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1.0 INTRODUCTION: AIMS AND STRATEGIES

1.1 Background to the Study

As Hippocrates observed, life is short but art is
long. However, such heady acknowledgement of the relative
ephemerality of life versus art did not insulate the artist
from the trials of daily living in classical Greek
civilisation, nor does it provide much relief in modern
society. In classical Hellenic society, many privileged
Positions featured an austere, ascetic lifestyle. In
contrast, in modern western societies social and individual
worth is often judged in terms of the material living
conditions and social status assigned to an individual. In
these terms, the status of the artist is a serious
Question.

The topic is also timely and volatile. Over the
pPast few years, numerous task forces and research studies
have investigated the arts and artists in Canada. While
these have provided good information related to particular
issues, there is no overall profile of the artist and the
socio-economic milieu in which he or she exists. This
knov&ledge gap seriously impairs the ability of decision-
makers to undertake urgent policy work required to redress
‘the many problems which have been identified in this area.

The principal aim of this study is to provide
broad empirical knowledge about the social and economic
Status of artists and craftspersons in Canada. The project
is being carried out as part of a broader agenda of research
and investigation into arts and culture in Canada, aimed at
Providing the information necessary for the development of
effective arts and cultural policies and programs.

The recéntly completed (Siren-Gélinas) Task Force
°n the Status of the Artist spent four months reviewing

Submissionsg from individuals and organisations.



Unfortunately, the process was significanitly limited since
the Task Force did not have access to a representative

sample of artists in the formulation of their recommenda-

tions. The current study will attempt to rectify this
limitation by critically evaluating the Task Force
1

recommendations in light of new survey evidence.

1.2 General Issues and Approach

The 1logical starting point for any research is
the 1research issues. The isubstantive research issues
generate the questions which the study attempts to answer.
They define the scope of the research.

A bewildering array of potential issues come to

mind in approaching a study of the status of the artist.

These issues can be ranged along a continuum starting from.

questions which are quite meaningful to individual artists
(e.g., should dancers be allowed to deduct the cost of dance
shoes from their taxable incomes?) to broader global ques-
tions, such as the level of social respect or occupational
prestige accorded working‘artists. In order to avoid being
lost in a tangle of specific issues germane tito individual
disciplines, we will try to focus on the most urgent and
central questions. If we step back for a panoramic perspec-
tive of the artist, some of these global concerns come into
sharper relief. Viewed in this way, it is possible to
reduce the plethora of specific questions to three meta-
issues. These are:
i) issues of social status and social location.
ii) issues of economic and working conditions.
iii) issues of government involvement -~ the artist and

the state.

1 A review of the Report on the Task Force on the Status

of the Artist, August, 1986, has aided in the develop-
ment of detailed indicators and the formulation of
hypotheses which will guide this study.

po-.



Permeating all three generic questions (although
more relevant to the issue of social status) is an addition-
al meta-issue. The exact nature of this issue is somewhat
elusive and defies precise codification. We might refer to
it as the phenomenology of the artist. This incorporates
the notions of felt experience, subjectivity, and the life-
world or lebenswelt of the artist. This somewhat
intangible dimension of the study problem is an essential
ingredient of any balanced and complete understanding of the
status of the artist. Without it, even the most rigorous
compilation of objective statistics regarding social and
economic status, and relationships to government programs
and artistic associations, will fail to capture the meaning
of being an artist.

This is not merely an academic problem since the
perceived responses, motivations and self-images underlying
the artistic experience are essential characteristics of
both the problems and any potential solutions. More specif-
ically, we argue that any propoéed strategies for ameliorat-
ing problems confronting the artist must respect the
Phenomenological dimension. For instance, in considering
Program and legislative reforms for unaffiliated creative
artists, will we entangle some artists in a rigid organisa-
‘tional system of rules and forms (Weber's "iron cage") which
are anathema to them? The routinisation of labour and
O0ccupational benefits necessary for some performing artists
may be destructive and unwanted by some creative artists.
In order to ensure harmony between problems and solutions
within the diverse life-worlds of various artists, we must
conduct a judicious analysis of both their objective
conditions and the qualitative experiential context. The
latter is clearly a more methodologically demanding research
Problem. However, we argue that a useful approximation of

this domain is both possible and mandatory in this project.




This study of the status of the artist is more
than a survey of artists. It is a multi-method
investigation based on six interdependent research

components:

’ (i) Survey of Creative and Performing Artists: A
telephone survey to determine the socio-
demographic and financial context of artists (and
their households). The survey also considered
opinions and attitudes towards the artistic
professions. For a representative sub-sample, a

more detailed set of questions was administered.

(ii) Survey of Craftspersons: As above but dealing
with craftspeople and their special concerns.

(iii) Government and the Artist: This component
provides an examination and analysis of all public
programs available to artists. Three major lines
of focus were adopted, including: (a) descriptive
profiles of all federal and provincial income and
social support programs; (b) an examination of the
utilisation of government' support programs by
artists; and (c) identification of eligibility and
program coverage issues.

(iv) Professional Associations and the Artist:
Personal and telephone interviews were conducted
with the major arts service organisations to
examine the role of professional associations in
the artistic and crafts communities.

(v) Unions and the Artist: Descriptions of the major
unions which engage in collective bargaining on
behalf of artist members were prepared. This
component entailed three major tasks: (a) prepara-
tion of descriptive profiles of unions represent-
ing artists; (b) preparation of profiles of
collective agreements; and (c) identification of
problem areas.

(vi) Integrated Analysis: This component provides a
synthesis of both the qualitative and quantitative

i
!

evidence gathered via the preceding research

components into a consolidated empirical portrait
of the status of the artist.

I



This report presents the results from components

one and two: the survey of artists and craftspeople.

1.3 Organisation of the Report

Chapter Two begins with a brief discussion of the
substantive research issues or questions which the surveys
of the artists and craftspeople were intended to answer. We
then describe the methodology employed to collect the data
required to address these issues, and the characteristics of
the final sample. Following an assessment of the quality of
the survey data, we conclude with suggestions as to how the
sampling frames and data collection methodologies could be
improved in future surveys of this nature.

Chapters Three to Seven present the findings from
the surveys. Chapter Three concentrates on the social
status, role and context for creative and performing
artists. Chapter Four considers the economic status of
artists. Chapter Five describes the working conditions and
the artist's attitudes towards his or her métier and quality
of life. Chapter Six discusses the institutional context or
the relationship between the artist and the professional
artists' organisations and the state. Chapter Seven
contains the results of the survey of craftspersons,

°rganised in a similar fashion.







2.0 STUDY METHODOLOGY

Before reviewing study results, we need to
understand to what extent we can ~have confidence in the
findings. Can we generalise from our sample statistics to
the parameters of the study populations -- viz. creative and
performing artists and craftspeople? What is the quality of
the data collected? In this chapter we assess generalis-
ability and measurement quality. Both are determined by the
study methodology.

We begin our discussion of the study methodology
with a brief review of the substantive scope of the central
study issues explored by the two surveys. We then discuss
the survey instruments and the manner in which they were
administered. (Copies of the survey questionnaires annotat-
ed with survey marginals and statistics, are provided in
Appendix A.) A detailed report on the sampling strategy and
outcomes appears as Appendix B. Here we give the essential
highlights of the sampling frames, strategy and survey
outcomes so that we can draw conclusions as to threats to
generalisability and the reliability and validity of the
survey data. We also suggest improvements that should be

considered in similar research efforts in the future.

2.1 Study Issues
The two surveys were intended to provide answers
to questions which can be grouped into four broad issue

areas. The first concerns the social status and location of

the artist or craftsperson. We see this issue as subsuming
the following dimensions:
(i) the level of prestige attached to the occupation,
primarily from the perspective of the artist or
craftsperson, but also in the eyes of the broader

society;
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(ii) the perceptions of the respondents as to the role
or function of the artist or craftsperson in
society;

(iii) the relationships between the artist and collegial
networks and the home community; and

(iv) the overall level of self-esteem of our

respondent.

The second issue area is the economic status of

the artist or craftsperson. Our concern here is with the
financial position of the artist and the factors which help
determine this. The particular dimensions of interest are:
(i) the level of income derived from the artistic or
crafts activity and other sources - used to
supplement these earnings;

(ii) trends in income levels and sources over time;

(iii) the adequacy of these incomes with respect to

expenditures on the art or ¢raft and with respect
to the amounts needed to meet living expenses for
the artist/craftsperson and his or her household
obligations; and’
(iv) other factors which help predict the economic
status of the respondent.
The third issue area, and one which is closely
related to the second issue area, concerns the working

conditions and quality of life. Our interest here is to

describe:
(i) occupational mobility or the position of the
respondent along a career path;

(ii) the immediate work setting, including the human
and material infrastructure necessary to sustain
his or her activity; and

(iii) attitudes towards working as an artist.
This subjective dimension is captured by the

attitudes and opinions held with respect to working



conditions, social and economic status, and the career
choice.
The fourth issue area involves the relationship

between the artist and the wider institutional context,

Primarily in terms of professional artists' or
craftspersons' associations and government policies,
Programs and regulations. “We also explore the reactions of
our respondents to changes proposed by the Task Force on the

Status of the Artist.

2.2 The Data Collection Instruments

Two versions of a survey questionnaire were
created for each major group of respondents (the first being
creative and performing artists, and the second
craftspeople).2 Both were designed to be administered by
telephone. The short version collected basic information on
pPerceived social status, current financial position and
working conditions, primarily in the form of self-reported
"objective"™ data. A limited number of questions asked
respondents to describe their attitudes along a number of
dimensions. The short version contained about 45 questions
and required about 15 minutes to complete.

The long version was administered to every fifth
fespondent. This contained basically the same questions as
the shorter version, but required more detailed information
on the same topics (e.g., income from a finer breakdown of
sources). This version also contained more attitudinal

Questions, especially in the areas of the role of the

There were very slight differences between the versions
?.dministered to literary artists, and visual and perform-
Ing artists. The former were not questioned about the
€quipment they owned, the adequacy of their work or
f‘e.hearSaI space or the number of days lost to illness or
Injury occasioned by their work as an artist.




artist, the appropriate sources and recipients of government
funding and the effectiveness of professional associations,
as well as questions concerning future intentions and how
well the artist conformed to an a priori matrix of

characteristics defining the professional artist. This

version had about 90 questions and took half an hour to

administer.

2.3 Sampling Strategy

As the study was intended to focus on the current
situation and problems facing the professional artist, the
sampling frames for the surveys were the membership lists of
the major arts organisations and provincial crafts
associations. (A 1list of participating organisations is
provided in Appendix B.) It was recognised at the outset
that reliance on these frames would introduce a bias --
although the extent would vary by discipline. For example,
actors and musicians must belong to unions in order to
perform for money. 1In these two cases we are more confident
that we are covering the relevant study population -- the
committed, professional artist.

Visual artists (in particular) and writers are
more problematic. Our discussions with the Canada Council
suggested that the majority of visual artists and perha.ps
half of literary artists would not belong to a service
organisation. As the T"unaffiliated" artist may differ
systematically from those who belong to an organisation, a
parallel survey of unaffiliated artists is currently
underway.3

Thus at the outset the reader must recognise that

our study results are skewed 1in favour of the more

3 Ekos Research Associates Inc. (ongoing 1987), "Study of

the  Unaffiliated  Artist" for the Department  of
Communications.




successful (i.e., could afford or have worked enough to
become eligible for membership in a professional artists’
association) and of the artist who perceives a benefit from
membership even if this is not a prerequisite for
employment.

In the case of musicians, the bias is somewhat
more pronounced in favour of the more successful. The
American Federation of Musicians (AFM) contains some 32,000
members and the only way of obtaining the lists were to
contact each of the 42 Canadian chapters. On the advice of
the Federation's vice-president, we used a 1list of all
musicians who had worked for the CBC in 1986 (this list was
used for income tax purposes). This list (over 5,000 names)
was considered to be the most comprehensive in terms of
"serious" musicians who perform classical or jazz (as well
as popular music). Relative to the full AFM membership,
however, it may well be biased towards the more active and
economically successful.

The extent of any bias introduced by the sampling
frames will be difficult, if not impossible, to determine
with respect to performing artists (in dance, theatre, and
music). We are in a better position for visual and literary
artists; however, we must await the results of the study of
<the unaffiliated artist in order to assess in what ways and
to what degree the sampling frames used for the survey
reported here have restricted our generalisability to the
broader population of visual and literary artists. In
reviewing the results, the reader should keep these caveats
in mingd.

Provincial crafts associations' membership lists
were wused as the sampling frame for the survey of
craftspeople. Respondents included both "juried" and
"unjuriedn members, but the preference was given to juried

members. In fact, only three provincial associations




(British Columbia, Alberta and Newfoundland) provided
unjuried names. These were only used after the lists of
juried members had been exhausted.

Juried craftspeople differ in certain ways from
unjuried craftspeople. They make more money from the
éracﬁce of their craft, and are less reliant on income from
secondary employment. They spent more time working at their
craft in 1985 (although there is no difference in terms of
the number of years spent as a craftsperson). With two
exceptions, however, perceptions of problems encountered do
not vary significantly across the two groups. Juried
members are more likely to complain of difficulties in
obtaining financing for equipment or materials (perhaps
because they reported higher levels of expenditures for the
crafts activity) and are less likely to be irritated by the
lack of standards and certification for products and
producers of crafts. v

Relative then | to the wider population of
'practising craftspeople, our sample is biased towards the
more committed (in terms of intensity of work effort) and
more economically successful. To the extent that being
approved for entry into juried shows functions as a
indicator of artistic or production quality, we can also
consider our sample to be Dbiased towards the moée
artistically accomplished. Given, however, that our
comparisons reveal that both groups face the same set of
problems which hamper their crafts activity, we have not
excluded the non-juried respondents from the analysis. The
reader will need to bear in mind the sampling bias (and

remember that the unjuried were surveyed in just three

provinces).



2.4 Final Sample Characteristics

Generalisability 1is influenced by the overall
response rates. If we calculate the completed interviews as
a percentage of completions plus refusals, we achieved the

rates as presented in Exhibit 2.1 below.

EXHIBIT 2.1
Response Rates by Type of Artist

Responie
Completions Refusals Rate

Performing Artists

Musicians 581 186 75.7%
Actors 447 132 77.2%
Directors 39 26 60.0%
Dancers 143 10 93.5%
Literary Artists 496 144 77.5%
Visual Artists 370 110 77.1%

. Craftspeople 1,264 196 86.6%

The +highest refusal rate occurred with directors
(40 per cent). * The higher the refusal rate, the -less
confident we can be.;;i‘n‘,_, making inferences to the study
pPopulation. Outside of '-".d-ii":;ectors, we obtained a response
rate of at least 75 per cent, which is satisfactory and par
for the course with telephone surveys. with this high a
majority, we know we have a good cross-section of the
Popuiation. The response rate is lower for directors, but

evVen so a majority of those contacted are inciuded.

4 . '
Calculated as completions as a percentage of comple-

tions plus refusals.




Relative to the initial quotas set by discipline
(which were based on Statistics Canada population estimates
as well as membership list estimates), we overrepresented
musicians, playwrights, and directors, and underrepresented
actors, dancers, authors and visual artists. Dancers were
problematic because of the lack of suitable lists (see
Appendix B for details). Visual artists were difficult
because of high incidence of wunaffiliated visual artists.
Other discrepancies only became apparent during the analysis
phase. For example, while more actors than the initial
quota were interviewed, many of these did not define their
primary artistic discipline as acting -- but instead saw
themselves as scriptwriters, directors, playwrights or
musicians. On the other hand, without a list of
choreographers, we believed we had lost this population ~-
yet the quota was met by dancers who defined themselves
primarily as choreographers. |

If the aggregate performing and creative artists
data file is to be analysed, we would recommend weighting to
compensate for under and overrepresentation. The results
presented in this report are not weighted. Not
insignificant problems are posed in determining the
appropriate weights. Should all the weight be given to the
primary area of concentration or should the secondary area
also be considered? Should musicians be weighted to reflect
the AFM membership or should a more modest weight be
attached to reflect the size of the population of "serious"
musicians? We have tried to circumvent this problem by
avoiding inferences to the wider population of artists, and
by providing breakdowns by type of artist where appropriate

(and where significant differences were noted).




EXHIBIT 2.2
Initial Quotas and Final Sample Size
Sample Size
Initialk by Primary
Quota Activity
Performing Artists .
Musicians and singers 500 613
Conductors 20 23
Composers/lyricists 50 48
Actors 350 261
Directors 40 73
Dancers 200 92
Choreographers . 25 26
Other performing artists® 10
Sub-total 1,185 1,145
Literary Artists
Authors’ and poets 400 332
Playwrights 50 87
Other writers 55 48
Scriptwriters 61
Sub-total 505 528
Visual Artists
Painters , 188
PhOtOgraphers 47
Sculptors 50
Other 80
Sub-total 400 365
Craftspersons
Fabric/fibre 478
Ceramics/clay 283
Wood : 148 4
Holloware/ jewellery/metal 130
Other medium 205
Sub-total 1,250 1,244
A

Based on the primary artistic discipline as defined by

the respondent. Thiry-seven respondents, who had defined,
themselves as professional artists, described their

Primary descipline as other than these categories (e.g.,

teacher, research, model, etc.) and are not inciluded in

this exhibit.

Other performing artists include puppeteers and mime
artists.

Authors include fiction and non-fiction writers.




Item response rates also influence generalisabil-~
ity. Item response rates were very high, usually in the 93
to 100 per <cent range. Income questions were more

problematic (72 to 98 per cent range). Ninety-five per cent

confidence intervals for key statistics, calculated to .

suggest the influence of item response rates on

generalisability, appear in Exhibit 2.3 below.

EXHIBIT 2.3
95 Per Cent Confidence Intervals
for Key Statistics

Gross artistic income $21,610.00 +/-$1,054.00
Replacement cost of equipment $14,568.00 +/-$1,955.00
Nurber of years worked as an artist 17.07 +/-0.520
Nurber of weeks worked last year ) 36.23 +/-0.740
Mean score on scale of perceived

level of occupation prestige 4.215 +/-0.062
Mean score on rating of adequacy v

of work space . 4.899 +/-0.250
Mean score on rating of importance

of dual status 5.818 +/-0.167
Mean score on rating of ability to

influence events in Canadian society 4.390 +/-0.158

Another important consideration is measurement
quality. The key issues here are validity (or whether or
not the indicator measures the concept it was intended to
measure) and reliability (or the intersubjective

repeatability of results).
Simple face wvalidity methods were used during the

research design phase to help ensure high levels of

validity. The questionnaires were reviewed by peer group
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assessment and pre-tested. Construct validity techniques,
whereby the variable in question is inserted into a series
of hypothetical models to see if it relates to other
variables in a theoretically plausible fashion, were also
employed during the data analysis phase. These exercises
have indicated that the data are generally valid.

We assessed reliability by calculating the
coefficient of variation (the ratio of the standard devia-
tion to the mean) for key statistics. Overall, we believe
reliability to be high. Where reliability appears to be
low (when the coefficient exceeds 1.0), we have mentioned
this in the text.

While in general we believe data quality to be
high, we did encounter problems with artist and craftsperson
incomes and expenditures. These dimensions are notoriously
difficult to capture, given the difficulty of accurately
remembering financial data from the past and the
pPredisposition to deliberately under or over—estimate,
depending on the perceived purpose of the survey. In this
case, respondents may have wished to exaggerate financial
Problems in the hope of inciting a more aggressive
government response to problems of this nature. Responses
will  also Dbe distorted by difficulties in recalling
expenditures or earnings in 1985 (particuarly for the
Portion surveyed in the beginning of 1987). Poor financial
records will only exacerbate this problem.

The problem is more striking with craftspeople.
As will be seen, net incomes (i.e., net of expenditures) are
extremely low. This may reflect the reluctance of the
Public to adequately recompense the craftsperson for the
value of the crafts product, as well as the willingness of
many respondents to accept (and personally subsidise)
marginal incomes from this activity. On the other hand, we

Suspect part of the problem to be due to under-reported
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incomes and over-reported expenditures, encouraged by the
particular wording of the questions used. In hindsight, we
feel these could have been better worded to clarify income
and expenditures of the individual respondents against
collectives of artisans.

Measurement problems were also encountered with
total household income. A minority of artists (up to 30 per
cent) reported total household incomes which were less than
the sum of the personal income received by the artist from
all sources. We are more confident of the total personal
income figures because respondents were asked to estimate
income from a list of different sources. While one could
argue that each estimate by source has an associated error,
we believe that total error to be less because we are sure
that all sources were considered. Respondents were asked to
estimate total household income from all sources for all
household members, but were not walked through a
comprehensive 1list of sources. Thus, we expect that
household incomes are under-estimated', as some respondents
would not think to includ'e pension or investment income or
income transfers to other household members.

These concerns are also raised in the text when we
consider the economic status of artists and craftspeople.
In the next section of this chapter, we discuss how these

problems could be avoided in the future.

2.5 Concluding Remarks and Suggestions for

Improvements
As has been apparent from the preceding remarks,

we believe that our sample is fairly representative of the!

intended study population - viz., the affiliated,
committed, professional artist. Relative to the wider
population of Canadians who define themselves as

professional artists or craftspersons, our sample is biased .




towards the more established and economically successful.
In addition, the sample is restricted to the affiliated
artist or craftsperson, although the implications of this
bias are impossible to determine at this point. This is not
expected to be a problem when dealing with performing
artists, but the unaffiliated visual or literary artist may
differ radically from the affiliated. This is the subject
of a separate study. Whether or not unaffiliated
craftspersons differ systematically from affiliated
craftspersons cannot be determined in the absence of a
parallel survey. (So far as we know, there are no plans to
conduct such a survey.)

In terms of data quality, we believe the survey
data to be of high reliability and validity, although we
recognise problems with financial data. Without independent
financial information (e.g., of the kind that can only be
obtained from income tax records) we are unable to suggest
the severity of the measurement problem, although we can
(and have) suggested the direction of the expected biases.
Rather than take the reported incomes (and expenditures)
strictly at face value, we feel that in some instances these
should be considered as demonstrating the general order of
magnitude of financial success or problems. This
interpretation is apparent from the text, where this
approach seems warranted. |

What suggestions can we offer to improve similar
research undertakings in the future? We can make
Suggestions in three broad areas: sampling frames and

strategy, survey administration, and instrument design.

Sampling Frames and Strategy

The sampling frames were membership lists of

Professional artists' and provincial crafts associations.
Given the high (expected) proportions of the unaffiliated in

the visual ang literary sectors, we would recommend that




these populations should be included in future surveys if it
is found that unaffiliated artists differ radically from the
affiliated. The problems of including the unaffiliated are
not insubstantial, but they are not excessive given the
pProblems we encountered in obtaining membership lists.

A key consideration, of course, is the purpose of
the future study. The problems facing the fledgling or
neophyte artist may include challenges or obstacles not
faced by the more established or successful. If the purpose
is to explore obstacles to entry or establishment, then
unaffiliated artists (or craftspersons) must be included.
If the purpose is to provide a basis for decisions which
affect the established artist, then we would recommend the
inclusion of the unaffiliated only if significant
differences are found.

This is the first sample survey of artists in
Canada to our knowledge. The traditional Statistics Canada
approach has been to conduct a census of artists by
discipline. With respect to the knowlédge needs of policy-
makers at the Department of Communications, however, a
sample survey would appear to be the more cost-effective
route. Overall and item response rates with the approach
used here are satisfactory and the confidence intervals
sufficient to support inferences to the wider population.
The data base can also be used by other interested parties
-- national arts organisations or other federal departments
or arts agencies. More detailed investigations carried on
at a provincial or regional level would require a larger
sample size to restrict confidence intervals. Such
investigations do not necessarily require a census of all
members, however. From a federal perspective, the sample

approach would appear to be cost-effective.




Survey Administration

For expediency reasons, these surveys were
conducted by telephone. A well conducted mail survey, with
appropriate follow-up measures to boost non-response, would
require at least ten weeks. Given the need to provide a
survey findings as close as possible in time to the Task
Force report, a telephone survey was necessary.

In the future, we would recommend a
self-completion mail survey as the preferred method of
administration. While this approach may not always be
possible, it does offer several advantages. First, it
allows the respondent to consult financial records. Income
and expenditure data could be improved if respondents had
the time to review their financial statements for the
pPrevious year. Secondly, it allows respondents more time to
reflect upon their answers and to elaborate on their
responses to open-ended questions. Thirdly, this method can
accommodate more questions. Self-completion instruments can
have more items than would be télerated over the course of a
telephone interview. Fourthly, we encountered problems in
Obtaining telephone numbers for a number of potential
respondents. Directory assistance cannot be used where the
mailing address consists of a post office box, nor in the
instances where a respondent is listed under the name of a
Spouse or other household member.

These advantages could well outweigh the
disadvantages of a longer field work period and a lower
response rate. (Note that mail surveys can include
incentives to boost response rates, which are not possible
Or are only ex post facto with telephone interviews.)
The cost may not differ dramatically between the two
approaches, as layout and printing charges, special delivery
of follow-up, monitoring of non-responses, etc., can easily

®qual long distance telephone charges.




Instrument Design

While the instruments used for these surveys were
generally satisfactory in terms of eliciting participation

and providing reliable and valid data, we are aware of

several improvements that could be incorporated into future

surveys. These concern primarily the capture of income and
expenditure information. In future surveys, we recommend

that:

e the total household income question be placed

after the exploration of total personal income and |

expenditure questions, and reworded to capture
income of other household members. The types of
sources to be considered should be stressed;

e with respect to personal income by source, the
question concerning financial support from friends
or family be reworded ,to explicitly exclude
contributions made by other household members to
general household support;

@ craftspersons be asked to distinguish between
income made as an individual artisan and gross

crafts sales to a collective of artisans. A

similar distinction should be made for‘

expenditures; and

e in order to better capture net artistic or crafts
income, respondents be asked for net incomes (or
at least whether the implied net incomes reflects

reality).

Other Considerations

In order to estimate the degree to which self-~
reported incomes or expenditures are accurate, one might
consider collecting income tax data for a subsample of

respondents -- assuming they agree to the review of these

records. While this approach may still fail to captureé



unreported cash income and non-taxable sources (e.g., arts
awards, income transfers or financial. assistance from family
or friends), it could provide the ability to "calibrate" the
magnitude of under-reporting of some types of income.
Finally, efforts could be made to increase the
ability to predict key dependent variables. As will be
apparent from the multivariate models described in the text,
our ability to predict incomes, for example, was restricted
by the 1lack of information on important predictive
variables. Artistic incomes are likely influenced by the
"demand" for the artistic or crafts product and the artistic
or technical quality of the work or product. Other factors
could include the business or marketing skills and contacts
of the respondent or of his or her agents or dealers. These
dimensions were outside our study purview or were excluded
due to budgetary considerations. We recommend that future
research efforts attempt to incorporate these dimensions --
either through linkages to parallel data bases, for example
the CIPIS (Cultural Infrastruéture Planning Information
System) data base or via indicators that can be included on
an expanded questionnaire format. The former may be more
suitable for market demand measures, and the latter for

artistic excellence, business skills and market access.

RN






3.0 THE SOCIAL CONTEXT OF THE ARTIST

3.1 Introduction

The social context of the artist is an extremely
broad concept. It refers to the entire social milieu of
interacting human beings, either as individuals or groups.
In this sense the social context subsumes economic and
working conditions as well as the artist's relationship to
the institutional environment (governments, unions, etc.).
It is our view that any understanding of more specific
problems, such as economic status, working conditions and
the institutional context, must be embedded within the
broader social context if it is to be meaningful.

Our survey of artists provides a rich portrait of
their social context. The broad notion of social context is
decomposed into three interrelated areas:

(i) Sociodemographic Profile -- This deals with the

background characteristics of the artist.
Essentially, it is an objective profile of the
social characteristics and origins of artists.

(ii) Social Status and Role -- We will consider a range

of behavioural and perceptual indicators of the
artist's relative position within Canadian
society. The emphasis of this discussion is on
vertical status and role definition.

(iii) Social Integration: Networks and Community
Relations -- As the title suggests, this section

is more concerned with the horizontal aspects of

social context. To what degree, and in what ways

are artists integrated (or separated) from thelir

local and wider society?




3.2 Socio-Demographic Profile

What are the background characteristics of
artists? How are they distributed by gender and region?
How old are they? How do they live with? What language do
"chey speak? In answering these questions, we hope to
provide a good initial portrait of who artists are.

In reviewing this material the reader should note
that our evidence is restricted to professional artists who
consider their art as their principal occupation. We have
consciously excluded amateur artists and quasi-professional,
fringe artists. It is not that these groups are
uninteresting, but rather, that we wished to focus our

finite study resources on relatively homogenous groups of

working artists®. The present data are drawn from lists
of affiliated artists. A subsequent report examining
unaffiliated artists will be available presently. (The

generalisability of our results to the broader population
has been discussed in Chapter Two.)

In examining these findings, we have organised our
presentation into three generic sectors -- (i) performing
artists (including actors, musicians and dancers), (ii)
visual artists (including painters, photographers and
sculptors) and, (iii) literary artists (authors, playwrigh{:s
and poets). We have also analysed the survey data for each
of the individual disciplines. To report a complete
analysis of each discipline would be tedious and protracted. '
Therefore, we will restrict most of our presentation to the
ternary performing, visual and literary schema. In cases
where individual discipline results are sharply different or
intrinsically interesting, we will consider them

separately.

8 See our Research Design, Revised Sampling Frame, Field

Report and Sections 2.3 and 2.4 of this report for more
details. .




Perhaps the most elementary question about the
background characteristics of artists s, "How many of them
are there?" The answer is surprisingly elusive. The most
recent comprehensive estimate of the distribution of the
Population of careers is contained in "A Feasibility Study
of Alternative Methodologié-s for Conducting Surveys of
Creative and Performing Artists" (March, 1985). This report
was prepared for Statistics Canada by Terry Cheney and his
figures are based heavily on Statistics Canada data. The

table below is reproduced from the Cheney report.

EXHIBIT 3.1
The Estimated Size of the Target Population by Region

ARTIST TYPE: Atlantic Quebec Ontario Prairies B.C.
Visual Artists 600 600 1,800 750 250
Writers 350 1,000 2,150 600 450
Actors/Directors 150 1,400 2,750 450 500
Musicians 2,850 6,800 24,950 5,350 3,700

Source: "A Feasibility Study of Alternative Metho-
dologies for Conducting Surveys of Creative
and Performing Artists", a Statistics Canada
commissioned report, 1985

* Although our definition of the survey populations

was somewhat more restricted (see our Research Design
Report9), this table gives a rough idea of how artists are
distributed by discipline and region in Canada. Cheney
estimates nearly 60,000 career artists. Using our
definitions, our research indicates there are around half

that number, roughly distributed in the regional patterns

9

Ekos Research Associates Inc., "Research Design for the
Study of the Status of the Artist" prepared for the
Department of Communications (October 1986).




Cheney presents. Our smaller figure represents an

insistence that an individual defines their art as their
primary occupation (whereas Cheney includes some part-time
artists). Apart from this factor, our other major
discrepancy with Cheney is the musician category. Whereas
we have found similar sized populations of visual artists,
writers and actors/directors, our musician population is
much smaller (at between five to ten thousand) than Cheney's
44,000. We decided to focus on "serious" musicians, hence
excluding a large number of part-time or popular musicians
(e.g., bar bands). Although the point is open to dispute,
the first concern of the federal Department of
Communications is with serious musicians.10

First let us deal with the basic demographics.
These statistics reflect both real population character-
istics and, to a lesser degree, sampling design effects.

Exhibit 3.2 displays the gender breakdown of our
sample.ll We do note some differences in the
participation of males and.females in tlhe labour force. In
the performing arts, we find the greatest imbalance -- two
males for every female. Perhaps this reflects the
traditional dominance of male roles and imagery in both
popular and high culture.

In the visual artists group we also see a
preponderance of males, although the split is not as extreme
as in the case of the performing arts. About 58 per cent of
our visual artist sample are males (versus 42 per cent

females). These are not large differences. In fact, this

10 Hence we used the CBC 1list of all musicians who had
worked for the CBC in the past year -- approximately
5,000 musicians.

11 ynless otherwise indicated, all data are drawn from
our recent survey. Whether or not the long or short

form is the source is obvious from the sample size.




EXHIBIT 3.2
Gender Distribution by Type of Artist
(Row Percentages)

Male Female Sample Size
Performing Artists 66.6 33.4 1,146
Visual Artists 57.8 42.2 365
Literary Artists 47.3 52.7 528

split is virtually identical to the gender split for the
overall labour force (see Statistics Canada, Market Research
Handbook 1985-86:260).

Considering the final group, literary artists, we

note that there are more women (53 per cent) than men (47
Per cent) in our sample. Although this is not a large dif-
ference (p < 0.0001, Gamma = .29) it is remarkable in light
of the overall imbalances in the broader labour force. With
the exception of "traditional" female occupations (e.g.,
"pPink collar" or service industries, nursing, etc.), it is
unusual to see equal female labour force participation (let
alone greater numbers). When we consider the fact that even.
8nly a century ago there were virtually no female
Professional authorsl? we see the impressive gains which
have occurred. As we shall see later, however, equal
numerical representation does not necessarily mean equality
of incomes.

If we consider the gender split within our three

broad types of artist at the regional level, we find

12
The first English woman author to support herself

solely through her writing was 17th century novelist and
~Poetess Aphra Behn. Even in the 19th century, George
Eliot felt compelled to use a male pseudonym.




statistically significant differences. Within the

performing arts, the gender balance in Quebec and British
Columbia closely reflects the 60/40 labour force split. The
preponderance of males is more noticeable in Ontario and the
Prairies. In the wvisual arts, the proportion of female

respondents reaches the lowest ebb in Quebec and British

Columbia. In the Prairies, females predominate. The
regional variations in the gender balance are not
statistically significant for literary artists (p = .17).

The statistically significant regional breakdowns are

displayed in Exhibit 3.3 below.

EXHIBIT 3.3
Variations in Gender Distribution by Type of Artist and by Region
(Column Percentages)
t

Atlantic Quebec Ontario Prairies B.C.

Performing
Male 50.0 59.4 72.5 67.6 61.5
Female 50.0 40.6 27.5 32.4 38.5
Sample Size 18 283 506 182 156
Visual
Male 57.1 75.0 55.2 45.9 70.4
Female 42.9 25.0 44.8 54.1 29.6
Sample Size 42 52 183 61 27

Note: The significant levels for the chi-squares are .0009 for
performing artists and .0165 for visual artists. Note the
small sample sizes for Atlantic performers and B.C. visual
artists.

Considering the individual disciplines (see
Exhibit 3.4), we note that males numerically dominate the

professions of conductors (78 per cent), directors (71 per




cent), and musicians (71 per cent). Actors and playwrights
are about 65 per cent male. Painters are in a virtual state
of gender balance. Women are numerically superior in the
fields of dance (59 per cent), periodical writing (59 per

cent) and authorship (59 per cent).

EXHIBIT 3.4
Gender Distribution of Respondents by Discipline
(Row Percentages)
Male Female
Performing Artists
Musicians and singers 70.7 29.3
Conductors/Arrangers 78.3 21.7
Actors 65.3 34.7
Directors 71.2 28.8
Dancers and Choreographeig 40.7 59.3
Other performing artists 67.9 32.1
Visual Artists
Painters 51.6 48.4
Other visual artists 66.7 33.3
Literary Artists
.Authors14 and poets 41.0 59.0
Playwrights 64.2 35.8
Periodical writers 40.9 59.1
Other literary artists 25.0 75.0
Sample Size ’ 2,012

To conclude our discussion we note that there are
generally more males than females working as professional

artists. The overall split of about 60:40 is not surprising

13 .
Other performing artists include puppeteers and mime
artists,

14 . s .
Authors include fiction and non-fiction writers.




in light of the overall rate of female participation in the
general labour force. Of greater concern is the serious
underrepresentation of women in the director, conductor,
musician and actor categories. Unfortunately for women,
t‘hose roles where underrepresentation is most acute are
traditionally the best paying artistic professions. In this
sense the artistic community reflects the systematic gender
inequalities characteristic of Canadian society. It is not
particularly better nor any worse in its treatment of the
female labour force. Whereas women artists specifically,
and women generally, may take some comfort in the knowledge
that they participate in equal numbers in the very
challenging creative arts, there are still grounds for
concern with respect to male hegemony in the performing arts
-- particularly in the more senior (managerial) positions.

Turning our attention to age, we find that the
overall average age of our respondent group is about 44
years. Recall that our study is focussed on established
artists and hence will underrepresent fledgling artists.
Even though the overall "average" artist is something of a
statistical artefact (given the broad diversity of groups
involved) it is instructive to note that our average artist
is well into the middle-aged category. Performing artist-s
tend to be the youngest with a median age of 37 years
(average of 40). Creative artists are generally older.
Literary artists have a median age of 46 (mean of 49) and
visual artists are nearly identical (median age 47, mean
49). The relative seniority of creative artists may reflect
the lesser physical demands of their occupations (as opposed
to the demands faced by dancers, for example) as well as the
need to accumulate an experiential base to succeed in their
profession.

These large differences in the typical age of
creative versus performing artists also suggest different

period and cohort effects which may be reflected in the
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dominant attitudes and values of these two groups.
Furthermore, these age differences. will imply somewhat
different needs and priorities. For example, we could
assume that, generally speaking, creative artists (being
nearly 50 years old on average) are nearer to the point of
disengagement from full-time work and hence they might be
more concerned about retirement and health care issues. The
policy implications of these differences in age structure
should be given careful consideration.

Examining differences within the individual
disciplines and fields (see Exhibit 3.5), we see that

authors tend to be about 51 years of age on average and

EXHIBIT 3.5
Average Age of Respondents by Discipline

Age
Performing Artists
Musicians and singers 39.3
Conductors/Arrangers 48.3
Actors 41.2
Directors 39.4
Dancers and Choreographers 34.0
Other performing artistsl5 47.6

“ Visual Artists

Painters ' 51.8
Other visual artists 45.4
Literary Artists
Authorsl®é ang poets 52'2
Playwrights 4 '1
Periodical writers 48.
Other literary artists 53.8
Sample size 2,012

15 Other performing artists include puppeteers and mime
artists.

16 Authors include fiction and non-fiction writers.



painters are 52 years. Other visual artists, such as
photographers tend to be younger (45 years). Considering
performing artists, we see that dancers/choreographers,
occupying the most physically demanding jobs, are the
};oungest (and typically poorest paid) occupational group
(average age 34). Musicians are on average 39 years and
conductors are 48 years. In the dramatic field we see that
actors are 41 on average whereas directors are only 39.
This is somewhat perplexing given the managerial
relationship between actors and directors and the typical
age seniority which characterises these relationships.

In sum, we see an age structure which suggests an
established population. The typical Canadian creative
artist tends to be nearly 50 years old. The factual picture
may be somewhat at odds with the popular image of the artist“
as a relatively young citizen. Perhaps this is a legacy of
the classical Hellenic ideal or the romantic image often
conveyed in traditional literature.

The other notable feature is the significant gap
in ages between creative and performing artists. This
finding, along with many other important compositional
differences suggests that the needs and demands of these two |
broad types of artists will be profoundly different. ‘

Having dispensed with the wvital statistics, let us
now consider the household composition and life cycle
characteristics of artists. We will consider these data
only in terms of our three generic or broad sectoral
categories.

In Exhibit 3.6 we see that performing artists are
much more likely to be single (36 per cent) than are either
visual (18 per cent) or literary artists (23 per cent). The
lower rate of marriage for performing artists is probably
due to their younger age and the rigours of the transient]

life style associated with many performing careers.




EXHIBIT 3.6
Marital Status of Respondents by Type of Artist
(Column Percentages)

Pefforming Visual Literary
Sing}e (never married) 36.0 17.9 22.9
Married (or common law) 53.6 69.2 60.4
Separated 3.4 2.7 4.4
Divorced 5.6 5.5 7.6
Widowed 1.4 4.7 4.7
Sample size 1,139 364 528

The rates of marriage dissolution (either through

divorce, death of the spouse or separation) are substantial-
ly higher for artists than for the general adult population.
(The rate for the latter group is seven per cent, as per
1986 unpublished Labour Force Data, provided by personal
communication). Performing artists are closest to the
general rate at 10 per cent. However, both literary artists
(at 17 per cent) and visual artists (at 13 per cent) are
well above Canadian averages. We can probably discount
higher rates of widowship as an explanation.
) If the peripatetic patterns of work of performing
artists explain their lower rates'of marriage, then the even
higher rates of marriage failure for authors is quite
pPerplexing. It must be that the creative artistic act, or
the work pattern which accompanies it, places unusual
strains on the marriages of creative artists. Perhaps this
is another hidden cost of a creative career.

Recognising that marriages are not as common (for
Performing artists) nor as durable as the average Canadian
marriage (for creative artists), we would expect somewhat
smaller and more non-traditional household types. Literary
artists live in households averaging 2.4 people, whereas for

Visual and performing artists it is 2.6 people. ‘The most



recent Canadian estimate for the working population is about
two and three quarters people.

The number of financial dependents (both children
and adults) is also quite small -- about one for creative
artists and one and one-half for performing artists.
Performing and literary artists average .7 children, whereas
visual artists average .6 children. Given that. . there are
fewer marriages amongst performing artists, we must conclude
that for those who do marry, ’their number of children is
substantially higher than for their creative counterparts.

Often, the other residents of the artist's house-
hold are other artists. As can be seen in Exhibit 3.7,
nearly 30 per cent of all other people in the households of
performing and visual artists are other artists. Only 56 .
per cent of performing and visual artist households have no
other artists in the household. ' Literary artists are
somewhat less "incestuous", with 68 per cent of households

reporting no other artists among other household members.

EXHIBIT 3.7
Status of Other Household Members by Type of Artist
(Colunn Percentages)

Performing Visual Literary

All other members are artists 27.8 27.8 16.1
Some other members are artists 8.0 11.1 3.4
No other members are artists 56.8 55.6 67.8
No other adults in household 7.4 5.6 12.6
Sample Size 176 54 87

From the demographic characteristics noted above,
we can see that the immediate social context for artists is;
quite different than for the broader society. Their;
household wunits are generally not the typical nuclear nor
extended family units. Often the household is co‘mprised of

other artists. Other points that set artists apart, are

4



their lower rates of marriage (particularly for performing
artists) and of child rearing (particularly for visual
artists). As well, the rates for marriage dissolution are
significantly higher (particularly for literary artists)
than among the general population.

Our overall picturé is one of the artist living an
alternative 1lifestyle with evidence of some pressures
Producing moderate deviations from the conventional Canadian
lifestyle. For pe.rforming artists, these pressures may
relate to the peripatetic lifestyle associated with their
job. For creative artists, the initial low incomes of early
years plus the critical consciousness wunderlying the
creative act may produce unusual pressures on the family
unit.

Moving beyond demographic considerations, we turn
our attention to ethno-linguistic affiliation. Language and
ethnicity are quite important since cultural symbol systems
are largely bounded by linguistic categories. Although
there are certain cross-cutting linkages and multiple role
affiliations (e.g., climate, geography, religion, etc.)
which unify some cultural experiences, the two solitudes are
quite evident in the Canadian artistic community.
A\ccounting. medicine and plumbing will be largely identical
in a French and English environment. However, art, the
méniplﬂation of creative expressive symbols, is rooted to
language and ethnicity in a symbiotic manner. This is true
in terms of both artistic production and consumption. This
Mmeans that we must judiciously analyse the separate
characters of Anglophone and Francophone artistic
communities. We also note that there is a third
ethnolinguistic class of non-charter language groups which
will reveal Separate qualities as well.

Before considering how language and ethnicity

alter the varieties of the artistic experience, we will



review the distributions of our sample according to

language. More so than in other areas, language
distribution represents some sampling biases —-- particularly
among visual artists. For visual artists, only eight per

cent of the interviews were in French. This reflects a bias

in the available sampling frames.

EXHIBIT 3.8
Language of Respondents by Type of Artist
(Column Percentages)

Performing Visual Literary

English 67.7 74.2 75.4

French 20.4 7.6 21.1

Other 11.9 18.2 3.5

Sample Size 235 66 114
. \

Note: Language refers to language first spoken.

For performing artists, slightly over 20 per cent
reported French as their first language (which they still
use and understand)l?. This figure compares with a
Francophone figure of slightly over 25 per cent of the
Canadian population, according to the most recent Census
(Statistics Canada Catalogue 92-902). Sixty-eight per cent
of our performing arts sample listed English a$ their first
language (versus 61 per cent in the general population)-
This leaves 12 per cent of our sample as "other" which
compares closely with the 13 per cent in the past Census.

For literary artists, some 21 per cent of the
interviews were conducted in French. Twenty-one per cent of

the subsample of respondents, answering the long form

17 Eighteen per cent of interviews were conducted ipP
French. '




qQuestion on ethno-linguistic affiliation, cited French, 75
Per cent English and only four per cent cited some "other"
language affiliation.

We might conclude that except for a slight under-
representation of Francophones, the supply of performing
artists reflects the cultural and linguistic mosaic of
Canadian society. In the case of literary artists, both
French and non-charter language groups are under-
represented. The slightly less than expected incidence of
Francophones may be a sampling artefact, but we suspect it
may also reflect a real difference. From past research, we
know that there is less overall reading in Quebec (ctf.,

Graves and Kinsley, Canadian Journal of Education

1983:327-328). This lower demand is also reflected in lower
numbers of libraries and bookstores as well as higher prices
for books. Hence, the lower demand for literary artists
may well explain this observed underrepresentation of
Francophones. It is not particularly surprising that
writers who did not learn either French or English as a
first language are somewhat disadvantaged in the North
American literary market. |

Relative to the Canadian population, artists

exhibit higher levels of formal schooling, whether or mnot

L EXHIBIT 3.9
evels of Educational Attainment by Type of Artists
(Column Percentages)

Performing Visual Literary

Primary school 1.4 .3 .8

glgh school 17.1 7.9 9.9
ome college or 16.1 11.0 13.7
University

College or university 48.0 61.0 49.4
graduate

Post-graduate 17.3 19.8 26.3

Sample Sigze 1,139 364 518




this relates to the arts. (Training in the arts is
discussed in Section 5.1.1.) The majority of our
respondents have a college or wuniversity degree. The

incidence of post-graduate degrees ranges from a low of 17

per cent of performers to over one quarter of writers.

3.3 Social Status and Role

Having explored the background characteristics of
Canadian artists, we can now consider the more complicated
concepts of social status and role. The title for this
study is the 'Status of the Artist' and one can argue that
considerations of social status, and the parallel concept of
role, constitute the substantive focus of our study.
Economic status, the material expression of social status,.
will be considered in Chapter Four.

In this study, we have used, the term social status

in a broader sense than the specific sociological
connotation of relative position or rank in a social group.
We are interested in this' narrower, "vertical®™ concept of
status, but also in a broader notion of status which
considers the artist's overall position =-- both horizontal
~and vertical -- within Canadian society. This global
concept of social status, or social condition, includes both
objective considerations, such as the sociodemographic
context factors considered in the preceding section, as well|
as some of the behavioural and perceptual factors which we
will consider here (e.g., self-image, societal image, role
and relationships). We will begin with the vertical notion
of status or rank and then consider horizontal integration
in the next section.

The meaning of the status of the artist is
properly viewed as a dialectic of both artists and the
broader society. The present study is focused primarily on

artists and their perception of their role and status. Al




more complete analysis would see us examining broader
societal perceptions of the artist as well. In the
integrated analysis we will approach this question with
existing survey materials and evidence from the literature.
This will permit an approximation of the mutual relations
between society and artists. 18

The concept of status emerges from the parallel

concept of role. Roles are social positions which entail
certain generalised expectations, responsibilities and
behaviour. Status relates to the relative privileges and

rank associated with a role.

A functionalist perspective considers  social
dynamics as exchanges between the artist and the social
environment. What do artists "do" for society? Early
functionalist views employed an organic analogy which
analyses the structural and functional interdependencies of
various social actors and institutions (much like organs and
the body). Unlike these earlier functionalist perspectives,
we conceive of functions as providing social change, as well
as social continuity (using the metaphors of a complex, open
System and a dynamic "flow" equilibrium). We will consider
the role of the artist as a source of traditional pattern
maintenance (i.e., the preservation of traditional values
and cultural standards). We will also investigate the
degree to which the artist serves as an agent of social
change. Many artists (e.g., the avant-garde, impres-
sionists, et. al.) view their role as critics of the
status quo. Social and political critiques have always
Coexisted in a dynamic tension with the more conservative

functions of artists as protectors of cultural ancestry.

18
It may bpe possible to conduct a linked community

level analysis -- which involves aggregating the artist
data bage by community and integrating it into the
Cultural Infrastructure Planning Information System
(CIPIS) developed by Ekos Research Associates for the
Department of Communications (1984/86).




Stratification theory, as drawn from the
functionalist tradition, sees status increasing with the
functional significance of the 1role and the relative
scarcity of ©people possessing the skills and training
necessary to perform the role. This systems view places
artists in a somewhat peculiar position. On first blush,
many would suggest that art is not that functionally
significant. On more careful consideration, the view of art
as a cosmetic rather than a functional activity is suspect.
Moreover, the skill and training requirements for many
artists are quite demanding. Certainly Parsons, and
predecessors such as Sorokin, viewed culture and art as
crucial aspects of society. The symbol system is the apex |
of the system of societal action, cybernetically
coordinating lower systems of action such as the economy.

The stratification school discusses status in
terms of social economic status (SES). SES is seen as a
product of three factors -- occupational prestige, income
and education. We have imperfect, but useful measures of
each of these concepts. We will begin with the notion of
occupational prestige.

In order to measure occupational prestige,.
sociologists typically use the results of rating tasks]
provided by a sample of ©people. The sample will
comparatively evaluate the relative prestige they associate]
with a list of different occupations. We will consider this
sort of evidence in more detail in our integrated analysisf
Here, we simply note that artists are generally rated about
average, or slightly above average, in these sorts of
exercises. For example, Treiman (1977)1% nas prepared.
an internationally comparable index of occupational

prestige. The index runs from 0 to 100 (but most score$

19 ponala J. Treiman, Occupational Prestige in

Comparative Perspective (Academic Press, Inc., 1977).
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fall within 20 to 80). For purposes of -.comparison, we note
that in Canada, Treiman's index rates physicians at 82.7,
high school teachers 62.8, plumbers 40.6 and construction
labourers at 28.4. Examining artistic occupations, we see
that authors rate 61.6. Sculptors and painters fare more
Poorly at 54, whereas 'serious' musicians rate 51.4 and jazz
musicians only 39. Ballet dancers are rated at 46.7,
television stars 62.3 and television directors 59. In
_ Summary, artists tend ito receive rather mediocre presiige
marks, although there is a fair range accorded different
occupations. In prestige terms, they are bounded by high
school teachers and plumbers.

We have no new presiige measures asked of the
general population. However, we have asked artists
themselves io rate their own perception of how much prestige
or status they feel they receive, relative to other types of

careers. Exhibit 3.10 displays these results.

EXHIBIT 3.10 ?
Percepiions of Occupational Prestige and d
Fairness of Siaius by Type of Ariist

Per forming Visual Literary

Level of Respect Accorded
You (Occupational Prestige)

. Low 11.1% 16.4% 12.6%
Average 72.1% 63.3% 69.8%
High 16.7% 20.3% 17.5%
Bkan SCOre on Scale 40 2 40 2 4o 2
Sample Size 1,139 360 523

Note: Respondenis were asked to raie their occupational presiige on a
1 to 7 scale where 1 was extremely low, 7 was exiremely high
and the midpoint 4 was about average.

How Fair is Your Status?

Unfair 23.7% 32.0% 23.3%
Neither 67.4% 58.2% 67.4%
Fair 8.8% 9.8% 9.3%
Mean Score on Scale 3.5 3.3 3.6
Sample Size 1,125 356 520

Note: Respondentis were asked to rate whether the status of the artist
was fair or unfair on a 1 io 7 scale where 1 was exiremely
unfair, 7 was exiremely fair and the midpoint-4 was neither.
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As evident from the table, artists are reasonably
accurate in their view of their relative prestige. The

rating of four 1is M"about average" which very roughly

corresponds to a 50 on Treiman's index. Treiman's scale
suggests that creative artists -- literary artists in
particular -- receive higher prestige ratings than
performing artists. Performing artists are not aware of
their apparently inferior prestige position. All three of
our generic groups -- performing, visual and literary --

have virtually identical self-conceptions of the way society
perceives their status.

There are no significant differences in the status
scores for the three major types of artist by region.
Examining differences within individual disciplines, there
are significant variations (see Exhibit 3.11). The

3
"managerial"” professions (directors and conductors) have the

EXHIBIT 3.11
Perceptions of Occupational Prestige and
Fairness of Status by Discipline

Fairness
Prestige Sample of Status Sample
Rating Size Rating Size
Directors 4.8 39 3.8 39
Choral Conductors 4.7 20 3.9 20
Composers 4.4 37 3.3 37
Actors 4.3 443 3.8 435
Musicians 4.2 520 3.5 514
Visual Artists 4.2 365 3.3 361
Periodical Writers 4.2 53 3.3 53
Authors 4.2 388 3.6 385
Dancers/Choreographers 3.9 142 3.0 143
Playwrights 3.9 51 3.3 50

Note: Respondents were asked to rate their occupational prestige on
a l to 7 scale where 1 was extremely low, 7 was extremely
high and the midpoint 4 was about average. Respondents were
asked to rate whether the status of the artist was fair or
unfair on a 1 to 7 scale where 1 was extremely unfair, 7 was
extremely fair and the midpoint 4 was neither. '

—




highest view of their prestige levels (4.8 and 4.7,
respectively). Composers, actors, musicians, writers and
visual artists all view their own prestige as similar at
between 4.2 to 4.4. Dancers and playwrights rate their
Prestige as just slightly below average at 3.9.

Although all groups realistically appraise their
status, literary artists tend to be unduly negative about
their prestige.

Recognising that artists have a reasonably
accurate understanding of their prestige levels, we can now
ask the question, "do they think their status is fair?".
The overall pattern of response for most artists is mildly
negative. In other words, most artists are either
indifferent about their status or else they tend to be
mildly upset. In general we find the average rating is
between "indifferent" and "somewhat unfair".

Only about one in five artists feel their status
is "fair", whereas about half feel their status is "unfair".
About 10 per cent of artists are extremely upset about this
issue and this extremely upset group rises to about 15 per
'cent in the case of visual artists.

As with the question on perceived status, there
are. no vast differences between performing, visual and
literary artists. As noted earlier, visual artists tend to
be more strenuous in taking umbrage regarding their social
status.

As one might suspect, there is a significant
Positive correlation between perceived status and the
Perceived fairness of the status. The Pearson correlations
for the three major subgroups are in the .3 to .4 region.
Hence, it is not surprising to find that, generally
SPeaking, those individual disciplines with the lowest
Peérception of their status tend to be most upset about the

fairness of that status. For example, dancers have the




lowest prestige and lowest fairness of status scores (3.9
and 3.0 respectively). Similarly, choral conductors and
directors have the two highest scores for both perceived
status 'and perceived fairness of status. (See Exhibit
3.11.)

| Composers, playwrights, visual artists, and
periodical writers are all quite upset as groups (mean
scores of 3.3 on the fairness scale) with the fairness of
their status. It is interesting that with the exception of
dancers, it is creative artists who are most concerned about
the fairness of their status.

How do artists view their role within Canadian
society? Is their work meant to prompt social change by
exposing inequities or illuminating the way forward? Is
their work meant to glorify and therefore maintain the
status quo? The majority of our respondents (61 to 70 per
cent depending on the sector) consider that they perform
both roles. Obviously, the diametrically opposed functions
are not combined in a single piece, but can be seen over the
total oeuvre. Some pieces will challenge prevailing norms
or criticise current ©behaviours; others will celebrate
existing mores and ©patterns or are meant as formal
investigations of colour, line and form.

Minorities consider their work to exhibit a more
consistently positivist or normative stance. As can be seen
from Exhibit 3.12, these proportions vary by sector.
Literary artists are the most likely to see themselves as
social critics and performing artists the least. If we look
at the different disciplines within these broad types, we
find musicians and conductors/arrangers most likely to
define themselves as maintaining the status quo and
playwrights more prone to define themselves as catalysts for

social change.
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EXHIBIT 3.12
Self-Defined Role of the Artist
(Column Percentages)

) Performing Visual Literary

Your Understanding of Your Role as

an Artist

Social critic/catalyst for social change 14.5 22.9 27.2
Both critic and mirror for existing values 69.9 60.9 60.6
Reflect and reinforce existing values 15.6 16.3 12.2
Mean score 4.0 3.9 3.5
Sample size 1,072 314 507

What helps explain these differences? Opportunity
Would appear to be influential. Interpretive artists would
have less latitude to critique the existing social order or
Practices because they perform the works created by others.
They are restricted to what 1is awvailable, despite any
Personal convictions or political opinions. Secondly, they
Perform a body of work that has been generated over a number
of centuries. What was considered revolutionary at the time
it was created may now appear. to be reactionary or at least
Not controversial or ground-breaking. As a result, they are
More likely to perceive their work as reflecting traditional
values.

The literary medium may also be better suited to
Criticism because it allows a more detailed investigation or
analysis of the background, causal factors and solutions.
Writing is also the vehicle for art criticism -- which can
be used to debate the (normative) role of art and assess the
Performance of particular pieces or artists against these
Norms. OQur sample would include art critics and thus we
Shoﬁld expect that this type of artist would be more likely
to define their role as challenging conventional beliefs or

Practices.




Self-professed social critics are mildly to
modestly more likely to be younger and more recent entrants
into the profession. These correlations hold across all
types of artists although they are most pronounced in the
case of visual artists. The Pearson correlations are .15
for years practised and .23 for age for wvisual artists;
these fall to .07 and .09, respectively, for performing
artists, and are .07 and .24 for literary artists. These
correlations suggest that attitudes become more conservative
over time. Critics are also slightly more likely to exhibit
higher levels of (non-arts) educational attainment than are
artists who see their role as reinforcing existing wvalues.

Does a critical stance mean they are less able to
sell their work or perform less frequently? There are no
significant variations for performing and visual artists bﬁt,
writers who see themselves as critic\s make more from their|
work (the Pearson correlation is -.22 which is significant
at better than the .001 level). This may reflect additional
revenues from critical pieces on the. arts or other topics,
or the public appetite for more topical or normativej}
writing.

The perceptions of the role played varies
significantly by region. As a group, Quebec artists are
more liable to define their role as critical of the statu$;
quo whereas Prairie artists tend more to define themselves
as reinforcing traditional wvalues. The mean scores on the’
critic/mirror continuum are displayed by type of artist and
region in Exhibit 3.13. The regional wvariations are
strongest for performing artists, but only marginally
significant for wvisual artists.

We also asked respondents to consider to what]

extent artists as a group were able to influence events in
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EXHIBIT 3.13
Variations in Self-Defined Role by Type of Artist and Region

Atlantic Quebec Ontario Prairies B.C.

Performigg
Mean Score 4.3 3.6 4.0 4.6 4.2
Sample Size 16 271 462 173 149
Visual
Mean Score 3.4 3.7 3.8 4.2 4.5
Sample Size 36 41 165 51 21
Literai_fz
Mean Score 3.2 3.3 3.5 4.0 3.8
Sample Size 26 129 204 91 57

Note: Significance levels are < .0001 for performers, .10 for visual
artists (perhaps constrained by the small sample sizes for many
regions) and .0676 for literary artists. Mean scores are on a
1 to 7 scale where 1 is entirely as a social critic and 7
entirely as a mirror of existing values.

Canadian society. As can be seen from Exhibit 3.14, the
majority feel they have about the same amount of power to
influence events as do other groups. Performers are more
likely to perceive themselves as powerless and writers more
likely to feel their work can influence what people think or’
how they act. These differences are not surprising given

the differences noted in the way these groups conceive their
role.

3.4 Social Integration

In this final section we consider the relation-
ships between the artist and his or her colleagues, and with
the broader society. The purpose is to discern how self-

contained the artistic community is. The answer to this




EXHIBIT 3.14
Perceived Power of Artists to Influence
Events in Canadian Society
(Column Percentages)

Per forming Visual Literary
Powerless 20.4 15.1 6.1
About average 55.3 56.1 58.8
Powerful 24.3 28.8 35.1
Mean score 4.2 4.3 4.8
Sample size 235 66 114

question is important. An inward-looking and self-referen-
tial community might be expected to produce works that have
little value or appeal to the broader public or market.
Insularity might help explain the common complaint that the
Canadian public is unappreciative or that modern art is
difficult to sell. |
Let us begin by looking at collegial networks.
The most "incestuous" group are performing artists. Half
report that three quarters or more of their friends are
professional artists; 78. per cent report half or more are
artists. Literary artists are least likely to concentrate
their friends within the artistic community, although again
we note a high proportion that interact mainly with other
artists. - One quarter report that most of their friends are
artists; 53 per cent report that at least half are artists.
These differences may reflect the importance
accorded to exchanging views and ideas with other artists to
professional growth and development. Performers are most
likely to rate collegial exchanges as important (67 per
cent) and writers least likely (55 per cent). Despite these
differences, the majority see a high degree of involvement
in the wider artistic community as critical to professional

growth.



Another factor could be opportunity. Performers
are more transient than other types of artists -- moving
more frequently to seek or take employment (and more likely
to travel as part of a particular job).

These differences are also reflected in the
composition of the artist's household. As discussed in

Chapter Three, performers are more likely to live with other

EXHIBIT 3.15
Indicators of Involvement in Artistic Networks
(Column Percentages)

Performing Visual Literary

A. Proportion of friends who are professional artists

None 1.6 3.0 5.5
One quarter 19.6 33.6 41.9
Half 26.8 32.2 29.1
Three quarters 44.9 27.8 20.3
All 7.1 3.3 3.3
Sample size 1,144 363 523

B. Importance of the exchange of views and ideas with other artists
to your professional development

, Important . 67.1 54.6 58.8
’ Neither 30.0 37.9  34.2
l : Unimportant 2.9 7.5 7.0
Mean score 5.9 5.4 5.5

. Sample size 237 66 114

C. Are any or all the other adults in your household professional
artists?

Yes, all 27.8 27.

Yes, some 8.0 11.

No, none 56.8 55.
7.4 5.
176

Live alone

Sample size

D. Percentage reporting parents involved in the production or
Pramotion of the arts

8
1
6
6
4

Percentage 25.7 18.2 23.0
Sample size 237 © 66 113




artists than are writers -- although wvisual artists are the
most likely. This latter finding may stem from the low net
artistic incomes of visual artists.

The tradition of following a parent into a career
varies from a low of 18 per cent of wvisual artists to a high
of 26 per cent of performing artists reporting that one or
both pax"ents were involved in the production or promotion of
the arts. The figure was 23 per cent of writers. These
differences are not statistically significant.

Given these high levels of interaction with
colleagues, how involved are artist.s with the Dbroader
society? The only measure we have is of the perceived level
of day-to-day social interaction with the members of their
home community. Respondents were asked to rate their level
of interaction. The majority (between 56 and 64 per cent)
believe they are about average in terms of the intensity of
their social interaction, and between 16 and 30 per cent
believe they are more active. Thus, we cannot say that the
high degree of activity within the artistic community
precludes interaction with the non-artistic world. We did
find that performers were the least well integrated and
literary artists the most involved 1in the 1life of their
community. v

The degree of social insularity is only partly a
function of the length of time the respondent has lived in
his or her home community. (The Pearson correlations for
these two variables range from .03 to .09.) Other factors
intervene, but unfortunately it is not simply a question of
trading off involvement in the artistic community against
involvement in the home community. We created a scale of
our indicators of involvement in artistic networks. The
score on this scale was unrelated to the reported degree of
social integration for performing and visual  artists.

Literary artists who are highly active in local affairs are



also more 1likely to restrict their friends and living
companions to other artists.

If we cannot —easily predict the level of
involvement with the wider community, can we suggest the
impacts that this involvement has on self-esteem? For all
three types of artists, the more socially integrated are
mildly more likely to consider that their profession is
accorded above average levels of respect or occupational
prestige. The correlations are weak, and there 1is no
consistent relationship between levels of community
involvement and whether or not the respondent considers the
level of respect or prestige to be fair,. The findings are
too fragmentary and weak to draw firm conclusions as to
whether the social insularity of some artists actively
prevents the broader Canadian society from according a
higher level of prestige to the profession of artist. They
do suggest, however, that social isolation may be a factor

in explaining the modest social status of the artist today.

EXHIBIT 3.16
Indicators of Social Integration and Isolation
(Column Percentages)

Performing Visual Literary

Level of Day-to-Day Social
Interaction with People
in Home Community

Inactive 20.2 18.0 14.8
About average 63.5 56.8 55.7
Active 16.3 25.2 29.5
Mean score 3.9 4.2 4.4
Sample size 1,144 361 526

Average Number of Years
Spent in Home Community

Mean 17.9 22.6 21.5
Median 15.0 18.0 - 17.0
Sample size 1,140 361 526




The degree of (perceived) social involvement
varies significantly by region. Quebec artists as a group
are less likely to define themselves as socially active in
the day-to-day affairs of their home community. This
greater isolation might stem from their more critical stance
vis-d-vis existing values if greater distance is required to
maintain this stance. They have spent the average or a
greater number of years in their home community and thus the
lack of involvement does not appear to be caused by lack of
time to build relationships with their fellow community
members. Atlantic artists tend to be more involved in local
affairs. This may stem from the absence of large urban
centres in the maritime provinces. Smaller communities may
be better breeding grounds for social involvement.
Atlantic-based respondents as a group also have a larger
mean household size -- and the presence of children might be
a factor which forces the involvement of the' parent in
school or recreational activities. Atlantic-based
respondents are also less likely than artists . in other
regions to concentrate their friends 'among members of the

artistic fraternity.



EXHIBIT 3.17
Variations in Indicators of Social Integration and
Isolation by Type of Artist and Region
Level of Day-to-Day Interaction with People in Home Commnity

Atlantic Quebec Ontario Prairies B.C.

Perfonning
Mean Score 4.7 3.7 3.9 4.3 4.1
Sample Size 18 283 505 181 156
Visual
Mean Score 4.8 3.5 4.2 4.1 4.5
Sample Size 42 51 180 61 27
Literarx
Mean Score 5.2 4.1 4.3 4.7 4.5
Sample Size 27 132 208 97 62

Mean Number of Years Spent in Home Community

Performi ng

Mean Score 22.6 17.5 18.5 15.6 18.5

Sample Size 18 283 502 180 156
Visual

Mean Score 16.8 26.0 21.5 26.4 24.8

Sample Size 42 49 182 61 27
Literary

Mean Score 17.0 22.4 21.8 24.9 15.3

Sample Size 27 131 210 97 61

Note: The significance levels are .0001, .0026 and .0069, respectively,
for interaction. The mean score is on a 1 to 7 scale where 1 is
extremely inactive, 7 extremely active and the midpoint 4 about
average. The significance levels are .0680, .0147 and .0029,
respectively, for nurber of years.







4.0 ECONOMIC STATUS

Conventional wisdom holds that artists are among
the lowest income groups in society and that few are able to
sSupport themselves and their art on their artistic earnings
alone. Even a perfunctory reading ;:of recent arts and
Cultural tasks force reports, and the briefs and background
Papers on which they were based, cannot fail to turn up
these themes.

;. Repetition, however, is no guarantee of accuracy.
Is the view from the bridge -- as described by cultural
bureaucrats in government and artists' organisations -- .
Correct? Do artists earn less than other workers with
Similar training and characteristics? How many among them
earn an acceptable living from the full-time pursuit of
their chosen métier? In this chapter we provide the answers
'to these questions based on our survey evidence and
Comparisons to Statistics Canada data.

While many artists are plagued by financial
Problems, it is important to understand what weight these
Considerations play in career decisions. Many researchers,
for example, have argued that non-monetary rewards are
significant compensations for low artistic incomes. Do
artists espouse this position or does the inability to earn
a decent living or other frustrations make an arts career so
Unattractive that practitioners are discouraged from
Continuing or that creative activity in Canada is

diminished?

1.1 Income Levels and Sources in 1985

Before considering the adequacy of incomes earned
by artists, we describe our survey findings as to income
levels in 1985 by source and how these vary by discipline,
language, region, and other background characteristics of

the respondent.



Visual artists had the highest personal incomes in
1985 ($36,500) although performing artists earned higher
amounts from the practice of their art and were less
dependent upon income from other sources. Performing
artists were the most reliant on artistic income, earning on
average 81 per cent of total personal income from the
practice of their métier. Exhibit 4.1 displays the mean and
median incomes for respondents from the three artistic
sectors. The disparities between the mean and median
incomes indicate that a few artists are making very high
incomes. The median itself is the halfway point. Half of
the respondents earn the median income or less.

The long version of the questionnaire was
administered to one in five respondents and it provides a
detailed breakdown of personal income by source. As can be
seen from Exhibit 4.2, royalties, government arts grants and
support from private patrons or corporations play a very
limited role in supporting creative and performiflg artists.
Government grants are more prevalent among visual artists.
This is likely a function of the manner in which arts grants
are distributed: performing artists\ are more .likely to
benefit indirectly from government subsidies paid to their
employers (e.g., dance, theatre or opera companies, symphony
orchestras, etc.). The inclusion of non—'fiction writers and
editors in our literary artists' sample may also depress the
incidence of government grants to the extent that subsidies
for these groups may be limited or provided in an indirect
manner (e.g., to publishing houses).

Thirty one per cent of performing artists, half of
visual artists and 43 per cent of literary artists worked at
some other job in 1985. Teaching art was a popular choice,
pursued most frequently by visual artists and least fre-
quently by writers. The incidence of teaching, as secondary

employment, likely reflects both relative financial need and
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EXHIBIT 4.1

Artistic Incomes and Total Personal Income in 1985

by Type of Artist

Performing Visual Literary
Artistic Income
Mean $23,300 $21,200 $18,300
Median 18,000 13,000 10,000
Sample Size 994 295 468
Total Personal
Income
Mean $28,900 $36,500 $30,500
Median 23,000 26,000 24,000
Sample Size 965 277 432
Artistic Income as
Percentage of Total
Personal Income
Mean 80.5 62.4 63.8
Median 95.2 61.5 63.8
Sample Size 945 272 416

Note:

Most respondents (86 to 90 per cent) provided a
figure for earnings from the practice of their art
even if this was zero. Only these cases were used
in the income calculations as we could not assume
respondents who wished to be selective in their
responses earned nothing from all other sources in

1985. A few dubious extreme values have been
removed -- e.g., $170,000 and $200,000 from
teaching. These income figures are based on the

Artistic

merged long and short survey responses.
incomes are gross -- i.e., not net of artistic

expenditures.




EXHIBIT 4.2
Levels of Personal Income by Type of Artist and Source in 1985

Performing Visual Literary ,
Overall Percentage Overall Percentage Overall Percentageé
Mean Reporting Mean Reporting Mean  Reporting

Artistic Activity

Wages, Sales, Fees or

Commissions $19,900 94.3 $17,500 -88.3 $15,100 81.7
Royalties 800 25.5 300 10.0 900 32.4 |
Government Grants 300 8.0 2,600 23.3 500 9.6
Patrons 300 4.7 600 8.3 300 1.0

Other Hnployment

Teaching Art 3,200 30.0 4,400 35.0 v 2,800 25.2

Other Job 1,700 19.8 5,300 36.17 4,700 30.4

Other Sources

Financial Support from

Family/Friends 800 11.9 700 19.0 1,100 10.9
UIC/Welfare 300 12.0 200 8.5 200 4.0
Pensions, Investments,
etc. 900 18.8 1,000 16.7 2,300 29.3
_/
Sample Size 205-208 58-60 99-103
g

Note: Overall mean figures are calculated across all respondents (to the long
version of the questionnaire). Excluding those who reported zer?
income from each source would raise the means, especially for source?
with a high incidence of non-recipients.

7




the availability of teaching positions. Relatively fewer
literary artists teach writing. This may stem in part from
the reluctance of educators to ignore formal educational
background. Writers are much more likely to be self-
taught.

Few artists rely on income transfers from the
government (unemployment insurance or welfare). The extent
of dependence on this source will be restrained if artists
are ineligible because they are self-employed. Literary
artists are the least likely -- perhaps because they are
most likely to be self-employed (as an artist), and
therefore are least likely to be eligible for UIC benefits.
Between 11 and 19 per cent relied on financial support
provided by friends or family. The mean incomes from this
source across all respondents were very modest in 1985,
ranging from $700 to $1,100. If we just look at recipients,
however, the average level of support ranged from $3,500
(visual artists) to $9,900 (literary artists). The variance
was high for these statistics, and thus these figures suffer
from unreliability problems.

Pension and investment income was more common
among writers and provided a higher proportion of total
personal income. Writers and visual artists share the same
average age (49 years) yet the average number of years
worked in their field is lower (16.7 versus 20 years). The
typical starting age for a writer is therefore about 32
years of age. This delayed entry might allow them greater

opportunities than other artists to build pensions.

4.2 Variations in Artistic Incomes
Artistic incomes vary significantly by discipline.
Exhibit 4.3 presents the mean artistic earnings for the

types of artist surveyed, ranked from lowest to

highest. 20

——

20

An analysis of variance for this breakdown proved
significant at better than the .0001 level.
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EXHIBIT 4.3
Mean Artistic Income by Discipline in 1985
Artistic Income Sample Size
Authors $15,200 351
Dancers/Choreographers 16,800 133
Composers 17,400 34
Periodical Writers 20,300 51
Visual Artists 21,500 295
Choral Conductors 22,400 16.
Playwrights 22,600 45
Actors 24,500 ' 378
Musicians 25,100 448
Directors 34,900 32
Total $21,600 1,783

With this breakdown, we can see that there is
considerable variation within the literary and performing
arts sectors. Authors received the lowest remuneration of
all disciplines surveyed, but periodical writers and
playwrights were close to the average. Actors, musicians
and directors were the most financially successful of the
performing artists and dancers/choreographers the least.
One should bear in mind the bias introduced by our sampling
frame for musicians: we used the list of American Federa-
tion of Musicians members who had worked for CBC in 1986.
The general membership lists of AFM would include less
economically successful and active musicians, and thus the
average earnings for this wider population would be lower.

Gross artistic incomes do not vary significantly
by mother tongue, nor by region, except within the
performing arts sector. Performers earn the highest
artistic incomes in Ontario ($26,200), and less as one heads
east or west. Incomes by region and mother tongue are

displayed in Exhibit 4.4 below.
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EXHIBIT 4.4
Variations in Gross Artistic Incomes by Type of Artist,
and by Region and Language

Performing Visual Literary

Mean Sample Mean Sample Mean Sample
Region Income Size Income Size Income Size
Atlantic $17,200 13 $ 23,400 34 $27,000 26
Quebec $19, 700 255 $ 26,400 36 $19,600 117
Ontario $26, 200 436 $ 20,400 155 $18, 600 183
Prairies $22,800 155 $ 15,500 49 $13,800 88
British Colurbia $21,500 134 $ 28,800 21 $17,400 54
Language First
Learned
Fnglish $20,900 140 $ 19,100 45 $17,300 78
French $20, 800 43 $ 39,500 4 $16,700 22
Other $24,000 26 $ 18,800 11 $12,800 4

Note: With the exception of the regional breakdown for performing
artists, the differences are not statistically significant at the
conventional .05 level. The regional breakdown for performing
artists is significant at the .0030 level. The breakdown for
literary artists is barely significant at the .0933 level (visual
artists .1445).

What other characteristics of the respondents help

us predict gross artistic incomes? Conventional modelling

of incomes suggests that gender, training,21 and years

and hours worked would be important predictive variables.

21 A recent survey of New England artists (Judith
Adler, "Artists' Job Market Experiences" in The Journal
of Arts Management and Law, Vol. 13, No. 1, Spring 1983,
PP-179- 80) found academic degrees to be unrelated to
professional success. We also found formal non-arts
education to be of no use in predicting artistic income.
In all sectors, however, educational attainment can help
predict earnings from non-arts employment. The Pearson
correlations range from .10 for performing artists to
.37 for literary artists.




We tested these four variables in multiple
regression models for each of the three artistic sectors.
We also incorporated proxy measures for artistic excellence
and development.22

The model for performing artists explains 17 per
cent of the variance of individual incomes about the ox}erall
mean income for performing artists. The terms which help
predict artistic income, in descending order of importance,
are: the total number of hours worked last year, the number
of years worked as an artist, level of formal arts training
and gender.

The equation is as follows:

gross arts income (in thousands) = $15.485 + .00538
total hours worked + .523 years practised ~ 1.697
training - 5.946 gender

The equation indicates that incomes are higher if
the performing artist works longer hours, has been estab-
lished for longer, has a higher level of formal training in
the arts, and is a male. Each term is net of and indepen-
dent of the other. In other words, female performing
artists who work as hard and as long as males, and have the

same background, will earn less.

22 Ordinary least squares linear regression models were
used. These are described in Appendix C. The terms
included total hours worked as an artist in 1985, number
of years worked as an artist, level of formal training
in the arts and a dummy independent variable for gender.
Other terms tried were a dummy independent variable for
whether or not the respondent had ever received a Canada
Council or other arts award and whether the respondent
felt his or her work had improved over the past five
years.



The proxy variables for artistic excellence and
growth and development were not significant. It may be that
they are poor proxies or that remuneration is unrelated to
artistic abilities.

The slopes of the significant terms in the equa-

tion indicate that for every additional 40 hour week worked,

the artist will earn an additional $215. For each vyear
worked, income rises by $523. Females earn $5,946 less than
23

males, all other things being equal.

The explanatory power of this model is ‘poor ~--
unlike most occupations, the usual factors carry much less
weight and the unmeasured variables (e.g., vibrancy of the
demand for the product, promotional and bargaining skills,
impact of collective bargaining, uniqueness of the talent,
etc.) are important.

Predicting the incomes of visual artists is even
more problematic. The best model predicted just 11 per.cent

of the variance about the mean. The equation is as follows:

gross arts income (in thousands) = $20.836 - 12.224
sex + .292 years practised

The most important term is gender -- female visual
artists earn less than male visual artists. The second term
shows that incomes build as the artist becomes more
experienced within his or her field. The slopes show that
females earn‘$12,224 less than men, and that each additional

Year of experience translates into an additional $292 of

23 The slopes (or fractions) in the equation show the
unit change in the gross artistic incomes (a unit is one
thousand -dollars) with a one unit change in the
independent variables. Thus, for example, each
additional hour worked provides .00538 x $1,000 = $5.38.
A 40 hour work week would provide $5.38 x 40 = $215.20.




income. Intensity of the work effort (e.g., total numng_‘” of
hours worked in 1985) was not a significant term oncev;ve
controlled for gender and experience. Our proxy variables
for artistic quality and growth were not significant, as
gender 1is significantly correlated with whether or not
visual artists };ave received arts awards, and more recent
entrants are more liable to perceive improvement in their
work as an artist.

We can explain 20 per cent of the variance about

the mean for literary artists with the following equat.ion:

gross arts income (in thousands) = $22.536 + .007015
total hours worked - 10.120 gender - .173 age

The slopes in this equation tell us that starting
from a constant of $22,536, each additional 40 hour week
worked will add $272. 1If the artist is female, the constant
income figure will drop by $10,120. Older artists will earn
less, to the tune of a $173 drop for each additional year of

age.

4.3 Stability in Income Levels

Respondents (to the long version) were asked if
the 1985 arts-related incomes were typical of earnings over
the past five years. This was the case for the majority of
performers and visual artists' (69 and 62 per cent
respectively) and just over half of writers (54 per cent).

The (substantial) minorities of respondents who
reported 1985 incomes as unusual, were asked to provide an
estimate of the typical level. Just over half (55 per cent)
of all artists reported 1985 incomes in excess of more
typical levels and the rest reported 1985 incomes that had
fallen below the norm. The high incidence of non-typical

incomes and the wide variations in the differences between



the 1985 and typical level confirms the conventional wisdom
that artists' incomes are highly volatile.

Historical Statistics Canada data  are also
available for select artistic disciplines. Exhibit 4.5
compares these historical levels, inflated to 1985, to our
survey findings.

Three thousand five hundred visual artists were
surveyed in 1978. To be included, they had to have produced
independent artistic work for at least eight weeks in 1977.
The median income of full-time (self-defined) visuai artists
in 1977 was $7,600, less than half of which came from the
sale of their art. The median income of part-time artists
was $6,400, but only $1,000 of this came from art
sales. 24 Using the Consumer Price Index (CPI) to
_inflate these to 1985 levels would result in median incomes
of $14,200 and $12,000 for full-time and part-time
practitioners, respectively.

We found that full-time visual artists (defined as
having worked at least 30 hours per week for at least 40
weeks in 1985) earned a median income from their art of
$16,000. This was 60 per cent of total personal income
(median $27,000). Part-time visual artists earned less from
the practice of art (median $10,000) but had a higher pers-
onal income ($29,000) relative to full-time practitioners.

To the extent that the study populations are
comparable (and the CPI inflation multiplier appropriate)
total personal and artistic incomes have gained over
inflation over the intervening period for both full-time and
pPart-time artists. We suspect, however, that part of the

apparent improvement is due to the sampling bias -- our

24 Statistics Canada (Education, Culture and Tourism
Division) Arts and Culture: A Statistical Profile,
Ministry of Supply and Services (1985). The .relevant
statistics are found on pp.4-8.
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EXHIBIT 4.5
Comparison of Statistics Canada Data and Our Survey Findings
for Artistic and Personal Incomes (Median Incomes)

Visual Artists

Statistics Canada 1977
Inflated to 1985

Survey Data (1985)

Writers

Statistics Canada 1978
Inflated to 1985

Survey Data (1985)

Actors

Statistics Canada 1979
Inflated to 1985

Survey Data (1985)

Muasicians

Statistics Canada 1982
Inflated to 1985

Survey Data (1985)

Ful 1-Time

Part-Time

Personal Artistic

Personal Artistic

Incaome Income Income Income
$ 7,600 less than $ 6,400 $ 1,000
14,200 half 12,000 1,900
27,000 60% 29,000 10,000
$12,500 just over $17,500 $ 1,400
21,500 half 30,100 2,400
26,000 56% 20,000 ' 2,000
$20,000 over 80 $10,500 over
31,500 % 16,500 half
27,000 91% 18,000 56%
$18,000 $15,000 $14,000 $ 2,200
22,900 19,100 17,800 2,800
28,000 25,000 22,000 14,000

Note: Statistics Canada incomes have been inflated using the

Consumer Price Index.
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survey population is concentrated in the more successful end
of the spectrum.

Statistics Canada surveyed 3,100 writers in 1979.
The median 1978 income for full-time writers (defined as
having worked as a writer for more than 30 hours per week)
was $12,500, just over half of which came from writing.
Part-time writers had a median incomeﬂ of $17,500, but only
$1,400 of it came from writing. These median incomes,
inflated by the Consumer Price Index to 1985 levels, are
$21,SOQ and $30,100 respectively.

Looking at responses from the authors we surveyed,

the median personal income for full-time writers (defined in =~

the same way as full-time visual artists) was $26,000 of
which 56 per cent ($15,000) came from writing. The
comparable figures for part-time authors were $2,000 from
‘ writing and $20,000 for total personél income.

Comparing these figures we find full-time authors
have improved their total personal incomes and artistic
incomes over time (in excess of inflation) although the
proceeds from writing provide a stable proportion of total
personal income. Part-time writers have lost ground -- they
earn a marginally lower return from writing and exhibit a
drop in the real value of their incomes from other sources.

Statistics Canada found a median 1979 income for
the 2,700 actors was $20,000 if full-time (more than 80 per
cent came from acting) and $10,500 if part-time (over half
from acting). These median incomes would be $31,500 and
$16,500 respectively in 1985 figures.

By contrast, we found full-time actors had a
median total personal income of $27,000, of which 91 per
cent was from acting ($24,500). Both total personal incomes
and artistic incomes have lost some ground in real terms.
Incomes from acting have declined marginally in absolute

terms, and therefore have decreased as a proportion of total



personal income. Part-time actors reported a median
personal income of $18,000 of which 56 per cent came from
acting ($10,000). Part-time actors would appear to have
made modest improvements in both acting and other incomes.

Statistics Canada 1identified 32,000 professional
musicians who had earned money from their music in 1982.
The median 'income of full-time musicians was $18,000, of
which $15,000 came from music-related employment. In 1985
terms, these would be $22,900 and $19,100 respectively.
Part-time musicians earned a median income of $14,000 of
which $2,200 was from musical activities. In 1985 these
would be equivalent to $17,800 and $2,800 respectively.

In 1985, full-time musicians we surveyed reported
a median gross personal income of $28,000 of which $25,000
came from the practice of their art. Artistic and total
personal incomes have increased over time -- although again
sampling bias may be responsible for much of the apparent
improvement. ‘

Among part-time musicians, we found a median per-
sonal income of $22,000 of which $14,000 came from musical
activities. Over time, the economic status of part-time
musicians has also improved, and these artists are better

able to support themselves on the proceeds of their art.

4.4 Adequacy of Incomes

The adequacy of the incomes of survey respondents
can be assessed relative to a number of yardsticks. To
begin with, we propose to compare income levels to the
average income of Canadian households, and to the Statistics
Canada Low Income Cut-Offs (popularly referred to as the
poverty lines).

These sorts of comparisons, while wuseful in
situating the artistic sectors within the broad context of

Canadian society, are insufficient in themselves. Relative



to the Canadian population, artists display higher levels of
educational attainment and thus the proper reference should
be models which predict earnings as a function of training
and experience. Randall Filer, for example, using 1980 U.S.
Census data, found that contrary to conventional wisdom,
artists do not appear to earn less than other workers of

25 Earn-

similar training and personal characteristics.
ings data from the 1985 Statistics Canada labour force sur-
vey, broken down by gender and age, are used to make select
comparisons of the impact of these variables on earn'ings.

k So far we have been considering gross artistic
(and personal) incomes. The survey of New England artists
found that once the costs of producing art are deducted from
the income it earns, net artistic 1incomes are often
strikingly low, and many earn less from their art than it
costs to produce it.26 In this section we also explore
the net artistic incomes and the extent to which artistic
activity is being financially subsidised by the non-arts
activities of the artist or by other household members.

Finally, we explore the subjective side of these
objective statistics -- to what extent are artists satisfied
with the incomes they earn and what role do pecuniary
considerations play o'n their decisions to continue with
their artistic careers?

How do incomes reported by our survey respondents
compare to the average incomes for similar sizes and types
of households in Canada?

The 1981 Census incomes, inflated to 1985 levels

using the Consumer Price Index, were as follows:

Randall K. Filer "The 'Starving Artist' - Myth or
Reality? Earnings of Artists in the United States",
Journal of Political Economy, 1986, Vol. 94, No. 1.

26

Adler, op-.cit., p-180.



All households $31,100
Single person households:
male 21,500
female 10,700
Two person households 29,400
Three person households 34,800
Four person households 38,600

A comparison of the survey income figures with the
average household income figures for the Caﬁadian population
reveals that the majority of our respondents do better than
Canadian households of the same size. (Remember, as well,
that we believe household incomes to be underestimated by
our respondents.) Fifty-four per cent of performing
artists, 63 per cent of visual artists and two thirds of
literary artists reported household incomes above the
corresponding Canadian average. These percentagés drop if
we look at personal 1income or artistic incomes. If
households were entirely reliant on these sources, the
majority would be worse off than thé average Canadian
household. Exhibit 4.6 displays the average incomes
according to our survey and the percentages of the various
types of artists who report incomes below the Canadian
average for their size and type of household.

The 1985 Low Income Cut-Offs, which vary by the

population of the area of residence, ranged as follows:

Single person $ 7,600 to $10,200
Two person household 9,900 to 13,500
Three person household 13,200 to 18,100
Four person household 15,300 to 20,800

If we compare incomes to the Low Income Cut-Offs,

we find that the "starving artist" is more myth than
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EXHIBIT 4.6
Comparison of Respondent Incomes with Average
Canadian Household Incomes
Performing Visual Literary
Mean Artistic, Personal
and Household Incomes
in 1985
Gross artistic income $23,300 $21,200 $18,300
Total personal income 28,800 36,500 30,500
Total household income 36,300 44,500 40,200
Percéntage of Respondents
With Incomes Below Census
Average for the Relevant
Household Sisze
Household income 45.9 36.8 33.2
Gross personal income 60.1 54.8 51.9
Net personal income 74.3 66.1 60.1
Net artistic income 81.3 84.5 81.1
Sample sizes: 808-936 218-2617 356-436

reality. Comparing the artist's personal income to the 1985
poverty lines (using the midpoints of the ranges indicated
above), one quarter could be classified as low income. (See

Exhibit 4.7.) Given that the minority live alone2? or

EXHIBIT 4.7 ,
Percentage of Respondents Reporting Incomes Below
the Low Income Cut-Offs

Performing Visual Literary

Gross personal income 24.1 23.2 27.9
Net personal income 41.3 40.4 36.5
Gross artistic income 37.5 49.1 53.9
Net artistic income 55.5 65.1 66.9
Sample sizes: 808-936 218-267 356-436

27 Twenty-two per cent of performing artists; 16 per

cent of visual artists and 24 per cent of literary
artists live alone.



are entirely reliant upon their personal incomes, the
proportions with household incomes below the poverty 1line
will be considerably Ilower. Thus, we can conclude that
fewer are suffering as a result of their career choice than
is usually beligved. If we consider gross artistic incomes,
fewer would be able to sustain themselves were this the only
income source. The picture is bleaker if we look at net
artistic incomes. For the majority of our respondents,
secondary employment, help from friends or family, or
subsidies from savings or the government are neceésary to
raise them above the poverty line. Net artistic incomes are
insufficient by themselves in the majority of cases.

We can make comparisons between Canadian labour
force earnings and earnings from art in 1985 for males and
females and according to the age category.

In 1985, labour force participants made an average
of $28,800 if male and $18,700 if female. Females earned on
average 65 per cent of male earnings. Across our
respondents, females made $18,600 from their art or 63 per
cent of male artistic earnings ($29,500). The male-female
earnings ratios for the arts world and general labour force
are virtually the same, as are artistic earnings and labour
force earnings. (If we consider the total personal income
of our respondents, the ratio remains about the same (65 per
cent), but artists display incomes in excess of labour force
earnings.)

If we consider only wuniversity graduates, the
general labour earnings jump to $41,400 for males and
$28,400 for females. The comparable gross artistic earnings
for our university educated respondents are $29,900 for
males and $19,500 for females. Total personal incomes are
$40,300 and $25,400 respectively. The male-female earnings
ratios are consistent between the two populations, but we

can again see that university education has no 1impact on



artistic earnings, although we note a marginal increase for
the gross personal incomes of artists with a wuniversity
education (rising by seven per cent for males and by five
per cent for females). In other words, if we look only at
university graduates, artists' personal incomes (from all
sources) are no better and only marginally worse than would
be expected in non-artistic occupations.

What impact does age have on earnings? As we can
see from Exhibit 4.8, earnings for the general labour force
jump between the age categories of 25 to 34 and 35 to 44,
but drop after this. This jump is more pronounced for males
than females. Among artists, artistic earnings for males
rise by almost the same amount at the beginning and show a
marked increase at a time when the general labbur force
earnings for males show no increase. They drop
subsequently. Female artists increase at the beginning as
well, but show marked drops after this initial rise. As a
result, female artistic earnings, as a percentage of male
artistic earnings, are much lower than would be expected on
the basis of the general labour force trends, once the
artist has passed 45 years of age.

Artists spend considerable proportions of their
.income on materials and equipment, studio rent, exhibition
and travel costs, marketing, professional development and
commissions to dealer or agent, as required for the practice
of their professions. These expenditures average 44 per
cent of earnings from the visual arts, 35 per cent of the
artistic earnings of performings artists and 31 per cent of
literary income. Average expenditures and net artistic
earnings are displayed in Exhibit 4.9 below. There was a
high degree of variance in the figures given for artistic
expenditures. In all three sectors, the standard deviation

exceeded the mean.
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EXHIBIT 4.8
Selected Comparisons of Artists' Incomes and
General Labour Force Earnings in 1985
SURVEY DATA

General Total

Labour Artistic Personal

Force Earnings Income
Total
Males $28,800 $29,500 $37,300
Females 18,700 18,600 24,100
Females as percentage of males 64.9 63.0 64.5
University Graduates
Males $41,400  $29,900  $40,300
Females 28,400 19,600 25,400
Females as percentage of males 68.7 65.5 62.9
25 to 34

i

Males $27,100  $24,700 $29,600
Females 19,100 18,000 21,800
Females as percentage of males 70.5 73.0 73.7
35 to 44
Males $32,600  $29,000 $35,300
Percentage increase with age 20.2 17.5 19.2
Females $20,100  $22,200 $28,100
Percentage increase with age 9.6 23.2 28.8
Females as percentage of males 64.2 76.6 79.6
45 to 54
Males $32,200 $40,300 $53,900
Percentage increase with age -1.1 39.0 52.7
Females $18,900 $18,300 $24,300
Percentage increase with age ~9.4 -17.7 -13.4
Females as percentage of males 58.8 45.3 45.1
55 and Older
Males $28,800 $32,700 $43,900
Percentage increase with age -10.4 ~19.0 ~-18.5
Females $18,400 $14,900 $22,900
Percentage increase with age -2.7 -18.4 -5.7
Females as percentage of males 63.9 45.7 52.2




EXHIBIT 4.9
Net Artistic Earnings in 1985 by Type of Artist
Performing Visual Literary

Net Artistic Incomes
Mean $16,000 $10,900 $12,300
Median 11,000 5,000 5,000
Percentage Who Broke
Even or Made Less Than
They Spent 12.1 30.9 29.5
Sample size ‘ 881 259 410
Mean expenditures $ 7,200 $11,300 $ 5,900

How adequate are artistic incomes relative to the.
expenditures necessary to produce the art? A minority of
respondents were unable to recover their 1985 artistic
expenditures from their arts income in that'year. Visual
artists were more frequently unable to recover arts
expenditures: 24 per cent spent more than they earned, and
seven per cent broke even. Seventeen per cent of literary
artists lost money and an additional 12 per cent broke even.
Performing artists were more fortunate: seven per cent lost
money and six per cent broke even. Visual artists probably
experience the most difficulty because expenses are high and
exhibitions (sales) infrequent. Literary artists spend less
to produce their art, but, similarly, experience ongoing
expenses but periodic income (i.e., through the sale of an
article or book).

What other sources of income are used to
Supplement artistic earnings? From Exhibit 4.10, we see
that the minority depend entirely on arts income.
Performing artistsAare the most successful -- 45 per cent

Yely entirely on their artistic earnings (to provide their



e S g

EXHIBIT 4.10
Percentage Distribution of Artists by
Major Income Source

' Performing Visual Literary

No income in 1985 2.1 1.8 3.7
Entirely dependent on

artistic income 45.0 29.2 33.3
Combination of artistic

and other income 51.0 65.3 53.7
Entirely dependent on

non-artistic sources 2.0 3.6 9.3
Sample size 965 277 432

total personal income). The percentages drop to 33 per cent
of writers and 29 per cent of visual artists. Other
personal income sources include teaching, other employment,
pension and investment income, fiﬁancial support from
friends or relatives and government transfers. Exhibit 4.11
describes the extent to which artistis depend on these other
sources.

Secondary employment was used by 31 per cent of
performing artists, 43 per cent of writers and 51 per cent
of wvisual artists. While secondary employment is fairly
common, we cannot simply assume that these percentages
indicate the proportion of artists who need to subsidise
their own artistic output. Other motives may have
stimulated secondary employment -- the desire for social
benefits unobtainable from self-employment, something to do
during bouts of unemployment, or the stimulation or other
non-income rewards from complementary or non-artistic

occupations. Nevertheless,a substantial minority need to
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EXHIBIT 4.11
Measures of Financial Dependence and Subsidy by Source

Self Subsidy

Percentage relying on other jobs,

Performing Visual Literary

savings or income transfers in 1985 52.1

Artistic income as percentage of
total personal income

Percentage reporting income from
another job in 1985

Percentage irritated by need for
secondary employment

Other Household Members

Gross total personal income as g
percentage of household income

Gross artistic earnings as a

Percentage of household income?8

Family or Friends

Percentage reporting financial
support from friends or
relatives in 1985

Percentage irritated by financial

dependence on friends or relatives

Qultural Agencies

80.5

31.2

44.5

97.3

75.9

11.9

34.4

Percentage reporting arts grants in

1985

8.0

Percentage who have ever received an

L‘érts award

34.2

68.0

62.4

51.0

41.2

99.3

19.0

35.7

23.3

57.6

65.1

60.8

42.8

37.1

91.9

51.5

10.9

26-3

9.6

44.7

\--——

28

Household incomes are underreported.

inflated as a result.

The

percentages

are



subsidise their artistic activity through secondary
employment. If we use the proportions of respondents who
said they were irritated by having to seek secondary
employment to supplement their income as a measure of the
general order of magnitude of self-subsidy, we find these
range from a low of 37 per cent of literary artists to a
high of 45 per cent of performing artists. It is
interesting to note that the sector least dependent in 1985
on secondary employment is the most irritated by the need
for secondary employment. This may ‘be a matter of
temperament, as well ’as the relative ease or difficulty of
maintaining two occupations simultaneously.

The next most popular source of supplementary
income is savings (i.e., pension or investment income). As
we will recall (from Exhibit 4.2), this is used by 17 to 29
per cent of respondents. Friends or relatives also play a
role in supporting the artist. Eleven to 19 per cent of
respondents reported that they had to rely on family or
friends for financial support in 1985. As  higher
proportions (between 26 and 36 per cent) were irritated by
financial dependency on friends and family, we know that the
extent of this practice is more widespread than would be
indicated by the incidence in 1985.

Other household members also help subsidise the
arts in Canada. Artists provide between 52 and 76 per cent
~of total household income from their art and between 92 and
99 per cent from all sources of personal income. (Remember
again that household incomes are under-reported.) The lower
the fraction, the more confident we can be in assuming that
other household members directly or indirectly subsidise
artistic activity.

Finally, governments support artistic activity via
merit awards, project and touring grants, sustaining

funding, and training or professional development



assistance. The proportion of artists assisted by
governments is higher than is suggested in Exhibit 4.9 as
support is not always provided in direct grants to the
individual artists. Funding can be channelled through a
theatrical or dance troupe, special arts and cultural
festivals, or publishing houses. Between one third and 58
per cent of respondents have received individual government
grants at some time, and between eight and 23 per cent
reported an arts award in 1985. The incidence in both cases
is highest for visual artists, presumably because grants are
more likely to be awarded directly to the individual.

How do artists' incomes compare with the minimum
the artist believes is necessary to produce their art,
support themselves and contribute their share towards
household expenses? As Exhibit 4.12 demonstrates, between
26 and 39 per cent of artists have a gross artistic income
equal to or in excess of the minimum income they need. By
this indicator, visual artists have the greatest distance to
go to attain these minimum levels through their arts
activity alone. Almost three quarters earn less than they
feel they need. Half earn $5,500 less than they want to
support themselves.

The figures improve if we look at gross personal
incomes. Between 42 and 45 per cent make less (from all
sources) than they feel they need to support themselves and
meet their household obligations. Literary artists are most
likely to be making more than their minimum, on average by
$10,300. (The standard deviations for the estimates of the
minimum income required exceed the mean -- which indicates
that these figures are not particularly reliable.)

Are the shortcomings in income sufficient to make
an arts career unattractive? Seventeen per cent of
Performing and literary artists feel it is very likely that

they would quit working as an artist if they did not reach
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personal income minus the minimum desired.

of the questionnaire -- in other words, it was asked of every

fifth respondent.

EXHIBIT 4.12
Relationship Between Artist's Income and Minimmm Income Desired
Performing Visual Literary

Differences Between Gross Artistic

Income and Minimemm Incame

Percentage earning less 60.8 73.7 67.8
Percentage earning same 14.2 7.9 3.4
Percentage earning more 25.0 18.4 28.8
Mean difference -$4,500 -$6,900 -$3,500
Median difference -$4,000  -$5,500 -$5,000
Sample size 148 38 59
Difference Between Gross Personal \‘
Income and Minimmn Income

Percentage earning less 44.7 42.9 42.1
Percentage earning same 7.1 11.4 3.5
Percentage earning more 48.2 45.7 54.4
Mean difference $3,600 $3,800 $10,300
Median difference 0.0 1,000 4.0
Sample size 141 35 57
Note: The differences are calculated as gross artistic or gross

The sanple sizes
are much reduced from previous exhibits as the question on
the minimum income desired only appeared on the long version




the minimum level of income they consider necessary to
produce their art, support themselves and contribute their
share towards household expenses. Twelve per cent of visual
artists feel the same. Exhibit 4.13 displays these
responses.

Who are the disgruntled?“ They are significantly
more likely to be younger and more recent entrants into
their professions. They are more likely to be annoyed by
bouts of unemployment although the levels of their gross or
net artistic earnings are unrelated to the strength of their

commitment to their artistic profession.

EXHIBIT 4.13
Likelihood of Respondent Quitting as an Artist if
Minimum Income Not Reached Within Five Years

Performing Visual Literary

16.9% 16.9%
Likely LI 1%
£2,.28.2.2,1
::f:;:::::
Neither :;:::::8: i
: MM B Y
ARHHN :::::::: ‘
] Unlikely 23s328sls s3s8sds
IS MM NN
::;z,:,:, 343,38,
s353:358: 333s3ss
adslsls sisisls
2isg2isls saisses
3333323 sislisls
23s3:8:8s $g35353s
333233, $03,3,3,
:69.0% [53.8%
Sample sizes: 166 42 65

Note: This question was only asked on the long version.




A sizeable minority expect to quit the field if
their income expectations are not realised. The loss of
these talents is more likely to be felt in the performing
arts sector. Over time, wvisual and literary artists have
increased their real (artistic) incomes, whereas actors have
lost ground (musicians have improved but this may reflect
sampling bias). In addition (and as will be explored in the
next chapter), performing artists are more likely to
consider the amount of income derived from the sale or

practice of art to be an important source of satisfaction as

a professional artist. In other words, they place more .

weight on the pecuniary rewards of their profession than do
other types of artists. As a result of this emphasis, and
the poor prognosis for income gains over time, we would
expect a higher turnover in this sector as a result of low

artistic incomes.

4.5 Overall Economic Status

Let us briefly summarise the central themes
discussed in this chapter. We found ‘earnings from the sale
or practice of art to be similar to general labour force
earnings. Artists are relatively better off than the norm
for the labour force if we include income from non-artistic
activities. While we noted imbalances in the incomes earned
by males and females with equal training and experience, the
imbalance is not better nor worse than in the broader
Canadian society. The imbalance is, however, exacerbated
over the career path -- the difference between the incomes
of male and female artists increases with age.

We also found that the majority of artistic
households have incomes in excess of the Canadian average
(and the proportions are likely higher than reported here
because of under-reporting of household income). This

contradicts the conventional myth of the "starving artist".



However, it is also equally clear that artistic incomes
alone are insufficient. Between half and two thirds of
artists would be below the poverty line were they to attempt
to rely on their net artistic incomes alone. Artistic
activity is being subsidised by a variety of patrons -- the
artist, other family or household members, and the state.

Looking at the three types of artists in more
detail, we found that literary artists earn the least from
the sale of their work, although their incomes have improved
over time relative to inflation. Money from other sources
ana from other household members are sufficient to put
writers in an envious position vis-d-vis other similarly
sized Canadian households. Two thirds have household
incomes above the norm. The low artistic incomes, however,
mean that half would be below the poverty line if they were
to rely solely on their writing. Seventeen per cent are
unable to recover their costs.

While the majority (68 per cent) earn less from
their art than they feel they need to support themselves,
just 18 per cent feel strongly enough about the pecuniary
rewards from their profession to expect that they would quit
if this minimum income were not attained over the next five
years. This may be because writers show the greatest
disdain for the financial side of their profession relative
to the other types of artists. They are the least likely to
be irritated by the need for secondary employment or
financial dependence on friends or family.

Performing artists earn the most from their art,
but they are the least able to supplement their artistic
income and therefore are more dependent upon the proceeds
from the practice of their art. Performers seem to be least
able (or willing) to secure secondary employment. This may

be more problematic in some disciplines than in others --



actors, for example, lost ground relative to inflation but
particularly so in the non-artistic incomes. As a result,
they are less well off now and more dependent upon their
artistic earnings than before. The reduced dependence on
secondary employment may reflect a more widespread
unwillingness to divide energies between two occupations, or
the real loss of suitable secondary employment
opportunities. We suspect that both factors play a part.
Performers are the most irritated by their need for
secondary employment yet they are the least likely ‘to have
worked at another job in 1985.

Performers make modest expenditures to practise
their art, and thus end up with the highest net artistic
incomes. The vast majority were able to cover their
expenditures from the revenues earned. The average
household income was the lowest of the three sectors and
thus performers are more likely to have household incomes
below the Canadian average (46 per cent). Tl\le relatively
higher arts earnings means they would be the least likely to
be below the poverty line should net or gross arts earnings
be the only money available.

Visual artists earned slightly less than
performers in 1985. They also exhibited real income gains
over time, especially from the sale or practice of their
art. Expenditures were high for this group and thus they
were the most liable to suffer a net loss in 1985. As a
result, they are more reluctant to depend solely on their
arts income -- half have another job and 19 per cent
received financial assistance from friends or family. The
widespread reliance on secondary employment resulted in the
highest levels of personal and household income. Average
household size is larger than for writers and thus they do
not perform as well as writers relative to Canadian
household income averages. Thirty-seven per cent make less

than the Canadian norm. However, half would be below the



poverty line if arts income were the sole source of support.
Despite the comfortable economic status of the household,
the visual artist would have the greatest difficulty in
making ends meet on the basis of his or her artistic

earnings.







5.0 QUALITY OF THE WORK LIFE

The social status and the income earned by the
artist are two dimensions that can be expected to affect
overall satisfaction with the career choice. Other factors
which might be influential include the level of effort and
capital invested in the career, thﬂe conditions under which
the artist works and the extent to which obstacles to
practice or performance are encountered. In this chapter we
explore these themes and their influence on> career

satisfaction.

5.1 Position Along the Career Path

In this first section we look at how artists enter
their careers, how artists define their <careers, the
relative position of our respondents along the career path,

future intentions and expected transitional problems.

5.1.1 Formal Training in the Arts
The majority of respondents have made a

considerable investment in their formal training as an

artist. Exhibit 5.1 displays the 1level of training for
respondents in each of the three sectors. Visual artists
are the most likely to have a university degree -- 12 per

cent have an undergraduate degree and a whopping 46 per cent
have a post-graduate degree in the arts. Literary artists
are the least likely -- 35 per cent have a university
education. They are the most likely to be self-taught (38
Per cent). Performing artists are more likely to have
received a diploma or certificate from a private
Professional arts school -- for example, the Royal
Conservatory of Music or National Theatre or Ballet School.

The level of formal training in the arts is

modestly correlated with the level of formal education. The



Pearson correlations range from .23 for literary artists to

.47 for visual artists. The modesty of these correlations

EXHIBIT 5.1
Level of Formal Training as an Artist by
Type of Artist
(Column Percentages)

Per forming Visual Literary

No Formal Training 13.4 15.2 37.17
Workshops or Courses 10.8 7.5 13.1
Apprenticeship 8.2 4.5 .9
Private School Diploma 22.9 4.5 6.1
College Diploma 5.2 10.6 7.0
University Undergraduate 7.4 12.1 13.2
Post-Graduate 32.0 45.5 21.9

TOTALS 99.9 99.9 99.9
Sample Sizes: 231 66 114

Note: This question was only asked on the loﬁg
version of the questionnaire.

likely stems, in part, from the difficulty of assigning
numerical scores to arts training (for example, should
private school diplomas have the same rank as university
degrees?) and the varied backgrounds of writers who are
self-taught. These difficulties constrain our ability to
test linear relationships between level of arts training and
other variables.

Nevertheless, we looked for relationships between
training and number of years as a practising artist to see
if the methods of entry into the arts were changing over
time. There are no statistically significant correlations
for wvisual artists. Recent entrants into the performing
arts are more likely to exhibit higher levels of formal

training (the Pearson correlation is a modest .26 and



significant at better than the .00l level). The reverse is
true for literary artists -- more established writers are
more frequently university trained (the Pearson correlation
is -.21 and is significant at the .0l level).

There are no statistically significant wvariations
in the manner of training as an artist and the region in
which the artist lives. )

Does the level of training influence attitudes or
behaviour? Performers with higher levels of formal training
in the arts exhibit mildly higher levels of commitment to
their profession (lower than minimum incomes are unlikely to .
cause them to quit) -- perhaps as a function of the higher
level of investment of time and money in their artistic
career. They take greater pride in the artistic aspects of
their efforts and are more likely to bemoan the low levels
of audience sophistication. They are more bitter about the
need for secondary employment or financial support from
friends or family -- although they earn slightly more from
their art than the self-taught or those who pursued only a
few courses. Perhaps those who have invested in formal
training may resent the fact that training is not a
particulary good guarantee (or predictor) of employment or
income. This is unlike the general tendency in the general
labour force for incomes to rise with level of educational
attainment.

Visual artists with higher levels of formal
training also complain of low levels of artistic
appreciation in the general populace and the need for
financial dependency on friends or family. Training has no
significant impact on artistic income. Obviously talent
(and popular appeal) are more likely to be born than
developed.

Writers with higher 1levels of formal training

consider income to be an important source of career



satisfaction, but despite this raised level of concern, they
make no more than those with lower levels of training.

There are no significant differences in the level
of training by gender with the exception of literary
artists. Males exhibit slightly higher levels of formal
29

training in writing.
5.1.2 Career Definition

The debate over the nature of legislative changes
required to ameliorate the economic status .of the artist has
raised the issue of the employment status of the artist.
The recommendations of the Siren-Gélinas Task Force, for
example, suggest that artists should be treated as small
businesses, moreover that certain social benefits and
collective bargaining rights should be extended regardless
of whether the artist is employed or self-employed. Survey
evidence which indicates the degree of support for the
specific recommendations is discussed in the subsequent
chapter. In this section we explore how artists define
their own careers. Do they see themselves as opérating a
business or pursuing a profession? Are neither of these
definitions appropriate? Answers to these questions are
important because they suggest whether or not creative and
performing artists are liable to welcome or chafe under
legislative and regulatory initiatives which entail a more
rigidly organised system of definitions and rules. The
artist's subjective definition of his or her career is also
expected to be related to a number of other attitudes and
opinions explored later in this report.

Respondents were asked whether they saw themselves
as operating small businesses (or commercial ventures

designed to produce profits), professionals akin to lawyers

29 The t-test conducted on the 114 respondents was
significant at the .05 level.
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or teachers (whereby income is gained from the application
of specialised knowledge and skills), or as pursuing a
vocation (a calling or a total way of life). The responses

by generic type of artist are provided in Exhibit 5.2 below.

EXHIBIT 5.2
Self-Defined Career Status by Type of Artist
(Column Percentages)

Performing Visual Literary

Business 11.5 | 8.2 14.4
Profession 50.5 42 .17 39.4 1
Vocat§8n 32.9 45.2 37.1
Other 5.1 3.9 9.1
Sample Size 1,146 365 528

Few respondents see themselves as operating a
business. This attitude is scarcely. surprising given the
widespread need to seek supplementary earnings or income in
order to continue to practise. As we shall see later,
remuneration ranks low in the hierarchy of reasons which
motivate artists to pursue their métier and many would argue
that attention to the bottom line would be at the expense of
artistic exploration and creative freedom. It is surprising
that between eight and 14 per cent define themselves as
operating a commercial venture, given the conventional
picture of the artist as unconcerned with profit and in fact
ill-equipped or loath to implement the appropriate business
Strategy to maximise profits. This suggests any government

initiatives to move the tax treatment of artists to a more

30 Typically, "other" definitions involved a

combination of the three options proposed.
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business-like footing may provide disproportionate benefits
to the more commercially-minded who are predisposed to this
way of thinking.

Visual artists are the least 1likely to view
themselves as operating a business (eight per cent) and are
the most likely to see themselves as pursuing a vocation or
a calling (45 per cent). Performing artists are most likely
to define themselves as professionals (51 per cent).
Literary artists are most likely to consider themselves as a
small business (14 per cent) and the rest are almost. equally
split between vocationalists and professionals. ’

A more business-like approach is reflected in
higher artistic incomes. The averages range from $26,300
for business, $23,100 for professionals and $18,300 for

those who see themselves as pursuing a vocation.31

These self-definitions do not vary significantly
by region, except in the case of performing artists. Quebec
performers are more likely than artists in other regions to
define themselves, paradoxically, as both operating a
business (15 per cent) and as pursuing a vocation (46 per
cent). British Columbia performers were most likely to
define themselves as professionals (64 per cent). Just over
half of Ontario and Prairie performers see themselves as
professionals and about 30 per cent consider that they are

pursuing a vocation.

5.1.3 Position Along the Career Path
How long have artists been practising and for how
many more years do they expect to continue? What will
happen after they stop working as a professional artist?
Artists expect to work at their art for longer

than might be expected in the general 1labour force.

31 The analysis of variance performed on this breakdown

proved significant at better than the .0001 level.

"
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EXHIBIT 5.3
Past, Expected Future and Expected Total Working
Life as an Artist '

Performing Visual Literary

Years Worked as an

Artist
Mean 16.3 20.0 16.7
Median 15.0 16.0 14.0
Sample Size 1,146 365 527

Expected Future

Working Life
Mean 31.0 43.0 40.9 l
Median 30.0 35.0 30.0
Sample Size 153 39 64

Anticipated Total
Career Length32

Mean 43.6 49.6 49.0
Median 35.5 44.0 40.0
Sample Size 138 - 31 46

Performing artists, as might be anticipated given the

pPhysical demands imposed by their careers, have the shortest

expected working span -- an average of 44 years.33

Visual artists and literary artists look forward to a career

sSpan of 50 and 49 years, respectively.

32 High outliers have been removed. The small sample
sizes mean a wide confidence interval.

33 Calculated as the sum of years already worked as an
artist and years expected to continue to work. Words
may not be translated into deeds, and thus these
expected working spans might be optimistic.

e N O




Despite the fact that the typical respondent is
well into middle age, the majority position themselves as
one third or one half along their projected career path as
an artist. While one could argue that the projected career
spans are overly optimistic, the point is that unlike most
labour force careers which terminate at age 65, artists
expect to continue in to their 70's and 80's. When one
considers the high degree of satisfaction that the artistic
career provides, the ability to continue at it beyond the
conventional termination point is probably another reason
peoplei are attracted to this career. A'

As a result of the long career span, the majority

do not expect to require another job upon cessation of their

artistic careers, although the proportions vary
significantly by type of artist. Performing artists are
most likely to require a subsequent career -- 42 per cent

intend to take another job (an additional three per cent
will continue with their current secondary em\ployment).
Just over three quarters of visual and literary artists will
not seek other employment. Fourteen per cent of visual
artists will seek new employment anci seven per cent will
continue with the current alternative job. None of the
literary artists requiring continued employment will
continue with their current secondary jobs.34

Given the lengthy expected working spans as pro-
fessional artists, it is not surprising to find that only a
minority anticipate subsequent employment once they have
ceased to function as an artist. The shorter expected

career length of the performer likely accounts for the

34 7This question was only asked on the long version of

the questionnaires. The sample sizes are small -- 163
performing artists, 42 visual artists and 64 \literary
artists. Confidence intervals on these proportions are
therefore wide.



greater perceived need for subsequent employment, as does
economic necessity. Remember, performers have the lowest
household incomes of the three types of artists and this,
plus the shorter career span, will mean the); will have had

less opportunity to accumulate sufficient savings for

retirement. 3"
There were too few cases to explore expected
transitional problems for visual and literary artists. Oof

the 65 performing artists who anticipated a subsequent

career shift, one quarter anticipated no transitional

problems in making the shift. Three quarters anticipated

problems in finding suitable employment because of the lack .

of suitable jobs or job search skills and the worry that

employers would be reluctant to hire older workers.

5.2 Working Conditions

In this section we discuss the supportive material
and human infrastructure required to sustain output, the
level of effort put into artistic activities, and threats to

health and safety posed by the artistic occupation.

35 Somewhat contrary to this hypothesis is our survey

data on the amounts saved last year. Visual artists
saved the least (a mean of $1,860) compared to perform-
ing artists ($2,280) and literary artists ($2,410). The
coefficient of variation was high for these savings
figures, which indicates wide variances between indivi-
duals. We believe the 1985 savings to be a poor proxy
for the ability to retire comfortably as it does not
consider investments in pension plans which may be
differentially used (and, remember, performers are more
likely to be employed than other artists) or capital
investments. The shorter working span may be the best
predictor of the need to seek subsequent employment.

i, e



5.2.1 The Work Setting/Supportive Infrastructure

The majority of self-employed artists work or
practice in a studio or rehearsal space they own or rent.
Performing artists, as might be expected, are most likely to
practise in a facility owned (or rented) by an orchestra,

dance or theatre company. Writers are most likely to work

at home.

EXHIBIT 5.4
Place of Work by Type of Artist (Self-Employed)
(Column Percentages)

Performing Visual Literary

Studio at Home 51.1 64.8 93.8
Studio Outside the Home 20.6 22.2 6.2
Shared Rented Space 7.8 7.4 0
Cultural Facility 15.0 0 0
Other 5.5 5.6 0
Sample Sizes: 180 54 ' 97

Visual and performing artist\s were asked to rate
the adequacy of their rehearsal or work space. The majority
considered this to be adequate although about one in five
rated their work space as barely adequate. Eighteen per
cent of performing artists and 14 per cent of visual artists

considered their rehearsal space to be less than adequate to
36

some degree.

These two types of artists were also asked to

estimate the appropriate replacement cost or market value of

the equipment or instruments they own to produce their art.

36 For this seven point answer scale, which ranges from
1 (totally inadequate) to 7 (more than adequate) with
the midpoint 4 (barely adequate), we have recoded
answers of 1, 2 or 3 as adequate to some degree.
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Performing artists have invested an average of $14,400
(median $5,000) of their own capital. Visual artists have
invested slightly more -- the mean value being $15,200 (the
median is also $5,000).

Performers are the most likely to employ other
people to help them with the practice of their art. Thirty-
seven per cent of performing artists, 21 per cent of visual
artists and 18 per cent of literary artists employ others.
Presumably, these other people include agents, production
assistants, trainers and administrative or personal assis-
tants. The mean numbers of full-time assistants are 1.3
across all performers, 0.8 for visual artists and 0.5 for

writers.

5.2.2 Intensity of Work Effort

Visual artists exhibit the most sustained level of
work at their art during 1985. The mean number of weeks
worked was 41 and the average number of hours during these
weeks 39. Literary artists worked slightly fewer weeks on
average (37) and fewer hours (33). Performers worked a mean
of 34 weeks but put in 38 hours per week.

One in five respondents was asked about the number
of weeks worked full- or part-time at other employment.
Visual artists were most likely to report other employment
(61 per cent) followed by literary artists (48 per cent) and
performing artists (37 per cent).37 The average numbers
of (full-time equivalent)38 weeks worked at other

employment are 15 for visual artists, 14 for

37 These figures differ somewhat from the levels of all
respondents reporting an income from some other form of
employment. These latter figures, for the total sample,
were 51 per cent of visual artists, 43 per cent of
literary artists and 31 per cent of performing artists.
The differences are due to sampling errors.

38 To estimate full-time equivalents, the number of
part-time weeks was divided by two and added to the
full-time weeks.
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literary artists and nine for performers. The number of
weeks worked at other employment falls with the number of
years spent as a professional artist, although the
correlations are very mild and for visual and literary
artists are slightly higher than the conventional .05
significance ,levels. Presumably, the longer established
artists tend to be more successful and, therefore, have less
need of secondary employment, or are less willing to divide
their energies between two occupations.

If we consider the sum of the number of weeks
worked at both the artistic career and other employment, we
see that visual artists are the busiest and performing
artists the least active. This disparity may reflect the

difficulties faced by the different types of artists in

finding suitable secondary employment that does not:

interfere unduly with their artistic activity. Bouts of

unemployment would appear to plague performers more than
\

creative artists.

EXHIBIT 5.5
Number of Hours and Weeks Worked in 1985
by Type of Artist
Per forming Visual Literary
Artistic Activity
Mean Weeks Worked 34.4 40.8 37.2
Median Weeks Worked 40.0 51.0 48.0
Sample Size 1,132 361 523
Mean Hours Worked 38.1 38.8 33.4
Median Hours Worked 40.0 40.0 32.0
Sample Size 1,111 353 519
Other Employment
Percentage Reporting
None 62.8 39.1 51.8
Mean Weeks Worked 9.2 15.4 13.8
Median Weeks Worked 0.0 9.8 0.0
Sample Size 234 64 114
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5.2.3 Occupational Health and Safety

Performing and visual artists were asked to
estimate the number of days lost in 1985 due to illness or
injury caused by their artistic activity. The majority
reported no threats to health or safety from their artistic
occupation. However, the mean number of days lost was 4.9
for visual artists and 4.3 for 'perfo;'mers. The variance in
the number of days reported was high, which suggests that a
small minority were unable to work for an extended period of
time. '

v Dancers and choreographers, as might be expected,
were the most likely to have suffered a work-related injury:
43 per cent were unable to work at some point in 1985. The
mean number of days lost across all respondents from this
discipline was ten. Seventeen per cent of visual artists
were ill or injured in 1985; the average number of days lost
for all wvisual artists was five. Fourteen per cent of
actors suffered a job-relatéd illn:ess or injury and across
all respondents four days were lost. Between 16 and 20 per
cent of musicians, composers and conductors were ill or
injured but the number of days lost varied between three and

four.

5.3 Attitudes Towards the Artistic Career

In the very first chapter we argued that an
essential ingredient of any balanced and complete under-
standing of the status of the artist was an attempt to
describe the felt experience or phenomenology of the artist.
An objective description of the social status and financial
position by itself fails to capture the meaning of being an
artist. A description of the qualitative experiential con-
text is, methodologically speaking, a very difficult

research problem. However, we believe a useful
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approximation of this domain is both possible and mandatory
in a project aimed at informing program and legislative
reforms.

We have described some of the self-images of the
artist -- how they perceive their role, social status and
career. What attracts people to become artists? What
problems do they encounter which hinder their operation and
development? How satisfied are they with their career
choice? In this final section we 1look at the perceived
benefits and costs of being an artist. We begin by looking
at obstacles to working as an artist.

Exhibit 5.6 displays the proportions of
respondents who reported that various factors were an
irritant.39 As we can see from this table, different
types of artists are bothered by different things.

Just over half of our performing artist
respondents are irritated by bouts of unemployment. They
are less likely to be self-employed and are comprised mostly
of interpretive rather than creative artists. As a result,
the terms of their employment are less. under their control.
We have also reported that they appear to experience more
difficulty in finding suitable secondary employment, perhaps
because the unemployment they suffer is periodic rather than
chronic. Creative artists, by way of contrast, would be
more able to supplement their incomes with short term or
ongoing part-time work as they are probably better able to
rearrange their working hours. Performers are also
relatively more upset over the perceived 1low 1level of
artistic awareness and appreciation exhibited by the
Canadian public. This may be a function of the attraction

of American plays, television, films and recordings to

39 We use conservative measures of irritation by only
considering respondents who are extremely or strongly
irritated. This will under-estimate the 1incidence of
artists who feel to some degree, that these factors
impede their work.
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EXHIBIT 5.6
Nature and Severity of Irritants to Working as an Artist

Performing Visual Literary

Percentage Mean Percentage Mean Percentage Mean

Irritated Score Irritated Score Irritated Score

Low level of artistic

awareness and appre-

ciation by Canadian

public 51.2 5.2 48.1 5.0 34.2 4.5
Federal sales or

customs and excise

tax on art materials 43.1 4.6 60.7 5.5 37.1 4.3
Periodic unemployment 52.3 5.1 33.1 4.0 30.2 3.9
The need for secondary

employment 44.6 4.6 42.6 4.7 36.7 4.3
Financial dependence

on family or friends 34.1 3.9 35.8 4.0 27.0 3.6
Restricted artistic

freedom with govermment :

patronage 21.5 3.6 22.3 3.4 14.1 3.0

Sample size 1,125-42 343-64 515-26

—

Note: Percentage irritated includes answers of 6 and 7on a 1 to 7
scale where 1 is not at all irritated and 7 is extremely
irritated. This is a conservative tactic which excludes
respondents who are only somewhat bothered.

Canadian audiences. Many have argued that the

availability and extensive marketing of these products

easy

has

hurt the attractivenss of Canadian cultural products.

Financial problems bother a substantial minority

of

performers as witnessed by the 45 per cent who must

unwillingly seek secondary employment or financial

assistance from friends or family.

Visual artists are very vehement about federal

sales or customs and excise taxes on the materials

they
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require. Sixty-one per cent see this as problematic. Given
that this group spends considerably more for supplies than
do other types of artists, the extent of their anger over
federal programs which increase their expenditures is not
surprising.

Just under half are irritated by the lack of
appreciation of Canadian audiences. Given their modest net
artistic incomes, public unwillingness to spend on modern
art or to meet the prices demanded is obviously a factor.
. While the need for secondary employment necessary to subsi-
dise artistic incomes affects a substantial minority (43 per
cent), just one third are irritated by bouts of unemploy-
ment. As creative and mostly self-employed artists are able
to bolster their earnings with alternative employment, they
are less likely to experience periods in which they are
unable to work as wvisual artists.

Literary artists are less bothered by any of these
factors compared to visual and performing artist\s. Again
their major beefs are with federal sales or customs and
excise taxes, the need to supplement low artistic incomes
(both 37 per cent) and an unappreciative public (34 per
cent).

A minority of all artists are bothered by restric-
tions on their artistic freedom as a result of accepting
government patronage. Patronage can take many forms --
merit awards, project or touring grants, advanced training
assistance or commissions for specific pieces of work.
Writers feel least restricted. Twenty-two per cent of vis-
ual and performing artists complain of restrictions. This
may be less because they fear political interference, but
rather because following any funded program or project may
be irksome if no deviations or tangential explorations are
permitted. These ratings do not vary significantly between

artists who have and have not received government grants.
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These perceptions of irritants to working as an
artist do not vary significantly by region, with the
exception of performing and literary artists. Performers in
Quebec and British Columbia are significantly more likely to
be bothered by bouts of unemployment (mean score 5.3). The
necessity of secondary employment is most galling to Prairie
performers (mean score of 5.6) followed by Quebec
performers (mean score of 5.0). Literary artists in Ontario
are most upset by bouts of unemployment (mean score of 4.3)
and Quebec writers least irritated (mean score 3.4).
Writers in Quebec are least concerned with constraints on
their artistic freedom as a result of accepting government
patronage (mean score of 2.5). -

What are the rewards of being an artist? As we
can see from Exhibit 5.7, artistic earnings were not the
primary attraction which m'otivated our respondents to enter
or remain in their fields. Remuneration is slightly more
important for performing artists (43 per cent) compared to
visual (36 per cent) and literary artists (35 per cent).
The freedom to choose what to do and the pride in giving
life to or creating a work of art are very important
non-monetary rewards for all three types of artists. In
fact, pride 1in artistic accomplishments was rated as
extremely important (i.e., seven on a one to seven scale) by
the majority of our respondents: 75 per cent of visual
artists, 72 per cent of performers and 63 per cent of
literary artists. The slightly lower response rate from
writers may stem from the inclusion of editors, periodical
and non-fiction writers, and commercially-oriented script-
writers who are less able to or less motivated by the need
to make an artistic statement in their work.

| Freedom to choose or control over the products and
timing of work are most important for visual artists (84 per

cent rated this as extremely important), followed by

b mn e oA ttrme > o
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EXHIBIT 5.7
Importance of Various Factors as a Source of Satisfaction as an Artist
Performing Visual Literary
Percentage Percentage Percentage

Citing as Mean Citing as

Mean Citing as Mean

Important Score Important Score Important Score

Pride in artistic
accomplishments 89.8 6.6 87.9 6.5 85.6 6.4
Freedom to choose :
what to do 72.9 6.1 91.5 6.7 85.8 6.4
Amount of income
from sale or practice
of art 42.7 5.1 35.5 4.7 35.2 4.5
Sample size 1,144-5 361-3 527-8

literary artists (67 per cent rated this as \extremely

important) and

extremely important).

performers (56 per

employed by an arts

orchestra, theatre or

dance

organisation

group,

cent

(e.g.,

etc.

rated this as

As performers are more likely to be

a symphony

), it 1is not

surprising to find that they put a slightly lower value on

this dimension.

Overall,

disadvantages of
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enviable position of obtaining a great deal of satisfaction
from their work -- both in terms of the freedom the career
provides to do what they want when they want, and the sense
of pride and accomplishment stemming from the creation or
execution of a work of art.

Responses vary slightly by type of artist as can
be seen from Exhibit 5.8. Visual artists are the most

satisfied (82 per cent) and performing artists the least (76

ﬁ
EXHIBIT 5.8
Percentage Agreeing with Statement: If faced
with the same career decision again, I would
again choose to become a professional artist.4
(Column Percentages)

Performing Visual Literary

EHHH SLHHH I
nane ERIH :2s3is] I
23.3,3 8,2,3,2 HMMM K]
’:‘:‘:‘: Agree salalsls CHNEMN :
- $338s8s8 £3:2:3,3,9 :
e3s3:%s8 Bx::,:,:g :
’:‘:‘z‘:’ -‘;’:‘:’:’ s
:;fzfzf=f= EE:EE;E;:; :
Neutral SHMHN 22232303 3
2235345, IR :
SRS :zzgzeagz1 f
76. 333 HIH :
£'82. 034 N
Disagree
9.8 9.7
Completely agree or 1
on 1 to 7 response scale 68.0 77.3 72.0
Sample Sizes: 1,145 365 528 '

40 In the questionnaire this statement was negatively
phrased in order to reduce what is called "acquiescent

set response". To make the responses easier to
understand, we have reversed the direction, one
(completely agree) to 7 (totally disagree). Agree

combines answers of one and two, neutral groups three to
five, and disagree includes six and seven.
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per cent). Some significant variations emerge by region.
Performers in the Atlantic were most satisfied (mean score

of 0.6) and British Columbia performers the least (mean

score of 1.4). (This variation is significant at the .0545
level.) There was no significant wvariation for visual
artists. Writers in the maritimes and Quebec are most

content with %heir career choice (mean score of 0.2 and 0.6,
respectively) and British Columbia writers least content
(mean score of 1.3).

We attempted to predict the degree of satisfaction
with the artistic career as a function of the background..
characteristics or attitudes of the respondents. The
purpose was to identify the types of artists who are more
likely to continue in their field or <conversely, the
characteristics of artists who feel the disadvantages
outweigh the benefits. Significant correlations were few
and far between and the strength of any relationships mild.
Our difficulties in predicting career satisfaction may
indicate that other, unmeasured variables are important, or
that linear models may be less than effective in relation-
ships which are actually curvilinear, but we suspect the
primary reason is the high degree of individual variance
rather than commonalities within +the artistic population.
Artists are heterogeneous -- very individualistic -- and
thus consistent links between motivations and behaviour are
difficult to discern.

In general, we noted that artists who place a high
value on the personal freedom provided by their occupation
are wmildly more likely to feel that their career choice was
appropriate. Performers who are content with their careers
are mildly more likely to be well integrated into their home
community and artistic milieu (describing themselves as
socially interactive and "joiners" rather than T"loners").

Visual artists who are dissatisfied with their career choice
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were more mildly likely to feel that they have insufficient
social status within the wider society. They believe that
the 1level of occupational prestige attached to their
occupation by Canadians is unfair, that their social status
is lower than average, and that Canadians in general fail to
sufficiently recognise and reward artistic endeavours.
Visual and performing artists do not alter their
opinions of the net benefits of their career on the basis of
income. The more economically successful are no different
from the low income earners. Literary artists, in contrast,
are mildly more likely to be satisfied with their career if
they make more money from it and if they believe Canadians

appreciate the work done by Canadian artists.
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6.0 THE INSTITUTIONAL CONTEXT

6.1 Attitudes Towards Professional Organisations

In this chapter we consider the relationships
between the artist and his or her institutional context. We
have defined the institutions of interest as professional
artists' associations and the state. In connection with the
latter, we consider attitudes towards government funding and
attitudes towards the recommendations of the recent
Siren-Gélinas Task Force.

\ Respondents were asked to name which professional
artists' organisation was the most important one for them
and to rate its effectiveness in performing its role.
Literary artists were the most disposed to consider their
organisation as effective. Fifty-three per cent considered
it to be effective compared to 42 per cent of visual artists
and 37 per cent of performing artists. On the 1 to 7
response scale, where 1 is completely ineffective and 7
extremely effective, the mean scores were 5.3, 5.2 and 4.9
respectively. Just three per cent " of visual artists
considered their organisation to be ineffective (answers of
1 or.2 on the scale). Four per ceﬁt of literary artists and
eight per cent of performing artists felt the same. We
believe these findings to indicate a high degree of
indifference with the performance of artists' organisations
as substantial proportions considered them to be neither
particularly effective nor ineffective.

Looking at the more popular organisations, there
were no significant variations in the mean rating scores.
Significance may have been precluded by the low sample
sizes, as the significance level was .18 (in other words,
the variations have an 18 per cent chance of being caused by
Sampling fluctuations). The scores are reproduced in

Exhibit 6.1, and are arranged in descending order of
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perceived effectiveness. Given the low sample sizes,
caution should be exercised, so as not to place undue weight

on these findings.

EXHIBIT 6.1
Mean Effectiveness Rating Scores for Major
Professional Artists' Organisations
Mean Sample
Score Size
Independent Artists Union 5.6 17
Playwrights Union 5.3 13
Canadian Authors Association 5.2 18
CARFAC 5.1 20
ACTRA 5.0 36
Periodical Writers Association 5.0 23
American Federation of Musicians 4.7 33
Actors Equity 4.7 24
\
The wvalidity of the ratings will, of course,

depend on the accuracy of the artists' understanding of the
objectives of the organisation. These objectives can vary
from information dissemination, networking, public education
or promotional activities, through to invoivement in setting
pay rates and working conditions. It is interesting to note
that the organisations with a quasi-union status (ACTRA,
Actors Equity and American Federation of Musicians) have
lower mean effectiveness ratings scores. These variances
may reflect legislative constraints which hamper their
effectiveness in acting as a union, or perceptions that they
are not particularly effective in acting within these
constraints.

Beyond the rather neutral effectiveness ratings,
we have other evidence that can shed light on the

effectiveness of these organisations.
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The results from a recent study of the need for

41

capital investment in cultural infrastructure show
that the general public favours the funding of bricks and
mortar over individual artists. We argue that this finding
suggests that artists' organisations have not been very
successful in selling the public on the idea for greater

financial support directly channelled to artists.

6.2 Attitudes Towards Government Funding

As self-interest is involved, it is not surprising
to find that most artists believe all levels of government
should provide financial support for cultural activities.
As can be seen from Exhibit 6.2, performing and visual
artists are more likely than writers to support government
funding. In fact, the majority of these artists feel very
strongly about this issue (choosing the extreme on the seven
point answer scale). While the majority of writers also
favour government subsidies, the extent of support is lower.
This may be because relatively fewer have benefitted from
government arts awards in the past, and moreover, much of
the public subsidy to the literary world is not provided
directly to the writer, but instead through subsidies of
libraries, postal rates or book publishing, etc..

Provincial and federal governments are more likely
to be considered as appropriate sources of support, relative
to the municipal level. The lower proportions of
respondents who believe municipal support to the arts to be
important may stem from pragmatic recognition of the
resource constraints on this level. Provincial, and

especially the federal level, have long been looked to as

41 Ekos Research Associates (1986) "Arts in Search of
an Audience: Linking Stages and Publics: Final Report
on the Analysis of the Integrated CIPIS Data Base"
prepared for the Department of Communications, pp.
73-82.
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EXHIBIT 6.2

Attitudes Towards Government Funding of the Arts:
Preferences Among Source of Funding and Recipients

42

Performing Visual Literary
How important is it for
the following to give
financial support to
cultural activities?
Municipal Covernment
Mean Score 6.1 6.0 5.5
Per Cent in Favour 74.4 75.8 51.7
Provincial Government
Mean Score 6.5 6.4 6.1
Per Cent in Favour 87.2 86.3 74.5
Federal Government
Mean Score 6.5 6.5 6.1
Per Cent in Favour 86.4 84.8 74.5
How important is it that
the federal government
financially support the
following?
\
Individual Artists/Companies
Mean Score 6.3 6.4 5.9
Per Cent in Favour 79.6 83.3 68.4
Cultural Industries?3
Mean Score 5.8 6.0 5.8
Per Cent in Favour 62.5 72.4 64.9
Arts Facilities44
Mean Score 6.3 6.4 6.0
Per Cent in Favour 80.0 83.3 70.2
Cultural Festivals
Mean Score 5.5 6.1 5.0
Per Cent in Favour 55.4 70.8 37.8
Sample Size 235 66 114
42 Percentages in favour are calculated as answers of 6
or 7 on a 1 to 7 scale where 1 is extremely unimportant
and 7 extremely important.
43 Such as broadcasters, publishers, etc.
44

Such as museums, theatres and performing

centres.

arts




the appropriate level for financial subsidies of the fine
arts. This is partly because the more senior levels are
considered better able to demand higher or national
standards of artistic excellence.

To what extent is self-interest reflected in
preferences among different recipients for federal
government funding? As can be seen from Exhibit 6.2,
cultural facilities such as museums, theatre and performing
arts centres are marginally preferred to subsidies to the
individual artist or arts company (which comes a close
second). This ranking indicates that many artists believe
the cultural infrastructure to be inadequate and support the
idea of increased expenditures for the improvement or
construction of arts facilities. These priorities reflect
public priorities according to recent interviews with
households across Canada.%

It is interesting to note that performing and
visual artists, who agree that arts facilities should be the
recipient of federal funding, are moderately to mildly more
likely to consider that the supply of performing arts spaces
and visual and heritage galleries is inadequate in their
home. community. There is no correlation for literary
artists.

Financial subsidies to cultural industries such as
broadcasters or publishers are less popular among all types
of artists perhaps because these are perceived as more
commercially viable. Cultural festivals and special events
are the least popular -- perhaps because subsidies of this

nature are restricted to so few artists.

6.3 . Attitudes Towards Government
The recent Task Force on the Status of the Artist

made 36 recommendations concerning taxation, collective

45 Ekos, CIPIS, op. cit.
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bargaining rights, copyright, employment status, access to
social benefits, public education and training, artists'
rights and mechanisms for representing artists in the
development, implementation and monitoring of legislative or
policy changes that affect the artistic profession. In this
final section we present our survey findings which suggest
the reactions of individual artists to these
recommendations.

Taxation

The Task Force recommended that dual status (as
employed and/or self-employed) be recognised within the
Income Tax Act, based on the artist's need. Artists would
be eligible for UIC, maternity benefits and Workers!
Compensation benefits regardless of employment status. At
the same time they would be able to deduct expenses and
losses, incurred in art production, from any income source,
again regardless of taxation status. \

Respondents were asked how important dual status
is for them. The results are displayed in Exhibit 6.3.

As we can see, dual status is important for a
majority although this varies significantly by type of
artist. It is most important for visual artists (83 per
cent consider this to be desirable) and performing artists
(73 per cent) and half of the literary artists surveyed see
little or no benefit to them from this idea and half believe
dual status to be an important gain for them (39 per cent
are strongly in favour, as indicated by their selection of
the most extreme positive response on our 1 to 7 response
scale).

The relative indifference to dual status by half
of our writer respondents is somewhat surprising given that
they are the most likely to be self-employed. Seventy-six
per cent were self-employed in 1985 and an additional 12

per cent combined self-employment with employment. The
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EXHIBIT 6.3 ‘
Importance of Dual Status or the Ability to Get Social
Benefits While Still Being Able to Deduct Artistic
Expenses from Income

Performing Visual Literary
s, 82.5 3
- .3 2,3,35,3,8 . 3
KRN : stisgssels i s
3,83 Important s $,3,.3,8.8 ¢! $
: 33323s3s%: : 3
:
$ S3isdsdsls : 3
: adeielels 2 :
: : HAHHH I AR
Neither : 3.353:8,2s :3 %
: R KRR et 3
: M : :
: HIHEH I DODO
Unimportant s 3,3,8,3,3,
RN KR
: siadsisds
5 IRNKN,
sisisgess

Extremely important (7
on 1 to 7 response
scale) (60.5) - (71.4) (39.1)

Sample Size: 233 63 110

indifference of half of our writers to this proposal may
stem from a more self-sufficient attitude, less perceived
need for social benefits or lower perceived self-subsidy of
their writing through secondary employment. Writers often
appear to enter this field after some other form of
employment, and, already equipped with savings and/or
Pension income, may feel less in need for the extension of
social benefits.

Visual artists are most in favour of dual status.
Eighty-three per cent favour dual status (71 per cent
consider this to be extremely important). Sixty-eight per

cent were self-employed in 1985, and an additional 17 per
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cent combined self-employment with employment. High
expenditures for materials and and low net artistic incomes
may account for their sympathy to this idea.

Performing artists fall between the two but still
a clear majority (73 per cent) favour this move (61 per cent
consider dual :status to be extremely important). Performers
are least likely to be entirely self-employed (62 per cent)
but still 83 per cent were entirely or partly selffemployed
as an artist in 1985. '

There are no significant variations in the
attitudes towards dual status by region.

The Task Force recommended that the artist be able
to average artistic income over a five year period. We have
no survey evidence on the reaction to this proposal but we
have noted the high volatility of artistic incomes.
Forty-six per cent of literary artists, 38 per cent of
visual artists and 31 per cent of performers46
considered that their 1985 art-related income was not
typical of what they had earned over the past five years. A
substantial minority would benefit from income averaging.

‘ The Task Force recommended that a level of
noh-taxable income be established, below which the artist
would not be taxed. The suggested level was $18,700 in
1986. Our survey data for artistic incomes (in 1985) sug-
gest that this would exempt on average, three quarters or
more of gross incomes from taxation. This move would be of
great benefit to all, but particularly those who feel forced
to take secondary employment in order to supplement their
incomes. Greater disposable income would reduce the need
for or duration of secondary employment, freeing more time
for creative endeavours or more money for supplies, promo-

tion and professional development. Considering net artistic

46 Based on one in five respondents who were
administered the long version of the questionnaire.
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incomes, the picture would be even brighter as mean net
artistic incomes in 1985 were below the proposed level.

The Task Force recommended that federal sales tax
on limited edition prints and serigraphs be abolished and
that a committee be formed to reach agreement on taxation
and customs and excise matters. We have discussed the level
of opposition particularly among visua";l artists, with regard
to federal sales and customs and excise taxes on materials
and supplies. While the question did not deal with the sale
of prints, we feel our survey data suggests that the
committee to investigate taxation and customs and excise
matters would be welcomed, especially by visual artists.

The Task Force endorsed the adoption of the
"indicator matrix" for wuse in the definition of the
professional artist. Our initial screening question, which
determined whether or not the person could participate in
the survey, was whether or not they defined themselves as a
professional artist. (They were free to define this for
themselves.) We subsequently asked respondents
(self-defined professional artists) a series of questions
which paralleled the indicator matrix. A copy of this
matrix is provided in Appendix D. The responses, displayed
in Exhibit 6.4, suggest some difficulty in using the matrix
because the ability to satisfy these criteria vary by type
of artist.

All respondents, of course, were current members
of a professional organisation (assuming the ones used for
the sampling frame are considered as such), and thus this
indicator is not reported.

While the vast majority of respondents reported
some artistic income in 1985, somewhat fewer responded
positively to the question whether or not they have earned
or earn a living wholly or in part by the practice of art.

For example, 23 per cent of visual artists and 37 per cent

PN —
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EXHIBIT 6.4
Self-Definition as an Artist: Conformity to the
"Indicator Matrix"

Performing Visual Literary

Percentage reporting they

earn or have earned a

living wholly or in part

by the practice of their art 94.1 77.3 63.2

Percentage reporting they
teach or have taught in . ’
the field 71.7 81.8 46.5

Percentage reporting having

received grants from the

Canada Council or provincial

arts councils or departments 34.2 57.6 44.7

Percentage holding a diploma,
degree or certificate in

the arts 67.0 72.7 48.2
Sample Size: 233-237 66 \114
Percentage reporting some :
artistic income in 1985 96.0 . 94.5 87.0
Sample Size: 994 295 468

of literary artists responded negatively. The question

itself may be confusing, leading some respondents to
answer only if they earn or had earned a living wholly from
their art.

Many have taught or teach in the field: 82 per
cent of visual artists, 72 per cent of performers, and 47
per cent of writers. Too much emphasis on this single
criterion could disadvantage literary artists as they may
have fewer teaching opportunities available to them than

performing or visual artists.
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The proportions who have received grants from the
Canada Council or provincial arts councils or cultural
affairs departments also varies by type of artist. The
responses were 58 per cent of visual artists, 45 per cent of
writers and 34 per cent of performers. This indication
works to the disadvantage of performers who may have
received Canada Council funding indix:ectly through a dance,
theatre or musical company.

The proportions of respondents who hold diplomas
in fine or applied arts vary by sector. Forty-eight per
cent of literary artists hold a diploma, degree or
certificate, compared to 67 per cent of performing artists
and 73 per cent of visual artists.

As far as demonstrating time spent or revenue
received from artistic sources, five per cent of our
respondents reported no time spent on their art in 1985, and
seven per cent reported no artistic earnings in 1985.

If we exclude current membership in a professional
association, and whether or not a living, wholly or in part,
has been earned by the practice of an art, and consider the
five remaining dimensions disc:ussed,47 less than one per
cent fail to meet any of these criteria, 42 per cent meet
two or three and 55 per cent fulfill four or five. These
levels vary by type of artist: 76 per cent of visual
artists meet four or five criteria, compared to 57 per cent
of performing artists and 39 per cent of writers. Clearly,
the five criteria we have considered in combination favour
visual artists. Writers would have the most difficulty in
satisfying a multiple indicator matrix.

The Task Force recommended that organisations

representing self-employed professional artists be
recognised as collective bargaining agents. Our survey
47 g . . .

arnings, time spent, teaching, grants and

diplomas.
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evidence on this issue is indirect: we asked respondenis
their attitudes on colleciive bargaining and unions, and
whether or not they wished to see legislation enacted to
permit the single most importani professional artist organi-
sation (for them) to act as a collective bargaining agent
for them. The responses are displayed in Exhibit 6.5
below.

Substantial minorities of our respondents (beiween
29 and 39 per cent) describe themselves as "loners" rather
than "joiners". These attitudes are most prevalent among
writers and performers. While the populariiy of this
viewpoint among writers is consisient with the general image
of writers as solitary workers, the modest popularity of
this viewpoint among visual artists is surprising. This
attitude is reflected 1in the substantial minorities of
respondentis who agree that unions and collective bargaining
are desirable in general and for their generic group of
artists (viz. performers, visual artisis or writers). In
fact, the degree of support for unions and collective
bargaining easily exceeds the proporiions who define
themselves as joiners. Just under half (43 to 48 per cent)
feel these forms of collective action are a good thing for
their profession. Minorities (17 to 26 per cent) disagree.

It is interesting to note some changes in the
proporiions who support the idea in principle and the

specific need for unions and colleciive bargaining for their

profession. Performers are more adamant in their support
for their profession than in general. These types of
artists are also the most heavily unionised. Visual artists

are less keen on the idea for their profession in pariti-
cular. Writers are more enthusiastic, perhaps feeling that
while many aspecis of unions are undesirable in general,
greater collective action would benefit writers in

particular.



- 123 -

EXHIBIT 6.5
Attitudes Towards Unions and Collective Bargaining
(Column Percentages)

Performing Visual Literary

Do you think that in general unions and
collective bargaining are a good idea?

Agree 43.4 54.5 ' 35.4
Neutral 42.6 21.2 43.4
Disagree 14.1 24.3 21.2
Sample Size 235 66 113

Do you think that unions and collective

bargaining are a good idea for [perform-
ing/visual/literary] artists?

Agree 48.2 29.4 43.3
Neutral 35.1 36.3 37.1
Disagree 16.7 34.3 19.7
Sample Size 1,139 6 524

Do you describe yourself as a loner

rather than a joiner?
Agree 37.4 45.5 38.6
Neutral 44.3 28.8 37.7
Disagree 18.3 34.3 23.7
Sample Size 235 364 114

Should the most important artist's

organisation for you act as a collective

bargaining agent for you?
Yes 63.0 71.0 61.8
Mo 37.0 29.0 38.2
Sample Size 211 62 102

Majorities (62 to 71 per cent) also favour the
idea of their most important artists' organisation acting as
a collective bargaining agent for them.

The sample sizes are small, and too small to
permit disagg'regation by all the organisations cited.

Overall, the majority favour the type of legislation
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proposed by the Task Force, although a substantial minority,
particularly for performing and literary artists, oppose the
idea. These differences may reflect the types of
organisations cited, as some were clearly inappropriate
(e.g., Canada Council, etc.). On the other hand, some
artists resist the whole notion of having a collectivity
determine payrr'xent schedules, working conditions, etc., and
any legislative reforms must Dbe sensitive to these
attitudes.

Employment Status

The recommendations under this rubric concern
adequate recompense to artists involved in funded
businesses, institutions and cultural industries,
commissions for visual art work for public facilities or
government buildings, an expanded translation or dubbing
program to broaden access to artistic products in Canadian
markets, and a revised mobility assistance program.

We have no direct survey evidence on these topics,
except to note that measures to improve incomes and broaden
public awareness and appreciation of Canadian artistic
products would be welcomed by artists, moreover that
performers would probably derive the greatest benefits from
a mobility assistance program, given their less settled
lifestyle.

Social Benefits

The Task Force recommended the extension of social
benefits regardless of employment status and measures to
help the Canada Employment and Immigration Commission to
identify and place artists in suitable employment
opportunities. We have reviewed our findings with respect
to the extension of social benefits (dual status). As
discussed in the last chapter, we also noted that performers
seem to experience the most difficulty in finding secondary

employment, and are more likely to require another job once
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they cease performing. The recommendations with respect to
CEIC therefore appear to be warranted, particularly with
this latter group.
Health and Safety

Disability insurance, improved health and safety

information and protection programs and specialised medical
career-counselling programs are recommended by the Task
Force. We were unable to find comparable statistics for the
general labour force that would throw our survey statistics
on occupational risks to health and safety into relief. We
did, however, note that a number of artists (particulariy
dancers, visual artists and actors) reported work-related
injuries or illness in 1985. These and other groups would
benefit from the implementation of the Task Force
recommendations concerning health and safety.

Education, Training and Public Perception of the Artist

Our findings with respect to the high levels of
formal arts training, particularly among visual and
performing artists, lends support to the Task Force
recommendaton to ensure that the major national training
institutions have adequate financial support to maintain and
further standards of excellence.

‘ We have also noted that writers are least likely
to have diplomas and to teach writing. Assuming that
writers are the best instructors, and that academic degrees
are often irrelevant in transmitting vskills. developing
aesthetic appreciation and fostering excellence, we would
endorse the Task Force recommendation that educational
authorities consider employing professional artists as arts
educators regardless of their academic qualifications. Note
the qualification -- this study provides no evidence for or
against the assumptions that practitioners are superior
teachers or that academic degrees may be irrelevant where

arts education is concerned.
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This study was not designed to tackle the issue of
the need for more public awareness and appreciation of
Canadian artists. Our survey did show that artists
frequently feel the Canadian public 1is unappreciative,
moreover that many were removed from daily contact with the
non-artist population.

This' isolation is a concern as it may  help
maintain the perceived lack of awareness and appreciation on
the part of the Canadian public. A variety of efforts to
reduce the insularity of the artist and increase interaction
should be pursued, as we believe approaches‘of this nature
can help build markets for Canadian artistic products. The
benefits would appear to be greater awareness, on the part
of the public, of artists and their work, and greater
understanding, on the part of the artist, of the concerns,
hopes, tastes and needs of the Canadian public.

Artists' Rights
The Task Force recommended that all levels of

government promote freedom of artistic expression. We have
noted that a small minority of artists fear that their
freedom of artistic expression is constrained by government
patronage. While we are unable to pinpoint the nature and
circumstances of these constraints, respect for the
pPrinciple would always be welcomed. Further research is

required on this topic.
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7.0 THE CRAFTSPERSON

7.1 Social Context of the Craftsperson ‘

A parallel telephone survey of 1,264 craftspeople
was conducted wusing a modified instrument designed to
collect information on their social and economic status.
One in five respondents were administered a longer version

to collect more detailed income breakdowns by source and

attitudes on a wide range of topics. The findings are
presented in this chapter. The organisation - loosely
parallels the presentation of our findings for artists. We

begin by exploring the social status of the craftsperson.
Next we look at the incomes earned and how adequate these
are. We then consider the quality of the work-life. We
close with a consideration of the relationship between the
" craftsperson and his or her institutional context.

We begin our exploration of the social status of
the craftsperson by presenting a brief sociodemographic
profile of. our respondents. We then consider their social
status in both a vertical and horizontal sense. The first
is accomplished by determining the relative prestige
accorded to the occupation of craftsperson, from the
perspective of the craftsperson and society as a whole. The
second involves an examination of the degree of insularity
or interaction between craftspeople and the broader Canadian

community.

7.1.1 Socio~Demographic Profile

The crafts in Canada appear to be dominated by
women -- two thirds of our respondents are female and one
third male. Comparing this statistic to the gender balance

48

in the Canadian labour force we . find a substantially

higher proportion of females in crafts relative to the

48 Statistics Canada 1981 Census.
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labour force (about 42 per cent). This imbalance might
reflect the traditional appeal from crafts for women, or the
marginal economic rewards from crafts activity. If few are
able to rely solely on crafts as an income source, this
would favour female spouses relying on the earnings of other
household members. The preponderance of women may also
reflect differential attractiveness of crafts organisations
to men and women. If we look at the gender split by region,
we find wide variations. In Quebec, half of the respondents
were male. In British Columbia, just one fifth were male.
This range suggests that these provincial organisations have
varying abilities to attract male and female members
depending on the type of media emphasised.

The mean age of our respondents is 43 years. Just
over one third are between 35 and 45 and one third aged 46
or older. Only two per cent are age 25 or less. This
likely is a result of the sampling bias towards the more
established craftspeople. Our respondents tend to be older
than the typical labour force participant. The median ages
of labour force participants are 32 years for males and 30
years for females. The comparable figures from our survey
were 40 and 41 years respectively.

The majority (73 per cent) of our respondents are
married. Seventeen per cent are unmarried and the rest are
separated, divorced or widowed. Sixty-seven per cent of all

labour force participants are married (or separated) and 26

pPer cent are single. Among full-time participants those
figures are 70 and 23 per cent respectively. Relative to
the labour force, craftspersons are more likely to be

married and less likely to be single. These age and marital
status differences may stem in part from the modest incomes
available from the practice of a craft. Few can maintain
themselves from the practice of a craft. Most therefore
need either savings from another career or the contributions

of a spouse to meet household expenses.
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Few respondents (13 per cent) live alone. The
average household size is 2.9 people -- which was exactly
the average size of the Canadian household in 1981.
Household size varies significantly by region. Atlantic
households were larger than average and Quebec households
smaller than average.

Respondents have worked as- professional crafts-
people for an average of ten years. A 1977 survey of
craftspeople in Canada found a similar distribution of

49 Respondents in

practitioners by length of operation.
both time periods can be roughly grouped into thirds: one
third have five or less years experience, one third have
worked between six and ten years, and one third are more
experienced.

In contrast we found notable differences in the
age distributions between the two surveys. In 1977, 43 per

cent of respondents were 35 years of age or younger and 20

per cent were aged 36 to 45. In 1986, the comparable
figures were 29 and 37 per cent. These differences may be
due to differences in the populations surveyed. The 1977

survey, for example, was mailed out to 10,000 juried and
unjuried members of crafts associations as well as "leisure"
craftspeople. The 24 per cent response rate on the 1977
survey also suggests that the survey statistics may not be
representative of the study population parameters. To the
extent that the study populations are comparable, fewer new
entrants appear to be coming from the young. It may be that
this source of new recruits is being constrained due to the
chronic low incomes from this métier. If the practice of a

craft continues to demand financial subsidy, this career may

49 Barry de Ville and the Canadian Craft Council Crafts
and Craftsmen in Canada: A Report of a Survey on the
Views of Craftsmen, Their Background and Present

Circumstances, Secretary of State, 1978, pp. 38-39.
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become restricted to those with other sources of financial
support, be these accumulated savings, family or friends.

Exhibit 7.1 presents the socio-demographic
background statistics for our survey respondents. Exhibit
7.2 displays the statistically significant variations in
these variables by region. As we can see from this latter
table, the mean age and number of years worked as a
craftsperson by our respondents varied significantly by
region. Quebec respondents were younger than the overall
average, and Atlantic and British Columbia respondents older
than average. The differences were not very marked: the
mean ages ranged from 40.1 to 44.1, respectively, compared
to an overall average of 42.9 years. Ontario craftspeople
had the highest number of years spent in the crafts métier
and Prairie respondents the lowest. The range was from a
high of 12.3 years in Ontario, to 8.9 years in the Prairie
provinces.

Craftspeople are well educated relative \to the
Canadian norm. Forty per cent have graduated from
university (eight per cent have a post-\graduate degree).
Fifteen per cent have graduated from a community college,
technical school or C.E.G.E.P. Twenty-three per cent have
completed some university or college. Twenty-three per cent
have some post-secondary education and 22 per cent have high
school or less. };mong Canadian labour force participants,
by way of contrast, 13 per cent have a university degree, 14
per cent have a post-secondary diploma or certificate, 12
per cent have some post-secondary education, and 62 per cent

have high school or less.>0

50 The levels of formal schooling we found in 1986 are
similar to those found a decade ago. We found slightly
fewer with some post-secondary, slightly more college or
university graduates and fewer post-graduates. These
differences likely reflect sampling biases or error.
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EXHIBIT 7.1
Socio-Demographic Characteristics of Respondents
(Column Percentages.)

Sex
Male 32.3
Female 67.7

Marital Status

Single 16.6
Married/Common Law 73.0
Separated 3.3
Divorced 5.1
Widowed 2.0
Sample Size 1,257
Age

16-25 years 2.2
25-35 years 26.9
36-45 years 37.0
46~-55 years 19.1
56-65 years 11.4
Over 65 3.5
Sample Size 1,251

Number of Years as a Craftsperson

Zero 1.0
One to Two 8.4
Three to Five 21.5
Six to Ten 35.3
11 to 20 26.5
21 to 30 4.8
Over 30 2.5

Sample Size 1,262
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EXHIBIT 7.2
Variations in Socio-Demographic Variables by Region
Atlantic Quebec Ontario Prairies B.C. Overall
Sex
Male (%) 28.9 50.5 37.8 28.8 21.2  32.3
Female (%) 71.1 49.5 62.2 71.2 78.8 67.7
Sample size 294 216 127 438 189 1,264
Mean Household Size .
(nurber of people) 3.1 2.7 3.0 2.9 2.8 2.9
Sample size 291 216 127 436 189 1,264
Mean age (years) 44.0 40.1 43.4 43.0 44.1 42.9
Sample size 289 216 127 433 186 1,251
Mean number of years
worked as a
craftsperson 10.1 10.9 12.3 8.9 11.3 10.2
Sample size 294 216 127 436 189 1,264
\
Note: The F statistics for the analysis of variance are significant at
the .006 level or better for these breakdowns.

Our respondents were distributed by region as is
presented in Exhibit 7.3.

Relative to the estimates of the distribution of
membership by region provided by the Canadian Crafts
Council,s1 our sample appears to over-represent the

Atlantic provinces and the Prairies at the expense of Quebec

and Ontario.

°l  Ekos Research Associates (1987) Report on Component
Four: "The Role of Professional Associations in the
Artistic and Crafts Community" Part II, p. 29.
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EXHIBIT 7.3
Distribution of Respondents by Region
(Column Percentages)

Atlantic 23.3
Quebec -17.1
Ontario 10.0
Prairies 34.6
British Columbia 14.9 »
Sample Size 1,264

Seventy-one per cent of our respondents had
English as their mother tongue (language first learned and
still understood), 17 per cent French and 12 per cent
another language. Relative to the 1981 Census (61 per cent
English, 26 per cent French and 13 per cent other) our
sample over-represents Anglophones at the expense of
Francophones. It is not known whether these regional and
language disparities stem from sampling biases (lower levels
of affiliation with provincial crafts associations in
Quebec) or variances in the attraction of the crafts métier

among different ethno-linguistic groups.

7.1.2 Social Status and Role

Respondents were asked whether they see themselves
as operating a small business, as professionals akin to
doctors or teachers, or as pursuing a vocation. Responses
were roughly evenly split among the three options. Thirty-
five per cent see themselves as pursuing a vocation or
calling, 31 per cent consider themselveg to be pursuing a
Profession by using specialised skills and knowledge to gain
income, and 26 per cent believe they are operating a
b>usiness or commercial venture designed to produce profits.

Nine per cent chose a combination of the three options.
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These career definitions varied significantly by
region (see Exhibit 7.4 below). Quebec respondents were
most likely to define themselves as operating small
businesses (40 per cent) and Ontario respondents least
likely to (eight per cent). Ontario respondents are
correspondingly more likely to define themselves as
professionals (47 per cent) or as pursuing a vocation (39

per cent) relative to respondents from the other regions.

EXHIBIT 7.4
Variations in Career Definition by Region
(Colum Percentages)

Atlantic Quebec Ontario Prairies B.C. Overall

Business 29.6 40.3 7.9 21.7 26.5 26.0
Profession 29.6 26.9 46.5 28.5 29.6 30.5
Vocation 31.3 31.5 39.4 36.5 36.5 34.7
Other 9.5 1.4 6.3 13.2 7.4 8.8
Sample size 294 216 127 438 189 1,264
Note: The Chi-square is significant at better than the
.0001 level

The career definition selected reflects

differences in attitudes, motivations and behaviour.

Respondents who consider themselves as operating small
businesses tend to be more concerned with the secular and
pecuniary side of crafts and 1less concerned with the
artistic dimension. They are more likely to operate on a
larger scale (i.e., employ other help).

Self-described professionals tend to be more
concerned with their social status as they more frequently
cite occupational prestige as an important source of
satisfaction. They are also most likely to have friends

within the crafts world -- 46 per cent report that half or
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more of their friends are craftspeople. Business-oriented
craftspeople are least likely to mix their job and social
life.

Those who see crafts as a vocation or calling have
the 1lowest gross crafts income 1levels of the three
categories (an average of $6,400, compared to $10,200 for
professionals and $10,700 for business operators). They
take great pride in the artistic quality of their work and
are little motivated by income rewards.

These findings suggest that economic success and
artistic . accomplishment are not antithetical - the
professional is able to combine the two. The vocationalist
is most likely to be subsidising his or her crafts activity,
perhaps because of a lack of attention to the market demand
for the product or a lack of business administrative
s kills.

How do respondents feel about the level of status
or prestige associated with their occupation? Most (75 per
cent of respondents) tend  to believe that the level of
respect paid to them, relative to other .occupations, is
about average. Ten per cent feel that it is very low and 15
per cent believe it to be high. Most are content with their
occupational status. Sixteen per cent feel it is unfair, 11
Pper cent believe it to be more than fair and the rest (72
per cent) feel it to be unexceptional -- neither
particularly fair nor unfair.>2 These findings are

displayed in Exhibit 7.5 below.

52 To be conservative in our in'terpretation of the

seven point answer scales, we have grouped responses of
1 or 2 as low or unfair, 6 and 7 as. high or more than

fair, and the remainder as average or neutral. Unless
otherwise noted, this is the approach wused with all
scaled responses.
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EXHIBIT 7.5
Occupational Prestige and Perceived Fairness of
Status Overall and by Region

A. Level of Respect Accorded to You (Occupational
Prestige)

[:] Low

Average High

Mean Score: 4.2 Sample Size: 1,251

B. How Fair is the Status of the Craftsperson?

16,25 73,45 11, 43

[:] Unfair Neither Ega Fair

Mean Score: 3.9 Sample Size: 1,238

C. Variations in Mean Scores on Occupational Prestige
and Fairness of Status Scores by Region

Atlantic Quebec Ontario Prairies BR.C.

Occupational 4.4 3.9 4.2 4.1 4.4
Prestige

Fairness of
Status 4.1 3.5 3.7 3.9

Note: The regional breakdowns are significant at the

.0002 tevel.
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Perceptions of the level of prestige accorded to
crafts occupation, and how fair this level of respect is,
vary significantly by region (see Exhibit 7.5). Respondents
in the maritimes and British Columbia are more likely to
consider that their occupation commands a high and
reasonable level of occupational prestige. Quebec
respondents are the most dissatisfied with their status.
Presumably these perceptual differences reflect differences
in the way the local or regional populace view the
occupation.

What level of ©prestige 1is attached to the
occupation of craftsperson by the broader society? Listings
of occupational prestige scores in Canada do not include
craftspeople (or workers in specific crafts media).
However, somewhat related occupational groups such as
cabinet makers, and jewellery repairmen tend to have rather
low ratings (37 or 38), somewhere between construction
labourers (25) and plumbers (41) and well below doctors
(83).53 The actual social scores for craftspeople may
be higher. Artists have higher scores (in the 50's) and
craftspeople might be considered by the public to exhibit
artistic skills and therefore be accorded a higher prestige
score than cabinet makers or jewellery repairmen. (American
rankings, however, suggest society views potters, glass
blowers and etchers as deserving relatively low scores
between 25 and 33.) These comparisons suggest that
craftspeople tend to perceive their status to be higher than
the status conferred on them by society at large. The
disparity may reflect more than wishful thinking -- these
societal scores date from 1967 and changes may have occurred

since that time.

53 Donald J. Treiman, Occupational Prestige in

Comparative Perspective Academic Press, New York, 1977.
The Canadian scores are based on Porter and Pineo,
1967.
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7.1.3 Social Networks and Community Relations

Craftspeople do not exhibit a high degree of
geographical mobility. On average, our respondents have
resided in their home community over the past 17 years
(median 13 years). They also tend to view themselves as
integrated in the life of their community. The majority (59
per cent) decribe their 1level of day-to-day social
interaction with their fellow citizens as about average and
23 per cent describe themselves as more active than average.
Respondents actively involved in the social life of their
community are mildly more likely to have lived there for
longer periods of time, but length of residence 'is not 2
particularly strong predictor of interaction (the Pearson
correlation is .12). The more interactive also earn
slightly higher proportions of their craft revenues within
their home community.

One can also consider the question of social
insularity from the point of view of the extent to which
craftspeople concentrate their friends within the <crafts$
world. Sixty-two per cent reported that one quarter or les$
of their friends are drawn from the ranks of craftspeople:
A minority are relatively isolated: 15 per cent reported
that three quarters or more of their friends are
craftspeople. As might be expected, respondents who believ®
the exchange of views and ideas with other craftspeople t©
be important for their professional development are modestly
more likely to have higher proportions of their friend$

within the same occupation.
7.2 Economic Status
7.2.1 Income Levels and Sources in 1985

The study conducted a decade ago found that fe¥

craftspersons were attracted to their métier by the 'chought
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