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PREFACE

The purpose of this paper is to examine the effects of formal training on artists'
employment situation. The empirical data is based on a survey on theatre and
dance artists. The objective of the survey was to map out the employment situa-
tion of the younger generation of artists and to examine their opinions about the
training received. The research population of the survey consisted of persons who
had studied at the Finnish Theatre Academy between 1979-1992 and in the Ac-
tor's Training Department at the University of Tampere between 1977-19911!. The
return rate of the survey was 54 % (N = 388). A similar survey has also been
made concerning the artists who have studied in the University of Arts and De-
sign.

The number of artists (all occupations) in Finland is about 15 000 — 17 000
persons depending on definition. This is about 0,3 % of the whole population and
about 0,6 % of the work-force. The amount of theatre and dance artists is ap-
proximately 2500 — 3000 persons (majority of them actors). There were about
300 basic degree theatre/dance students in 1993. Close to 50 artists graduate from
theatre training institutes annually.

PROFESSIONAL TRAINING IN THE FIELD OF THEATRE AND DANCE

In Finland the institutions giving higher education in the arts have gained univer-
sity-status rather recently. The development toward the university status began in
the 70's when the Institution of Industrial Arts became a University of Industrial
Arts (now the University of Arts and Design). The latest link in this chain was the
Fine Arts Academy getting university status in 1994. Within administration the
higher arts education is a part of the general higher education sector and not the
arts sector as it was still in the end of 80's.

Higher education for theatre and dance is given in two institutions, the Thea-
tre Academy and the Actor's Training Department of the University of Tampere.
At the Theatre Academy, the Master's degree is earned through a degree pro-
gramme in acting, directing, dramaturgy, sound and lighting design or dance. The
degree programme of dance encompasses alternative lines for dancers, choreog-
raphers and dance teachers. The Actor's Training Department at the University of
Tampere provides university -level training for actors.

The professional training in the field of theatre and dance has undergone
considerable changes during the past ten or fifteen years. New training pro-
grammes have been established, and the university -level status has lead to the
growth of resources in the higher theatre training and also other art training (see
figure 1.)%. In 1983 dance art was connected more closely to the theatre by
founding a Department of Dance at the Theatre Academy. An entirely new artistic

1 The selection of these years is due to the setting up of Theatre Academy in 1979 (former Thea-
tre School).
2 In Finland the art universities are publicly owned.



occupation was created through training in 1986, when the Department of Sound
and Lighting Design was established. The theatre employees who were responsi-
ble for the sound and light were earlier called light and sound technicians and
they learned their professions on the job.

Figure 1. The public outlays for art universities in million FIM 1981-1992
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There has been a tendency to extend the artistic training even though the number
of available jobs has not been increased, rather the contrary. This extension has
taken place by founding new training programmes and new vocational institu-
tions. These institutions are not recognised as a higher professional training, al-
though they train e.g. dancers and sound and lighting designers, who compete for
the same jobs with those who have an academic degree.

The above mentioned development is partly due to the estimations concern-
ing the demand for theatre artists made in the 1970's and 1980's. The number of
theatres and other working possibilities was still growing in the 1980's. For ex-
ample, regional theatres were established, and the development in the media sec-
tor was supposed to create new jobs. The current situation shows that it is diffi-
cult to foresee the demand for artists. Specially in a freelance market the demand
can not be estimated by the number of posts and available jobs3. In the case of
Finnish theatre artists this was easier in the 1970's and 1980's when the jobs were
steady, and one could, for example, estimate the number of artists who will retire,
say, in the next ten years.

The growing unemployment among artists has not decreased the training
possibilities or the number of persons who want to find a way to become an artist.
The amount of applicants for all art universities has increased during the past ten
years. For example, the number of applicants for Theatre Academy has tripled
between 1981-1992.4 This growth has occurred in spite of the entrance into these

3 See, e.g. Towse 1993 , p. 24.
4 Higher education policy in Finland 1994, s. 149.



institutions being difficult in Finland. About 2 % of applicants for Theatre Acad-
emy are accepted. The Theatre Academy and University of Arts and Design are
considered as universities of high prestige and entering them is worth striving for
5. The reason for rejection of applicants is not a lack of formal basic education.
On the contrary, the basic education of applicants for Theatre Academy has been
considerably high. The entrance into the training institutions is not dependent on
the formal qualifications, but on being successful in the entrance examination.

When examining the background of those who have applied for Theatre
Academy, it can be seen that they are nearly "ready" artists. The majority of them
have been practising theatre for many years as a hobby, and many of them have
been working in professional or amateur theatres. The training, of course, puts the
finishing touch on their talents and — mainly — justifies their entry into the field.

The average entrance age of the survey respondents was 21,8 years. This is
slightly higher than the entrance age to scientific universities which is about 19 —
20 years. Director and dramaturgist students have entered training later than oth-
ers (average entrance age 25 — 27). The reason for this is due to the low rate of
acceptance. The applicant usually has to try many times until he/she is accepted.
Some artists have studied before acceptance at universities or vocational institu-
tions, either to spend their time before the next attempt, or because their interest
in art has been late-born.

According to the survey, the reason for studying at the art university is prin-
cipally to learn a profession, not to have a general academic education. This leads
the Finnish art universities to a contradictory situation. On the one hand, they are
a part of the administrative system of universities, together with the scientific
universities, and are evaluated by the same standards. On the other hand, they are
identified by their own students much more with the artistic than the academic
field. Nevertheless, the institutions themselves consider the university-status im-
portant and achieving this status has been the aim of the theatre field since the
1960's. The Theatre Academy wants to emphasise its role as an institution giving
university-level education. The reasons for this are the better financial resources
for universities and also the prestige. The public outlays for universities are de-
pendent on the number of graduates (those who have taken a degree) and that is
why the art universities emphasise the importance of taking degrees.

LABOUR MARKET SITUATION

The employment situation in the field of theatre has in Finland rapidly changed
during the past few years, mainly because of the economic recession. Finnish
theatre was earlier characterised by permanent engagements and reasonable good
employment conditions and income. In the beginning of the 1990's the economic
conditions altered. The weakened economic situation of theatres has influenced
their capability to employ artists and the number of freelancers and unemployed
artists has started to increase. The conditions among dancers began to decline

3 Kivinen & Rinne 1991, p. 194



even earlier. The only place where a classical dancer could get a permanent job
has been the Finnish National Opera.

The available jobs for theatre artists are mainly in repertory theatres and radio
or TV. In 1993 there were 63 professional (publicly subsidised) theatres. Well
over half of them were established repertory theatres. All theatres employed alto-
gether 1513 artists (counted as annual input of labour), of which 1067 artists were
permanent employees. These figures include also theatre and dance groups, and
the National Opera. The drama departments of Radio and TV employ only about
20 artists as permanent employees, because of the policy of favouring freelancers
and independent producers. Contracts in repertory theatres are formally for two
years, but practically they have been permanent. Recently also theatres have pre-
ferred shorter contracts. However, number of performances at the subsidised
theatres has not decreased in the 1990's. But what has changed is the number of
new posts and permanent engagements. The performances are staged by smaller
personnel and by freelancers. By favouring temporary engagements theatres save
money since the majority of the public appropriations is used for the costs of
work-force®. The majority of the work-force is composed of artistic and technical

personnel’.

Table 1. The employment status of respondents (N =209)
(overlapping and exclusive alternatives are given separately)

Employment status % of respondents
Permanently in repertory theatre* |28
N :  Exclusively | . -
Permanently in theate growp . j11.
; .  Exclusively | | B .

I . Exclusively 38
L Exclusively I
Unemployed - . . ..

| | Exclusively | 3

Exclusively 5

*Includes also dance teachers in conservatories.

As table 1. demonstrates, a large number of respondents work as freelancers. This
indicates the ongoing changes in the theatre labour-market. The survey does not
concern the whole population of theatre and dance artists, where the situation

6 In Finland the employer has to pay, in addition to salary, also the social security and pension
costs and other work-force costs for the permanent employees. This tempts the employers to re-
duce the number of permanent posts. Saving money by this means is a little bit contradictory be-
cause, on the other hand, the public appropriations for theatres are dependent on the number of
permanent employees.

7 The share of technical staff of the permanent employees in theatres has increased during the past
15 years and is nowadays almost the same as the share of artistic staff. The proportion of perma-
nent artistic staff is 35 % and permanent technical staff 32 % (1993).



might be different. In 1989 the share of freelancers in the field of theatre was
about 25 % and of the artists under age of 35 the figure was 30 %. As it has been
said before, the situation has clearly changed since then. Most of the dancers were
freelancers already in the 1980's.

According to the survey, there was no significant difference between the
employment status of men and women8, but age seemed to be more important
factor, which is not surprising. Only 1/5 of under 30-year old respondents worked
in the repertory theatre permanently or by "guest contract" (engaged for one pro-
duction). On the other hand, among respondents aged 30-35 almost 40 % worked
in the repertory theatre permanently. Of those who had taken a degree, 1/3 had a
permanent job, while 44 % of respondents without degree worked with a perma-
nent engagement. This implies, that formal qualifications do not guarantee a per-
manent job, but rather the contrary. It has been verified, that especially trained
theatre artists work as a freelancer. My earlier study on the position of theatre
artists indicated that the majority of freelancers had a professional training. Also
the survey on the members of the Actor's Union shows clearly that the willingness
of being freelancer is larger among trained actors.?

According to Throsby, the artists enter into the labour-market more gradually
than other professionals. It is common that artists work while studying and ob-
tain part-time engagements before graduation.!0 In the 1980's it was quite normal
in Finland that the students took a permanent job while studying. Nowadays the
solution after studies is either to work as a freelancer or to set up a theatre group
of one's own. The impact of the obligatory "practising periods" in professional
theatres has not been as positive as it has been believed!!. According to over half
of the respondents, the practising period had not affected the employment after
graduation. On the other hand, the jobs the respondents had outside the formal
training programme had more influence on future employment. Apparently, the
employers use their right to choose employees by their own judgement. The fol-
lowing figure shows the altered employment status of the respondents by the
graduation year. The increase in freelancer status among young artists is very
clear. Actually, the figure shows only the employment situation of the respon-
dents in one year (1993) and not the situation just after the graduation. However,
the earlier findings indicate, that most of the artists graduating in the beginning of
1980's still got permanent engagements. The change has occurred at the turn of
the decade. Only 42 % of those who graduated between 1989-91 got permanent
job.12

8 In the field of theatre the share of men and women is almost the same. The income level of
women is slightly lower but not significantly. The unemployment seems to be higher among the
women and their position at the labour-market is more difficult than men. Most of the dancers are
women and this might be one reason for their low income level.

9 Karhunen 1993, p.82. Pesonen 1994, p.31.

10 Throsby 1989, p. 9.

11 In the Theatre Academy and Actor's Training Department the obligatory part of the training
programme is the practising period in professional theatre. By this it has been aimed to develop
the capabilities of students to work at professional theatres and also to create relations with the
professional field.

12 Rarhunen 1993, p. 57.



Figure 2. Employment status of the respondents in 1993 by graduation year
(N =209)
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* Graduation year = year when respondent has passed four year studies but had not necessarily
taken a degree.

Apparently, those young artists who start to work as a freelancer after graduation
usually continue it for a long time, while those who get an engagement seldom
leave their permanent job. When the respondents were asked whether their em-
ployment status had changed during their career, over half of both freelancers and
those with permanent engagement stated that there had not been changes. How-
ever, one has to bear in mind that the survey deals with young artists, who have
been professionals a rather short time (average 5 years).

Until these days there have been many routes into the theatre profession!3.
The entry to the field has not been restricted to those who have passed the train-
ing. In 1989 about 60 % of professional theatre artists had a professional training.
Still in the 1980's one way to enter the field as an actor was a "practising con-
tract". The contract is made for one year and the salary is considerably lower than
professionals have. The person can not enter the artist organisation before he/she
has been working two years in a professional theatre. Some of the actors learning
a profession by this way have later entered the Theatre Academy.

In Finland the recruitment of theatre and dance artists takes place mainly by
word of mouth recommendation. There are no agents and no auditioning. One has
to know about available jobs and projects or just wait someone (theatre man-
ager/director) to offer a job. Some of the respondents (actors) wished the practice
of auditions also in Finland because they felt being at a mercy of personal con-

13 The situation among dancers is different. They train themselves practically all their lives and to
get a job in a professional dance theatre or National Opera one has to have a training which de-
fines a person as a professional.



tacts with managers and directors. Only dancers are nowadays hired sometimes
by audition. Following figure shows how the respondents had got their latest job.
The majority of respondents announced that employment had taken place by the
initiative of the employer.

Figure 3. How did the respondents get their latest job (n = 182)

Employer took contact 64 %

By searching myself

By professional contacts |
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Figures are overlapping because it was possible to choose more than one alternative.

One feature that is characteristic of the artist labour market is the difficulty of de-
fining the full employment, especially when the great part of the professionals
works on a freelance basis'4. This survey shows that even the respondents them-
selves had difficulties defining their employment situation. On the whole, the un-
employment rate of the respondents was 11 %, but exclusively unemployed were
only 3 % of respondents, as shown in table 1. In the field of performing arts,
"part-time unemployment" or underemployment is quite common. In surveys like
this it is also possible that respondents tend to define their situation as being
"between jobs" rather than unemployed. The following figure shows the unem-
ployment rate in the field of theatre in 1991 and 1993 according to the Ministry
of Labour. Numbers seem to be small, but one has to compare them to whole ar-
tistic work-force in this branch. However, the estimated unemployment rate of
theatre artists was not as high as among the whole work-force 15.

14 Towse 1993, p.8.
15 The unemployment rateof the whole work-force in 1993 was 19 %.



Figure 4. Unemployment in the field of theatre and dance 1991 and 1993
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Of all respondents about one-half responded that they had been having difficulties
in finding a job. Among women the share was over half. Of the respondents under
the age of 30 well over half answered that they have had employment difficulties,
while among respondents over 35 the share was 1/3. Formal degree had no effect
on employment. The following figure shows which were the reasons for employ-
ment difficulties according to respondents.

Figure 5. Reasons for having difficulties in finding job (n=100)
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Other reasons = mostly critical comments towards the theatre field and the engagement policy.

Some respondents were unsatisfied because the training had not given them
enough capability to cope with the labour market. They felt that they had not
learned how to make a contract, search a job, apply for a grant or even how to re-



act to a negative critique. In the training programme of the Theatre Academy and
Actor's Training Department there is a subject called "legal and professional
practices" but either that has been insufficient or the students have not been inter-

ested in it while studying.
THE INCOME SOURCES OF THEATRE AND DANCE ARTISTS

The survey did not concentrate on the income level of the research population but
dealt mainly with the employment situation and opinions about training. The in-
come was examined only by asking the source of the main income of respondents.
However, information on theatre artists' income is available from the year 1989.
This information comes from the study concerning the economic position of
theatre artists which was a part of the research project on the situation of the art-
ists’6. The data concerning artists' salaries have been obtained from Finnish
Theatre Statistics.

It is rather obvious that the income level of theatre and dance artists has not
risen since 1989, which was one of the latest wealthy years. At the time the aver-
age taxable income of theatre artists under age of 35 was 108.000 FIM. For the
sake of comparison it can be mentioned, that the average taxable income of all
theatre artists was 138.000 FIM and of all wage-earners about 100.000 FIM?7,
According to the cost of living index, the real value of the salaries in this field has
not changed since the end of 1980's 8. The data from year 1989 also indicates
that training was not the decisive factor affecting the income. In some occupation
groups those who had formal training also had higher average taxable incomes.
Yet, in the age group of under 35, there were no differences between the average
income of those who had formal training and those who had not.?

The majority of the graduates from the Theatre Academy and Actor's Train-
ing Department enter the field as a professional artist, and the number of drop-
outs is very small. Only 5 % of respondents worked exclusively outside the thea-
tre or dance branch. In spite of the weakening employment situation, artistic work
is still the primary source of income as table 2. demonstrates. However, among
artists who have graduated in the 1990's, the share was a little bit lower (64 %)
but still the majority of them earned their living from art. It goes without saying,
that the level of the income is rather low for young artists.

16 The Research and Information Unit of the Arts Council of Finland has carried out a large proj-
ect on the economic and social position of artists. Until now the project has produced studies on
authors, plastic artists, musicians and composers, photographic artists and theatre artists.

17 Karhunen 1993, s. 133. The research population included stage designers and costume design-
ers.

18 Finnish Theatre Statistics 1988 and 1993.

19 Karhunen 1993, p. 134.
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Table 2. The primary source of income (N = 209)
(overlapping and exclusive alternatives are given separately)

Respondents %

Artistic work in one's own branch 86

Exclusively 70
Artistic work in other branch 6

Exclusively 2
Arts-related work (teacher, critic etc.) 18

Exclusively 6
Non-arts work 6

Exclusively 3
No response 2

In Finland, the significant part of the artist policy is the direct public support for
artists (grants). This is the reason why, when dealing with income, grants must
always be taken account. Grants are an important part of income especially for
freelancers and free artists (authors, composers and plastic artists). Earlier, be-
cause of the practice of permanent engagements, the meaning of a grant was not
so substantial for theatre artists. For example, the average share of grants from net
income of theatre artists was about 14 % in 1989. The figure for freelancers was a
little higher (about 1/5 of net income).

About 30 % of the respondents had received a grant in 1992 (includes public
and private grants). The average amount of the tax-free grant was about 20 000
FIM. This is approximately the same as two or three month's net earnings of a
civil servant. The major distributors of grants were the state and various founda-
tions. Usually the grant was used for further education. Only the young directors
and dramaturgists regarded the grant as an important source of livelihood. Almost
half of the respondents considered the possibilities for getting a grant as reasona-
bly good.

DISCUSSION

Principally two questions arise when studying on the one hand artists' employ-
ment and on the other hand the crowding into the art universities: why is the oc-
cupation of artist so tempting and why do the future artists want to have a formal
training? Artists are considered to act rather irrationally when choosing a
career which is risky in the economic sense.20 However, the number of these risk-
takers is not decreasing, but rather it is increasing. Usually this fact is explained
by two reasons. Firstly, the non-monetary benefits which an artist possibly get
(fame, awards, publicity, inspiring work) will compensate the low earnings. Sec-
ondly, artists overestimate their future income and even a small possibility of suc-
cess and high earnings makes them to try their luck.2! Probably, most of those
who want to be artists do not even think about earnings and other prosaic things
until they have spent some years at work.

20 It is true that some results also imply that the average income level of artists is not so low as
believed.

21 Frey & Pommerehne 1989, p.163, Wassall & Alper 1992, p. 197. Towse 1993, p. 176-177.
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The training possibilities will also encourage those who want to be professional
artists. These opportunities send a message to the students that there are available
jobs waiting for them. The attractiveness of the artist occupation has been ex-
plained e.g. by the possibility of training without investing very much. Invest-
ments are small in the cases where the artist training is publicly supported, like in
Finland.?? There are no tuition fees at the universities in Finland. A person who
wants to be an artist and succeeds in entering the training does not have to invest
very much. The only investment is the cost of living which is financed usually by
the study loan, by parents or by casually jobs. They certainly have to invest
something, at least their time, but not in the same sense as in the countries where
the training institutions have high fees.

It has been claimed that one of the non-monetary benefits is the social pres-
tige of artist occupations. Even though it seems to be common knowledge that
everybody wants to be an artist, the prestige level of artists has not been consid-
erably high according to some data?3. It seems that the earnings and high educa-
tion level influence the prestige level. However, over half of the survey respon-
dents regarded the prestige of their occupation reasonable good. Those respon-
dents who considered the prestige low listed following implementations: the pub-
lic does not consider art as a real occupation; salaries are low compared to work-
ing time; the hierarchy between different theatre occupations.

The significance of artists' professional training has been studied by mapping
out the effects of training on income level and/or employment. It has been pointed
out that there is no positive correlation between education and income, or at least
this correlation is weak. However, there has also been results which indicate that
in the case of non-artistic or art-related work the training has some positive ef-
fects.?* But if artists do not benefit from the training while doing art, why do they
spend their time and money for training? According to Towse the higher art edu-
cation serves "as an insurance policy"?. This holds true also in the case of Fin-
nish theatre and dance artists. The artists think that if they have a formal educa-
tion with degree they have broader possibilities to find a job (especially as a
teacher). Some students also want to continue their studies as a post-graduate stu-
dent intending to take a doctor's degree. On the other hand, they may overesti-
mate the impact of education for example on the earnings. Some of the respon-
dents of this survey were surprised when they realised that their salary was the
same as for those without a degree. This might be the reason why the formal de-
gree has not been of great importance among the students. Of all the graduates
from Theatre Academy between 1979 — 1992 only 26 % had a formal degree.
About half of the respondents had taken a degree, but according to them it had no
influence on the employment or on the salary.

22 Gray & Heilbrun 1993, pp. 298-300. Towse 1993, p. 192.

23 According to Horowitz architects and art teachers had the highest prestige scores among artist
occupations. But in the case of performing artists the scores were rather low. Horowitz 1993, p.
41-42. Same results have been achieved in Finland also.

24Frey & Pommerehne 1989, p. 156. Wassall & Alper 1992, p. 197. Filer 1986, p. 70, Throsby
1992, p. 206.

BTowse 1992, p.13.
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One reason for formal training is that it can be seen as a first proof of artistic tal-
ent. The art training has a high prestige and it is meaningful in that sense. As it
was mentioned earlier, many of the students in the Theatre Academy and Actor's
Training Department have been working in the field even before the training.
However, they want to prove their capabilities, because the entrance into these
institutions is known to be difficult.

The Finnish artist unions have recently emphasised the significance of formal
training. The training serves as an important factor by regulating the number of
those who can enter the field. Apparently, in the future it is almost impossible to
be a professional theatre artist in Finland without formal training, even though the
entry into the profession is not restricted as it is in the case of lawyers, doctors
etc.

The high prestige of training is true although the formal degree has not the
same importance in the labour-market of artists as in other labour-markets. Towse
has pointed out, that the screening function of education does not work similarly
in the artists' labour-market as in the other markets. With regard to other than ar-
tistic occupations the formal degree shows to the employer that the person has
required skills. In artistic occupations the formal qualifications do not give same
kind of signals to the employers. They usually count on their own capability to
choose the right persons. This is, according to Towse, a more expensive way of
getting employees than to count on the screening of education. In the artistic pro-
fessions the employers want the kind of qualifications which the training/degree
can not give.?¢ In Finland, the situation in the field of theatre has been slightly
different. On one hand, the formal qualification has not played an important part
for the employers, but on the other hand, especially earlier, the training in Theatre
Academy was as such a promise of artistic quality. However, employers do not
seem to put any weight on whether the artist has an academic degree or not.

According to the survey, a clear change has happened in the labour-market
situation in the field of theatre compared to the 1980's, and this holds true espe-
cially for young artists. It is difficult to say if there is an oversupply of artists. The
amount of performances has not exactly decreased, but the number of permanent
engagements has. Of course, the bad financial situation makes it difficult to start
new projects even on a freelancer basis. Anyway, the demand for theatre perform-
ances has not changed but the jobs have concentrated on the hands of fewer art-
ists. However, the theatre unions in Finland have demanded the reducing of the
number of entrants into the training institutions. The training institutions, again,
have criticised unions for a tight policy concerning the employment contracts.
This is according to them an obstacle for young artists to work at the repertory
theatres.

By training it is possible to supply professionals without any prospects of
jobs. One example of the influence of training is the group of sound and lighting
designers. This group is actually born by the training. When light and sound was
accepted as an essential part of the artistic process it raised also the need to im-
prove the prestige of the occupational group and, of course, to develop their pro-

26 Towse 1993, p. 52.
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fessional skills. This has caused a contradictory situation in the field. There are
employees who have been doing the same work for years but without a title of
designer and with lower salary than the designers are supposed to get. As a result,
there has not been a single post available for designers, and those who have
graduated from Theatre Academy (at the moment about 30—40 designers) work
mostly as freelancers and in other art fields (music recording, video, cinema).

Even though professional training is nowadays almost obligatory for artists,
the significance of formal qualifications has changed. Trained artists are no more
automatically employed, and they have to be prepared to work outside the theatre
branch. Also an evident conclusion is that formal qualifications (degree) have no
significance concerning earnings. The income level of artist is influenced mainly
by the working experience and the length of career. It is common knowledge
among the employers that the artistic skill develops in the work, and that is why
experience is affecting earnings more than training or degree.?’

Although the impact of training on artists' earnings is questionable, it is af-
fecting the labour-market in many other ways. By training it is possible to regu-
late the number of entrants into the field and, also to, increase the attractiveness
and prestige of the occupation. In this respect it is obvious that the interaction
between training and labour-market has to be taken into account both in the field
of research and artist policy. While the effects of growing artist supply are clear
e.g. on the earnings and working conditions of artists, it is fair to ask the deci-
sion-makers at least to identify this problem. Comparative data on different
countries and art forms is needed, since obviously there are substantial differ-
ences in e.g. the characteristics of markets and employment arrangements. Ac-
cording to this, rather small, data, it can be concluded that many of the concep-
tions of earlier studies are valid for the Finnish case, too. However, the results
also indicate that there are significant differences, especially, the tradition of the
welfare-state has far-reaching effects on the situation of artists, and on the inter-
action between artists' professional training and their labour-market.

27 Filer 1986, p. 70. Towse 1992, p. 9 — 11. Towse has pointed out that the (artistic) skill is a
combination of education, on-the-job training and experience and the work experience has greater
influence on employers decisions the formal qualifications have.



14
SOURCES

Filer, R.K. 1986. "The Starving Artist" — Myth or Reality? Earnings of Artists in
the United States. Journal of Political Economy, vol. 94, no. 1.

Finnish Theatre Statistics 1988 and 1993.

Frey, B.S. & Pommerehne, W.W. 1989. Muses and Markets. Explorations in the
Economics of the Arts. Oxford: Basil Blackwell.

Gray, C.M. & Heilbrun J. 1993. The Economics of Art and Culture. An American
Perspective. Gambridge: University Press.

Higher Education Policy in Finland 1994. Ministry of Education. Helsinki.

Horowitz H. 1993. The Status of Artists in USA. Journal of Cultural Economics.
Vol.17. No.1.

Karhunen, P. 1993. Niyttamotaiteilija Suomessa. Tutkimus asemasta ja toimeen-
tulosta 1980-90-luvun vaihteessa. (The Position of Finnish Artists in the
Field of Theatre.) Taiteen keskustoimikunnan julkaisuja no 17. (Publications
of the Arts Council of Finland no 17. English Summary.) Helsinki.

Karhunen, P. 1994. Teatterikoulutus ja tyomarkkinat. Teatteri- ja tanssialan
korkeakoulutettujen tyShonsijoittuminen ja tyytyviisyys koulutukseen.
(Theatre training and labour market. Survey on the Artists in the Field of
Theatre and Dance.) Tilastotietoa taiteesta No 9. Taiteen keskustoimikunta.
(Facts about the Arts No 9. Arts Council of Finland. English Summary). Hel-
sinki. ,

Kivinen, O. & Rinne, R. 1991. Kotitausta viitoittaa koulutien. In Koulutus. Edu-
cation in Finland. Koulutus ja tutkimus 1991 :11. Helsinki. Statistics Finland.

Pesonen, P. 1994. Nayttelijd ja muutos. Selvitys nayttelijoiden mielipiteistd ja
tunnelmista murrosajan Suomessa. Teatterikorkeakoulun julkaisusatja no 23.
Helsinki. (Survey on the members of the Finnish Actor's Union).

Throsby, D. & Mills, D. 1989. When are you going to get a real job? An eco-
nomic study of Australian artists. A Research Report for the Australian
Council. School of Economic and Financial Studies. Macquarie University.
Sydney.

Towse R. 1992. The Labour Market for Artists. Exeter Discussion Papers in Eco-
nomics. University of Exeter. Unpublished paper.

Towse R. 1993. Singers in the Market Place. The Economics of the Singing Pro-
fession.Oxford: Clarendon Press.

Wassall, G. H. & Alper, N.O. 1992. Toward a Unified Theory of the Determi-
nants of the Earnings of Artists. In Towse, R. & Khakee, A. (ed.) Cultural
Economics. Heidelberg: Springer-Verlag.



Figure 1. The public outlays for art universities in million FIM 1981-1992 ( p.2)
Figure 2. Employment status of the respondents in 1993 by graduation year (p.6 )
Figure 3. How did the respondents get their latest job (p.7 )

Figure 4. Unemployment in the field of theatre and dance 1991 and 1993 (p.8)
Figure 5. Reasons for having difficulties in finding job (p.8 )

Table I. The employment status of respondents (p.4 )
Table II. The primary source of income (p.10)



No.

No.

No.

No.

No.

No.

No.

No.

No.

No.

No.

No.

No.

No.

No.

No.

No.

No.

11

12

13

14

15

16

17

18

Tyopapereita - Working Papers
Tutkimus- ja tiedotusyksikko, taiteen keskustoimikunta
Research and Information Unit, the Arts Council of Finland
(ISSN 0788-5318):

Ritva MITCHELL & Sari KARTTUNEN: Why and How to Define an Artist?
Types of Definitions and their Implications for Empirical Research Results.
The Arts Council of Finland. Helsinki 1991. ISBN 951-47-4484-5.

Matti LAHTINEN: Evaluating Music Policy.

Applying Ethnomusicological Frame of Reference of the Study of "A Palitical System
Directing the Production of Music".

The Arts Council of Finland. Helsinki 1991. ISBN 951-47-4485-3.

Tuulikki KARJALAINEN: Kuhmo Chamber Music Festival.
The Structure of the Festival's Economy and the Economic Impact of Festival.
The Arts Council of Finland. Helsinki 1991. ISBN 951-47-4486-1.

Auli IRJALA: Saveltaiteilijatutkimus. Tutkimusjoukon kokoaminen.
Taiteen keskustoimikunta. Helsinki 1991. ISBN 951-47-4417-9.

Auli IRJALA: Selvitys musiikki-instituuttien toiminnasta vuosina 1987-19809.
Taiteen keskustoimikunta. Helsinki 1991. ISBN 951-47-4487-X.

Auli IRJALA: The Socio-economic Position of Composers and Musicians in Finland.

Collection of Data.
The Arts Council of Finland. Helsinki 1991. ISBN 951-47-4538-8.

Ritva MITCHELL: On the Arts and Employment in Finland.
The Arts Council of Finland. Helsinki 1991. ISBN 951-47-4541-8.

Presentation av forskningsprojekt och publikationer 20.3.1991.
Centralkommissionen for konst. Helsingfors 1991. ISBN 951-47-4542-6.

Paula KARHUNEN: Kuka on nayttamotaiteilija? Nayttamétaiteilijatutkimuksen lahtékohtia.
Taiteen keskustoimikunta. Helsinki 1991. ISBN 951-47-4649-X.

Paula KARHUNEN: Who is a Scenic Artist? Starting Points in the Study on Scenic Artists.
The Arts Council of Finland. Helsinki 1991. ISBN 951-47-4666-X.

Ritva MITCHELL: Patterns of Cultural Participation and Consumption in Finland in the 1980's.
The Arts Council of Finland. Helsinki 1991. ISBN 951-47-5492-1.

Auli IRJALA: Valtion tuki saveltaiteilijoille 1980-luvulla.
Taiteen keskustoimikunta. Helsinki 1991. ISBN 951-47-5493-X.

llkka HEISKANEN och Pasi SAUKKONEN: Kuituren och den regionala utvecklingen.
En &versikt éver de finlandska forskningsprojekten.
Centralkommissionen fér konst. Helsingfors 1991. ISBN 951-47-5721-1.

Paula KARHUNEN: Valtion tuki nayttamétaiteilijoille vuosina 1980-1991.
Taiteen keskustoimikunta. Helsinki 1992. ISBN 951-47-5921-4.

Sari KARTTUNEN: Kuvataiteilijan ammatti.
Katsaus viimeaikaisiin tutkimussuuntauksiin taiteilijan asema -tutkimuksen nakékulmasta.
Taiteen keskustoimikunta. Helsinki 1992. ISBN 951-47-6166-9.

Survey on the Economic Situation and Social Status of the Artist in Finland.
The Arts Council of Finland. Helsinki 1992. ISBN 951-47-6266-5.

Auli IRJALA: A Minority in Music. Women as Professional Composers and Musicians.
The Arts Council of Finland. Helsinki 1992. ISBN 951-47-6765-9.

Danielle CLICHE, Auli IRJALA and Eija RISTIMAKI: National Cultural Policy Framework and Trends in

Finland.
The Arts Council of Finland. Helsinki 1993. ISBN 951-47-8200-3.



No. 19 Merja HEIKKINEN and Paula KARHUNEN: Focus and Functions of Public Support for Artists in Finland.
The Arts Council of Finland. Helsinki 1993. ISBN 951-47-8693-S.

No. 20  Eija RISTIMAKI: The Role of Intermediary Bodies within the Finnish Public Cultural Administration.
The Arts Council of Finland. Helsinki 1994. ISBN 951-53-0226-9.

No. 21 Paula KARHUNEN: The Interaction between Artists' Professional Training and Employment in the Field of

Theatre.
The Arts Council of Finland. Helsinki 1994. ISBN 951-53-0227-7.

Toimittajat - Editors:

Eija Ristimaki
& tutkimus- ja tiedotusjaosto
- Steering Group for Research and information
Taiteen keskustoimikunta - The Arts Council of Finland

PL 293 - P.O. Box 293
00171 Helsinki

Puh. - Tel. 90-134 171

Telefax 90-1341 7069



