, Article 18 of the Constitution
stipulates that the State will promote and develop culture as well as the

artistic interests and talents of all citizens, especially children and young
people. In Bangladesh, a national policy on artistic training has been nbsent
until very recently. Now the Government has allocated mational funds for this
purpose and has sanctioned the establishment of two new institutions: the Tribal
Culture Institute at Rangamati for the training and preservation of tribal culture
and the children's Academy at Dacca for artistic and literary iraining of children.

In most of the responding countries, z2ll education and training matters
from the primery up to the specialized school level are either the responsibility
of the Ministry of Education, or of the State and Municipal authorities. Unfortu-
nately very little information exists on the extent of artistic training at this
level of education either in the privete or the public sector. In same fields
of art, such as ballet, elementary training for children is mostly private.
Artistic training in specialized schools is in some cases (Denmark, German
Democratic Republic and partly in Norway) the responsibility of the Ministry of
Culture. Most university level institutions receive support from the central
government.

As with the data in the previous section, no comparisons can be made on the
extent of public financing of artistic treining. In fact only a few countries
provided figures. Dezmarl reported that the total expenditure for artistic
training in 1973-19TL4 was 100 million Danish Krona, which represented about 2%
of overall expenditures for all educational activities (4,543 million) by both
national and local authorities. 1In 1972 the Federal Republic of Germany allo-
cated a total of DM99 million for higher education in plastic arts (44 million)
and in music (55 mllllon) a figure which represented about 1% of all cxpendltures
on hlgher education. In Guatemala the current annual budget for training in the
arts is Q.51,008.(1) In Sierra Leone, apart from a limited number of local and
overseas fellowships awarded by the Govermnment, there is no spe01f1c budget for
artistic traln‘nﬁ.

The most common measure employed to promote artistic training is the grant-
ing of scholarships ox various grants for travel or special projects. Although
cross-country comparisons are again not feasible, the list below provides some
sample data on the average amount of funds awarded to art students per yesr.

Country Purpose/Institution Local currency Us$
1. Australia University level " A$1,000-1,600 1.114 - 1824
(means tested) X
Post graduate A§3,150 ‘ 3.591
Teaching fellowships A32,500 2.850
2.  Denmark Travel grants DK2 ,000-20,000 344 - 3.440
3.  Japan Music college ¥100,000-¥1,000,000 370 — 3.700
L. Netherlands Travel grants Florin: 2,000 826
(not meens tested) Advanced training or :
v individual projects " 4,000-6,000 1652 - 2478
5. Norvay | Advanced school (e.g. NKT ,000 1.295
(not means tested) Academy of Art)
Further advanced training NK9,000 1.685

(1) One CGuatemala Quetzal = US § 1.08
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Country Purposg[lnstitution Local currency us 3
6.  Sweden Higher art training Kr. 2,000 472
Student loans Kr. 9,000 2.336
7. United States Specific projects or $1,000 to -
of America advanced training $20,000

The majority of these funds are public alithough the Japamese scholarships

are funded primarily by private or semi-pullic organizations that support the
music colleges. The US figures are from the National Endowment for the Arts,
which allocates about 15% of its annual budget for various grants to about 700
persons each year. By and large the money is intended to be used as a subsistance
allowance, but in some instances (United States) special projects such as films

or music festivals are funded. Information on private funds was not made
available.

The only countries that reperted the proportion of students receiving aid
in comparisom to total enrolment were Bangladesh (2%), Japan (3%) and Denmark
(72% of architecture students and 65% of music students). Other countries
reported a limited number of fellowships in the arts: Pakistan (3-5 fellowships
in each of the arts academies per year); Guatemala (10 fellowships per year).
Total expenditures on fellowships were not reported.

Other measures designed to promote artistic training include matching
grants to training or cultural imnstitutions and special projects such as the
setting up of workshops and communal centires. In the United States the National
Endowment for the Arts has provided direct grants to community theatre projects
and community institutions that offer training as well as exhibits and perform-
ances. Matching grants have been allocated to universities, independent colleges
of music and programmes for training museum curators and to the American Film
Institute. State-~supported workshops and experimental centres are found in the
German Democratic Republic, the Netherlands and in Sweden. In the Netherlands
it was the artists who took the initiative to establish the Ceramics Working
Centre in Heusden and the Plastics Workshop in Delft, and later secured govern-
ment financing. In Sweden, old schools, homes for the elderly that are no longer
needed and old buildings to be safeguarded because of a cultural value have been
converted into workshops. Eight such workshops now exist in Stockholm and are
administersd by the local commmmities and the national union of artists. 1In the
Federal Republic of Germany the joint federal LEnder education boards have
recently begun supporting experiments of music and artistic training in kinder-
gartens and of special programmes for young people in regular art and music
schools.

Level and characteristics of art education and
training institutes

Training facilities in the arts are most prevalent in the performing and
fine arts. In the performing arts, facilities for music are far more numerous
than facilities for drama, ballet or dance or for opera. Of the couniries reply-
ing to the questions on training only five to seven specifically mentioned
facilities for drama, opera, dance and applied arts. Only a few mentioned
schools for film making; two cited specific schools for literary activity; and
only one mentioned a specialized school for circus artists. Six countries
mentioned facilities for crafts. Several countries, like Australia, Denmark, the
Federal Republic of Germany and the German Democratic Republic reported facilities
or schools, supported by public funds, for most branches of artistic activity.
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Japan, on the other hand, noted that private institutions carry out most of
these activities, wherces public institutions only provide education and train-
ing for music, fine arts and architecture. It must be recalled that some answers
were incomplete and that only a few countries provided detailed informetion.

Many countries with extensive training facilities, either public or private,

did not provide detailed information, including Canada, France, the United
Kingdom, the Union of’ Soviet Socialist Republics and the United States of
America. The only general conclusions that can be drawn are that facilities

for education and training in music and fine arts are far more prevalent than

fer other branches of art, and that literary training is probably not provided

in specialized schools but is part of general and university education. Most

of the education and training reported in the replies takes place in specialized
schools, academiss or universities. Only a few countries cited courses or
special streams within the general secondary education system. An example of

the latter is Norway where optional courses in music, drama, form and colour,
literature and filmatic theory are offered in both the academic and vocational
streams in secondary schools. Special syllabuses for scme artistic professions
(e.g. fine and applied arts) have also bteen established in the vocational streams.
The Federal Republic of Germany and the German Democratic Republic mentioned art
courses in the general education system.

The question of introducing or expanding artistic education in secondary
schools has raised some interest in %two countries. In France, following &
proposal by the Confédération des Travailleurs Intellectuels (CTI) to include
art subjects in secondary schools especially as preparation for the specialized
schools, the Minister of Education formed an inter-ministerial Committee on
education and cultural affairs to study measures to implement the proposal. In
Norway, given that some artists, especially dancers choose their careers at an
early age, recommendations have been nut forward to establish dance and ballet
lines, in addition to the art lines, within the vocationel stream in secondary

schools.

Apart from the sbove examples, artistic training appears to be given
primarily in specialized schools, at various levels but mostly at the higher
secondary and university levels. Given the diversity of educational structures
throughout the world, not to mention the limited data supplied in response to
the questionnaire, it is @ifficult to compare specislized educational facilities
at the so-called "higher secondary" or "lower~-tertiary" level. The differences
or similarities between the Bulgarian specialized secondary schools of music,
the specialized schools in the German Democratic Republic and the various state
schools of drema in New Zealand, Denmark or Australia are not easily identified.
Suffice it to say that, in general, two major forms of ertistic training insti-
tutions were described: (1) specialized or professional schools, academies,
conservatories etc. not necessarily attached to a university; and (2) university
level courses or specialized colleges attached to a university.

In the industrialized countries most of these facilities are public insti-
sutions and.tuition is either free or low with financial assistance available
%o needy students. Japan differs from these countries since most of its pro-
Tessional training in music particularly is carried out by private colleges that
charge up to Yens 1,000,000 (US $3,720) for & four—year course. The mumber of
existing institutions in all of the couniries covered, as well &s enrolment figures, <
are not available due in part to incomplete answers and in part to the fact that ﬁ
much of artistic training takes place in universities for which deteiled date i
have not been provided. Sample date on the number of institutions in industri- g
alized countries are sg follows: Austrie: 6 ert colleges, not including b
universities; Denmark: 6 professional academies of various art forms excluding '
music and 4 academies of music; Japan: U music colleges (45 of which are
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private) and U7 universities that provide music courses within the faculties of
music; New Zealand: 3 professional schools outside the university system and

6 universities with faculties or courses in arts (performing arts only) and &
Meori Arts and Crafts Institute; Norway: 6 State colleges or academies special-
izing in an artistic field. No specific figures were provided for Australia,
however, it should be noted that many facilities exist at the tertiary level in

almost &ll of the States.

In the Fastern European countries, Bulgaria (in the field of music only)
reported 8 secondary schools, a national conservatory and a national school for
composers: The German Democratic Republicmaintains 12 higher educational estab-
lishments that provide some artistic training, 9 specialized educational estab-
lishments and 88 music schools that provide extra-curricula music training to

students in general education schools.

Enrolment figures are almost non- existent. Only two countries provided
relative figures: the Federal Republic of Germany reported that the total number
of art students in higher education, professional schools and special art schools
numbers 28,664, which represents 3.6% of the total student population. In the
Netherlands artistic training comes uader the heading of Higher Vocational
Training; in 1973 there were a total of 87,710 students in this category, of
which 6% (5,248) were studying visual srts. Other countries cited absolute
figures, such as Austria, which had sbout 6,000 enrolled in its six arts colleges
in 1975, while the Japanese Musicians Unions estimates that Japan has about
35,000 music students. The Germen Democratic Republic reports almost 4,000
students enrolled in higher and special schools, and Norway estimates about 46o
students in art, music, opera and theatre schools, of which 300 are in the Academy
of Music., Annex III provides a breakdown of some of these figures in selected
countries.

As far as developing countries are concerned, few conclusions can be drawn
given the small number of replies. Ingencral, fewer possibilities for artistic
education and training exist than in industrislized countries, although
Bangladesh reported 150 arts training establishments in a wide variety of fields
including literature, drsme, music, arts and crafts and film meking. These
establishments are both public and private, have an enrolment capacity of about
100 students per institution, even though they are only 30% full (4,500) and they
change tuition. Pekistan also provides a number of artistic training courses,
either through various universities that offer diplome courses, mostly in fine
ar@s or through the National College of Arts in Lehore, the Academy of Music,
which is sponsored by the Leshore Arts Council, or the Institute of Arts and
Crafts in Karachi. These institutions are primarily financed by the federal or
provincial governments, and tuition fees are charged. Actual enrolment in the
artg currently numbers about 1,000 students, 600 of whom are registered at the
National College of Arts in Lahore. In addition to diploma courses, art councils
in six cities run classes on basic art training for the general public.

Other countries have fewer institutions. Malaysia and Sierra Leone both
ncte thet aside from courses in teacher-training institutions, almost no insti-
tutions exist for specific artistic training, except in Melaysis a few music and
ballet schools are privately run and financed. Turkey has several music insti-
tutions including the Izmir State Conservatory, which has about 130 students and
which charges only nominal fees. Zambia has a few public institutions offering
courses in fine arts and music (Evelyn Home College of Applied Arts end Commerce
and the Nkrumah College of Arts) and in literature (the University of Zambia),
8ll of which are free. Nc private art schools exist in Zambia.
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Social origin of students

Little information was provided on this question. In the developing
countries (Baagladesh, Guatemala and Pakistan), most students attending art
institutions come from the high or middle class, especially students in architec-
ture who have the necessary academic and economic background to enable them to
qualify and pay for this level of education.

Of tne¢ industrialized countries surveyed, only three provided data, which
are not necessarily suited for comparison since the socio-economic categories
differ and since two of the sets of figures are sample data based on a restricted
number of either art students or practising artists. Nevertheless they are
presented in Annex IV as examples in Western Europe. Basically the figures reveal
that few art students or artists come from the working class or from an agricul-
tural base and that the bulk came from families where the father is a salaried
employee, either in the public or private sector.

Admission regquirements, syllabuses, qualifications
of teachers, certificates etec.

Adnission requirements for most of the professional schools end university
programmes are similar throughout the countries surveyed. In general the pro-
fessional schools place more emphasis on a demonstration of talent (portfolio of
art work, music or dramatic audition) than an academic achievement in secondary
schools or on written exams. Still, they normally require a secondary school
leaving certificate or at least ten years of general education. Entrance require-
ments at the university level usually include above average scores in secondary
school exams, such as the baccalaureate, suditions for the performing arts and
occasionally portfolios for the plastic arts. Written exams are not infrequent,
whereas the administration of aptitude tests vary. In Japan, for example, there
are written exams and auditions for music, but no aptitude tests. Aptitude tests
however, are given in addition to auditions in Bangladesh and Pakistan. Schools
of architecture have special requirements, including edvanced preparatory examin-
stions, which measure ability or aptitude in mathematics, design or engineering.

Information on syllabuses is very incomplete. Only seven countries replied
to this question and focused their attention primarily on music, fine arts and
architecture. No data were supplied in drama schools, literature programmes,
film making or crafts and very little was said about ballet. In general both
practicael and theoreticel courses are given, the latter including art history,
music history eand music theory. With the exception of architecture schools in
generel and art schools in Japan and the German Democratic Republic, little
mention hes been made of providing advanced genersl education in the liberal arts.
The length of programmes vary from three years (diploma of arts in music in
Tasmania, Australia or a specialized course in the German Democratic Republic)
to four years for most Bachelors of Art, to five years (string instrument courses
in the Federal Republic of Germany end most schools of architecture) to six or
seven years -for ballet dancers, conductors and music soloists.

Teaching qualifications are also fairly uniform among the countries. For
the most part they have received advanced education and training and possess
considerable skill in practising a given art form. Most institutions employ
gifted practising artists to teach either on a full-time, part-time or temporary
basis. Certain ecademic qualifications are often waived for them.

Teacher/student ratios vary according to country and to art discipline.
A short list of the available information is presented below.
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Peacher/Student Ratio

Art discipline

Country Art Music Drame Architecture . Overall

Australia

New South
Wales 1:11 1:6 1:8
(advanced
school)
1:1k
(University)

Tasmania  1:12 1:9
Bangladesh 1:30
Denmark 1:1h

German Democratic Republic ' 1:5 or 1:10

Japan 1:20
(1:1 for specialized

skill training, e.g.
soloist)

Pakistan 1:10

Certificates awarded include diplomas for specialized or professional
schools and usually degrees at the university level. Most of the certificates
mentioned in the replies have official recognition, and the university degrees
are on a par with degrees conferred in other subjects. An exception to this is
the certificate awarded by the Izmir State Conservatory in Turkey, which has no
equivalence with degrees or diplomas from other schools. The number of artists
completing training each year is not availsble for most countries. Only a few
figures were submitted: The Japan Musicians' Unions estimstes that 10,000
nusicians graduate each year; Bangladesh reports 750 graduates per year; and
the German Democratic Republic notes that about 850 artists, half of whom are
in the performing arts, complete training annually.

Relationship between training and cultural institutions

Only & few countries mention ties between schools, academies or conser-
vatories and orchestras, theatres or museums. The degree of co-operation ranges
from more or less formal agreements, consisting of regular programmes, to implicit
understendings and rather weak ties. In Demmark, for example, the music
academies have agreements with professional orchestras whereby students are able
to practise playing or conducting with the orchestras. Co-operation of a more
informal nature exists between these academies and Radio Denmark, which transmits
the academies' début concerts. In the Federal Republic of Germany close co-
operation exists between university schools and the Lénder cultural institutions.
Students in stage design, for example, are able to work with theatres; students
in art restoration undertake assignments with the services for historical monu-
ments and museums; and the television and film schools work with television net-
work, as in Bavaria where students are allowed to practise at the television
stations.
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In the German Democratic Republic contractuzal agreements are established
between the schools and practising artists or institutions. Students are able
to assist in stage productions, art 2xhibits and concerts, and members of pro-
fessional groups sponsor workshops in the various schools. Workshop-type of
co~operation also takes place in New Zealand between artists and professional
schools, as well as general education schools. Pakistan also stimulates such
co-operation which is centrally sdministered by the Ministry of Education. Art
students can use museums and art galleries free of charge for study purposes.
3oth Gustemela and Malaysia state that no such ties exist.

In Australia there ere few formel relationshipns, but some of the professional
schools are already institutionally attached to cultural institutions. In Victoric,
for example, the Nationel Theatre offers & three-year full time progremme in drema,
ballct and opera. Similarly the Australian Ballet School is associated with the
Australian Ballet Compeny. Students majoring in artistic design at the Nationel
Institute of Dramatic Art have short-term assignments with professional componies.

Prospects and training requirements for employment

Employment prospects for art students depend in part on such obvious factors
as talent and level and kind of =ducation. In both industrialized and developing
countries, university degrees qualify students to teach their art discipline at
secondary schools, colleges or even at universities, if they have advanced degrees.
Art administration and critice jobs are also open to university graduates.

Students in the performing arts, trained at professional schools, attempt to join
a professional group either public or private, but can also give private lessons.
Television and radio provide limited employment opportunities for performers, but
far more for artistic designers and technicians. The New Zealand Broadcasting
Company, for example, only employs 25 "regular' actors for radio and 10 for tele-
vision. Again in the performing arts, of the 10,000 music graduates per year in
Japan, according to the musicians Union, most are women end do not seek employment.
Twenty per cent become private tutors, 10% become school teachers, and only 0.1%
are employed as actual performers.

Students in plastic and applied arts often seek employment as free lance
artists, art restorers, museum curators, school teachers, industrial, interior
or graphic designers, either with an enterprise or as self-employed persons.

Diploma or degree requirements for the practice of the above jobs very
considerably among the countries surveyed. Bangladesh, Guatemala and Pakistan
all replied that certificates of study are required. In the German Democratic
Republic, & diploma is needed but no special licence is required, Free-lance
artists in pictorial and applied arts must possess a certificate from a higher
educational establishment. In Malaysia diplomas are required for entry into
Government teaching service, but not for private schools.

In other countries (Australiz, Austria, Denmark and Japan) no formel require-
ments exist for the exercise of an artistic profession, except for architects and
teaching art. Another exception in Denmark is the requirement of the Danish State
church for diplomas from the music academies, other certificates not being
recognized by the church. Only one specific example (Federsl Republic of Germgny)
was cited in the replies concerning quelifications for performers. On the basis
of a collective agreement between the Geraan Trade Union for Performers and the'
German Association of Stage Productions, actors and singers must possess a certi-
ficate certifying that they have passed an exam given by a joint committee of the
two organizations. No mention was made, however, to academic or trairning

rejuirements.
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In most countries training requirements for teachers and arcnitects are
defined by government authorities, who consult with advisory boards or the
schools themselves. In other artistic professions, central bodies, such as the
National Council of Arts (Pakistan), Council of Advanced Education (Tasmania,
Austrzlia), or government departments and national art councils (German Democratic
Kepublic and Guatemala) establish guidelines in consultation with advisory bodies
or comnittees of professional artists. In Demnmark, the Academies of Music
establish graduation requirements based on guidelines from the Ministry of
Culturzl Affuzirs and administer leaving exams that are set up by special commit-
tees composed of prominent musicians eppointed by the Ministry. However, as
mentioned vefore, except for the Danish State Church diplomas are not required

for the exercise of a music profession.

Assessment of training facilities

Several industrialized countries have commented that their training facil-
ities are not entirely adequate. One of the problems for Austrelia is making
training available in remote areas. In some fields of art, ballet for example,
there are few facilities and students must travel great distances to attend
schools. This is a particular problem for young people, and yet training in
ballet as well as in music should start at an early age. Training is also
linited in the field of film and television for which ther: is only one school
with an enrolment capacity of 25 students. In Japan there are no publicity
supported schools for opera, dancing or theatre. The possibility of creating
such schools is now under study. Denmark notes that there are not enough
focilities to meet the demand, especially in the teaching of art. In addition,
the architecture schools and the Royal Danish Academy of Art ere under-financed.
Norway has stated that establishing both a national ballet school and a school
for training theatrical personnel other than euthors (stage directors, technicians,
costune designers) should be considered. And the Federal Republic of Germany
believes there is a need to create communal recreation centres not only to
provide artistic training to the general public, but also to provide additional
employment to artists and to promote their contact with the public. Further,
University Music schools in the Federal Republic are overcrowded and cannot meet

the demand.,

Among the developing countries, Bangladesh, Guatemala, Pakistan, Sierra
Leone and Zambia all cite general shortcomings of their training facilities due
primarily to a lack of funds to establish the necessery schools. Pakistan is
currently exploring waeys to overcome these shortcomings. One measure is the
issuing of duty free import licences for art materials. The Pskistan National
Council of the Arts has sent exhibitions abroad, not only to promote Pakistani
art, but also to use the foreign exchange thus earned for training facilities in
Pakistan. :

Continued training snd life-~long education policies

No country has specifically dcscribed a ngtional policy for life-long
education. Most-of the continued training that exists is either for teachers,
in which case public institutions are often involved, or it is carried out by
the various schools and/or professional organizations according to their own
procedures, which means that facilities and opportunities for further treining
are very diverse. Concerning professional schools, thrze Australian schools
offer refresher courses for practising artists who are graduates of their insti-
tutions: the Nationel Theatre School (Victoria), the Australian Ballet School
and the National Institute of Dramatic Art. In Denmark only the music acadenmies
have so-called "master” courses fcr fully qualified musicians that are supervised
by outstanding foreiyn artists and lecturers. In the German Democratic Republic
there are several facilities for further training: the Litersture Institute
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cifec. & 2ne year further training course for writers; the Palucca School
T2y Dancers runs summer courses; and there are various seminars for
mu2t.clznt, cingers and choir leaders. ‘

Gther kinds of further training are provided by professional groups or
rrofeciuional organizations. Some examples include the refresher cources
offered by the Danish Music Teachers' Associétions; the film workshops
orsganized by PARFIT (film acssociation in Indonesia); courses and seminar:
provided by the Union of Norwegian Graphic Artists and the Norwegian writers®
Unions, sometimes aided by public funds; and specialized short courses, given
by highly qualified foreign articts, provided by the Turkish Directorate
General of State Opera and Ballet for its performers.

Policies of equivalent or reciprocal recogpltlon o1
diprlomas between countries

Very few countries accord reciprocal recognition of diplomas.
Bangladesh, Japan, Malaysia and Pakistan have specifically stated that they
have no policy or provisions for this recognition. Other countries have
such policies for some levels of education and for some professioms. Austri-
and Guatemala recognize foreign degrees for higher level studies, the former
noting that such recognition is dependent onthe approval of authorities in
the collegez of art. In Australia foreign aprchitecture degrees are recog-

ized if they seem comparable to Australian ones based on guidelines of the
irchitects Accreditation Council of Australia. Denmark has noted that
reciprocal agreements exist among Nordic music academies, and that the
European Economic Community countries are now studying similar agreemens
for architecture. In the Federal Republic of Germany no specific policy
exists, yet the access of foreigners to artistic professions is not
restricted except for teaching positions in public schools.

The major problem of equivalent or reclprocal recognition of diplomac
is a lack of information about foreign programmes and degrees, coupled with
the difficulty of establishing criteria for tomparison purposes. These
factors are probably not unique to the artistic professions.

M
JII. PROFESSIONAL ORGANIZATION

Gfficial recognition of the profession

The various artistic professions mentloned in the questionnaire arc by
and large recognized by most of the industrialized countries surveyed. The
nature of this recognition varies from one of implicit acceptance and in somne
cases [inancial support to explicit recognition fixed in national legislation.
Some countries, like Denmark, Japan and Norway, have not established an
~nfficial definition of an artistic profession, yet provide diverse aid schemes
to uriicts. In other countries, like Austria, special legislation has been
‘niroduced, such s the Theatrical Worker: and Journalist Law. Special

Ve il-uion alno exicta in the Federal Republic of Germany, not for performer:

- et A

“5v ¢ called "craftsmen", i.e. engravegs, gold and silver smiths and

wapmi- workerus. To exercise theuse professions or-crafts, the worker must
2 5 "mastery test" as defined in the ordinance on Artistry. How-

i =g, over entry into the profession is not generally exercised by
co

cn B _
. i excert in Bulparia and the German Democratic Republic where

o riz juidelines have been established, and except for the profession of
.»zt, which often has State quallxiuatxonu attached to it. Recognltlon

i rorn of o ier~nl siatute with special measures for social security
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~~ employment contracts, for all artistic profescions, waus not
ir any of the replies.

In developing countries, the situation is varied. Two countirie: have
svecifically mentioned official recognition: Pakistan and Tunisia. In the
latter a professional work permit "carte professionnelle artiztique" i:
lerally required (Law No. 69-32, 1969) for all professions concerning sinfing,
dancing and music playing. The card is delivered by the Secretary of State
for Cultural Affairs and Information on the advice of a profecsional
committee whose composition and rules of procedure are fixed by decrece.

The artist is also normally required to pass an exam. Otherwise recognition
of artisctic professions is only recently coming to the fore in such countries
~3 Bangladesh, Guatemala and Zambia. In indonesia there is little official
recogn%tion yet the government subsidizes the association of film artists
(PLRFI).

The artistfs role in decision-making in cultural affairs

The local and central bodies responsible for defining and implementing
2 country's cultural policy have, in many countries, called on invidual
artists to serve on various advisory panels or in some other consultative
capacity. As was mentioned in Part I of this report, these countries
included Australia, Bangladesh, Denmark, the German Democratic Republic,
the Netherlands, Norway, Pakistan, Sweden, Turkey and the United States of
america.

At the actual work level, the artist is active in decision-making moctly
through the representatives of organized labour, as will be discussed belov.
However, in addition to this means of action, Austria mentioned provicions
for workers' participation in works' councils. According to the Austrian
Theatrical Workers Act, any theatrical undertaking employing more than
"0 workers is obliged to cet up separate councils for performing and non-
performing personnel. These councils are informed of and consulted on non-
renewal of contracts, working conditions and the ‘hiring of new employees.

The last function can be waived in emergency situations to replace an artist
in order to avoid cancelling a performance.

(1)

The nature of professional organizations

The profecsional organizations vary according to country, as well ac
to art discipline and occupational status. Certain countries have highly
organized and numerous organizations covering the artistic professions,
including Australia,

v Thic section is larpely based on information received by governments
wnd not by the organizations themselves.

4
5
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venmark, the German Democratic Republic, the Federal Republic of Germany, France,
and the United States of America. A distinction must be drawn here between
those that consider ithemselves as trade unions and are affiliated to national
irade union associations and those that are professional associations. The
trade unions, financed by membership dues, engage primarily in activities to
protect the artists' rights as workers, including hours of work, remuneration,
general conditions of employment (conmtracts, notification), social security,
paid leave, sick leave etc. Collective bargaining is the prime means of action,
based in some cases on special agreementis or specific national law. From the
limited replies on these questions, it would appear that the trade unions are
most active in the performing arts (both salaried and free lance) and certain
writing professions (script and scenario writers). None the less, unions in
all branches of art are active in Denmark and Sweden.

The professional associations are much more diwverse in nature than the
trade unions. Their major aims range from promoting the arts in general, serving
as a source of support or as a club for their members, engaging directly in
selling of art work to protecting copyrights and exploitation rights. As a
rule their members tend to be more self—employed than salaried, and more in the
fields of plastic (or fine) arts and individual writing than the members of
trade unions. The associations themselves do not mormally engage in trade-union
type activities, but do someitimes negotiate colleciive agreementis.

Several industrial countries or associations in them have remarked that
certain professions are inadequately represented by professional organizations
or that the organizations in general are weak. Examples of the former include
Japan, where only musicians and broadcasiing actors and scenario writers are
organized; Australia, which notes that painters, sculptors, writers other than
journalists, and craft workers are loosely organized; France, where one of the
national unions has stated that painters, sculptors, and mural aritists are
usually reluctant to form strong associations; and the United States of America
where the American Guild of Musical Artists (an affiliate of the AFL—-CIO) has
noted that the field of classical moderr dance is inadegnately organized.’

Norway bas reported that most of itis artistic organizations are conosrned
with promoting the arts and not with negotiating incomes and working conditions.
At present, the performing arts organizations have less negotiating and bargain-
ing rights over the exploitation of their works than do other categories such as
authors. In 1974, 21 organizations got together to form the "Artiste Action",

a committee set up to study ways to encourage co—operation among the artistic
professions and to devote more attention to occupational policies than had been
done by the Norway Artists Council.

A few of the developing countries have cited professional organizatiions.
Costa Rica and Guatemala have music, stage performers and radio and television
workers! unions. Pakistan has two organizations, the Artists® Equity of Pakistan
and the National Committee of Artists. In Indonesia the only organization
mentioned is the PARFI, an association of f‘lm artists - Similarly Sierra Leone
has cited only one organization, the Arts Education Association of Sierra

leone (AEASL).

No country has reported any special industrial relations provisions for artists.
The only Testrictions cited are those concerning artists who are government
employees and consequently governmed by public service actis.

A partial list of these various organizations, based on the replies, is
rresented in Annex V. Examples of trade union activity are discussed below in
+1he cection entitled Feguiaiion of Bmplowvment and Conditions of Work, and some
ample coniracis are summarized in Annexes VIII to XI,

Y ed T
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The extent end nature of organization among the srtists seem to be as
varied as the artistic professions themselves. Rather than answering questions
about these phenomena, the replies raised additional ones. What accounts for
these differences in outlook and collective behaviour? Are they desirable?
What factors mitigate against strong organizations in certain professions?

What are the effects of unemployment and low income on a desire to organize?
How does the diversity of associations affect initiatives in national legis-

lation to protect artists?

IV. EMPLOYMENT AND UNEMPLOYMENT

This part is divided into seven sections covering the number of practising
artists, the main characteristies of the various professions, the extent of
employment in non-artistic or secondary occupations, tne role of public and
private employment agencies, provisions for foreign artists, as well as for
foreign travel by nationals, the extent of unemployment and spec1al measures
to cope with it and measures of employment promotion.

Number of artists

As might well be expected the information supplied in answer to this
question was so incomplete as to make any comparison cor compilstion of total
figures impossible. One of the problems was defining "artist" or cultural
worker. Teking the broadest possible definition including ertists, enter-
tainers, writers and related workers, plus architects, as well as librarians,
art gallery and museum staff, a few countries arrived at very general figures:

Australia: 33,000
New Zealand: 7,650
Norway: 11,000
Sweden: 20,460

Canada reported 20,000 employees in television and radio alone.

Austria and the Federal Republic of Germeny heve reported more precise
total figures and have broken them down by occupational status, and for the
Federal Republic, by art discipline as well. The figures for the Federal
Republic of Germany do not, however, include literary workers. .

Occupational status

Total Salaried Self-Employed

Austria (1074)0Y) 19,00C 4T.5% 50.5%

Federal Republic of Germany (1970,

Totel: (excluding

journalists) 66,10€ 66 % 34 %
Musicians and singers 29,521 T % 25 %
Actors, dancers, other

performers o 10,723 73 % 25 %
Plastic arts’ ' 25,862 54 % IR 4

(1) Includes authors,
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Annex VI shows the evolution of the number of artists in the Federal
Republic from 1950 to 1970, by art discipline and occupational status. The total
number, excluding journalists and photographers has dropped about 15,000 from
76,400 in 1950 to 61,600 in 1970. The biggest decline has been in musicians,
singers and other music workers, who numbered 43,500 in 1950 and 29,500 in 1970,
a drop of 40%. On the other hand, painters, sculptors and other artists in the
plastic rats have increased from about 14,000 in 1950 to 21,300 (excludinz photo-
graphers) or to 25,862 (including photographers) in 1970. During this time span
there has also been a gradual shift from self-employed to salaried workers. For
the musicians and singers in 1950 about 1/3 were self-employed. This has dropped
to 1/4 in 1970. About 2/3 of the painters, sculptors etc. were self-employed in
1950 and less than half were in this category in 1970. For actors and dancers,
on the other hand, the proportion of self-employed has increased slightly.

In New Zealand, based on a survey of its members (248) the Actors Equity
reports that LL% are salaried, 25% are self-employed and 21% vary between these
two categories depending on the job. For these same members, 25% of them work
for the New Zealand Broadcasting Campany, 25% as variety artists, 30% work in
theatre companies and the rest are spread out in a variety of fields.

Also in the area of performing arts, the Confédération des Travailleurs
Intellectuels in France has carried out a survey and reports a sharp decline in
the total number of performing artists in recent years, including a 25% reduction
in the number of actors and a 60% reduction of lyricists. In 1971 France had
only one performing artist per 7,000 inhabitants whereas Great Britain had one
per 5,000 and the Federal Republic of Germany had onme per L/,000.

Other general figures reported on the number of artists include Guatemala
(about 1,500 plus over 3,000 members of marimba groups throughout the country);
Japan (ebout 11,700 musicians); and Turkey (between 1,500 and 2,000 pertforming
artists). .

Besides the problem of defining "artist’ or cultural worker, there are other
problems in calculating the number who exercise & profession. The number of self-
employed are difficult to assess, especially those who rely on non-artistic
occupations for a srurce of revenue; and there are part-time and occesional
workers. More precise studies will have to be carried out before even an indi-
cative figure can be identified.

Tharacteristics of the various art professions

"Based on the few replies received (Australis, Austria, France, German

Democratic Republic, Guatemala, Japan, Norway, Philippines, Sweden and Turkey),.
to a question concerning the particular conditions of the different ert professions,
a general claisification and brief description are provided below. It should be
mentioned first that as far as the German Democratic Republiz is concerned, 2ll
artists, as all other workers, are State employees and conseguently subqect'to
the same legal provisions especially those pertaining to labour and social insurance.
dowever, some professional groups such as musicians and ballet dancers.have fewer
working hours than other workers. Night work'is‘an accepted.fact of }1fe for-m9st
performing artists, even though the German Demqpratic Republic has_trled.to limit
it by prohibiting rehearsals at night (or on‘Suggaqs) and to compensate it by
special allowances for regular nighgyperformanp?s.\i_

A very tentativp classification of the ait professions, based on the other

replies, follows:
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1. Artists in the plastic artg (painters, scuiptors, graphic artists).
Most pzinters and sculptors have working conditions similar to the self-employed
as they seldom engage in regular contract relationships. They often earn
their iiving from exhibits held in private galleries at the artist's risk and
expense. The contract work that does exist is in the form of commissions, which
are sporadic. As will be shown below, some publicly financed commissions exist
in & few countries. Graphic artists, draughtsmen, cartoonists, book illustrators
etc. are more likely to be employed, even if on a free-lanze or short-term basis.

For those artists who are self-employed, conditions such as work setting,
changes of residence and special hardships (such as night work) will vary almost
on an individual basis. Concerninz the continuity of employment, however, as is
true for other categories of artists, several intangible -~ and perhaps uncontrol-
lable - factors play an important role; the presence or absence of creative
inspiretion and public taste.

2. Performing artists (actors, musicians, dancers, entertainers, singers).
This is a broad category with many diverse characteristics according to specific
discipline. but also with similar conditions that are worth mentioning. Except
for those performers engaged for long periods by national theatres or companiss,
most work is on a fixed or short-term basis agreed upon by contract. Actors are
frequently engaged for the length of a particular production, which may be less
than one year. Sweden, for example, reports that only 40% of its actors have
cne-year contracts. Variety artistes and some individual musicians or musical
groups are sometimes engaged for a single performence. Musical groups playing
for restaurants or clubs may heve a daily, weekly or monthly engagement.

This common condition of relatively short-term contracts results in a
multiplicity of contracts and employers, which means frequent changes in work
locale, that may not always be adequate in terms of physical amenities and "healthy
vorking environment"”. Because the supply of performers is greater than the
demand 1n most industrialized countries, and given a low wagc scale also reported
in meny of these countries, this category of artist is often obliged to accept
such inadequate working conditions, sometimes coupled with heavy travelling
schedules. The Japan Musicians' Union mentioned these hardships in marticular,
as well as the fact that many entertainers at clubs and cabarets and popular
music groups have a steady diet of lete night hours, long playing periods and
poor touring conditions.

Other problems resulting irom this short and multiple contract-type of
employment - in terms of remuneration, sociel security, dealings with agents and
impressarios and special working conditions - will be discussed below under various
headings. (Regulation of Employment and Conditions of Work, Remuneraticnm etc.). In
ge:eral it can be concluded here that the performer's employment has a precarious
nature. D

Concerning other conditions specific to the professions, there are differ-
ences emong the performers with regard to the length of & career. For physical
reasons, dancers have a rather short career, sometimes being forced to stop
performing by their mid~thirties. Singers have a much longer career than dancers,
but a shorter one than actors. In general, however, most performers need a
certain stamina and physical condition to exercise their profession - requirements
that are hampered byagein; perhaps more so than requirements. needed for writing
or plastic arts.

As to’the right of performers to control the secondary uses of their perform-
ancés, only 19 countries in the world have acceded to the Rome Convention, signcd
in 1961? This Convention defines a limited control for performers over fixations
(r§corQ1ngs,films,etc.) and broadcasts of their works, and provides for remuner-
ation in some instances. This convention will be discussed further under the
hecding of Remuneration. :
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3. Authors and other writers. Like painters and sculptors, the conditions
of authors are similar to the self-employed. They rarely have an employment
relationship, but rather produce a “product" which is sold at an agreed price.
Normally they work on & commission basis, with a contract specifying royalties
and copyrights, which often bind them to a publishing firm. Conditions such as
work settings, changes in residence and night work vary from individuzl to indi-~
vidual. The special hardships authors encounter include the securing of adsqunte
contracts with publishers, especially for young or unknown authors, and ensuring
that they receive the proper amount of royalties once iheir works are on sale.
The Confédération des Travailleurs Intellectuels in France has noted that authors
frequently have to struggle for their royalties as well as to combat certain con-
mercial practices unfavourable to books that are not immediately successful.
Sweden states that their remuneraticn is too low to ensure a living and conseguently
over one half of them have another occupation.

Other writers, such as script and scenario writers and journalists, generally
are feced with a different set of circumstances than authors. Journalists may
either work on a free-lance or short~term contract basis or as permanent or long
term employees. Script and scenario writers, who are increasing rapidly in
number due to radic and television programmes, work mostly on a short-term contract
basis. They, as some performers, will have numerous contracts, employers and work
settings during the course of a year. Similarly, they often have little control
over the secondary uses of their work, being obliged under most contracts to
renounce a8ll rights concerning the work itself.

4. Designers and craftsmen may be employed by industrial enterprises on a
long-term or short-~term (by product) basis. Otherwise these artists ncrmally work
as self-employed persons selling their "products" to retailers or direcily to
buyers. It is not unusual for them to combine their artistic work with a small
scale business activity. '

5. Artists in professional areas (architects) Only Australia provided
information on the special conditions of this profession. Architects seem to have
a wide range of cmployment possibilities, like other professionals, including long-
term employment for a firm and self-employment on a commission, contract or con-
sulting basis.

An essential feature of the work situation surrounding all srtistic work,
according to an official SwedishComaittee Report,(l) is that while different legal
provisions govern the way the work is carried out (self-employment, contract and
commissicns), the borderline distinguishing these provisions are often vague, and
artists continuaelly move from one regime to the next in a short period of time.

Officiel information about these various professions as well as career
prospects in them is not generally available in most countries. Only Austria‘anq
the German Democratic Republic have noted the existence of a directory of artistic
careers, either in the form of an official register or a more detailed directory
providing details about training requirements and possibilities. In Sierra Leone
the ARASL is planning to publish such a directory for use in secondary schools,
colleges, technical institutes and adult education and cultural centres.

Secondary employment, including non-artistic occupations

Almost all countries responding to this question have stated tht artistsa
in general, are obliged to engage in supplementary work to earn a 11V1ng. Precise
information on the proportion who do have secondary occupations, according to art
discipline and to the nature of the supplementary work was, however, not provided.

(1) Placement in the Cultural Area - DS.IN 1972:5
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Some of the problems in assessing this information, besides the obvious handicap
of not having a comprehensive figure on the number of artists, are reporting
difficulties and problems of definition. What is artistic work? It is often

o subjertive judgzement that decides whether an actor doing television cormercials
is engaged in artistic work. To overcome this last problem, Canada and Norwsay
presented their data in terms of bccupations related to the arts, or "secondary
arts” ond of occupations of a totally non-artistic nature.

The table below provides information for three countries:

% of Artists working in other occupations

Fizld of Art FRG Canada Norway

Total Totel  Second. Ron- Secondery  Non-

. arts ertistic artistic

Music 16 17 12 5 - -
Dance ) 6 L 2 - -
Other ; 8
perform~ ) 17 11, 6 -~ -
ing arts )
Plastic arts 6 - - - 34 28

Annex VII provides more detailed information on Canadian artists including the
proporticn of unemployed. Considering other occupations and unemployment, only
51% of theatre artists and 58% of music artists in Canada are engaged in their
primary occupation.

While other countries have not provided a breskdown of supplementary
occupations by field of art, several of them mention high rates of non-artistic
or secondary artistic employment. An organization for painters and sculptors
in France notes that about 50% of their members have non-artistic employment
that occupies them on a half-time basis. The Japan Musicians'Union also cites
a 50% figure engaged in secondary work. In addition to the conditions of
Swedish authors cited above, many cultural workers in Sweden are also obliged
te perform another job. Austria, Bangladesh, Denmark and Zambia have also noted
& high proportion of artists in other occupations. Bengladesh quotes a 30%
figure and Zambia quotes a 90% figure.

The nature of the other occupations vary. Those related to artistic work
include advertising end publicity, commercial art, teaching or editing. Hon-
artistic work includes general teaching, clerical and office work and other
Jobs in the tertiery sector. Demmark reports that many ertists prefer to work
as unskilled lobourers so as to be availeble for artistic work on short notice.
It also reports that because of an agreement between the teachers' union and
the public authorities, artists are not engaged in primary schools, although
they can teach in secondary schools. In New Zealand the survey of the members
of Actors Equity has revealed that only 33% of them work full time and 64% work
part time. Those engaged in other occupations worked in the following areas:
manual work - T%; education/science/professional - 46%; managerial/executive -
17%; clerical/sales/service -Weo%; and 10% in other arees.



- 27 -

Private and public employment services or agencies

Tne practices of public employment services and private egencies in placing
artists in emnloyment vary considerably from country to country. In general
public services are rather inactive or limited to helping those artists seeking
a salary rather than a commission or a contract. Private agencies range from
being very active (e.g. Australia, United States) to being prohibited by law
(e.g. Norway). In those countries where private and/or temporary agencies do
operate, they are usually regulated by laws that stipulate the amount of fees
that can be charged.

The public employment services or labour exchanges in the Federal Republic
of Germeny, the German Democratic Republic, Norway and Sweden provide some help
to artists. The services in the Federal Republic of Germany are, in fact, quite
extensive. In addition to the central or national exchenges, there are special-
ized agencies, mostly catering for performers, such as the 'artists services”
and the Central Employment Exchange for Stage, Television and Film Employees.

In Norway and Sweden services for performers are also provided by specialized
bureaux or departments, although the unions and associations are more active in
this area. For example, eight Union Exchanges work for musicians and artists
in Sweden. The Musicians' Union in Japan is similarly engaged in employment
exchange services con & non-fee charging basis.

In other countries the public services provide more limited help or none
at all. In Japan they engege in no placement work for musiciesns, and in Austria
the gervices are limited. The Commonwealth Employment Service in Australia will
only place artists seeking salaried positions and will not provide services for
those secking contract or commission work.

With the exception of Bangladesh, public employment services in the develop-
ing countries provide almost no help to artists in practice, although theoreti-
cally the labour exchanges are available to all workers.

Private employment agencies are prohibited in some countries like the
German Democratic Republic and Horway. In other countries, like Sweden, they
are permitted to operate, provided they do not meke a proxlt Maximum fees to
cover costs are set down in guidelines established by the Swedish Labour Market
Board. Profit meking agencies, which are active in placing artists, are permit-
ted in Australia, Austria, Denmark, the Federal Republic of Germany, Japan and
the United States of America. In most of these countries the agencies are
regulated by national laws and are required to obtain licences. Rates of fees
are normally fixed in laws or regulations. In Austria, Denmark and Japan, for
example, the fees paid by the artist, range from 6% to 10% of the wage paid.

In Australia fees may be charged to the artist, the employer or both. On the
question of regulating these private agencies, little mention was made of ILO
Convention No. 96, Convention concerning fee-charging employment agencies.

Several general questions or problems were mentioned with regard to these
various placement activities. Tirst, in a few countries priority in employment
opportunities in the public and seml-publlc sector is sometimes given to gradu-
ates of national art schools.. This priority is primarily in the field of
teaching. On the whole, however, ‘the grantlng of special prlorlty is not a -
widespread practlce. ,

. ‘Second, the placement of artlsts is a partlcularly dlftlcult task since
most Jobs are either short-term or on a contract basis. ‘A vivid example of this
was provided by the Federal Republic of Germany. During 1973-1975 the number of
artists placed in employment by the public services numbered almost 300,000, Of
these 90% were short-term jobs, most of them for under seven days. Only 4% were




-~ 28 -

for jobs lasting for more than three months. The consequences of short—-term jobs
on placement offices can be readily appreciated: a high demand for service by
artists, entailing substantially higher placement costs as compared to other

kinds of jobs. If profit-making agencies are used, the financial consequences

on the artist can be considerable; 1in an extreme case an artist could conceivably

pay 10% of his weekly or even daily wage to an agency.

A third problem mentioned was one of controls. In some countries where
private agencies are regulated it is often difficult to enforce the luws, Even
in Norway, where they are prohibited, private agencies have been found to be
operating. The Japanese Musicians’ Union has also complained that private agencies
often charge more then the allowed fee, but that few sanctions are applied.

Provisions ior foreign artists and for foreizn
exchanges and contacts

Artists wishing to reside temporarily or even permanently in a foreign
country are generally subject to the same rules and regulations affecting other

categories of immigrants or aliens.

Almost all countries cited the requirement of a work permit, except in a
few instances where reciprocal agreements exist as in the European Economic
Community or Nordic countries. A few countries make exceptions to these general
restrictions. Australia, Bangladesh and Japan consider applications of inter-
nationally known artists favourably, and masy grant them residence permits outside
of regular eligibility rules. lorway allows foreign ertists who are paid by
foreign employers that do not have permanent offices in the country, to reside
and work in the country.

Temporary permits for short-term engagements ere usually granted without
difficulty, although national groups and unions of performers are beginning to
object to the intrusion of foreign artists who reduce employment opportunities
for the nationals. This objection is primarily centred on hiring policies of
national theatres and orchestras, and not on individual performances.

Focilitdies available to artists for contracts and exchanges with foreign
countries are usually provided through international cultural agreements. These
agreements mostly benefit members of performing groups; facilities for individuals
are generally limited to scholarships or special programmes financed by private
organizations.

Unemployment and measures to assist or
redeploy unemployed artists

Information on unemployment rates was only provided by & few countries.
None the less most countries, while not able to provide statistics, reported that
these rates emong artists were higher than average. Only the German Democratic
Republic stated that they had no unemployed artists.

One of the problems in determining unemployment levels, in addition to the
general lack of statistics and problems of definition, is assessing the extent to
which those artists with a gself-employed status (authors, painters, sculptors etc.)
are under-employed or unemployed Given the almost total lack of information on
these artists, their level of incume and employment in secondary occupetions would
have to be examined more closely in order to determine their conditions of employ-
ment. The few figures that are available, therefore, mainly concern performing
cnd entertainment artlsts.
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The figures on performing and entertainment artists were not always
broken down into uniform groupings, which means that some countries reported
2ctors and dancers together, while others combined figures for musicians
and dancers. Nevertheless, the available information is as follows:

% of artists unemployed

Lctors
Canada 21%
France 80% (during some part of the year)
Norway 33%

Music artists

Canada 12%

FRG 5%

Norway 15% |

U.S.A. 50% (musical artists who are members of AGMA = singers

musicians; dancers - and who are unemployed during
.some part of the year)

Ballet and dance

Canada 10% , ‘
FRG 11% §incluﬂe actors, dancers and other performers)
9% (variety artists)

Norway '50%

Bangladesh reported a 50% uneﬁployment level for all artists. Except for the
Federal Republic of Germany, the year on which these figures were based was
not provided. For the Federal Republic the figures were collected in 1974
when the overall unemployment rate was 1.2%. This demonstrates how serious
the unemployment problem is for artists. The Federazl Republic of Germany
also provided additional details on these figures. First, the increase in
unemployment of all categories of artists from 1965 to 1974 has been 52%.
Second, the duration of unemployment varied: 60% of them were unemployed
for less than three months; 30% were unemplcyed for less than 12 months;

and the remaining 10% were unemployed for over a year. Third, the age groups
were affected differently: 2/5 of the unemployed were under 30; 2/5 were
between 30 and 45; and 1/5 was over 45. The different art disciplines

have experienced diverse Patterns of unemployment according to age.
Musicians, singers and dancers tend to have higher unemployment rates

after the age of 45 (Norway also reported a similar trend); and actors are
most vunerable between the ages of 30 and 45 And fourth, women have been
over-represented in all unemployed groups. )

It is clear that most of the above figures are only very general
indications, and the’ more data would be needed, as was provided by the
Federal Repu'blic/:/,h-rbf Germany, on the duration and differences according to
sex, age and art discipline and on overall unemploymeni trends in order
to present a coherent and valid view of unemployment of artists. Despite
this lack of information, however, most countries have noted that artists
have substantially higher rates, of unemployment than other categories of
workers. Paradoxically unemployment rates are increasing while the actual
number of artists is stagnating or even decreasing, as is the case in the
Federal Republic of Germany. ’
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The causes of unemployment are man¥1> Apart from the current economic
rcezcicn, leveral factors can be cited. First, for performers, demand is
¢Iien re:ated to seasons with unemployment increasing during the off-seasons.
©econd, there are a number of uncontrolable factors, such as age (for dancers),
rublic tuste and fashion trends that change periodically. Third, there have
been some structural changes with the increasing disappearance of variety shows
and the upsurge of television and radio shows which tend to provide fewer jobs
than live performances. Moreover, recorded sound and films have been a major
cause of technological unemployment. Whatever the cause, the consequence on the
artist is considerable: Jjob insecurity and unstable income, which not only
affect the working life but also the eligibility for certain benefits such as
unemployment insurance and social security provisions. These benefits, or lack
of them, are discussed in a separate report, prepared by the ILO, to be submit-
ted to the Joint ILO/UNESCO meeting of Experts on the Status of the Artist.

Special schemes to assist unemployed artists, in addition to unemployment
insurance and placement programmes (noted above), appear to be few in number.
Some countries reported public grants directly to artists (Bangladesh and
Pakistan) or to programmes and companies to enable them to engage more artists
(Australia); one country reported trade union assistance to members (Austria).

The Netherleands, however, provided a detailed description of its "artists
scheme". Administered by the lMinistry of Social Affairs, the scheme is aimed
at practitioners of the fine arts (painters, sculptors and graphic artists, but
not film makers or photographers), who are self-employed or who work on a part-
time basis. The objective is to help artists whé are temporarily unable to sub-
cist on their own work to continue practising a profession. The scheme provides
these artists with an income by acquiring their works, and by paying commissions
for designs or for other work or services. It is financed both by the central
Government, which pays three-fourths of the cost, and by municipalities, which
cover the remaining fourth. Besides a financial need, eligibility is based on
creative ability or skills and level of professional activity which are deter-
mined by the municipal authorities in consultation with local or regional
advisory committees. Candidates must also be at least 25 years old. * In 1975,
a total of 40 million guilders (US #16.4 million) was spent on this scheme.

The Netherlands also finances an emergency fund which is a form of non-
recurring aid for special purposes -~ for example, to aid relatives of artists
who are in financial difficulties. Furthermore, the Government promotes second-
ary employment opportunity for artists by creating jobs in teacher training at
art schools and by hiring artists as tourist guides.

The future employment prospects for all categories of artists are unknown.
Except for a few general comments by one or iwo developing countries on a
possible future need for accomplished artists, the replies provide no informa-
tion on forecasts of the balance of manpower supply and demand or of the types
of openings in the artistic professions over the next few years. The Japan
musicians' union did mention, however, that recorded music would continue to
nzve & negative impact on the employment opportunities for musicians.

There was a similar lack of information provided on special research
conzerning the redeployment of artists who are unable to work in their profes-
zion. Moot countries did not address themselves to this question and of those
it 4id, only two furnished information on redeployment schemes in general,
but not on any research. Australia cited its national employment and training
system (NEAT), which is a labour market retraining scheme to help any category
of worker to obtain the necessary skills to enter a new field of employment.

(1) K..ia Fohrbeck and Andreas J. Weisand, Der Kﬁnsﬁhr»Report, Carl Haasen
Verlag, Miinchen - Wein 1975.
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Trainees are paid an allowance and may study either at an educational institution
or on the job. The German Democratic Republic also provides retraining facilities,
particularly for those artists who are unable to continue in their profession
because of ill health or age (for example, ballet dancers). Moreover, all workers
in the German Democratic Republic are entitled to learn new skills and to exercise
a new profession after having worked from 12 to 25 years in their original
profession.

Employment promotion measures

A number of countrizs have sponsored special schemes or measures designed
to prouote artistic and cultural activities which help to increase the possi-
bilities of remunerative work for artists. These measures include State
purchases of art or promotion of exhibits; payment of library fees to authors;
loans and other funds to subsidize rents and the purchase of materials; fiscal
relief to art patrons; and provision for a certain percentage of construction
costs of new public buildings to be spent on artistic work that will be part of
the building.

This last rceasure is often called the one per cent scheme, since that per-
centage figure is the one most frequently appiied. Six countries reported the
existence of such schemes; Austria, France, the Federal Republic cf Germany,
the Netherlands, Norway and Sweden. The artistic works are normally sculptures,
paintings, murals, special designs (e.g. leadcd windows) and tapestries,

Artists in these countries are increasingly demanding not only an increase in
the percentaege figure but a role, which would be remunerated, in the planning
and designing of the buildings in order to have a say as to what art form will
be used as well as how it will be displayed.

A neasure related to the one per cent scheme is the association of artists
in city planning and urban development. The Netherlands and Sweden employ
artists to assist in the design and development of public squares, pedestrian
zones, and the conservation of historic sites. The Government of the Federal
Republic of Germany is also interested in such measures and has commissioned a
research project on co-operative town planning with the assistance of artists.
The Federal Republic is also exemining ways for artists to be more closely
associated with programmes in communel recreation centres and in museuus.

State subsidies for the purchase of art works or for the promotion of
exhibits exist in several countries. Of the developing countries, Bangladesh,
Guatemala and Pakisten reported that the State periodically sponsors exhibits
and national festivals and supports art galleries so that artists can sell their
works. France, the German Democratic Republic and the Netherlands purchase art
works for museums and State exhibits. The Netnerlands has also instituted two
special schemes in this regard. One consists of paying artists & rfee for the
loen of their works to State exhibits. The other scheme is a subsidy to art
patrons to encourage them to purchase art works. In all State-approved exhibits,
the buyer only pays T5% or the cost of the art work, and the State pays the
remaining 25%. This scheme applies to foreign artists as well.

The Netherlands also provides financial support directly to artists in the
form of interest-free loans for the setting up of studios, the purchase of art
materials and to cover the cost of experiments in the use of new materlals or
of new forms of communication in the visual arts.

Fiscal and tax relief to art patrons was cited in the replies of Austria,
Canada and the United States of America.
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Scheues for the promotion of literary works were reported by Australia, New
Zecland and Norway. These countries have set up specizl funds to pay artists a
fee when their books are available in public lending libtraries. The Government
of Norwzy also supports national authors by purchasing 1,000 copies of all new
works of fiction, pecetry and drama. .

The only special employment promotion measure mentioned for performers was
cited by Japan, where the State periodically plans public concerts and other
performences and ensures & minimum remuneration for these events. The film and
television board in Australia has recently supported film festivals in order to
encourage this medium on a national level. Otherwise, no special mention was
made of schemes to aid actors, dancers or other performers.

V. REGULATION OF EMPLOYMERT AND GENERAL CORDITIONS
OF WORK OF SALARIED ARTISTS

Form of Employment Regulation

The existence of special statutes or other legal provisions especislly
designed to govern the employment of artists appear to be rare. Only Austria
cited specific laws for theatre workers, journalists and variety artistes. Most
of the countries reported that salaried ertists, like other workers, are covered
by general labour legislation or labour codes, which serve as a basis for col-
lective agreements or individual contracts. This is the general situation for
Australias, the Federal Republic of Germany, the German Democratic Republic, Japan,
New Zealand, Switzerland and the United Stetes of America.

In Austria, selaried artists are subject to the same 1l:tour legislation
that applies to other wage earners except where special provisions are stipulated
in national acts for certain artistic professions. These acts include the
Theatrical Workers Act, the Journalists Act, the Wage Regulations for Artistes
and some clauses of the Employees Act. The Theatrical Workers Act requires work
contracts to specify the exact dates of engagement for all performers as well as
the exact role of minors in performances, specifications which are not, for
example, mentioned in the General Civil Code. Similarly, the Acts provide for
different measures as regards probationary periods and advance notice of dismissal
or resignation. Probationary periodsunder the Theatrical Workers Act are not
allowed, whereas under the Journalists Act they are permitted for up tc one month,
whereupon either party may terminate the engagement.

The amount of advance notice also varies considerably. The provisions in
the Theatrical Workers Act are dependent on the “performing season": engagements
of an indefinite period normally conclude at the end of the seeson, and written
notice must be given by 15 February for the winter sesson. The Journalists Act
stipulates that at least three months notice must be given, with the period
increasing by one month for every year after five years' employmenut, up to a
maximum of 12 months' notice. An exception to this regulation exists for an
editor who is entitled to resign immedietely in the event that the newspaper
changes politicel orientation. Other artists are covered by the Employees Act
which states that the employee must give one month's notice and the employer a
minimum of six weeks during the first two years of service, with increasingly
more notice as the length of service increases. As for artistes, the Wage
Rezulations stipulete a minimum notice period of 15 days, to be given at the end
or in the middle of the month.

As mentioned above, the employment of artists in other countries is generslly
governed by collective agreements or individual contracts based on general labour
legislation. 4 few diffcrences exist among these countries concerning the
prevalence of collective agreements over other measures and the applicebility of
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collective agreements to artists working on an occasional basis. In
Australia, for example, industrial awards from arbiiration procedures

provide the basis for most contracts, whereas in the United States of

America very detalled collective agreements have been worked out without rormal
erbitration. Except for Argentina, where collective agrcements are prevalent,
meny of the developing countries reported that employment is normally governed
by individual or ad hoc contracts, subject to general labour legislation. (In
Turkey many of the performing artists are civil servants and consequently
subject to a uniform set of regulations.) Japan and New Zealand also reported
the predominance of various contracts over collective agreements.

Almost all responding countries noted that either the collective agreements
or the special laws mainly covered salaried artists alone. Individual performers
or free-lence artists normally concluded their own contracts. An exception to
this was reported by the Federal Republic of Germany. An article in the Law on
Collective Agreements, introduced in November 1974, allows some self-employed
artists to benefit from the provisions of collective agreements or conventions
as long as their work situation is analogous to that of a salaried worker.
Provisions of arvitration awards, collective ‘
agreements and contracts

Examples of arbitration awards were supplied by Australia and examples of
collective agreements by Argentina and the United States of America. These
agreenents set forta minimum conditions of employment in a number of aress:
terms of engagement (by week, by show or casuacl); basic minimum wage; travel
accommodation and transport; absence from duty; notice of call time; cancel-
lations or postponements; hours of work; meal breaks; overtime and penalty
rates; public holidays; annual leave; length and payment of rehearsals; and
arbitration procedures. The colleclive agreements in Argentina and the United
States of fLmerica usually include a model contract which stipulates that the
signatories will apply the provisions of the agreement. Further the collective
agreements in the United States of America also include provisions for the rights
and use of recordings (if applicable), limitations of discrimination and strikes,
cost~of-living clause and pension and welfare funds.

Summaries of some of these agreements are presented in the annexes to this
report. The agreement reached by the American Federation of Television and
Radio Artists (AFTRA) and its employing orgesnizations on the minimum terms and
conditions for radio artists is summarized in Annex VIII. This agreement,
concluded for a pericd of three years, lays down very specific terms of payment,
according to whether the programme is an original broedcast, a rebroadcast, a
rehearsal, audition or drametized commercianl. The fees are also calculated for
each profession (actor, singer, announcer, sports-caster) and by the length, in
minutes, of the broadcast. The agreement also covers notice of termination of
contract, postponéments, neme credits, location of work, as well as the other
general provisions mentioned above. The major provisions of a standard dencer's
contract established by the Americen Guild of Musical Artists (AGMA) are listed
in Annex IX. ' . S

Summeries or.examples of twbﬂothgr;types of contracts; concluded in New
Zealand, are presented.in Annexes.X and XI. The first.concerns the rules of pay
and conditions of employment of members. of the New:Zealand Droadcasting Corpor-
ation Symphony Orchestra, and the second is &.contract for scriptwriters of
television programmes. The latter is significant because of the provisions
concerning the rights over. the written material by the writer and the employer.
Once the New Zealand Broadcasting Corporation pays:.for.a script, it has the right
to broadcast it on television. - However, if it wants to rebroadcast the material
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(or to repeat the right orlglnally purchased), it must pay 50% of the original
fee for the first repeat and 25% for each subsequent repeat. Recordings of the
script can be used for the private purposes of the Corporation and for extracts
of prograumes of a historic nature. The contract also includes a schedule of

fees and provisions for name credits.

The existence of model or standard contracts is also reported in Austria,
the German Democratic Republic, Japan (very limited application), and Norway.
In Norway if the public employment services are placing an artist, they arrange
for these contracts to be completed before employment starts. Model contracts
dc not exist in Australia, Bangladesh, the Federal Republic of Germany and

Switzerland.

Special legislation, collective agreements or model contracts for artists
who work on a temporary, occasional or part-time basis, are sometimes included
in the provisions for full-time employees. For example, the collective agree-
ments concluded in the United States of America by AFTRA, AGMA and the Screen
Actors Guild (SAG) make no general distinction between full-time and other
artists. The schedule of fees and other provisions are laid down in such a
menner that they apply practically to all artists engaged in these fields. 1In
Austria the Theatrical Workers Act and the Journalists Act stipulate certain
minimum employment periods in order for the artist to be covered by them. 1In
the former, for example, any artist working less than six months is not entitled
to any paid leave, The latter requires that journalism must be the main means
of gainful employment and must occupy the worker at least haif time in order for
the Act to apply. The Wage Regulations for Artistes makes no distinction between
full-time, occasional or part-time workers.

In general, however, except for the provisions of collective agreements,

no special arrengements oppear to exist for artists who do not work on a full-
time basis. Given that most artists are either self~employed or work largely
within the framework of short-term contracts (as discussed in a previous chapter),
the absence of sPeclal arrangements may be particularly serious as regards social
security and tax provisions. Saome information on these problems is presented
below, but in general the information provided in the replies was not adequate
enough to assess the true employment status of the artist.

Independent séfvice contracts

Virtually no information was furnished concerning independent service
contracts such as those dealing with royalties, fees between impresarios and
performers or free.lance agreements, nor was 1nformat10n provided on mixed
contracts.

Hours of work and overtime

Most artists, ' ‘even if salaried, hsve irregular work schedules depending on
partlcular contracts and employers.‘ This fundamental characterlstlc of the
define and are frequently subject to change. tttt ln general, aside from specific
provisions in collective: agreements, the llmlts to the artists': ‘hours of work
are set by general labour leglslatlon (e &+ The Hours of Work: Act in- Austrla -and
the Workers' Protection Act in Norway) “Forty hours a week-is the norm-for ~
regularly employed ertlsts with ‘some ‘countries somewhat above ‘this (Sw1tzerland
46 to 50 Hhours; Ba.ngladesh ‘and ‘Zambia 48 hours) and ‘same a little below (U.S.A.
30 to 40 hours;- _Turkey and New' Zealand 30 - hours).“ In practice the length of
actual working time varles accordlng to profe331on, to whether there ‘are rehear-
sals ‘combined with- performances ‘and. accordlng to provisions - in collective agree=’
ments. Austrla, the. Federal Republic of Germany, HNorway- and the Uniteég“States
of Amerlce all noted that the standards set down in. labour leglslatlon could be

o i . . ' -.
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applied flexibly, if collectively agreed to, for certain performing and
journelistic professions. However, some of these countries - Austria and
Norway - cited maximum limits of working hours for a given day: 12 hours in
Austrie and 9 hours in Norway. :

Hours of work specified in collective bargaining egreements are often
based on the length and number of performances and rehearsals rather than on a
daily or weekly schzdule. In Argentina, for example, the collective agreements
worked out between variety artistes and circus performers state that in "high"
season (1 April - 30 November) no more than 12 performances will be given
weekly, with a meximum of 3 per day on Saturdays, Sundays and holidays. The
actors in Argentina have egreed that if a performance lasts 2 hours and 10
minutes, 2 performances can be given per day, with 3 on Saturdey, Sunday and
holidays. If the performence lasts longer, then only one will be given per day.

The industrial awards in Australia carefully define working time, including
what amount of time for meke-up, tea~breaks, wardrobe fittings and travel is
considered as time worked.

The flexibility and irregulearity of working hours common to most salaried
artists, especially performers, imply night work and work on week-ends and
public holidays. Some of this time is considered reguler work time and some of
it as overtime. Night work for members of the American Guild of Musical Artists
(AGMA) and the American Federation of Television and Radio Artists (AFTRA) in
the United States of America is regular work and not treated on a premium basis.
This is also true in Japan where no distinction is made between day work and
night work for musical performers. In fact most performers are expected to work
some time at night, although the amount obviously varies.

Several countries have restrictions on the amount of night work allowed
for all workers as well as for certain workers (e.g. pregnant women and minors). In
Switzerlend night work is only allowed if a special permit has been granted,
and in principle should not last longer than 9 hours in a 2k hour period.
Except for restrictions on minors and same women, Austria has no gpecial laws
reguleting night work. The Hours of Work Act does, however, stipulate that all
workers shall be granted an uninterrupted period of rest of at least 11 hours
after the end of a day's work. Minors in Austrie may not be employed between
8 p.m. and 6 a.m., although some exceptions are made in certain circumstances
for minors to work until 10 p.m. in musical, theatrical or other performances
or in the making of films.

Restrictions on night work for women do not usually apply to employment in
radio and television, and in performing and entertainmert. In Austria, pregnant
and nursing women are usually not allowed to work at night, although exceptions
can be mede to enable them to work until 10 p.m., provided they are granted
11 hours unbroken rest after the night work. In the Federal Republic of Germany,
pregnant women ere normally not allowed to:work from 8 p.m. to 6 aam. and after
5 p.m. on Sundays and holidays. However, eceptions are again granted in the
performing arts provided the women is allowed 2l hours of uninterrupted rest
after the period of work. :

" Week-end work and work on public holidays are also frequent for artists..
Sundays are occasionally compensated by extra pay or by extra time off;',pgbllc
holideys are almost always compensated. Weekly rest for artists vaqies, with
one day's rest the minimum in most countries.  Guatemala and Bulgaris grant two
" full days of rest; Argentina and Austria stipulate a minimum of 36 consecutive
hours. Given the verying demands end schedules of artistic work, little
comparison can be mede between artists and-other categories of workers. From

ot
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the information supplied, it appears that artists, who do not have reguiar
employment, have peak periods of activity and heavy schedules when they are
employed; ©breaks in between engagements are rest periods, but they are also
periods of unemployment.

Overtime compensation is normally paid for extra hours and ror public
holidays. Both Norway and Switzerland have restrictions on the amount of over-—
time allowed. In Norway, no more than 20 hours are permitted during two consecu-
tive weeks; in Switzerland it is limited to two hours per day. The rate of
compensatior. varies, with 1 1/@ or 1 1/2 times regular pay paid for extra hours
during the week. In Australia and New Zealand 1 1/2 times regular pay is paid
for the first three hours of overtime and then double time is paid thereafter.
Sundays (if not part of the regular work week) and public holidays are usually
paid double time, and in some cases 2 1/2 times regular pay. Bangladesh, Japan,
Pakistan and Turkey reported that no fixed system of overtime compensation
existed in their countries.

Paid leave (annual, sick and matermity)

i

Paid annual leave for regularly employed artists is mormally subject to
minimum standards laid down in labour legislatior or regulations. Belgium, the
German Democratic Republic, Norway, Turkey and Zambia provided no specific
details, but noted that salaried artists were subject to the same regulations
and rights as other workers. The minimum leave quoted was 3 weeks for Australia
(TV actors); 18 working days for the Federal Republic of Germany and Austria;

15 days for Pakistan; two weeks for Switzerland; and 12 working days for
Zambia. In the United States of America members of AGMA are not entitled to
paid vacation. In Bulgeria, actors, opera singers, radio, television and film
artists are entitled to 42 working days per year. As with the question of hours
of work, the granting of paid ammual leave to most artists ~ that is to those
not in a regular employment situation -~ is complicated by the prevalence of
short~term employment and the multiplicity of work contracts.

Paid sick Feave also varies according to national laws and regulatiions and
to provisions in collective agreements. Between 20 and 30 paid sick days per ye::
are minimum provisions in Austria, the Federal Republic of Germany and the Uniteau
States of America. Japan reporied very generous provisions of 4 {0 12 months for
members of the Symphonic Orchestra. The amount of sick lesve granted normally
increames as the length of service increases. For example, under the Employees
Act in Austria, 6 weeks are granted for the first 5 years of service, increasing
gradually to 12 weeks after 25 years of mervice. A similar type of increcse
exists for artists: for contracts up to half a month, 5 days sick leave are
granted; for contracts for the whole season, 6 weeks are granted.

Unless specified in the laws or in work contracts to the conirary, these
sick leave provisions normally apply ito regularly employed persons. Sick-leave
for part time and temporary workers is usually specified in collective agreememts,
where they exist. In Argentina, for example, actors have concluded an agresement
whereby they are entitled to 15 days sick leave with full pay during the course
of a production, and part pay for another 30 days. The employer can terminate
the contract afier that by paying half salary for another 15 days or until the
end of the contract, whichever is shorter. . Veriety artists, on the other hand,
have concluded agreements with no sick leave provisions.

Maternity leave for. regularly salaried artists is the same as that for
other workers, and is usually set down in labour .codes or in special legislation.
. Between 6 and 8 weeks are granted in Japan, Switzerland and Norway, with pro-
Visions for extension either before or after confinement. Fourteen weeks are
granted in the Federal Republic of Germany, 16 in Austria and 26 in the CGerman



- 37 -

Democra?ic Republic. No provisions for maternity leave for artists exist in
Australia, nor for members of AGMA in the United States of America.

Artists employed on a part-time or temporary basis

By and large part-time and temporary workers are not entitled to fringe
benefits or to the provisions of paid leave as cited above. However, in some
countries (Belgium, Switzerland, Guatemala, Turkey and Zambia) part-time workers
can sometimes benefit fram these provisions on & pro-rated basis. Austria,
through its Continued Payment of Remuneration Act, has taken special measures
concerning the sick leave of part-time and temporary employees. These employees
are entitled to & minimum of 4 weeks (increasing with years of service) paid
sick leave in any calendar year. Eight weeks arc granted for an occupational
injury or other incepecity.

According to the information provided by most countries, these special
measures are exceptions to the general lack of benefits to part-~time and tempor-
ary workers. Unless covered by collective egreements this category of worker
has serious disadvantages compared to others. And since many artists fall into
this category, the problem is particularly acute throughout the artistic
professions.

Vi. REMUNERATION

The diverse nature of the artistic professions presents methodological
problems in the assessment of the artists' earnings. The produce of 4 sculptor's
work and that of an oboe pleyer are very different, not only in substance and
form, but also in the way the product is sold and, some would say, in the way
it is conceived. These same differences in artistic output are apparent for
authors, actors, painters, conductors, scriptwriters, etc. Consequently an
overall summary of artists' remuneration is not feasible - and a comparison
between the disciplines even less so.. Even within one profession, say literature,
there are tremendous differences: one author may devote five years to a novel
which is transformed into a television serial for a handsome price, while another
writes a novel a year, but has difficulty publishing and selling them, and still
another is an employed scriptwriter working for a fixed salary. Thus, even if
the products are similar, there are other differences, such a3 the amount of
time worked and whether the work entails some form of employment relationship.

Other yardsticks, besides product and hours worked, are also difficult to
apply to artists' remuneration. Task analysis, level of education and years of
experience hardly seem appropriate to artistic work. Comparisons with other
sectors are almost impossible given the above difficulties. While methodological
analyses of the artists' remuneration have not been supplied by the replies to
the questionnaires, many countries have noted that the overall income of artists
is substantially lower than that of other workers. Although not specified in
the replies, the source of this low income could, in theory, stem from inadequate
remuneration and protection of intellectual property rights, fram unstable
employment patterns, from unfair tax assessment or from any combination of
these in addition to thu general economic situation.

This chapter prov1des a framework for an examination of remuneratlon,
mainly by source.. It is divided into four sections: ' copyright - ﬁ»CUJlﬂrj
rights for authors, ‘both ‘employed and self-employed; :salaricd earninzs for all
categories of artlsts, -other earnings - for performers ond self-employed pro-
fessionals; and .tax arrangements. Much of the information presented here is
incomplete; however as with other parts of the report it is included as an
illustration of practices in various countries.
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Copyright: pecuniary rights

While most countries in the world have copyright laws and many have acceded
to or ratified either the Berne Convention on the Protection of Literary and
Artistic Works of the Universal Copyright Convention or both,\l/) only e few
countries (13) responded to the questions on copyright in the questionnaire. In
these countries the pecuniary rights of authors usually include the right to
authorize the reproduction, publication, adeptation, diffusion, broadcast and the
public performance of the work, which implies the right to obtain fees if these
verious activities are carried out. In practice, authors often cede or transfer
a2ll or part of their rights, through contracts or licences, to publishers or
associations in return for a royalty or other form of remunerstion. The amount
of royalties or fees varies from country to country and according to contract,
Unfortunately only a few examples were cited. In Malaysia the authors receive
107 of the retail price of their work; in France, between 5 and 10%; in Turkey,
composers often receive as much as 25%, libretto writers 7.5% and translators 15%.
In Australia, the Australian Society of Authors has drawn up a model contract
that stipulstes various fees and residual rights. According to this contract
royalties (for hardbacks) are based on a sliding scale, with the author receiving
10% of the retail price for the first 5,000 copies, 12 1/2% for the next 5,000
and 17 1/2% for copies above that. Authors are, of course, free to negotiate for

higher royalties.

Authors in Australia, Denmark, New Zealand and Norway also receive fees for
placing their books in public libraries. In Australia, at least 50 copies must
be on the shelves of appropriate libraries, and authors receive 50 cents per
book - that is a minimum of 25 dollars per work per annum. Publishers are also
paid 12 1/2 cents per book under this scheme.

The pecuniary rights of salaried authors compared to self-employed authors
are not cleer. Two countries (Austria and Denmark) noted that in principle
salaried artists are entitled to the same rights but employment contracts often
transfer these rights to the employer. The Federal Republic of Germany and Malaysis
also reported that the rights cf salaried authors are determined by contracts.
In New Zealand, salaried authors have no entitlement to copyright if they work for
a newspaper, another person, & govermuent department or one of Her Majesty's
services.

Residual rights (droit de suite) - the artists' surviving rights after trans-
fer of certain rights ~ exist for authors end artists in the plastic arts in the
legislation of some countries. Artists in the latter category, for example,
receive 5% of any resale price in the Federal Republic of Germany and 3% in Frence
and Norway, although in France the residual right is only applied to public sales
and not to private gelleries or merchants, In the United Kingdom plans to intro-
duce & 10% fee for artists is under consideration. Same residual rights also exist
for authors in Australia and the Federal Republic of Germasny. The rights are
spelled out in the model contract in Austrslia. In the event the work is included
in an anthology, the author receives 80% of the negotiated fee and the publisher
20%; for digests, book clubs and mechanical reproductions the author and the
publisher share the fee equally; and for paperbacks the euthor receives 60% and
the publisher 40% of the fee. Script-writers in Australia usually include a
residual rights clause in their contract. The Australian Broadcasting Company,
for example, peys a fee for the single use of a script; replay rights entitle
the writer to 50% of his initial fee for the first repeat and 25% for subsequent
ones. In the Federal Republic of Germany the author has the right to recell the
exploitation right within five years in case the licensee does not make sufficient
use of his acquired rights. The suthor cen also claim a higher commission or fee
vhen it is epparent that the original agreement is grossly disproportionate to the
actual returus.

(1) As of 1 Januery 1977, 68 States had acceded to or ratified the Berne Conven-
tion, 72 the UCC,;agi%z d?ad acceded to or ratified both, making a total ef 95
fie

States that have or acceded to a copyright convention.
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In most of the countries replying to this set :of questions, the pecuniary
and residuel rights are protected by criminal law. - If any of these rights are
infringed upon, the authors or holders of the rights have recourse to legel
proceedings including injunctions, damage clains end compensation. In the event
of the death of a copyright holder with no heirs, these rights, in some countries
revert to the State, and in others become part of the public domain.

Few of the replies noted any gaps in existing legislation that prejudice
the financial gain of artist-author. Some plans for new legislation were
mentioned, however, as well as certain practices that were the object of complaints
by authors or performers. Extensive photocopying in educational and business
institutions was one such practice. The Federal Republic of Germany stated
that artists' societies are trying to extend the protection of photographs, which
is currently for 25 years. Legislation is also under review in the Federal
Republic of Germany to set campulsory limits on the assigmnment of suthors' rights
agaeinst lump-sum settlements. This legislation is designed to establish a con~
tractual framework for authors where no collective agreements exist. New Zealand
pointed out that performers have no control over the reproduction of their work
except as stipulated in individual contracts. France noted that while the law
wes satisfactory it was often difficult to apply because control over illicit
prectices was difficult to exercise. And finally Turkey mentioned that the
esteblishment of an organization to protect copyright was definitely needed.

Royalties or other fees due to authors are often collected by associations
or societies. In some countries national laws regulate the practices of the
organizations; in other countries where private law regulates these -organizations,
the author is free to join or not, thus accepting or rejecting the conditions of
the distribution of fees. Separate organizetions usually exist for authors and
composers on the one hand, and performers and producers of phonograms on the
other, in those countries where the rights of the latter are protected. As very
few countries replied to this question it is not known whether the existence of
these organizetions is widespread.

Total royalty figures were not cited, nor were authors' average snnucl
earnings.

Salaried earnings

The irregular work schedulecs of mnost salaried artists mcke any assessment
of earnings difficult. A study undertaken in Canada lamented the absence of
reliable figures on the average earnings of individual performers, noting that
this dearth of information is largely due to the fact that no satisfactory method
had yet been f?u?d for repci-cing the amount of employment provided by the various
organizations.'l) The number of artists on a given payroll vary throughout the
season, depending on the repertoire. The irregular employment of part-time
workers was also cited by the study as e complicating factor. Other countries
mentioned further difficulties in assessing salaried income. One problem was
distinguishing between income eerned from cultural activities end that eerned
from secondary occupations. Another was determining whether various fees. earned
from one per cent schemes, loaning of works tc exhibits and from commissions are
to be considered a5 sslaries. Even where minimum wages are firmly fixed in col-
lective agreements, the artist's income can still not be accurately measured
since the length of employment is unknown. Indeed, many collective agreements
specify fees by the hour, day, week or month - and only rarely for longer
periods of time.,

(1) McKinsey and Co., Inc., Directions for the Dance in Canada, Cannda Council
Information Services, 1973.
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Except for State-run orchestras, theatres, etc., salaries for artists,
like for other workers, are based on individual contracts or collective agree-
ments or both. These agreements (scme samples have already been mentioned in
Annexes VIII-XI) also include cost-of-living clauses or provide for periodic
renegotiations of the terms of employment. 1In Austria, for example, nego-
tiations arc held at least once a year, 1in Japan twice a year; and in
Australia adjustments are undertaken each quarter based on the consumer price
index, unless restricted by government policy. The AFTRA Agreement (Annex VIII)
for radio artists includes both a cost of living clause and a provision for
renegotiation after three years.

Other adjustments or allowances are sametimes included in the agreements.
Travel allowences are almost always paid; year-end bonuses, holiduy allowances
and housing ellowances ere rare, but do exist in a few countries (Japan,

Netherlands and Pekistan).

Examples of some minimum wage rates defined in collective agreements or
industrial awerds for a few countries are listed below. The figures citz=d are
in the national currency:

Australia
basic wage per week
musician $47.80 (197h award} .
nannequin and model 51.20 (1975 award)
actor (t.v.) 95.00 (1973 award)
double g8o.00 "
extra 15.00 (per day)
Argentina
basic wage per month
actors: Ceategory A $2,927
B 2,kh82
C 2,263
D 1,767
Guatemala
musicien Q224,481
dancer ' 84,763
actor . 10,119

The reader's attention is also drawn to the schedule of fees for AFTRA artists,
listed in Annex VIII.

The actual amount of artists' income, in cucsh terms, is not reported in a
systematic manner by most countries. The figures and examples that follow are
merely illustrative of the below average earnings of artists in selected coun-
tries. The source of these earnings is not always specified - and in theory -
could include royalties, government subsidies as well as salaries. Horway
stated that most artists earn less than’ T.Kp. 10 000 per year, which is considered
very low. In fact, the proposed zuaranteed income scheme would vrovide a minimum
of N.Kr. 39,000, which corresponds to the beginning salary in the nublic scrvice.
In France, & sculytors organization reported that 607 of iis members ecrned an
income below the minimua wage (s IIv) and an actor's trade unlon made a similar
statement., Denmark. Guatemala, Iurkey and Sweden also stated that artists in
general earned low salaries.
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Two countries provided more detailed information. In Canada a study of the
performing aris, based on 1971 data, reported that the mean income of all artists
in this category was $6,400, compared to the national mean income of $6,900. (1)
Details on the various professions are presented in Annex XII. Composers and
playwrights are the highest paid, earning a mean income of !3,500 per year
whereas dancers and 8ingers are the 80 est paid with a mean income of $4,500.
Amother Cansadian study cited earlier 2) confirmed these figures and noted that
among the dancers, ballet artists have an average wage of $5,400, which is 15%
below the national average wage, and that modern dancers earn $2,500, a figure
just above the poverty line for a single person. These figures compare with the
average wages of other professions and groups as follows: teachers and professors
($8,200); recreation services ($7,800); self-employed entertainers and artists
(86,400); and pensioners ($3,500).

The Federal Republic of Germany also reported detailed figures on the income
of salaried and self-empioyed artists. Some of this information is summarized
in Annex XIII, Related somewhat to the situation in Canada, it appears that the
performers in theatre and dance (with the exception of those in the 40-49 age
bracket) have the lowest income among performers, music artists, and artisis in
the plastic arts, but excluding amthors about whom figures wwre not provided.
The lowest income groups in all categories are the young (20-29 years) and the
old (over.65). But the differences among these most disadvantaged age groups,
according to whether they are salaried or self-employed, are significant. The
Balaried young artist earns considerably less than his self-employed counter-
part; at middle age they have more similar income levels; and at an older age
the self—employed earns considerably less than the salaried artist.

As these figures are sggregated, however, they do not present an exact picture.
While it is true that there is a greater proportion of salaried young artists,
compared to self—employed, under the DM.24,000 (US $ 10,320) level, a breakdown of
these figures for the very low income group (below DM.6,000 — US. $ 2,580 - per year)
provides some refinement. About 25% of both the young (20-29) salaried and self-
employed music artists earn under DM.6,000 per year. This is also true for the
self-employed actor and dancer, but is not true for the salaried actor/dancer, of
whom only 5% are in this income bracket. Except for the salaried older (cver 65)
musician, between 15 and 30% of the other older artists also find themselves with
this low income.

Although the information in this section is incomplete, with one or two
exceptions, all of the countries replying to the questionnaire pointed to the
lower than average income of artists.

Other earnings

Performers%in some countries enjoy pecuniary rights stemming from their
performances. | Although not the same as authors® rights the rights granted to
performers are often included in mational copyright acts. Of the countiries
replying to the questionnaires, Austria, Denmark, the Federal Republic of Germany ,
Japan and Norway mentioned the existence of these rights in their national
legislation. While there are differences in the various legislative provisions,
basically these rights include the right to prevent the broadcasting, the fixation
and the reproduction of their performances without their consent. Moreover if a
recording or other fixation of their performamoe is used for commercial purposes
(i.e. broadcamting or public showing for a fes) then performers are entitled to
be remunerated. Many of the countries that provide such rights have brought

(1) Christine Panasuk, An Analysis of Selected Performing Arts Occupations,
Canada Council Information Services, 1974.

(2) McKinsey, op.cit.

i
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th:ir legislation into line with the Rome Convention for the Protection of
rerferaers, Producers of Phonograms and srozdeasting Organizotions.

This Convention, which was signed in 1961 and which has been ratified or
scceeded to by 19 Statos,\l provides that the remuneration referred to above
snould be paié Ly the user to the performer, th= producers of phonograuis or both,
with the manner of ilamplementation left to the discretion of contracting States.
In practice, if the manner of distribution is not regulated by national legis-
lation organizations of performers and oroducers of phonograms have negotiated
acreements on the collection anddistribution of the fees, usually through an
sgsociation or exgloitution society.

Tax arrangzements

Special tax laws for artists were not reported in the replies to the
guestionnaire. In general, tax laws take into account the employment status
of workers - self-employed, saleried or unemployed -~ end other factors, such as
civil status and number of depzndents in determining the rates. But the nature
of various professions does not seem to be a criteria for tax assessment, except
for o provision in the Federal Republic of Germeny. In practice, some categories
of artists are able to benefit from special provisions applicable to the self-
employved; other categories of artists are simply treated as salaried workers
with virtuelly no account taken of their irregular work patterns.

The tex arrangements that artists benefit from in & few countries include
reductions in income tax; exemptions from sales tax or value added tox:
spreading of income over several years: and deduction concerning professional
eXpPenscs.

The Federal Republic of Germany and Turkey reported direct reductions jip
income tax for artists. In the Federal Republic of Germany self-cmployed ertists
are 2llowed to deduct 5% of the income they earn from free-lauce work, with e maximum of
WM.24.000 (US.$ 10,320) per arnum, from their annual income liable to taxation. The
selection of those artists who qualify for this tax benefit is based on criteria
certifying that the artist is self-employed and creative, the latter factor
juiged on talent rather than on craftsuanshipthat can be acquired through train-
ing and practice. Thus, this trx provision is not extenda2d to those engaged in
lignt music, commerciel art, radio announcing, press and publicity photography
or in handicrafts, including the meking of musical instruments. An expert
comaittee, composed of zovermment officicls and artists, decides which artists
quzlify in case of doubt. In Turkey copyright income is tax free up to the
amount of TL.10,000, and is then taxed at 15%.

Two countries reported that artistic work is not subject to the same rates
of the value edded tox uas other kinds of work. In Austria, the VAT is normally
15%, but is only 8% for profits derived from the activities of creative aznd
performing ertists. In the Netherlands, this tax is of'ten eliminated completely
for artistic work, especially where the sues are too smz2ll to justify the
administrative costs of collecting them.

Several countries have provisions enabling artists to spread their earnings
over a number of years sc that they are not unfairly taxed in any one year when
they are paid for e work that in fact took several yeers to complete., The Federal
Republic of Germany allows for a maximur period cf three years, and Sweden for a
period of 1C yeers, provided that the work(s) took that long to complete. The
Netherlands also provices for spreading over three years as does Norway, but

(1) Austria, Brazil, Chile, Colombia, Congo, Costz Rica, Czechoslovakin, Demmark,
Ecuador, Fiji, Federal Republic of Germeny, Guatemal:, Italy, Luxembourg,
Mexico, Niger, Paraguny, Sweden, United Kingdom. Another 15 countries
provide som: form of protection to neriormers, evéen though they have not
ratified the Rome Convention. :
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nrither of these countries stipulated that the period of spreading had to
~¢incide with the period of execution as in the above countries. Australia
and New Zealand have similar provisions but only for authors. The Federal
Republic of Germany azlso mentioned a form of spreading for part-tine salaried
articts who work on a daily or weekly basis. These artists are allowed to
work a full month before any tax is deducted, thus helping to offset unfair
taxes based on irregular incomes.

Self-employed artists, like other self-employed workers, are entitled
to deduct professional expenses from the amount they owe as taxes. This
provision exists in Australia. Austria, the Federal Republic of Germany,
Luxembourg, New Zealand and the Netherlands. The rate and scaie of these
deductions were not specified. ‘

Only a few countries noted that the tax laws were not entirely satisfac-
tory as far as artists were concerned. Austria thought that certain conditions
and accounting regulations could be modified for free-lance artists, and
Norway stated that the system of taxing artists based on previous income
levels was unfavourable to artists whose income was irregular. To overcome
this disadvantage, artists in Norway have requested a scheme similar to that
established for fishermen, whereby all income is.placed in a bank and is
only taxed as it is withdrawn. -Other countries stated that preferential tax
treatment should not be given to artists; other policy measures should be
used instead to aid artists, such as grants.

Earnings of foreign artistc residing in a given country or earnings of
national artists residing abroad are normally not subject to double taxation
if the countries concerned have signed bilateral .agreements. Austria and the
Pederal Republic of Germany for example have signed such agreements with 33
and 35 countries respectively. Australia and Luxembourg have agreements with
9 countries, and New Zealand with 7. Denmark also mentioned that it had
double taxation treaties with a number of countries. Some. countries, such
as Japan, have no such agreements.

In the absence of these treaties, some countries tax foreign artists,
but at a reduced rate (the Federal Republic of Germany and Luxembourg) or at
the full rate (Austria and New Zealand). In theory, national artists working
abroad are also subject to tax in their home country in the absence of
treaties, but in a few countries the tax paid to'a foreign country is deducted
from the amount owed to the country of nationality. An assessment of the
‘impact of tax schemes on the net earnings of artists is not feasible here,
given the lack of specific information provided in the replies.

VII. MORAL AND PROFESSIONAL RIGHTS

Several questions were devoted to this subject in the questionnaire.
However, so few replies were received that a summary is not possible. Only
Austria, Denmark and the Federal Republic of Germany provided adequate
information, noting that copyright laws normally protected the moral rights
of authors, 'and in some instances, of performers. Austria also stated that
re2~formers were insufficiently protected, since the only recourse they had
1o the distortion of their work was the right to withold their names, and
tl:t other means of protecting their rights should be considered.
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VIII. BS0CIAL SECURITY

The quectionnaire included several questions on the social security
0T artisztc. Ac with the previous section, however, the information provided
in the replies was not substantial enough to enable the subject to be discussed
adequately. The subject is of great importance to artists, and is therefore
discussed in a separate report prepared by the ILO. This second report will
also be submitted to the Joint ILO/UNESCO Meeting of Experts on the Status of
the Artist.

CONCLUDING REMARKS

Given the low rate of responmse to the questionnaire and the amount of
incomplete information provided by a number of countries, a definitive picture
of the status of the artist cannot be established at this time. Nevertheless
= few common practices, conditions and questions surroundlng the artist and
his work emerge from the present survey.

The general cultural policy of most countrlt _is'‘to promote culture and
the arts and to make them as accessible as pOSSnble to all citizens. 4 number
of countries sponsor mobile groups, such as the ‘atre companies and orchestras,
and pursue an active policy of decentralizing the arts to the regions. The

particular policies concerning artists, however, are less clear. Some countriss
follow a policy of supporting and assisting artists through indirect means,
such as creating a favourable environment for work. Other countries prefer
to provide more direct support through grants and <‘u.bsui:Les. The artist's
role in formulating cultural policies is also unclear, while individual artists
are often called upon to serve on adviscry boards and councils, the "average"
artist does not seem to enjoy this pr1v11ege either 1nd1v1dually or through
an association or trade union. .

Some common themes about training programmes can also be cited. Nost
artistic training takes place in post-secondary level institutions, either in
specialised schools (which may include the last several years of secondary
education) or in universities., PFacilities or programmes for children as well
as for practising artists (continued training or life-long education) appear to
be very rare. Training programmes in music and the fine arts or applied arts
are far more prevalent than programmes for the other performing arts or for
literature and writing. The working relationships between training and
cultural institutions (theatres, operas etc.) are not strong in most countries,
and career guidance does not seem to be a major preoccupation of the training
institutions. An assessment of the adequacy of the training programmes is not
possible given the available information.

The replies to the questionnaire tend, on the whole, to confirm several
acsumptions about the social and working conditions of the artist. TFirst,
those who are salaried. (such as. many performers) and thooe who have certain
exploitation rights to protect (such as many authors) tend to partlclpate
in professional organlsatlon° - be they trade unions .or associations. Other
categories of artists, such as those in the. flne arts, have a much weaker
rrcyensity to join such, organlsatlons. ;oecond most. artlsts ar» faced with a
m'zter of unfavourable worklng conditions,. to a greater extent than other

corkers. Many have short-term, engagementa or irregular. comm1 510no or

cont racts, and are f*equently obliged to seek employment or to work in secondw
szry rorupationz. Public employment agencies, with a few exceptlono, have not
helred artists to overcome these difficulties. Further, unemploymeni rates
tend to be Ligh and are- coupled with a general absence of 'special unemprloyment
assintance. While several employment promotion schemes were mentioned in the
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te purcha=es of art, 1 per cent schemes etc. ) they were cited

-erlies (sta
a handful of countries.

by only

For the salaried artist, irregular work schedules, night work and
week-end work are part of the normal routine. The real. problem for this
category of worker, however, is the 1 2ngth of the contract. TUnless covered
by collective agreements or special legislation, the part-time or occasional
artist is often not entitled to overtime or certain forms of paid leave,
or to other benefits.

Finally, tane remuneration of artists and their mean incomes are report-
edly lover than the average wage and income in a given country. Dancers
and stage actors appear to have the lowest incomes along with most young
amd old (over 65) artists. Incomes for authors were unfortunately not
provided. Only a few countries cited special tax provisions for artists
that take into account their special working chditions and patterns.

These tentative findings give cause for concern. If confirmed they
would Jjustify an examination of special measures to protect the social and
labour rights of artists.




Total:

31

ANNEX I

List of countries thut replied to the

Questionnaire

Argentina

Australia

Austria

Banzladesh

Belgiun

Bulgaria

Canade

Costa Rica

Denmark

Egypt

Federal Republic oi' Germany
France

German Democratic Republic
Guatemala

Indonesia

Japan

Luxembourg

Mslaysia

New Zealand

Netherlands

Norway

Pakisten

Philippines

Sierra Leone

Spain

Sweden

Switzerland

Tunisia

Turkey

United States of America .

Zesabia

Annex I



~

Annex I - page &
QUESTIONNAIRZ O THE STATUS OF THE ARTIST

Introduction

The Gereral Conference at its eighteenth sessicn asked the Director-Genersl,
in consuzltation with the Internaticnal Labour Organisation, to carry out a
prelininary study on the status and socizl position of the artist.

T.is study which will desl with the technical, legal and asdministrative
aspects of the problem, will be submitted to the General Conference at its
ninetcenth session so that it may decide whether an internaticnal instrument
shiould be adopted on the sudject.

The General Conference specificd that this study should 'take account or
the recormendations of the intergovernmental conferences on cultural policies
and of the international symposium of creative artists orsanized in 197h°.

The first Intergovernmental Conference of ifinisters of Culcure, held in
Venice in August~Scptewber 1970, had indeed emphasizaed the iuportance of the
frew=dom of the artist as un integral peart of the right to culture. The report
of *he Venice Conference states: '"Particular care shoulé be given to ensuring
tne freedon of the artist and over this, refused its assent and the adare that
‘he who pays the piper calls the tune'. Artists shouid have their say in the
bodies where cultural policy is decided”.

The report goas on: '"The freedom of the artist is a fundemental humnn
right but it e2lso serves the common gocd es an antidgte to sterile burezucretiz-
ation and in fosturing creative criticism, initiative and innovetion in the
society".

The particip:ats in the Venice Conference also emphasized that "the frecdom
of the ertist and of artistic expression is nct only @ legal conception but to
be effective presupposes material conditions which allow the artist to work™.

Accordingly, the Conference recommended Mermber Ststes to associzte creative
artists with the formulation and implementation of their cultural policies. The
passage reads: “Artists and workers in culturel activities shoulld be closely
associated with the administration of culture. This could be Cone either by
inviting them to serve on edministrative committees or by arrenging for close
co-operation between the administrators and the unions of artists, wherc these
exist". Lastly, the Conference recommended Member States to 'explore means by
which creative artists can be helped to develop their talents.

Freedom of the artist, freedomr of artistic creation, perticipation by
artists in the shaping and iuplementaticn of cultural policies, encourcgement
Tor ertistic creation through legzl, economic and socizl mecsures, the cadeavour
tc find ways of improving relavions bztween the ~rtist and the public - such
were the key thenes of the Venice Conference.

In June 1972, the European Ministers of Culture, meeting in Helsinki,
recommended firstly that European iMember States ensure “the intecration and
active participation of all groups of society, and of the artist in particular”
and secondly "thot artists, with their creative visicn of the future of the human
enviromnent, should be genuinely associated” with the improvement of the
environment etc.
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Lastly, the European Ministers of Culture recommended to the European
Member States that they: "(1) promote conditions which allow artists to develop
their talents to the full and, through their creative activity, enrich the
national and universal cultural heritages: (2) in particular, give encouragement
to artists engezed, through their work, in promoting the ideas of peace, and
study the possibility of founding national and Zuropean literary and art nrizes
to be awarded veriodically to writers and artists who in their works best express
the ideas of peaceful coexistence snd co-operation between the countries and
peoples of Burcpe, (3) give artists, through their associations or as individuals,
a substential role in formulating and implementing the cultural policies of their
countries; (4) seek means of improving contacts between artists and society eas
a whole; (5) provide the necessary material conditions to enable young people
with artistic ahility to receive suitable artistic training, without discrimi-
nation; (6) provide artists with mcterial conditions which will enable them to
do creative work in freedom from constraint and take appropriate measures to
ensure the effective protection of their moral end material rights; (7) earmark
a certein percentage of the cost of public buildings for the inclusion of works
of art, (8) recognize the copyright of the artists ccncerned on all public sales
of their works; (9) organize social security for artists; (10) take appropriate
fiscal measures to encourage public corporations and individuals to buy and hand
on works of contemporary art, by donations or legacies; (11) arouse public
interest in works of art by providing the most comprehensive informatior eand
education possible, in particular by educational policies which will awaken
children's artistic appreciation at e very early sge, and give everyone, by w
means of life-long education, an equal chance of access to art".

The Helsinki Conference further recommended that Unesco "continue to make a
comprehensive study of the probiems of artistic creation end distribute infor-
mation on useful experience acquired by individual countries in solving these
problems; make provision in its programme for holding an international symposium
cn 'The contemporary role of artists in formulating and implementing cultural
policy, and their responsibility towards society'; 'seek a common definition of
the criteria on which the profession of the artist is based; provide a larger
number of travel fellowships for European artists”.

Lastly, the Conference appeesled to all men of culture: “to intensify their
activities in spreading knowledge and appreciation of the treasures of national
cultures and of the world's cultural heritage; to contribute, by their artistic
activities, to reinforcing and developing European cultural co-operation in the
interests of peace and international understanding".

In its turn, the Conference of Ministers of Culture which met in Yogyakarte
in December 1973, recommended to Asian Member Staces that they: "(1) s+udy, and
if sppropriatc, launch new policies and institutional safeguards for ensuring
greater social security for the artist; (2) stuuy the possibility of establishing
more schools, museums and children's centres-in the arts which could serve as
effective means of cultural education for children of all ages; - (3) initiate
meesures, vhere this has not alrecdy been done, to identify and list jndividuals,
groups, or cliusses of notable mastcrs and practitioners of ali traditional and
folk arts and skills and by providing suitable incentives ensure ways and means
for their continuance in these arts and skills; (4) initiate suitable projects
and institute suitable facilities, where this hes not elready been done, for the
collection, documentation, preservatlon and circulation of typical produc»s of
traditional or folk cultural and artistic endeavour, aid give them promlnence in
inter~State or 1nternatlonal cultural exchange progz«"n*f“
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The Conference further recommended to Unesco that it: "(1) provide through
speedy and simplified procedures all facilities within its competence to Member
States in Asia and Oceania by way of equipment and technical and methodological
skills. to establishing, equipping or expanding national projects and institutions
for research, preservation, documentation and the presentation of their traditional
cultural heritages; (2) undertake a study by experts to prepare specifications of
arciitecturzl plans and equipment for various types of premises suiteble for the
public presentation of the arts, keeping in view local social and climatic con-
ditions, and make this documentation available to Member States on request'.

These recommendations were endorsed by the artists who were convened by
Unesco to a symposium held in Paris in July 19Tk; it is likely that the Ministers
of Culture of Africa, who are to meet in Accra in October-November 1975, and the
Ministers of Culture of the countries of Latin America and the Caribbean, who are
to meet in 1977, will put forward similar recommendations and will ask the inter-
national community to provide assistance in this respect.

These recommendations and decisions are a very considerable advance over the
International Conference of Artists which was held in Venice in 1952 under the
auspices of Unesco. Indeed, although the participants in that Conference recog-
nized the need to protect the artist, to assist him and guarantee the independence
of his ert and to preserve the originality and sovereignty of his talent, and
although they recognized that it was incumbent on the State to encourage the arts
but without teking control of them, and although they were evidently well aware
of the situation of the artist in the society of that time, they did not clearly
define the role of the artist in modern society. They clearly identified the
main obstacles encountered by artists in the exercise of their art, but they
barely glimpsed the remedies and practical solutions which might be applied.

For this reason, at a time when we are witnessing a new approach to culture
and when & number of countries are addressing themselves to the task of drawing
up culvural policies of wide scope, it is both normal and significant that the
General Conference of Unesco should wish to study this question and try to answer
it in a realistic and positive manner.

Purpose of the Questionnaire

1. The present questionnaire has been prepared jointly by the International

Labour Office and Unesco with a view to compiling information for tle
preparation of o study on the sociazl situation and status of the artist. This
study is to be submitted to the nineteenth session of the General Conference of
Unesco in 1976 for a decision by the Conference as to whether this matter should
be the subject of an internationel regulation.

2. The proposed study will cover all the problems of the economic, social,
professional and moral . circumstance of the artist in the broadest sense of
the term. ‘ t

3. The term "artist', as used here, embraces all artists in the broadest sense
of the term whether their functions are those of creation, interpretation,
execution,(l) teaching, management or artistic direction, etc. (painters,

(1) Artists whose functions are those of interpretation or execution include, in
particular, artists described as "performers’ by the Convention for the Pro-
tection of Performers, Producers of Phonograms, and Broadcasting Orzanizations
concluded under the joint auspices of ILU, Unesco and IBRD (known as the
"Rome Convention™). Any measures which may bz adopted as a sequel to the
proposed study, would, of course be without prejudice to the protection already
granted to the workers concerned under this Convention.
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sculptors, engravers, composers, writcers, musicians, actors, doncers, choreo-
graphers, critics, editors, translators,\z) variety artists, architects,
decorators, engravers, etc.).

L.  All the categories covered by the preceding paragraph sre included for the

purposes of the present questionnaire whatever their employment situation -
salaried, self-employed, under contract - end in whatever sector they are employed
(public, private, semi-public).

Provision of documenteation

5. You are requested to provide all the documention cun which your replies to
the questions below arc based.

6. Please will you also provide any documentation of a general nature concerning
the legal, economic, social, professional and ethical position of artists
which you consider relevant to the proposed study: 1laws and statutes, reports and

other official documents, collective conventions, employment contracts and other
contracts or agreements, special studies or inquiries, press cuttings, magazine
articles on gencral or specific topics, etc. Professional and non-governmental
organizations need not provide official texts such as laws and regulations which
are to be communiceated by the ministries concerned. If certain officisl texts have
already appeared in Unesco or ILO publicetious, it will be sufficient to provide

o reference tv such publications.

Preliminery explanations

7. Please reply in as much detail as possible to the questions, in each case
making such distinctions as you deem necessary: :

(a) =according to the profession and the conditions for exercising it
(b) according to the field of art and culture;

(¢) according to the type of functions within the profession, or the nature
of the work,

(d) occording to the employment status (salaried, self-employed, etc.);

(e) according to the basis of employment (permanent, temporary, full-time,
part-time, outside collaboration, etc.);

(f) saccording to types of problem;
(g) according to the employment sector (public, 'private, semi-public).

8. You are also asked to reply to questions as fully as possible by describing
not only de facto and de jure situations but also the problems vhich arise in

oractice, and any ideas which have been put forwcrd in this connection, or demands
made by the professional organizations concerned,

(2) With regard to translators, and in view of the fact that the General Confer--
ence of Unesco at its eighteenth session (October-Hovember 19Th4) adopted a
resolution (6.13) deciding to lay the foundations at international level for
the protection of the profession of translator by means of a recommendation
to be adopted by the nineteenth session of the General Conference in 1976,
it goes without saying that any decision that may subsequently be taken with
regerd to translators within the framework of the general protection accorded
to artists will need to be without prejudice to any measures which may be
adopted by States as a sequel to the said recommendation of the Genercsl
Conference of Unesco.

e
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9. In addition, you are requested to deal with any questions other than those
below which you feel ought to have been coverad in the questionnairec.

QUESTIONS

General policy

10. Please provide any information and comments which you consider relevant for
the proposced study concerning genersal policy with regard to the arts and
culture, the proportion of the nationai hudget which is set aside for this policy,

its place in economic plans and programmes, its major lines of emphasis, etc.

11. What are the public or private bodies concerned with the professions under

consideration at various levels and particularly at ministerial level or the
equivalent and what ministries are involved? How are such bodies composed, whet
are their terms of reference, what are their means of action?

12. Please specify the role played by the central services and the local communi-
ties in defining, promoting and applying the policy for the arts and culture.

Treining

13. What 1is the national policy with regard to artistic training; responsible

suthorities, percentage of capital and operating expenditure in national and
local budgets and in expenditure on general education; objectives and methods of
the forms of instruction provided; official definition of programme content;
official recognition of studies; public assistance, etc.?

14. What measures designed to.promote artistic and literary training are taken at

national, regional or municipal level or by the private sector (foundations,
etc.) such as fellowships for study ebroad, study tours, residential facilities in
universities for artists or writers, etc.? Special mention should be mede of any
experimental laboratories.

15. In what branches of artistic and literary activity are there schools, academies,
conservatoires or training courses, whether public or private?

16. Please provide all avai;able information, by discipline, on:
(a) the number of aété training establishments and courses;
(b) the system of institution; | - /
(J)  whether they are pﬁﬁiic or private;

(d)  their sources of finance and the relative importznce of the various
sources if there is more than one;

(e)  their enrolment capacity;
(£)  actual number of students;

(g)  whether studies are free of charge or not.

‘ i 1 .

17. WVhat @s the gocial origin of the students, in general and by discipline? What

material assistance is available to them (scholarships, travel expenses. etc.)?

What‘are the sources and total amounts of such grants-in-aid, and how many students
receive them, in absolute terms and in relation to the total enrolment?
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18. Plegse provide all available information, by discipline and by type of insti-
tution (private, public) on:

(1)

(a) criteria and conditions for admission to courses of study;

(2)

(b) syllabuses recommended or in use, their content and duration;
(¢) teachers (including practising artists), their number and treining and
the teacher/student ratio,

(d) certificates awarded in respect of studies or equivalent exmerience,
whether they are officially rccognized or cotherwiscz;

(¢) their equivalence with officially recognized diplcmas;

(f) the number of artists completing training eech year; including brezi-
down)by type of work content (for example, theatre, cinema, television,
etce.

19. To what functions and types of employment or work may the studies mentioned
in parograph 18 lead?

20. For purposes of training students and/or practising artists, what are the

relationships established between such schools, academies or conservatoires
and the corresponding cultural institutions: universities, museums, theatres,
operatic centres, radio end television organizations (probationership, half-time
employment , participation in rehearsals, retraining, ete.)

21. Is the diploma obtained in such institutions required: (a) for entry to the
profession; (b) for entry to a specific branch of the profession?

22, Which are the authorities empowered to lay down the training requirements for
the exercise of the profession? Are the members of the profession concerned
represented on this authority and, if so, how?

23. Are the existing training facilities considered satisfactory, quantitatively
and qualitatively? If not, please say how the needs are met and indicate what
ere the shortcomings conceded and what measures are being taken or are contemplated

to remedy them.

ol. 1Is there a life-long education policy (refresher courses and further trai~ing)
for the artistic professions? If so, please describe this policy and riv.’
examples of its application in practice.

25, Is there a policy with regard to the equivelence or reciprocel recognition

of diplomas between countries for the artistic professions? If so, please
describe the policy and an outline of the problems which arise in this respect
and the neasures contemplated or advocated in order to solve thenm. Y

(1) For example, are there oral or written examinations or performence tests?
Is an assessment made of previous experience or professional achievement?
Is there a gencral education requirement? Is there aen assessment of aptitudes?
(2) For example, is the training of actors restricted to acting techniques or
does it include a general grounding in the arts of the theatre? The study
of traditional styles, (potional, regional, or of other regions of the world)?
Contemporary forms a2nd styles including those for the media of mass educetion?
Does the treining include a practice cttachment?

-}
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Professional organization

2. Are the professions covered by the present questionnaire recognized officially
as such? If 5o, please provide all information concerning such official
recognition, its terms and condition, the problems which arise in connectiorn with
its effective application and its consequences. If not, please indicate the
problems arising in practice from the non-recognition of the artistic professions
as such and any measures which may be contemplated or advocated in order tc over-
come them. Please provide alsc any useful information on the organizaticnal
-~ends in the artistic professions (progression, stagnation, regression) and on
trends in the professional structuration of the various disciplines.

27. How and to what extent are artists associated with the decisicns which
determine thelr situation:

(c.) at the level of the policies and dispositions reserved by the State
authorities, and, in particuler, within the bodies mentioned in

paragraph 117
(b) at the level of the sectors of professional activity?
(c) et the level of the establishment providing employment?

28. What professional organizations and bcodies represent and defend the economic,
social, professional and moral interests of artists (orders, professional

associations, trade union organizations, etc.)? Please give infcrmetion as to

their nature, how they are financed, the number and professional composition of

their membership, their claims, the means which they employ in order to defend

the interests of their members and on any other points which you think worth

nentioning.

29. What are the particular categories with little or no organization for the
protection of their interests, or which are badly or inadequately organized?

Please provide details of the attenticn given to this problem, of any efforts

which have bezen made by those concerned to organire themselves and of any obstacles

there may be'to the successful outcome of such efforts.

30. Are there any legal barriers to freedom of association, trade union freedom,
the right to collective bargaining end the right to strike as far as artists
are concerned? If so, please specify.

Emplqiment and unemployment

31. Iliow meny artists are there practising as such:
() according to artistic or literary field or discipline;
(b) according to type of em?loyer or émploying establishment;

(c) according to employment sector, public (national level, local comauni-
ties) or private;
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(d) employment stetus (salaried, self-employed, etc.).(l)

32. In view of the wide range of professions covered by the present question-

naire, please provide for each such profession the fullest possible details
on the particular conditions of tinat profession's pursuit, and in perticular,
with regard to-

(a) the type of employer, the type of working relationships which may exist
(staeff employer, contractor, collaborator, etc.), and the resulting
types of contract (contract of employment, commission, publishing
contract, agency contract, industrial hire contract, etec.);

(b) the locelization of the work and the frequency of changes of residence;

(c) the type of work setting;

(d) the functions which may be performed and the manner in which they may
pe affected by the contractual status of the ertist and by the context

in which he works;

(e) hardships (constraints, length of working hours, night work, working
environment, etc.,;

(f) the continuity or otherwise of employment;
(g) +the length and nature of the career.

33. 1Is there a directory of artistic careers? If not, are there plans for
preparing one?

34. To the extent that artists also have other occupations than that of artist,
what are the occupetions concerned and what proportion of the professional
working time of artists is teken up with them ?

35. Do graductes from national art coll eges have prlorlty with regard to employ--
"~ ment in the public or semi-public sector?

36. To what extent does the national employment so}v1ce concern itself with
placing artists in search of contracts or salaried posts?

37. Are there private agencies, whlch either charge a fee or are non-profit
meking concerned with the pleacement of artists in searching contracts or

salaried posts?’ If so, please indicate the regulations applicable to the

activities of such agencies and the terms they offer, including scales of charges.

(1) For example: for actors, information on whether there exist netional )
theatres, troupes, companies, etc. (for theatre, cinema, television or rcdio).
The number of performers they employ on a full-time basis. The approximate
qumber of students from national schcols whom they recruit snnually on a
sermanent basis. The number of students recruited in the private sector
(redio, television, cinema, commercisl theatre, ectc.). Other private or
public sectors such as education, administration, promotional activities.
For architects, what is the number of architects (o¢f1clally recognized by
an order of architects, a professional association, ete. )} in relation to
the population of your country? What percentage of such architects ere b
self-employed und whot percentage are salaried? Who are the main employers :
of architects in your country? (Architectural agenc1ms, t'irms government, g
etc.?) What proportion of overall construction activities entails work by
architects? Indicate, as for as possible, what percentage of buildings are
archltect de51gned. 2l y
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38. What percentage of teuporary employment agencies are concerned with the
placement of ertists? What regulations govern their activities?

39. What are the dispositions applicable to foreign artists taking up temporary
posts in the country or desirous of taking up permanent residence?

40, Please provide all available information on facilities currently available
to artists with regard to contacts and exchanges with foreign countries.

4i. Please precvide all available data on inactivity or unemployment among artists
(unemployment rates, ages of unemployed, averzage duration, etc.), and on
their causes.

L2, Wnat are the existing disvositions or initiatives designed to assist unem-
ployed artists, apart from placement arrangements or for the payment of
unemployuent bencfits?

43, What are the forecasts with regard to the balance of manpower supply and
demand -and the types of openings in the artistic professions over the next
few years?

L. 1Is eny research being done on the channels for the redeployment of artists
who are unable to work in their artistic profession? If so, what are the
findings of such research end in what ways ere they taken into account in practice’

45, What measures have been taken or are contemplated to promote the development
of artistic and cultural activities which can help to increase the possibili-
ties of remunerative work for the categories concerned: the creation of bodies
to stimulate cr intensify the activities of existing bodies; special allocations
of funds or esrnings;\l) fiscal and other eppropriste relief for patrons,
encoursging the dissemination of works of aort by means of eppropriate regulations,
including customs regulations, the allocation of resources derived from works
which have fallen into the public domain or which have reverted to the State by
escheat to assist contemporary art? Are such measures to be credited to the
public authorities (national, regional or local), to the private sector
(industry(2) or non-profit making bodies, foundations, etc.) or those actually
concerned? What impact do they make in practice (number of crtists who have been
beneficiaries of such schemes, the sums of money disbursed, etc.)?

46. Whet measures have been taken or are contemplated to promote the exercise of
artistic professions under suitable group arrangements, in co--operative lines

(theatre, film making, pramotion of cultural activities, publishing, etc.) or

otherwise? Please provide information-on existing groupings and on their problems.

Employment regime

47. What is the regime applying to salaried artistic activity? General labour

legislation, special statutes, collective agreements, employment contract?
Please describe the situation and indicate, if possible, the proportion of artists
working under these ;iifferent arrangements.

(1) For example, the law under which one per cent of construction funds in France
is set aside for works of art in school and university buildings, for the
provision of brofe381ona+ prenises, ete.

(2) For example, encouraglng the placing of sculptures or the provision of
coloured decoratlons in factories, the purchase of works of art, the funding
of fellowsnlns, commission worh, ete.

) o ; Sl

7 TRID
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L8. What, in particular, are the dispositions applicable to salaried artists over

employment contracts - the form of the contract, required content, conditions
of engagement, probationary period, advance notice of dismissal or resignation,
safeguards providing security of tenure, etc.

49. Are there model contracts for the various artistic professioms which are

exercised on a salaried basis? In the affirmetive, please summarize the
main provisions of such contracts and indicate to what exten* they are applied
in practice.

50. Are there special arrangements applying to salaried artists employed on a

temporary or occasional basis - either as supernumerasries or otherwise - or
on a seasonal basis; if not, are such employees covered by special provisions in
the texts applicable to salaried artists?

51. Please reply to the questions raised in the previous paragraph, but in respect
of salaried artists employed on a part-time basis.

52. What are the various types of independent service contract (under which

neither part is subordinate to the other) which are applicable to ertists;
for example, contracts councerning royalties, contracts between impresario and
performers or fee contracts, free lance agreements, etc.?

52bis. Describe also mixed contracts such as those which apply, in partlcular,
to publishinz and the contracts known as performance contracts relating to

architecture, sculpture, etc.

53. Please glve information if possible on how widespread such independent types
of service contract are in the verious fields of artistic activity, attaching
eny model contracts which you consider appropriate.

The general situation with regard to artistic activity

54, What is the position  salaried artists as regard the following:
(a) (i) the length of thé»ﬁormal working week;
(ii) the length of actual working tiume;
(iii) the system of overtime;

(b) (1) night work;
(ii) weekly holiday;
(iii) week-end work;
ﬁiv) time off for public holidays;
(v) werk on public Lolidays;
(c) paid{annual leave;
(a) sick leave;

(e)*%maternity leave.

[N
‘r

55. What glghts are enaoyed by salaried artists employed on a parx-tlme ba51s’ !
in the‘fields listed in paregraph Sh? ‘
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56. What rights are enjoyed by artists employed on a temporary basis, part-
time or intermittently in the fields listed in paragraph S5u4?

Remuneration

Copyright: pecuniary rights

57. WVhat are the pecuniary rights of artists as authors? Please answer this
question (a) with regard to self-employed artists; and (b) with regard to
artists who are employees.

58. Are there gaps in the existing legislation with regard to the protectiocn
of artist-authors against unauthorized use of the product of their work

which may be financizlly detrimental to them? Please specify problems which

occur in this respect, including thcse relating to the use of creative art

work abroad.

58bis. What, in particular, is the system with regard to residual rights?

50, What measures have been teken or are envisaged to counter such risks of
infringement in applying the dispositions regarding the pecunizry rights

of authors? Please supply details, in particular, concerning arrangements,

contractual or otherwise, either existing or desirable., calculated to avoeid

such abuses including the measures which should enable artist-authors to satisfy

themselves that their pecuniary rights have been calculated accurately and

equitably and to check that these sums heve in fact been paid to them.

60. What is the mechinery for distribution tc individuals in cases of group
collection of moneys due in respect of the publication, reproduction, sale
or resele, hire, loan, performance or distribution of a work by an artist-

suthor?

61. If such machinery does not already exist, are there plaﬁs for its introduc-
tion? If so, what kinds of machinery are contemplated and what problems

ere posed by their introduction?

62. If possible, please indicate the totals of royalties received by artists
by giving appropriate examples and, in so far as this is possible, indicate
average earnings calculated per year.

62bis. Whaf sggtem is applied with regard to rights which have reverted by
eschesa

Salaried earnings

63. Pleage provide all availeble information on the remuneration of artists
- working on salery: (a) nature; (b) composition; (c) total; (d) con-
ditions of payment; (e) modes of determination.

64, Are sa%aries adjusted to match the cost of living? If so, please describe
the adjustment machinery and indicate the problems which arise in this
domain. ' ,

65. What sllowances are paysble in addition to basic salafies (travel alloﬁances,
other allowances)? Are such allowances adjusted to match changes .in the

cost of living? If so, please say how. .

al
[
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Other earnings

66. Whet are the pecuniary rights of performers and executagts who are not
authors (apart from their right to remuneration under the terms of a salaried

employment contract)”? To what extent are these rights formally laid down, in

particular as regards the utilization of such rendering including use abroad?

67. What is the situation with regard to performers and executants who are also
authors? ‘

68. What problems arise in practice in securing and enforcing the rights covered
by the two preceding paregraphs?

69. What is the machinery for individual distribution when the pecuniary royal-
ties covered by this section are recovered under group arrangements?

70. If such machinery does not yet exist, are there plens to introduce it? If
so, what machinery is contemplated and what problems does it raise?

Tl. Please provide examples of the earnings of artists bound by an independent
Job contract other than a contract cpncerned»with copyright.

72. Please provide elso full information on the ways and means of remunerating

'~ artists working as sclf-employed professionals and not covered by the pre-
ceding questions. For example, what are the laws or rules for the remuneration
of self-emplcyed professional architects? Are there scales laying down fees
chargeable? Please quote such scales if they exist and provide information on
the actual earnings of those concerned.

Tax arrangements o Co SRERR:

73. Whet tax arrangement obtains in respect of carnings from artistic activities
according to their nature or source (type and rate of tex, procedure for

establishing and defining the sums taxable, the possibility of spreading taxable

earnings over more than one year, deductible professional expenses, ete.)?

T4. 1Is this tax system regarded as satisfactory from the point of view of fair
assessment? What problems does it raise? What reforms, if any, are

‘envisaged or advocated?

75. What are the alSpObltlonS regarding -earnings sbroad and foreign artists'
earnings in your. country?™ Are there international conventions relating to

double taxation and tax relief in respect of such earnings? In replylng to this
latter question, please leave out suus earned as royalties.

76. Please prov1de examples of the 1mpact of taoxation on the net earnings of
artlsts accordlng to the type or-origin of such earnlngs.

(1) It will be’reealled'tﬁ;t'Uheseo‘has‘Beguﬁ the preparatlon of a draft inter-~

national agreement’ d651gned to av01d the double taxatien of copyrzght royal-
ties: remltted from one’ country £0. another. 4+ would therefore be superfluous
to answer here the questions ! 1ncludeq in. the: questlonnalre on, "taxes levied '
on’ copyrlght royaltles and- on. the double taxation: of  such: royaltles when
‘they ere transferred from one country to; another", which: has been sent. out
by the Unesco Offlce of Inturnaxlona. Standards and LegaJ Afia;rs. B
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77. What are the morsl and professional obligations to which the artist is
subject in respectof: (a) soloried contracts; aad (b) coumissions of fee

contracts?

Moral and professional rights

78. ‘To what extent do these dispositions pose probliems in practice and whet
measures are envisaged to remedy the latter?

78bis. How is the moral right of the originator over his work defined, pro-

tected and applied in legislation on royzlties, jurisprudence or by other
such measures, in porticular in compliance with existing international
conventions?

T9. Apart from the dispositions considered in the preceding vparagraph, what
are the dispositions for protecting the moral and professional rights of
artists, in contracts: (a) for work egainst a fee; cnd (b) for salaried employment?

79bis. In particular, what are the means whereby the performer or executant
can control the use made of his interpretation or performance (including

secondary utilizotions) and ensure that not only his pecuniary rights but also
his moreal rights cre¢ respected in the cuse of such use?

80. To what extent does the protection (and & contrario the non-protection) of
‘moral and professional rights uffect the earnings of artists?

Social security

81. Wnich categories of artists are protected by social security?

82. Whut_risks are covered (sickness, maternity, injury et work and occupetional
illnesses, disablement, old age, death of the breadwinner, unemployment,
family expenses)?

3. For each of the risks covered, are the various'categories of artists subject
to:

(a) a general or a special system;
(b) a compulsory system or en optional system;
(c) supplementary systems?

3L. If the social insurance of artists is different from that of other salaried

or self-employed workers, why and how does it differ and, in each case, vhat
is the degree of the protection afforded (scope of assistance in kind and in cash,
conditions for its award, level and duration of essistaznce)?

85. Wnat are the methods of financing (sources, rcies of contributions)?

856. What special problems arise with regard to artists' social security? How, in

particular, is artists' social security affected by the fact that two systems,
that of salaried and that of frece lance employment exist side by side? What are
the consequences of applying the eriterion of the principal employment calculated
on the basis of a given period of service? ‘ ~

(1) Recognition of the name, patrimonial rights, rights concerning the utilization
of the results of the work, restrictiouns on exclusion clauses, reservation of
certain rights, rights of option in case of engagement for multiple services,
reservation of particular rights, definition of professionel prerogatives,
elimination of conditions likely tobe anobstacle to creativityor the expression of
talent, rights to terminate a contrect, limitation of the duration of the contract,
ete, : ’ ' S

e
-t



Table 1. allocations of the Canada Council in $'000

ANNEX II

State expenditure on culture in

Canada and Sweden

fnnex II

. Humanities and
Tear social sciences The arts
1970-1971 18,238 10,269
1971-1972 18 ,Lb2 12,069
1972-1973 19,197 15,239
1973197k 20,319 18,486
1974-1975 22,338 21,898
Table 2. Breakdown of the allocations, of the Canadn
Council for the arts, $'Go0\'/ '
Year Arts Performing erts
Performing | Non-performing | Totsl [Theatre ; Music Dance | Opersa
19641965 | 1,080 420 1,500 | 3b5 420 210 | 105
1970-1971 | 7,576 2,302 10.378 | 3,217 {2,491 | 1,245 | 623
?ef-cent< '
1964-1965 T2 28 32 39 19 10
1970~1971 13 27 43 33 16 8’
(1) Source: McKinseyreport.
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Table 3. Sweden State cultural expenditure out of the

working budget for the budget years 1960-1961,

1965-1966 and 1971-1972 (millions of Krona in current prices)

1960-1961(1)|  1965-1966(1)] 1971 -1972(2)
1. Payments to cultural workers 1.1 5.1 16.5
2. Art acquis:ition for State
buildings 0.2 1.7 2.5
3. Theatre eid 19.9 51.6 98.6
L. Music aid 2.2 8.2 1.7
5. Museum and exhibition activities' 6.6 17.2 40.5
6. Cultural monuments 2.5 k.5 12.6
7. Libraries 10.6 16.8 19.7
8. Archives 3.2 5.2 13.6
9. Lecture activity, handicapped
rersons’' cultural activities, etc. 4.1 6.4 10.5
10. Youth activities 5.7 4.5 30.6
11. Training in the sulturel area k.5 12.9 36.0
12. Other 0.8 2.k 5.9
Total 61.4 1k6.5 329.0

Source: '"Ideas on Cultural Policy".

(1)
(2)

Studies published by the Cultural Ccuneil,
Delminna Publlshmg Company, 1970 for figures 1960-1961 and 1965-1966. Suoted
in Placement in the Cultursel Area, Report of the Committwe on Placement in

Certain Occupationel Areas, DS in 1972:5.

Excluding social payments and rents of Stute institutions.
Including social payments and rents of State institutions.
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ANNEX III
A list of artistic education and training

institutions and enrolment figures in
selected countries

. Enrolment figures

Country Institutions rers svallabic
Australie (In New South Wales only) (2975)
University and Advanced Education in Art 8L3
University and Advanced Education in
Communication 225
University and Advanced Education in Music Lls
‘University and Advanced Education in Drama 110

Other Schools

Nutional Institute of Dramatic Art
Austrelian Ballet School
Canberra School of Music
Netional Theatre School

Film and Television School

Austria Academy of Visual Arts
College of Applied Art ' (1975)
College of Music and 4,482 - Austriens
Interpretive Arts (Vienna) ' 1,536 - For.students
ditto (Salzburg) 6,018 - 76% of
. which ia 3 music
ditto (Graz) colleges.
College of Artistic and Industrial Design
(LinZ)
4
Denmark Academy of Fine Arts
Royal Danish Acedemy of Art (schools of (1976)
visual art and architecture) 1,790
School of Architecture, Aarhus
Acadeni»s of Music | 8710
The Roy2l Theatre (5chool of Ballet, Operc
Acudemy)

State Theatre School of Drama
Danish Film School
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Country

Carman Democratic
Republic

ew Zealand

Norwey

Japan

Indisg

Institution

12 higher educational establishments
9 specialized schools

88 music schools

Drama Schocl
Ballet School

New Zezleznd Broadcasting Coumpany
Orchestral Training School

Universities

State Theatre School
State Opera School
Academy of Music
State Academy of Art

0Oslo School of Architecture

(Music only)
49 Colleges of Music (private)
(public)

Music courses in universities

Total enrolment of above in addition to

private courses estimated at

National College of Arts, Lahore

Department of Fine Arts, University of

Punjab

Department of Fine Arts, University
of Peshawar

71

Academy of Music, Lshore

Arts Councils courses

e et e

Eprolment

(1976)
2,465

1,336
39,000

13
25

11
cbout TO

(1976)
30

10
300
120

14,308
1,508
3,500

35,000

600

Loo



, Annex ITI bis
ANNEX III bis

Facilities for the Study of the Arts in Canada

Distribution of Disciplines by Type of Institution
(some institutions may offer seversl disciplines)

(1) (2) {3)

Subject Total = University Colleges Independent
Music kg 32 . 1L 3
Architecture(h) 46 Q 37 -
art(3) 45 20 22 3
Theatre 21 12 7 2
Design(G) 20 4 15 1
Graphic Art( 8) 1k - : 13 1
Cinena i3 2 10 1
Crafts(T) 11 - T i

" Dance 10 1 1 8
Photography 8 1 T -
Advertising Arts 8 - 8 -
Commercial Art.. 6 - 6 -
Urban Planning 5 3 i 2 -
Creative Writing 3 2 1 -
Folklore 1 1 - -
(1) 1Includes degree granting colleges. L
(2) CAATS, CEGEP, technical institutes, communityvcolleges, 2 State supported

conservatorleQ.

(3) Includes non-State supported schools of ballet, music, art, both diplomas
and non diploma.

(4) 1Includes landscape archltecture, architectural technology.

(5) Painting, drewing, sculpture, art history and non-specific degrees or
diploma in visual arts, plastic erts and art.

(6) Includes interior de51gn, industrial design, fashion design.

(7) Includes ceremics, Jewellery arts, material arts, engra.vmg, enamellmg,
pottery. ;

(8) Includes printmeking.

Source: Facilities for the study of arts in Canada, Statistics Canada., 1972.
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ANNEY IV
Table 1.- | Austria
Socio-economic category; First-term students in 6 arts collezes
Tather’s occupation 1974
(Total: 78 students) -

Self-employed 19.0%

Professionals T 1/2

Farmers 2 1/2

Tradesmen b

no details 5
Salaried employees 61.0%

Public service 27%
Private sector 16%

no details 12%
Manual workers ’ 5%
Pensioners/Private means 13%
No informetion 1%
Table 2. France(l)
Profession of the father

Socio-economic category ] Sculptors Painters

____g___. TR
Managers, owners in industry and ,
commerce 10 20
High-level professionals 10 17 1/2
Liberal. profession 17 1/2 15
Tradesmen v 2k 10
Salaried employees 8 3/4 10
Workers . T 1/2 2 1/2
Agriculture : 5 T 1/2
Artists - 16 1/4 15

..99% 9T 1/2 (figires do not
Lo add up to 100%
due to rounding)

)

7'(1)_;Confederat10n des travallleurs 1ntellectuels, utude statlstxque, gOCIGle o
) vet: prosngctlve des;pro°6051ons ‘des arts:ﬁraphlquea ot 'plagtiques face &
v 1la situstion de. 1 emplol.' EEQuete ef f ectuge’ pour 1e ccmpte du Mlnlstcre

: du travall, 975,
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Table 3.

Socio--econonic category

Federal Republic of Germany

Self-employed
Salaried enmployees
Public employees
Workers

Unknown

(Bavarian students only)

Arts in general

28.2%
36.8%
26.3%
6.2%
2.6%

100.1%
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ANNLEX V

———— et

Partial List of Professional Orsanizations
in Various Countrics

Australia
Founded Membership
Affiliation with Australian Council of
Trade Unions
Actors and Announcers Equity Association of
Australia 1916 L,511 (1975)
Australian Theatrical and Anusement Eaployees' :
Association 1908 . 5,300 "
Mannequins and Models Guild of Australia 300
Professional Musicians Union of Australia 1911 13,000 (1971)
Others
Association of Architects, Engineers, Surveyors '
 and Draughtsmen 1917 19,675 (1971)
Association of Professional Engineers 1947 12,539 "
Australian Broedcasting Commission
Staff Association 1938 3,966 7
Australian Commercial and Industrial Artists
Association 200 ¢
Australian Journalists Association ‘ 1910 ST, U6l F

Austris

Artistic, Media and Professional Workers Urnion
{affiliated to Austrian Federation of Trade Unions)

Copyright Exploitation Societies

1. AKM - State approved society of authors, comrposers and §
music publishers : ,

2.  Austro-Mechena-company for the utilization and
exploitation of mechanical musical copyright

3. LITERAR-Mgrchana-associatiou for protecting
copyright in reproduction and broadcasting

4. LVG-Literary exploitation society for pubiic readings

‘\“. ! . .
i » !
N .
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5. Austriasn Interpreters’ Society performance protection
rights over live performances and broadcasting

6. LSG--Performance Protection Rights Company for
performers end sound recording producers

Costa Riea

Union-Musical Costaricanese
Orgenizacidn”de Profesionales en radlo television y afines
Sindicato costaricanese de Trabajedores del Espectaculo y Afines

(musicians, comedians, dancers, clowvms, speakers, magicians,
actors, etc.) -

Dennmsrk

Union of Artists of Plastlc Arts (palntcrs, sculptors, graphic
artists, artistic design)

Federal Republic of Germuny

Union of German Theatre Members
German Orchestra Association

France

Theatfe

Fédération Nationale du Spectacle (CGT)

Syndicat Frangais des ArtistsiInterprétes (CGT)

Syndicat des Techniciens de la Production Cinématographigue
Music

SACEM (Bociété des Auteurs, Compositeurs et Editeurs de Musigque)
Syndicat National d'Auteurs et Compositeurs

Various groups

Association Internationale des Arts Plastiques
Confédération des Travsilleurs Intellectuels

Société des Artistes Décorateurs

Membership

503
Lk

110

63k

SPADEM (Société Professionnelle Artistique des dessins et moddles) .

=
e
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Membership

Syndicat Autonome des Artistes-Peintres Professionnels

Syndicat National des Professeurs de 1'Enseignement Supérieur
des Beaux-Arts

Syndicat National des Plasticiens créateurs en Art mural et
modéles

Syndicat des Sculpteurs Statuaires Professionels Créateurs

German Democratic Republic

Confederation of Free German Trade Unions - Arts Trade Union
Association of Composers and Musicologists

Writers' Associationw

Association of Pictorial Artists

Associetion of Cinema and Television Workers

Association of Theatre Workers

Academy of the Arts of the German Democratic Republic

5 Guatemala
Musicians ynién ,
Stage Performers and Assimilated Workers
Indonesia

PARFI - Association of Film Artists o 505

Japan Musicians Union

New Zealaég
Actors Equity . ’ ‘ 248

New Zealand Musicians Industrizl Union of Workers»

v Pakistan

& 3]

Artists Equity of Pakistan » . i

National Committee of Artists
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Membership
Sierra Leone
Arts Education Association of Sierra Leone
Sweden (1970)

Sweden's Writers Unions | ‘ ~ 680
Swedish Translators Union 160
Swedish Union of Authors of Children's Books 180
Minerva 450
Swedish Dramatists' Union 230
Swedish Theatrical Union 2,200
Swedish Director's Union (included in sbove figure) (85)
Swedish Musicians Union 12,000
Swedish Dancing Teachers' Union - 100
Union of Swedish Composers : T0
Union of Swedish Populer Writers and Composers 275
Craftsmen and Industrial Designer's Union 2,485
National Organization of Artists | _ 420
Union of Swedish Draughtsmen 110
Swedish Photographers' Union ‘ | 1,100

Total (Sweden) 20,460

United States of America

American Guild of Musical Artists 4,000
American Federation of Television and Redio Artists |
Screen Actors Guild |

Actors: Equity

Americen Federation of Musicians | 250,000




AIEX VI

Numper of Artists and Journalists by

Occupational Status

in the’

Federal Republic of Germany

(1)

Occupational Status %

Annex VI

Number
Salaried Self-employed
Category of Artist 1970 1961 1950 1970 1961| 1950| 1970{ 1961| 1950
Musicians and
singers 29,521 | 35,900 {48,500 | T4 | 69| 68| 25| 31| 30
Actors and other ’ |
performers 10,723 | 11,800 | 13,100 13 71 79 25 27 21
Plastic Artists
(painters, + :
rlptors. 25.862 | 18,800 | 13,900 sh | 35 w65
photographers)
(Photographers
alone) (4,518)| (2,200)
Journalists 29,059 } 22,200 | 16,000 76 61 L2 23 39 58
TOTAL 95,145 | 88,700 | 92,4007 69 | 60 | 57| 30| uo | u3
Total (excluding +
Journalists) 66,106 | 66,500 | 7&,400 66 59 60 3h L1 i)

+ excluding photographers

(L) Source: Karla Fohrbeck
Carl Haasen Verlag,

Wien, 1975.

and Andreas Johannes Wiesand, Der Kiinstler-Report,




Canada

Performing Arts

Percentage of time spent in activities

by aggregated specialties and total, 1971

o ACTIVITIES
AGGREGAIED _
SPECTALTIES - SHMELOVED - TOTAL
T, In Primary Arts | In Second. Arts | All other occup. _ .
sand -TOTAL In |Outside In Outside In Outside UNEMPLOYED CTHER
' Canada | Canada Canade [ Canads Canada{ Canada
Music 58 i 12 0 5 .12 9 100%
Dance 68 - ) 3 2 1C 10 100%
Theatre 51 5 10 1 2 21 6 100%
FOTAL 55 5 10 ! 5 0 16 8 100%

Scurce: Christine PANASUK, -An Analysis of Seletted Performing Arts Occupeations.
Canada Council Information Services, Ontario, July 19T7kL.

= .
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Annex VIII
ANNEX VIII

United States of Amefica

American Federation of Television and Radio Artists (AFTRA)
National Code of Fair Practice for Commercial Radio Broadcasting
(1973~1976) - (Minimum Terms and Conditions for Radio Artists)

SUMMARY

This code of fair practice has been drawn up by AFTRA and is the basis of
agreements between AFTRA and the various producers who engage AFTRA artists.

The code itself stipulates that both signatory parties will adhere to the
various schedules (fees, contracts, general rules) attached to the code and
legally considered as part of it. Further, the code provides for AFTRA to remain
an open union and not to impose unreasonable entrance requirements on artists.

In return the producer agrees to hire exclusively performers (actors, singers,
announcers andzmawsreporters) who are AFTRA members in accordance with provisions
in the code. All questions relating to wages and working conditiong affecting
live commercial broadcasts not coversd by the code, as well as any dispute on or
interpretation of the code, will be submitted to arbitration according to pro-
visions in the code.

This particular code was in effect for three years from November 1973 to
November 1976.

Schedules and/or specific provisions

I. Schedule of fees

Standard fees for original broadcasts, rebroadcasts, rehearsals, programme
auditions and dramatized commercials are set forward for actors, singers,
announcers and news reporters.

Brief examples are cited below:

1l. Actors

Length of programme Broadcast fee Rebroadcast fee
5 minutes or less $23.50 : $11.50
5 to 15 minutes 25.50 17.00
over 15 to 30 minutes 42.00 21.00
over 30 to 60 minutes _ 59.00 " , 29,50

rehearsals: $10.00 per hour, first hour required
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2. Singers
(a) 5 minutes or less
No. of voices Rate per person Rebroadcest rate

Rehearsal rate per person -

{Includes 1lst hour per person
of rehearsal)

Soloist $47.00 $15.50
Groups of 2 36.00 10.00
5 31.00 9.50
10 21.00 §.00
14 or
more 18.50 T7.00

additional per 1/4 hour or

part thereof

$2.50
2.00
2.00
1.50

1.50

(b) Over 5 to 15 minutes, 15 to 30 minutes, over 45 to 60 minutes

Rebroadcast Rehearsal
No. of voices Rate per person Rate per person 1st hour 2dd. per

5-15 15-30 L45-60 5-15 15-30

45-60 required 1/L4 hour

minutes minutes
R T 55 % 3 3
Soloist 61.50 T76.50 107.00 23.00 27.00 3k.50 10.00 2.50
2 46.00 53.50 69.00 15.50 18.50 24.50 8.00 2.00
> 39.50 47.00 62,00 14.00 16.50 21.50 §.00 2.00
10 25.50 29.50 38.00 11.50 13.50 17.00 6.00 1.50
14 or more 21.50 24,50 30.50 11.00 12.00 15.50 6.00 1.50

(¢) Special minimum working conditions exist for singers stipulating the

required time lapse between an Original broedecast 2nd a rebroadcast;

stand-by provisions; and minimum rest of 5 minutes in each hour of

rehearsals for more than one hour in duration.

i 3. Announcers

(a) Programme fees

Length of programme Broadcast fee
$

15 minutes or less 25.50

15-30 minutes 42,00

30 to 60 minutes 59.00

Rehearsal: $10 per hour, lst hour required

(b) Special provisions: news broadcasts

Length of programme Broadcast fee
(16/11/1975)

5 minutes or less : 40.00

5-10 minutes ' 43,00

10-15 minutes ‘ ( LL.50

Rebroadcast fee

‘p
17.00
21.00

29.50

Rebroadcast fee
(16/11/1975)

18.50
23.00
32.50 .
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Special provisions &lso exist concerning news broadcasts according to location
of broadcast and to city where broadcast originated. In eddition there are
special rates for sports~-casters., and even these are broken down according to
type of event (e.g. championship) end specific sport.

II. General schedule of rules

This section covers the type of prograrme that is included in the egreement
(major network prograrmes and city of origin); use of recordings and fees for
recordings; taped and pre-recorded broadcasts and call-backs; reuse and replay
of recorded programmes; engagements and doubling; schedule of payment of fees;
penalties for late payment; notice of termination of contract; disability
insurance; postponed programmes; travel fees, neme credits; and extras and
suparnpumeraries. '

A standard AFTRA engagement contract also figures in this section. The
contract includes provisions for specifying the type of programme, the place of
performance, remuneration, rehearsal schedules, the furnishing and use of
materiels, the rights to and use of recordings and & binding reference to the
code of practice which is assumed to the part of the contract.

Other parts of the General Schedule of Rules describes bargaining procedures,
categories of artists covered, and arbitration procedures. There are also pro-
visions prohibiting discrimination and regulating strikes and for waivering, in
exceptional cases, certain clauses of the code concerning working conditions such
as rehearsals. Minimum fees are not considered as working conditions.

A cost-of-living provision and & description of AFTRA pension and welfare
funds and their regulations comprise the final paragraphs of the code.
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ANNEX IX

Summury of a Standard Dancer's Contract - U.S.A.

Americarn Guild of Musical Artists
(Branch of Associated Actors and Artists of America)

Affilisted with AFL-CIO

Standard Artists’ Agreement
(Dancers')

For performances given from 1 September 1974 to 31 August 1977

I. Duretion of contract, compensation, options

Separate provisions exist according to whether the engagement is for a single
performance, or on a weckly basis for less than one year, or on & guerantee
employment basis for one year.

(a)

(v)

all three types of engagement above, there is a "Pay or Play"

the single performance basis clause stipulates the rate of pay for the
performence, pay for the reheersals, duration of rehearsals;

weekly basis clause includes provisions for performance and rehearsal
pay and duration both for inside and outside of the employers' city of
origination as well as an option to extend the contract beyond the
original dates, provided that two weeks' notice is given. During the
period of contract the dancer sgrees to work: exclusively for the
employer,

guarantee employment basis. Similar psy provisions as above, with a
sininum of 36 weeks of employment end an option to extend the contract,
provided two months'noticé is given. Exclusive employment with the
employer and exceptions to this (agreed lay-off) are also part of this
clause; -

states that the employment of the dancer is non-cancelleble and that compensation
is on "Pay or Play" concerning both performence and rehecrsal weeks.

II. General provisions

(a)

(b)

(c)
(a)

(e)
(£)

+

Sick leave - dancer receives sick leeve pay in accordance with the
provisions of the Basic Agreement

deductions - only taex withholdings as required by law and AGMA dues are
authorized to be deducted from the dancer's salary

membership in AGMA required and rules of AGMA

prohibition of changes or waivers in the contract without written
consent of AGMA

restrictions on the type of benefit perfourmances

prohibition of discrimination and segregatlon and perforgences in such
places where they are proctised.

clause which
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(g) arbitration procedures
(h) citizenship and freedom to travel outside of the U.S.A.

(i) expiration of basic egreement

(j) laws of New York State govern validity, construction, performence and
application of agreement.

At the end of the standard agreement there is a notice stating that AGMA
rules in force at the time of the signing of the contract and considered psrt of
the contract; that the Basic Agreement between AGMA and the given employer mey
contain modificetions of the stendard agreement; and that all signatories to e
contract should check with AGMA before signing.
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Surmary of the Main Provisions of Rules of Pay
and Conditions of Employment

New Zealand Broadcasting Corporation Symphony Orchestra

Application of agreement

members of NZBC Symphony Orchestra, but not leader of orchestre

Hours of work

25 per week; maximum 5 per dey, on any 5 days of the veek

ell calls to the studio must be for a minimum of 2 hours

rest period: 5 minutes per hour

after an evening concert, rehearsals shell not start before 10.00 z.m.
Cvertime

all time in excess of 5 hours per dcy or 25 hours per week

paid at 1 1/2 reguler time for the first 3 hours and 2 regular time thereafter

reasonable prior notice

Holidays

paid leave for public holideys falling within period of contract, provided

musician has worked for ot least 2 weeks prior to holiday
holidays falling on Sunday take place.on a Monday

time worked on Sundeys end Holidays are compensated with double time
regular rate, except limited scheduled Sundey concerts

regular annual holldays (Annual Holidays Act 194L4) plus 5 working days

Salarles and allowanceo

prov151ons for per annum salarles for sub~leaders principals, sub-
prlnc1pals and players : .

dress allowance prov;s;ons
allowances for playlng an. extra 1nstrument
members supply thelr own 1nstruments

corpnratlon may pay hlgher rates than those stlpulated 1n agreement
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6.

10.

Travelling time and allowances

travelling time is time worked, with a maximum of 5 hours in & journey
teking 24 hours. Travelling on Sunday or holiday is not paid at overtime

or penal rates
provisions for cash allowances
1st class traln or steamer 2ccormodation

if possible no call to chartered transport before 9.00 a.m. on morning
following a concert

if possible, single tours should not last more than 12 days; 80 days per
annum

Payment of wages and term of employment

paid fortnightly
enployment is monthly

Sick leave znd special leave

medical certificate for absence over 2 days

compassionete leave up to a maximum of 3 days

provisions for special leave for length of service over 9 years
Retirement

compulsory at the age of 65 & B

General provisions

any other emplcyment requires consent of NZBC
required membership in New Zealand's Musicians' Industrizl Union of Workers
provisions for corporation's lisbility

nember' o oblldatlons
& »

provi51ons for legal righus. “The Corporation shall haove full broadcasting
and television rlghts in New Zealand to all performances of the orchestru
provided that excessive use shall not be mads of the orchestra 'on screen’
in television aud that future negotiations on the smount™~df such 'on screen'
television usage shall not be precluded” ‘ ’

notices for rehearsal» and performances
ohligation to use "talent™ to the best of Sklll und abllltj

prov151ons‘to join superannuatlon schemev

concert dress
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use of recordings: NZBC hxs right to supply recordings for non-commercial
purposes to other broadcasting organizetions throughout the world

disputes shall be determined by the Director-General of NZBC and New Zealand
Musiciens' Union ‘

adequate heating and restroom facilities.
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ANNEX XTI

CONTRACT FOR SCRIPT WRITING
being a CONTRACT FOR SERVICES - TELEVISION PROGRAMMES

New Zealand

Television Service One (referred to as "the Corporation') offers to the Writer
naned ir the Schedule hersunder (referred to ds "the Writer') and the Writer accepts &
Contract to undertake the assignment specifizd in the Schedule on the terms and
conditions se% out.

DATED this day of 197
SIGNED ' SIGNED
Writer for and on behalf of

Television Service One
WITNESS ' " WITNESS
SCHEDULRE

FULL NAME OF WRITZR:
ADDRESS :

TOTAL FEE: ‘ PAYABLE IN 2/3 INSTALMENTS
‘ (refer clause 8)

DETAILS OF ASSIGNMENT: o

3DATE FOR DELIVERY OF SIGNED SCRIPTS:

(pursuunt to clause 1) -
SPECIAL PgQYISIONS:

OFFICE USE ONLY

Chmge B\udget: 9 08 0 0 08 0 6 9 0 e e
Fee ,
v)/ Iqme Code ’ ® & 0 0 8 5 0 P U S e
Tax- —=
o , ' ) e Exnend:.ture COdE:erreranenans
Heb St A T ﬂCERTIFIED SERVICES ‘
) - ) ‘ v;" ‘ A R ) PEI““\'RMED . tl»o ."'l..\\l'..

/]
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b,

TERMS AND CONDITIONS

The Writer shall submit to the Corporation the required number of signed
scripts on the date specified by the Corporation.

The Writer warrants:

() That each script shall be the original work of the Writer or that all
necessary licences have been obtained by the Writer.

(b) Thet if & script conteins any copyright material this will be disclosed
to the Corporation. No script shall contain anything defametory or
anything calculated to bring the Corporation into disrepute.

The Corporation shall have the right on payment of a fee determined by the -
Corporation to publish or arrange for publication of the script(s) or any
extract or condensation thereof at any time or times and the Writer during
this period shall not use or permit any other person to use the script or
any part of it without the Corporation's prior comsent in writing.

A1l scripts accepted by the Corporation shall become the property of the
Corporetion.

The Writer undertekes st all times to keep the Courporation fully indemnified
in respect of all actions proceedings, clains, demands end expenses whatsoever
which may be made or brought against or suffered or incurred by the Corpor-
ation in consequence of any breach of any warranties or undertakings as afore-
sald or on the ground that there is an infringement of any rights of eny other person.

The Corporation shall be entitied to broadcast the seript written pursuant

to the Contract once over its televisicn network in New Zeelend. In addition
without further negotiation the Corporation mey exercise the following options
at any time:

(a) The option to purchase the right to repeat the right originally purchased
at an additional tee of 50% for the first repeat and 25% for each sub-
sequent repeat.

(b) The option on payment of an additional fee of 25% to authorize the
broadcast of the script anywhere outside New Zealand any number of times.

The Corporation without further fee shall be entitled to make recordings of
the .script aad : :

(a) Use such recordings for the private purposes of the Corporation.

= e
. AN o .
(v) Broadcast‘extracts from records ony programﬁq§;¢f>a nistoric or
reminiscent nature.

The fee specified in the schedule for commissioned scripts shell be paid as

- follows:

(a) Vnere e synopsis is required 33 1/3% of originsl'fee on delivery of a
commissioned synopsis; 33 °1/3% of original fee cn delivery of first
draft; . and 33.1/3% of ori:inal fee on delivery of Tinel draft, payment

~ being subject . to reascnable rowrites at mutuslly.egreed delivery dates,
end eubject to the Corporction's right to terminste a commission:



lo.

(v)

(c)

(d)

(e)
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(i) within twenty-one days of delivery of a cormissioned synopsis
with liability only in respect of such synopsis; or

(ii) within twenty-one days of delivery of a commissioned first draft
with liability only in respect of the synopsis and first é&raft,

Where a synopsis is not required (i.e., where an idea or outline has
been approved) 50% of the original fee on delivery of the commissioned
first draft and 50% of the original fee on delivery of the final draft,
payment being subject to reasonable rewrites zt mutually asgreed delivery
dates, and subject to the Corporation’s right to terminate a commission
within twenty-one days of delivery of a commissioned first dreft with
liability in respect of such first draft only.

Within twenty-one days of delivery of a commissioned synopsis; or
within twenty-one days of delivery of the first draft, the Corporation
may notify a writer that it is not proposed to commission a first draft
or to commission & final draft, as the case may be, but that it is
terminating the arrangement with payment to the stoge completed AND
the Corporation mey engage a second writer to complete the work.

)
To the extent that the Corporation judges the final work, if and when
accepted by it, to be indebted to the first Writer it will include a
credit to the first in the credits of the final work:.

In respect of eny commission issued to any Writer to contribute a
developed episode or futher developed episodes to & format not devised
by that Writer and dealing with principal characters and introducing
subsidiary characters whose functions in relation to the story line
are indicated to a Writer, there shall be no rights retained by such
Writer in either format or characters.

In the case of unsolicited submitted material the fee shall be paid following
notification of acceptance of such material as adjusted in accordance with
the Corporation's requirements subject to the Corporation's rights to meke
such further adjustments as it ey require. The fee shall be paid in
accordance with clause 8 (b) above.

In case of the breach, non observance or non performance by the Writer of
any of the provisions contained herein and on the part of the writer to be
observed or performed or should the Writer, in the opinion of the Corporation
be guilty of eny grcss default or misconduct, the Contract and the Writer shall
not be entitled to ery compensation or damages other than payment for work
actually done. '




Mean income and mean age by performing smecialties,

ANNEX XII

Canada

ageregated specialties and total, 1971

Annex ZIT

Performing specialties,

sgeregated specialties Mean Mean
and total Income age
$
Performing specialties
Composer 8,500 L0
Musician, instrumental, orchestral player 7,500 35
Musician, instrumental, sclo player 7,500 37
Opera singer 7,500 34
Choir singer 4,500 30
Dancer 4,500 25
Director 7,500 38
Stage Manager 6,500 30
Designer 7,500 36
Playwright 8,500 Lo
Actor 5,500 3k
Other 8,500 43
Aggreprated specialties
Music 7,500 36
Dance 4,500 26
Theatre 6,500 25

Source: An Analysis of Selected Performing Arts Occupations.

Christine Panasuk, Canade Council Informabion Services, 197h.
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ANNEX XI:T

Federal Republic of Germany

Inzcan level cf self-employed and salaried
covasts by art discipline and age

% of artists

OVER DM.2k4,000 UNDER DIM.2L,000
Self- I Salaried Self- Salaried
Music Employed Emplcyed
20 - 29 25% 175 15% 82%
30 - 39 56% 56% L5z 407
40 - Lo 57% 66% 345% 35%
50 - 6k L2% 69% AO% 33%
over 65 15% 38% 84% 6L%
Theatre and other - -
performances’
20 - 29 25% 8% T4% 91%
30 - 55% 36% W78 651
4o - k49 66% 75% 344 257
50 - 64 1% 50% 29% 50%
over 65 13% 50% 87% 507
Painting, sculpting
etc.
20 - 29 33% 243 67R 76%
30 - 39 43% 365 56% 654
4o - 49 56% T17% 46% 30%
50 - 6k L7% 52% 55% ' L7 ,
over 65 22% 324 (¢ 697 :

Source: Forbeck and Wiesand op. cit.
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