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Executive Summary 

 
 The creative industries are known for being a difficult field for artists to navigate. Income 

conditions for artists are marked by great income inequalities with a spectrum ranging from very high 

incomes and low or even unpaid incomes. Intangible rewards such as gaining work experience and 

the chance to network seems to be replacing paid work. In many cases, unpaid work has now become 

the norm within certain industries. The creative industries are nonetheless highly attractive for artists 

to enter and the creative labour market now shows a market where the labour supply clearly exceeds 

the demand.  

 In this thesis I will investigate the reasons behind the existence of unpaid work in these 

industries and the factors that contribute to this phenomenon.  

 The research is conducted through an explorative study, taking base in already existing 

theoretical and empirical research conducted on artist’s labour markets, their careers and earnings. 

These findings are supplemented with qualitative interviews conducted with three different groups of 

creative workers, Graphic Designers, Fashion Designers and Contemporary artists.  The research and 

analysis show that institutional circumstances and government subsidy for artistic training leads to 

an excess supply of artists in the market.  Furthermore, in Denmark, lack of regulation on minimum 

wage contributes to the availability of low or zero cost labour for companies.  The excess supply of 

labour, the legitimization of unpaid labour in the creative industries, and the willingness of creative 

workers to work in unpaid positions equally fuel a continuing cycle that contributes to the 

phenomenon of unpaid work.         
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Introduction 
 

Problem Area 

 The creative labour market is renowned for being a trying field to navigate. Within the creative 

industries, the income distribution appears to entail a high level of income inequality. Ranging from 

high-level incomes to being employed for little or no financial compensation. Creative workers are 

accustomed to being compensated with intangible rewards such as the opportunity to network and 

gaining work experience in the creative field. These forms of earnings appears to be deeply embedded 

throughout the creative industries and seeking a quick explanation for this form of compensation, one 

can only speculate if the explanation purely lies with the social connotations connected to the creative 

industries? I.e. that being affiliated with the creative field is for a lack of a better word, popular, 

making the supply of available positions in high demand, which ultimately may be the main 

contributor for driving wages down? Inner or Intrinsic motivation seems here to be the key driving 

force for creative workers i.e. that tangible rewards such as money, are thought off as less important 

or perhaps even willingly forgone in order to enter the field.  

 This particular form of labour trade-off gives rise to the question; does the mere scarcity of 

positions give carte blanche to the players of the industry to make use of seemingly questionable 

labour practices, at least from a more humdrum industry perspective? Or are the players merely 

playing by the rules of the game?    

 Judging from the status quo, it seems that working under these conditions are as certain as 

death and taxes! Perhaps this is acceptable as one might ask; “Why would companies pay creative 

workers if they are willing to do the work unpaid?”  A question like this is not meant to belittle the 

artistically creative people, as obviously they have great importance for society at large, however, it 

is thought-provoking that wage determination within the creative industries have flown under the 

radar and labour conditions seemingly are accepted, as “the way things are” (Siebert & Wilson, 

2013:8), as opposed to e.g. wage determination for employment in the public sector.  

  The more “traditional” way of starting a professional career, at an entry-level position, seems 

to be a thing of the past, considering that many paid entry-level positions are being replaced with 

internships/job training schemes, government subsidised and unpaid positions.  

 Arguments for not financially compensating ones employees may be many, ranging from 

cutting cost, to the exchange of knowledge being considered compensation or even simply put, 

because companies can. 
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 The Creative Industries are undoubtedly highly profitable and appealing to many people. In 

some aspects, social connation glorifies the industry whilst toning down problematic issues such as 

income conditions for creative workers and their entry into the creative labour market. An example 

from research on creative career opportunities in the UK, “With the New Labour Cultural Policy is 

that it has allowed the creative industries to become a rhetorical construction and hidden some 

critical issues and realities, such as the poor career prospects of creative workers” (Comunian et al., 

2009:292). Indicating that aspiring creatives are not fully aware of the repercussions their chosen path 

may lead them down.  

  Perhaps influenced by the global recession, the phenomenon of using unpaid work seems to 

have become a more common business strategy amongst businesses in other industries. In effect, 

having caused a general use and acceptance of unpaid work across many industries. As a result of 

this, the topic of unpaid work is now gaining more attention in countries such as the US and UK. 

Particularly in the US, where a recent wave of lawsuits has been filed against creative companies, 

employing unpaid workers (Gittleson, 2013). The rulings have been in the favour of the plaintiffs and 

these lawsuits may represent a ground breaking change for the unpaid work situation in the US and 

the outcome of these may fundamentally change how creative companies compensate their 

employees.  

 Similar to the UK and US, Denmark faces similar issues and it is therefore important to 

systematically investigate the phenomenon of unpaid work and the underlying circumstances that can 

be found throughout the creative industries. 

 In light of the above the research question is therefore defined as follows: 

 

Research Question 

 

“Why is unpaid work prevalent in the creative labour market? And how does Creative Workers 

manage unpaid work in their careers?” 

 

In answering the research question the following sub questions shall guide the research 

• How has unpaid labour in the creative industries been legitimised?  

• Why does creative businesses use unpaid work 

• Why are creative workers willing to work unpaid positions?  
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Delimitation & Definitions 

 In order to investigate and analyse the above, the research area must firstly be defined and 

delimitated. “An important part of developing social scientific theory is first to define relevant 

concepts that will be used in a giving research project” (Berg, 2001:16). As the understanding of 

what determines a creative worker and creative industries vary greatly, the following shall explain 

how the terms are understood within the constraints of this research project.  

 As the research shall seek to investigate the circumstances surrounding unpaid work and the 

creative workers engaging in unpaid work, the parameters for who the research subjects will be must 

be deliminated. As the term “creative workers” is very broad and covers many areas, three different 

groups of creative workers have been identified and selected as subjects: Fashion Designers (FD), 

Graphic Designers (GD) and Contemporary Artist (CA). The selection of these artistic groups has 

been made in order to focus the research to provide a representative cross section of the overall 

creative workforce within the Danish creative labour market. What is interesting about these three 

particular groups is that Fashion Design and Graphic Design represents two sectors within the creative 

industries that rank highest amongst other creative sectors in total revenue and Contemporary Art 

rank amongst the lowest (Erhvervs- & Vækstministeriet, 2013:13) 

 Moreover, what makes these particular groups interesting to investigate is the difference in 

outcome of the art works produced. Arguably, the work produced by Fashion Designers and Graphic 

Designers can be said to have more commercial possibilities by e.g. having a sellable clothing 

collection and designing a website, arguably more tangible products. Whereas work by contemporary 

artist is not as marketable as the pieces often are one of pieces. However, contemporary artist can be 

said to be part of an experience economy i.e. their work can be used for exhibitions and museums 

where the revenue earned is through ticket sales from visitors.  

 Lastly, by having three different groups across the whole line, there will be the possibility of 

having a comparative element, will any particular differences or similarities surface when 

investigating the groups? 

 Overall, the umbrella term, artist, will be used throughout the project as a label for creative 

workers. Evidently, this selection will not provide a full picture of unpaid work amongst all artistic 

groups, but will strive to provide indications of the underlying circumstances that unpaid artists face 

within the creative labour market.   

 A substantial limitation to this research is the absence of perspectives from the labour demand 

side i.e. first hand perspectives from businesses that use unpaid work. The business perspective is 
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therefore based on few secondary sources and the artist’s own interpretations. This was however not 

a deliberate choice as attempts were made to conduct interviews with business managers and owners, 

however there was no interest in participating.    

Definitions 

Creative industries  The Creative Industries is a sector that is defined by businesses and 

    organizations that operate within the cultural field and produces  

    goods or services that are associated with cultural, artistic or  

    entertainment value e.g. advertising, media, fashion, film, music, art, 

    architecture and design (Caves, 2002).  

 

Artist    The Oxford Dictionary defines an artist as “A person skilled in a  

    practical art” (Oxford Dictionary, 2014) and therefore for the  

    purpose of this report, the term artist will be used as a descriptive  

    term for artistically creative people, who have graduated or currently 

    are in formal education within graphic design, fashion design and  

    contemporary art that aim to utilise their skills professionally full  

    time.  

 
Contemporary Artist Contemporary art is understood as art that has been and continues to 

    be created in our lifetime (Samtidskunst, 2012). Contemporary Artist 

    are therefore defined as artist that produce artworks e.g. paintings and 

    installations that gives a representation of our current society by  

    people that currently are living in it. 

 

Creative Labour Market The term creative labour market will be used as a descriptive term for 

    the labour market in which artist operate.  

  

Fashion Designers  A Fashion Designer is defined as a person that designs fashion  

    apparel and accessories and develops styles and trends.  

 

Graphic Designers  A Graphic Designer is defined as a person that works with graphics 

    and multimedia design. A graphic designer creates graphics primarily 
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    for the printed and digital media e.g. books, brochures & websites etc.

    (UG, 2012).  

 

Unpaid Work   Unpaid work is defined as a placement of work or internship where 

    an artist performs a function, with a creative content, without being 

    financially compensated. Moreover, it is here considered that the  

    position is with businesses that aim to make a profit for private  

    stakeholders and not for charitable causes.  

Arts work   Arts work is hereby defined according to Throsby as “pure creative 

    work involving an artist’s core creative practice”  

    (Throsby, 2007:395) 

 

Arts related work  Arts related work is hereby defined according to Throsby as “work 

    that lies beyond an individual’s immediate creative practice but uses 

    his or her artistic knowledge and skills in activities such as teaching 

    art, arts administration, etc.” (Throsby, 2007:395)  

 

Non-arts work  Non-arts work is hereby defined according to Throsby as “when an 

    artist by choice or necessity generates income from an unrelated  

    occupation in order to support his or her creative practice”  

    (Thorsby, 2007:395)  

 

Motivation   According to the Oxford English Dictionary, “Motivation” is defined 

    as “The general desire or willingness of someone to do something“ 

     (OED, 2014).  In the context of this research, motivation will be seen 

    in context as to which potential factors that artist are motivated by  

    when doing unpaid labour.   
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The Danish Creative Labour Market 

 In the following section a brief description of the Danish creative labour market will be 

presented. A natural point of departure would be to present an overview of the current employment 

situation within the field. However, available statistics on the creative labour market vary greatly 

depending on what the definitions used for the creative industries are and for what purposes the data 

have been collected. Despite differences in data, data from official sources will hereby be presented 

in order to provide an estimate of the current labour market situation within the creative industries.   

 The creative businesses in Denmark consist mostly of many small and a few large companies 

(FORA, 2011). The Ministry of Business and Growth Denmark (Erhvers-og Vækstministeriet) state 

that the creative industries has an annual total revenue of approximately DKK 200 billion which 

accounts for 6-7 % of the total revenue and employment in Danish business (Ervervs-og 

Vækstministeriet, 2013). Making the creative industries a fairly large sector. In the below model it is 

seen that the fashion sector accounts for the biggest part of the revenue in the sector and art & 

craftsmanship accounts for the smallest.   

Revenue in Creative industries - 2010 

   

         (Erhvervs- & Vækstministeriet, 2013:13) 

Employment 

 According to Lorenzen, the creative labour market is characterised by horizontal careers and 

a high level of gate keeping i.e. the industry is very network-based (Lorenzen, 2009).  
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 Current figures from Statistics Denmark states that the current unemployment rate in Denmark 

is 5.8% of the total workforce (DS, 2013). This number represents a labour market with high 

unemployment which all things being equal also affects the creative labour market. 

 According to Statistics Denmark, employment in the “Cultural Industries” had 86.400 

fulltime employed in 2010, compared to 2009 which had 89,000 fulltime employed (DS, 2013). This 

represents a decline in employment of 3 %, which was a greater decline in employment compared to 

the general decline in employment of 2 % (ibid.). The Danish Business Authority (Erhversstyrelsen) 

and the Ministry of Foreign Affair’s estimate the number at approximately 85.000 people employed 

in the creative professions in Denmark (Erhversstyrelsen, 2013 & UM, 2013). 

 As stated by Menger, artists are often concentrated in a few metropolitan areas (Menger, 

1999). In the below model, on employment for graduates from formal artistic education, we can here 

see that this is also the case for the Danish creative labour market where a high concentration of 

graduates are represented within the capital region.  

 

           (DS, 2014:2) 

 According to FORA, the Greater Copenhagen area has approximately 33.000 people 

employed with creative job functions (FORA, 2011). Including freelancers and self-employed it is 

estimated that the number reaches approximately 40.000 (ibid.). However, it is stated that the numbers 

collected by Statistic Denmark shows some degree of inaccuracy.  The company type, “one-man 

company” (enkeltmandsvirksomhed) and freelance workers are not incorporated in the statistics, 

which means that the figures on designers are underestimated (FORA, 2011). A contributor to this 
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underestimation lies with the registration of new companies as there exist no specific registration 

code (erhverskode) for designers to register under, which further leads to the underestimation of self-

employed designers (FORA, 2011). Overall, the creative industries employ approximately 140.000 

people taking into consideration the entire value chain connected to the industries. This accounts for 

15 % of the total Greater Copenhagen workforce, making the creative professions one of the largest 

occupational groups in Copenhagen (ibid.).  

Unemployment  

 In the latest employment report from 2011 by the Cultural Ministry and Statistics Denmark 

on the employment situation for graduates from the artistic and cultural educations, the 

unemployment rate for artist in 2010 was at 10,1 % (DS & KM, 2011). However, other statistics from 

Statistics Denmark show that the unemployment rate for the last 10 graduating classes for the artistic 

and cultural educations has fallen from 15,5 % I 2010 to 12,8 % in 2013 (DS, 2014). The above 

figures here confirm the previous statement that employment figures for the creative industries vary 

greatly depending on the purpose they have been collected. However, I still considered the figures to 

be of value and useful indications of artist’s unemployment rates. Moreover, with the above figures 

it is important to note that 1) Employment statistics have been gathered on graduates from educations 

considered to be from higher learning institutions such as the Royal Art Academy, leaving out e.g. 

graduates from applied arts and technical schools and 2) Graduates are considered to be employed if 

they have completed at least one hour of work in the reference week, ultimo November (DS & KM, 

2011). The above rates provide a rough indication on artist unemployment rates yet a somewhat 

skewed picture.  

 

Fashion designers  

 Fashion designers careers are often marked by adversities in having short-term work and 

taking non-arts works in order to gain a stable income (Svansø, 2007). In the below models we see 

the unemployment rates from all educations available from the Danish Design School Copenhagen 

and Kolding. Under fashion design we see an unemployment rate for fashion design graduates, for 

both schools, to be approximately 15 %.  
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(DS & KM, 2011:18) 

 

(DS & KM, 2011:18) 

 

Graphic Designers 

 According to Dansk Journalistforbund, people working with graphics are the most 

unemployed amongst their members (Andreassen, 2012). In 2011, the unemployment rate for the 

group was 7 % (ibid.). A possible explanation for higher unemployment within this group is the 

development of new technology, which has given the possibility to complete graphic work quicker 

reducing the need for more workers (ibid.) 

 

Contemporary Artist  

 Research shows that contemporary artist financial circumstances are amongst the lowest in 

Denmark (UKK, 2010). In 2009, the general annual average income obtained through the social 
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welfare system (Dagpenge) was DKK 188.500, which was higher than the average graduated artist 

annual income at DKK 133.000 (ibid.). Making a clear indication that the average income derived 

from artist’s primary profession is considerably lower than the average incomes on people receiving 

social benefits. Contemporary artist are often self-employed, free-lancers, have project-based and 

temporary employment in relation to exhibitions in museums, galleries and other types of institutions 

(ibid.) Moreover contemporary artist sporadically supplement their income by doing non-arts work 

whilst simultaneously being self-employed (ibid.). In the below model we see that the unemployment 

rate for graduates from the art academies is higher than 10 %.  

 

 

(DS & KM, 2011:18) 

 

Artist Earnings & Minimum Wages  

 In the below model we see the average incomes for graduates from various artistic and cultural 

learning institutions. Two types of incomes are shown; “Erhversindkomst” which is income gained 

in work within ones profession and “Personindkomst“ which is all other income e.g. income from 

other sources, art grants & social benefits (DS & KM, 2011). 
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(DS & KM, 2011:16) 

 We see that the average incomes for artist from “kunstakademiets Billedkunstskoler” (Art 

Academies) are considerably lower compared to incomes for artists from “Danmarks Design 

school”.  

Unpaid work in the Creative Industries 

 Within the creative industries there is the notion of the starving artist, implying that artist are 

generally poorer than other occupational groups. It is commonly known that artist often work unpaid 

positions and it is a phenomenon that is growing (Navne, Aarestrup & Hybel, 2014). However, as 

there does not exist official data on how extensive the use of unpaid work is one can ask; how is it 

even possible to verify the existence of the phenomenon? Besides the public knowledge of unpaid 

work, searching through job listings, company websites and on industry social networks, it is clear 

that there exists a demand for unpaid work. However, this does not depict how widespread the use is, 

but merely indicates the present demand. 

What are the minimum wages in Denmark?  

 In light of the above, unpaid work in Denmark is legally possible as there does not exist a 

standard minimum wage. In Denmark minimum wages are dependent on whether a company is under 

an agreement (Overenskomst) with a work related union and only these agreements (Overenskomst) 
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can guarantee its members a certain minimum wage (Information, 2012). If there does not exist an 

agreement (Overenskomst), that states the determination of wages between the employer and 

employee at a given workplace, it is up to the individual worker to negotiate wages (Jobpatruljen, 

2014). Unions are however against the use of unpaid work, but having difficulties in preventing it 

due to the above regulations ((Navne, Aarestrup & Hybel, 2014). It is argued that Danish politicians 

will not intervene in respect to the “Danish Model” where it is understood that the labour market is 

organized through voluntary agreements between employer organizations 

(arbejdsgiverorganisationer) and unions (ibid.).  
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Literature Review 

 When exploring academic literature on artist unpaid work, it quickly becomes apparent that 

not much literature exits within the field as the phenomenon does not appear to be addressed directly. 

However, extensive theoretical and empirical research has been conducted on creative labour 

markets, hereunder career patterns of artist, job satisfaction and artist earnings, providing indications 

that unpaid work does in fact exists in various forms and that research can be utilised to investigate 

the phenomenon.  

 It is commonly acknowledged amongst several researchers that artist’s incomes are generally 

lower and their working conditions are less favourable compared to other industries providing clear 

indications that there exist high levels of income inequalities within the creative labour market (Frey 

& Pommerehne, 1989, Menger, 2006, Alper & Wasal, 2006, Steiner & Schneider, 2012, Abbing, 

2002, Siebert & Wilson, 2013, Bille et al., 2013).   

 Despite the academic literature directly related to the research field being limited, there exists 

a multitude of information addressing unpaid work within the creative industries through other 

sources such a news articles, blogs, grass root communities and artist forums.  

 Searching for literature concerning unpaid work directly connected to the Danish creative 

labour market the literature is even more scarce and virtually non-existent. That which can be found 

typically consists of sporadic news articles addressing internships/job training and government-

subsidised positions (løntiskud). However, when looking to other countries such as the creative labour 

markets of the UK and the US, the information increases. In these countries, unpaid work has been 

gaining more attention in recent years as a rising level of lawsuits against creative companies 

employing unpaid workers are being filed (Gittleson, 2013).  

   

The Creative Labour Market and its workers 

  What exactly is the creative labour market and how does it differ from “humdrum” (Caves, 

2002) labour markets? There is a somewhat boundary issue that firstly must be addressed. The labour 

force within the creative industries consists of various groups of people that come together and shape 

the industry. In a sense the creative industries can be considered a dual-labour market, which consist 

of humdrum workers, dealing with activities such as production, administration and financial aspects 

and creative workers, dealing with the creation of artistically creative products, each group having 

their own labour conditions within a mutual shared industry. Thus making the creative labour market, 



 18

as a whole, challenging to distinguish from the general labour market. However, from a selection of 

researchers, it will here be attempted to provide an overview of how the artist labour market can be 

characterised.  

 According to Menger, “Artist as an occupational group are on average younger than the 

general work force, are better educated, tend to be more concentrated in a few metropolitan areas, 

show higher rates of self-employment, higher rates of unemployment and several forms of constrained 

underemployment (non-voluntary part-time work, intermittent work, fewer hours of work), and are 

more often multiple jobholders (Menger, 1999:545).  

 Alper and Wassel have conducted extensive empirical research on artist and examined their 

careers and labour markets and the research shows that artists in many aspects closely resemble 

members of other professions, however there are some few distinctive differences (Alper & Wassel, 

2006).  

- The additional years of schooling that other professional workers have achieved relative to 

artists” 

- “The artistic labour force has, ……, been composed of a higher percentage of men and whites 

than the other professions “ 

- “Artists also have consistently worked fewer weeks per year and fewer hours per week”  

- “Consistently poorer labor market outcome of artist”  

(Alper & Wassel, 2006:834).  

 Comparing the above, we here see an clear understanding that artist as an occupational group 

works less than other workers and have poorer labour market conditions compared to other 

professions indicating here that overall artist face difficulties in establishing a fulltime career with a 

stable income.  

 

What defines an artist?   

 According to Abbing it is extremely difficult to categorize artists (Abbing, 2002), making the 

possibility of quantifying the amount of unpaid work amongst artists probably even more challenging. 

As stated in the description of the Danish creative labour market, official employment statistics for 

artist are difficult to acquire as the definition of what determines an artist varies greatly. What can 

then be the explanation as to why there exists no accurate employment statistics and moreover the 

use of unpaid work in the arts? Abbing explains three reasons as to why it is even difficult to count 

artist; 
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A) “Diplomas do not reveal who is a professional artist” 

B) “Many professional artists are self-employed and unaffiliated” 

C) “Many artists earn most of their income from second jobs and these often do not appear in 

statistics”  

(Abbing, 2002:133) 

 Moreover, as the definition of art varies greatly, defining who can be considered an actual 

artist can be an even more challenging endeavour. According to Frey & Pommerehne there are at 

least eight criteria that can be applied in order to determine who is an artist.  

1. “The amount of time spent on artistic work” 

2. “The amount of income derived from artistic activities” 

3. “The reputation as an artist among the general public” 

4. “The recognition amongst other artists” 

5. “The quality of the artistic work produced (which means that artistic “quality” must be 

defined somehow)” 

6. “Membership in a professional artists group or association” 

7. “Professional qualifications (graduation in art schools)” 

8. “The subjective self-evaluation of being an artist” 

(Frey & Pommerehne,1989:146) 

 As previously stated, the above indicates issues in determining when a person can be 

considered an artist. Ranging from hours spent on artistic work, recognition amongst other artist and 

the self-evaluation of being an artist (ibid.). It can be argued that many of the criteria are intangible 

criteria that are troublesome to measure as they are based on people’s individual opinions. In 

combination to Abbings three reasons it may here be the exact reasoning behind as to why available 

statistics on artist does not provide a well-nuanced picture of the status quo. Moreover, if most artists 

earn their income from second jobs and this income does not appear in statistics, their unpaid arts 

work may never become quantifiable?   

 Why are there so many artists? 

 “It has been documented for so long that excess supply of artistic labour appears to be 

permanent and may act as a true structural condition of the arts unbalanced growth”  

(Menger, 2006:5)  
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 “The artistic labour market is characterised by permanent excess supply – there is always a 

pool of young and talented artists waiting for their breakthrough, which in most cases does not 

happen”       

(Bille et al.,2013:16) 

 In the creative labour market it is clear that the labour supply clearly exceeds the demand. 

What can be attributed to this excess supply? There are undoubtedly many factors that have 

contributed to why we see an excess supply of artists in the ever-growing creative industries. Amongst 

others, with the development of technology there has been an explosion of creative job functions in 

e.g. new media, broadcasting & advertising industries that have lead to an increase in artistic job 

functions (Menger, 1999). Taking a historical perspective, a further explanation is that much of the 

employment gain in Europe, especially in the 70s and 80s, has been attributed to federal and local 

government subsidies that has led to the growth of the non-profit sector providing services for artistic 

training (Menger, 1999). From this point of view, excess supply can here be explained by the fact 

that there over time has been an increase in more training of creative workers. Here is an indication 

of how institutional factors that have created the circumstances for an increase in artist i.e. more 

education has been made available, which subsequently has lead to more people over the years to 

utilize the available training. Further elaborating on financial support to the arts, Abbing argues that 

this support, e.g. government art subsidies, can be counterproductive for the creative labour market.  

“Subsidies encourage artist to orient their activities towards the government instead of the market” 

(Abbing, 2002:150). It is stated that policymakers will have the intent to better conditions for artists 

by attempting to raise income levels, however these subsidies may actually have an adverse effect 

(Abbing, 2002). In some circumstances it does not increase wages overall the entire playing field, but 

instead merely leads to an increase of artists whilst keeping income levels at the status quo. Abbing 

argues when some artists receive government subsidies it deters them from looking to the market for 

income and rely on non-market sources, which ultimately creates space for newcomers to enter the 

market thus making the income distribution and average incomes remain the same (ibid.)  

 “In general, more money spent on the arts per capita – whether its from consumers, doners 

or governments – does not raise the average incomes of artist; instead it just increases the number 

of artist, including a larger number of poor artists per hundred thousand inhabitants, and therefore 

to more poverty” (Abbing, 2002:132)  
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 However, it is important to note that support to the arts arguably does create better working 

conditions, though predominantly on an individual level and not for artist as an overall occupational 

group.   

 Menger further raises an interesting statement towards the excess supply of artist. He 

postulates that it is in society’s best interest to maintain an oversupply in order to secure the best 

quality art “it can be claimed that it is in the interests of society at large to nurture an oversupply of 

artists so as to have the best possible choice of talented artists” (Menger, 1999:570). 

 The above has provided a brief explanation to the excess supply of artist in terms of 

institutional circumstances e.g. more artistic training and government support. However, does this 

make the situation in the creative labour market unique to the creative industries?    

Rosen stated already in 1981 that the creative labour market was a skewed one where a few 

individuals dominated an entire market (Rosen, 1981) Interestingly, he stated that it was not a 

phenomenon uniquely connected to the creative industries but one that could be seen throughout a 

variety of fields (ibid.) It can be compared to the market form Oligopoly, where a few sellers or 

producers dominates the market. However, the most distinctive difference is that the “losers” of the 

creative labour market do not necessarily leave the market, but instead continue to choose to stay in 

the market despite poorer working conditions, the lure being that the world of the arts is “just too 

attractive”  (Abbing, 2002:288)   

 One must therefore assume that the excess supply cannot only be attributed to institutional 

circumstances, but also to the artist themselves “Despite the evidences of low return from vocational 

creative work and of the high degree of income inequality, artists are not deterred from entering such 

an occupation in growing numbers” (Menger, 1999:553).  

 Menger suggest that the lure of high rewards and social recognition may lead aspiring artists 

to engage in an “occupational gambling behaviour” (Menger, 1999:568). This statement suggest that 

artists are knowingly entering the arts knowing that the market comes with a high level of uncertainty 

i.e. the chance of becoming successful or even financially compensated quite limited, yet they are 

willing to take the gamble. Santos ((1976) in Alper and Wassal, 2006) states that; “performing artists 

belong to a class of risk-taking workers who, unlike other workers, are willing to trade off a small 

chance at substantial financial rewards for a much larger chance of low earnings”(Alper & Wassal, 

2006:835). Abbing further supports this statement; “due to the market structure, extreme monetary 

rewards and renown lure people into the arts” (Abbing, 2002:114) 
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  Giving the above, the mere possibility of high financial rewards adds to the attractiveness of 

the creative industries, but what are the mechanisms behind these few, yet very high earnings?  

Rosen refers to these high incomes as “The economics of superstars” and has investigated the 

economic activity surrounding superstar artist. It is stated that the phenomenon of superstars is 

characterised by a concentration of output by a few individuals, marked skewness in the distributions 

of income and very large rewards at the top (Rosen, 1981).  In standard theory, it is suggested that 

people with above average talent should earn more because consumers would prefer their product to 

another. However, this is not always the case as preference alone is incapable of explaining the 

economics of Superstars (Rosen, 1981). The notion of the “box office appeal” is introduced i.e. the 

ability to attract an audience and generate a large volume of transactions is the most important in 

understanding the economics of superstars (ibid.). This “box office appeal” is however an elusive 

quality and is very difficult to measure and determine when an artist possesses this quality. Moreover, 

an access to technology and mass distribution channels also offer an explanation as to why certain 

artist obtains high incomes and it is stated that this perhaps attributes more to success than a level of 

talent (ibid.).  

 

Education = Success? 

 In the above section it was stated that excess supply of artist was amongst others attributed to 

more artistic training. But does there exist a correlation between the level of education in the arts and 

a successful career? Renger (2002) in Bille “found that characteristics of the artist’s education were 

to have little or no impact on the artist career. Self-educated artists have the same earnings and the 

same supply behaviour as those with formal arts educations” (Bille, 2008). Moreover, Menger states 

that artist“Get lower returns from their educational investments than is the case in other comparable 

occupations” (Menger, 1999: 553).  

 Abbing raises an interesting aspect in relation to how artist, during their education, are taught 

to consider their work “the reward orientation taught in lesser fine arts and in applied arts schools 

is less anomalous. As in most technical and vocational training, commercial success is encouraged 

and thus to make products that sell” (Abbing, 2002:95).  

From the above, it provides an indication that artist dealing with the fine arts, are not trained to make 

art with the intention to sell but to create art for the sake of making art. It can then be argued that 

artists such as graphic designers and fashion designers are more encouraged to make art that has more 

commercial capabilities for the purpose of turning a profit.  
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What are artist employment possibilities?  

 Menger argues that stable employment for artists in terms of long-term contracts, almost 

purely exists within large established organizations;“Only long-lasting organizations such as 

symphony orchestras, opera houses, and visual art and music schools may hire a large part of their 

artistic personnel on long-term contracts” (Menger, 2006:771).  Moreover, it is stated that; “long-

term artistic employment has been vanishing except in heavily subsidized and sponsored 

organizations like orchestras and opera houses” (Menger, 2006:805).  

 One can only speculate as to why these types of organizations, which falls under the category 

of creative industries, have income conditions that resemble income conditions for humdrum 

industries?  Perhaps here it is the level of novelty of the product that may be the explanation? I.e. that 

the level of creative innovation would be categorised as low as the art works produced here often are 

reproductions of already established pieces of art e.g. symphonies by Mozart and Beethoven. Given 

that these are reproductions, it must be assumed that there exists an expectation towards the product 

giving it a confirmed value that is perceived to have a quantifiable financial value ultimately 

providing stable wages for artists within these organizations.  

 Contrary to long-terms contracts, it is stated that short-term contracts prevail in the artistic 

labour market and are predominantly found in temporary and small cultural organizations (Menger, 

1999). In the description it was stated that the majority of firms, within the Danish creative industries, 

consisted of mostly small companies (FORA, 2011) indicating here that it is highly likely that Danish 

artists employment contracts also can be characterized as being short term. If short-term contracts 

then are more dominant, then all things being equal, there should be related periods of unemployment. 

How do artists then overcome this hurdle in order to sustain a living?  Menger argues that: “the 

typical worker will view the risk of unemployment as something that must be compensated for by a 

higher hourly wage” (Menger, 1999:550).  This implies that workers with a short-term contract will 

seek to gain a substantial wage when employed in order to compensate for periods of unemployment.   

However, knowing the degree of low or unpaid work in the creative labor market, does this argument 

hold when describing artists employment possibilities? Menger states that this has been observed in 

certain groups of artist that earn a higher hourly wage than those on a long-term contract. The reason 

being that employers must pay a wage premium in order to maintain an access to a reserve of 

underemployed individuals (Menger, 1999).  
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Multiple Jobholding & Artist Earnings  

 Previously in the review, it was stated that artist incomes generally are lower compared to 

other professions. Florida et al. find that “most members of the “creative class” do live off their 

creative labour, but rather accept poor or precarious economic conditions as a (temporary, they 

hope) trade-off for the ability to realize themselves or pursue their dreams” (Arvidsson, Bauwens & 

Peitersen, 2008:10). Given this statement, how does artist manage to obtain a sufficient means of 

income? Research by Baumol & Bowen has found that artist can improve their economic situation 

by being supported in three different ways: 

1. Artist can be supported by private sources (working spouse, family, or friends).   

2. Public sources (subsidies, grants and commissions from the state ….. and other transfer 

incomes from social and unemployment insurances.  

3. Hold multiple jobs.  

(Baumol & Bowen, 1966 in Menger, 1999:562) 

 Given the above propositions other researchers have provided similar conclusions as much of 

the existing literature on artists earnings overlap. 

Proposition 1. 

 Siebert’s & Wilson’s findings showed that while graduates undertook unpaid work they 

received support from their parents and drew on savings from paid secondary jobs in other sectors, 

also indicating a level of multiple job-holding, proposition 3 (Siebert & Wilson, 2013). 

 

Proposition 2. 

 As art subsidies may be limited to a few recipients. Abbinig states that “Many artist use social 

benefits, unemployment benefits, or related government money to finance their activities” (Abbing, 

2002:141) 

 

Proposition 3. 

 “Multiple job holding shows a general upward trend, and artistic workers rank among the 

highest in the percentage of all workers who have secondary jobs” (Menger,1999:562). Through job 

diversification artist manage their careers with secondary jobs in order to maintain their primary 

commitment to the art world. Following Menger, it is however argued that multiple job holding is 

more prevalent in the beginning of an artist’s carrier and with time reduced as, if successful, the 

reputation of the artist will grow enabling a higher or even stable income (Menger, 1999). 
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 Abbings raises the notion of artist earnings as a gift sphere (Abbing, 2002) In certain respects, 

the economy of the arts looks like the pre-capitalist economy by the use of many gift transactions as 

opposed to the exchange of money for goods and services (Abbing, 2012). “Approximately half of 

the arts income derives from the market. But compared to other sectors, the market remains 

secondary while the gift sphere continues to be enormous” (Abbing, 2002:291). Given this current 

status of the arts, Abbing proposes the notion that if the gift sphere were to be become smaller i.e. a 

decrease of donations and subsidies to the arts, would change the field of the arts into a sector that 

would resemble more other sectors and with much fewer “victims” (Abbing, 2002). Entertaining this 

notion, would the creative industries then continue to be attractive?  Abbing further debates this and 

postulates, “Art will lose some of its magic and retain less prestige” (Abbing, 2002:292). If the above 

were to become reality, would we then see a decrease of the excess supply of artist we see in the 

creative labour market? 

 

Why are incomes low?  

 “Evidence indicates that the average income among artists is lower than in comparable 

professions” (Abbing, 2012:111). Abbing raises here the issue of an “income penalty” (Abbing, 

2013:112) that artist has to endure when entering the arts as opposed to choosing another occupation 

in the non-arts field (Abbing, 2012). So what can explain that incomes in the arts are so low or even 

negative? Abbing argues a main contributor to low incomes lies with the high status that the arts have 

been given by society that leads to an overcrowding of artist and therefore to low incomes (Abbing, 

2002).  Many factors have of course contributed to this development and this particular social 

construct has been developed over decades. It is stated that it is to a large extent due to donations and 

subsidies to the art community given by governments and private stakeholders that has altered the 

perception of monetary rewards within the art community (Abbing, 2002). This development has 

resulted in some artists to focus their income from only non-market sources and ultimately lead some 

consumers to believe that it is the role of governments and the elite of society to support the arts, 

which ultimately add to the attractiveness of the arts i.e. it is unattainable for mere mortals. Abbing 

argues that this is partly the explanation to the overcrowding of artist, which ultimately explains low 

incomes (Abbing, 2002).  

 Contrary to the above, where government support suggests a counterproductive effect to the 

creative labour market, Throsby notes that public policy in most developed countries recognises a 

role for government policy to support artistic activity to break the financial constraints preventing 
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artist from reaching desired work allocations (Throsby, 2007). I.e. it is here suggested that in order 

for artist to be able to spend enough time to do arts work, government support is needed.  

 

Unpaid work 

  “Rewards in artistic jobs are of two sorts: monetary and non-monetary, the latter being 

“psychic income”” (Menger, 2006:777).  

 Further elaborating, Abbing states that incomes in the arts are low or even negative (Abbing, 

2012). With the above two statements we can here see a clear indication of the presence of unpaid 

work, “the psychic income”, implying that methods of intangible compensations are present and 

“negative income”, simply put implies that no compensation is present.  

 Describing the situation of unpaid work in the creative industries in the UK, Siebert & Wilson 

raise issues that creative workers face when entering the creative labor market and the consequences 

for those who already work in the sector (Siebert & Wilson, 2013).   

Amongst other topics, it is argued that the reasoning behind unpaid work is that “Unpaid work in the 

creative industries allows people to acquire the social capital needed to find employment” (Siebert 

& Wilson, 2013:3). Indicating here that unpaid work is often the only route into employment in the 

sector making the main reason for young people to engage in unpaid work lie in the hopes of securing 

a permanent job (Siebert & Wilson, 2013).  

 What is most notable in the research conducted by Siebert & Wilson is, as opposed to 

Denmark, the UK has national minimum wage regulations, but still there exist an increased concern 

amongst unions and student bodies that employers are ignoring this minimum wage rule by hiring 

interns to do unpaid work (ibid.).  Similarly to the above concerns, UKK a Danish independent non-

profit organization, that represents young artists and arts facilitators in contemporary art (UKK, 

2013), states that since they were established in 2002, the working conditions for art workers has 

changed dramatically and argue that “the unsettling element is that they do not get paid for what they 

do” (UKK Survey, 2013:3). UKK claims that unpaid work is related to two elements that are specific 

to a Danish context, 1) The welfare benefit system and 2) The creative industries (UKK, 2013). As 

Menger stated, short-term contracts prevail in the artistic labour market (Menger, 1999) making many 

young artist use the welfare benefit system in the beginning of their careers as it is common “to be 

paid next to nothing” (UKK, 2013:4). However, increasing bureaucratic requirements makes it harder 

for artist to move in and out of the system preventing many from focussing on their careers and job 

possibilities (UKK, 2013). Secondly, it is claimed that an increased focus on the creative industries 
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with the notion that art and culture generates money, have changed the understanding of art as 

something exceptional into a self-reproductive norm, “we want art in our society, but we want art to 

service society” (UUK, 2013:4). Therefore an increased focus on audience numbers have encouraged 

art institutions to create “blockbuster” exhibitions instead of experimenting with new art which all 

things being equal creates less favourable conditions for aspiring artists (UKK, 2013). 

 

Motivation 

 “Artist often have second jobs….. But this income allows them to survive as artists. As soon 

as they have what they perceive as enough money to survive, they lose further interest in earning 

more money and instead spend more hours making their art” (Abbing, 2002) 

 In terms of motivation, the latter part of the above quote is very interesting in relation to Freys 

economic theory on personal motivation. In the above, the example shows that when an artist, 

according to Abbing, reaches a point where he/she earn sufficient income in a non-arts job, the focus 

shifts to concentrate on the production of art i.e. an external incentive enhances the person’s intrinsic 

motivation to produce art, the Crowding in effect (Frey, 1997). 

 Similarly, “Throsby showed that artists supply the non-arts labor market only up to the point 

where an adequate return is received to support their primary artistic work” (Throsby in Menger, 

2006:791). Moreover “Throsbys evidence shows that once a satisficing level of income has been 

reached from earnings from all sources, artist devote more time to arts work, eschewing the 

opportunity to earn more from doing more hours of non-arts work” (Throsby in Towse, 2006:882). 

 So what can the above findings indicate about artist motivation for doing non-arts work?  The 

obvious is that some artists are willing to compromise in terms of which market they supply their 

labour i.e. doing non-arts work, in order to sustain arts work. This ultimately confirms that some 

artists at least, are intrinsically motivated by a very high need to create art and are willing to 

compromise, at least on a short-term basis.  

 The above quotes here shows interesting issues on artist motivation but moreover supports 

the findings that 1) multiple jobholding is common amongst artists and 2) financial compensation for 

arts work is either very low paid or unpaid considering a secondary job is necessary.  
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Job satisfaction   

 Given that artist face less favourable conditions and low or even negative incomes, what can 

be said to their job satisfaction?  In the paper “Happiness in the Arts”, job satisfaction amongst artists 

is investigated. It is stated, as other researchers have concluded, that artists are prone to high 

unemployment and low incomes, which suggest low job satisfaction (Bille et al., 2013). However, an 

analysis including artists from 49 countries shows a different picture and suggests that artist actually 

have higher job satisfaction compared to other workers due to more autonomy in their work (ibid.) 

“Artists view the process of working to be of special importance” (Bille et al., 2013:17). Here, it is 

argued that artists value the opportunity to have: initiative in their job, an interesting job, a job that 

meets their abilities and a job where they can learn new skills (Bille et al., 2013). Moreover, flexibility 

in working hours and autonomy attributes to higher job satisfaction (ibid.). Lastly, self-employment 

is ranked highly and significantly related to job satisfaction” (ibid.) “Artists are on average found to 

be considerably more satisfied with their work than non-artists” (Steiner  & Schneider, 2013:242) 

 

Why do companies use unpaid work? 

 Throughout the literature review, various factors have been presented in order to understand 

the artistic labour market. The research has been focused from the perspectives of the artist, but what 

does existing research have to say on why companies utilises the phenomenon of unpaid work?  

Siebert and Wilson state, “There is no research on the experience of those who work with the unpaid” 

(Siebert & Wilson, 2013:3), leaving it troublesome to obtain a more nuanced picture of unpaid work. 

However, Siebert & Wilson provides assumptions and seeks to explain the behavior. 

 It is stated that unpaid labour benefits businesses, as the demand for work experience is high, 

making it possible for companies to use unpaid labour as a cost-effective flexible solution for 

recruitment needs (Siebert & Wilson, 2013).  They mention the term a “try before you buy” approach 

which allows graduates to “get a taste” of the industry while the employers gets the chance to “test” 

potential candidates (ibid.). As a recruitment tool, unpaid labour, is all things being equal a low cost 

method to test potential employees. 

 UKK moreover state that government subsidized positions and internships have been 

introduced in the market in order to create employment (UKK, 2013). However, it has had the 

opposite effect and created the possibilities for art institutions to obtain cheap staff (ibid.). Art 

museums and exhibition spaces are dependent on these positions, as they do not posses the finances 
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to establish new positions (ibid.). Given that there is no research on why companies use unpaid work, 

it can from the above arguments be hypothesised that some of the main reasons are: 

• Low cost method of testing potential employees. 

• Government regulations create the possibility to do so.  

• The possibility to cut cost on wages. 

• To have access to staff regardless of financial situation.   

 

Impact on the Creative Labour Market 

 Siebert & Wilson raises certain issues that unpaid work may have on social mobility within 

the creative labour market. They have stated that; “unpaid work in the creative industries allows 

people to acquire the social capital needed to find employment” (Siebert & Wilson, 2013:3). 

However, this does not apply to all aspiring creatives as in order to access the necessary social capital 

(work experience) that may lead to paid employment, requires an already existing somewhat high 

level of social capital in terms of the right connections and perhaps more importantly, the means to 

sustain a living whilst undertaking low-or unpaid positions (Siebert & Wilson, 2013). This indicates 

that in order to even consider unpaid work, at least within the context of Siebert & Wilsons research 

in the UK, one must have a certain socioeconomic background in order to have a chance for successful 

entry into the creative labour market. They argue that the result is that many people are being excluded 

from unpaid work and ultimately will have fewer opportunities to work in the creative sector (ibid.) 

“social mobility in this sector might be hindered, existing inequalities reinforced and social diversity 

of the workforce undermined” (Siebert & Wilson, 2013:6). Ultimately, this may lead to a non-

diversified creative labour market and in the long run hinder creative development (ibid.).   

Summary 

 Throughout the literature review it is seen that there are many similarities amongst the 

findings from each of the presented researchers. Their research at times overlaps and supplements 

each other very well. Interestingly enough, regardless of national boarders e.g. Alper & Wassals data 

based on US data, Thorsby’s on Australian data and Abbings on Holland, artists behaviours and their 

labour markets seems to operate on a similar manner to a certain extent. A noteworthy aspect however 

is the institutional circumstances that are different from country to country. As Denmark has an 

elaborate social welfare system and no minimum wage labour laws, it might here by a main 

contributor for the existence of unpaid work at least within a Danish context.  
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 One of the most striking findings is that the supply of artist clearly supersedes the demand, 

which has led to a creative labour market where the conditions are less favourable for artist and more 

effective for businesses.  

Theoretical Framework 

 As stated in the literature review academic research on artist’s unpaid work is extremely 

limited. Therefore in order to answer the research question and analyse the surroundings of artists 

unpaid work patterns, the theoretical framework will consist of a combination of a selection of 

existing theories on artistic labour markets and personal motivation. The Work-Preference Model by 

David Thorsby, Hans Abbings theory on why people choose to become artist and Bruno Frey’s 

Economic theory of Personal Motivation. This theoretical approach will then be used in combination 

to provide findings on a related phenomenon that the theories were not originally intended to explain 

in order to shed light on artist unpaid work. Together with the empirical findings based on the 

literature review and the coding analyses of the interviews conducted with the artists, this approach 

will subsequently, through the discussion, lead to another theoretical understanding of the artistic 

labour market in which explanations to the circumstances surrounding artist unpaid work may be 

found. 

The Work Preference Model 

 Based on a large amount of theoretical and empirical research on artist and how they behave 

in the labour market, Throsby has identified at least two important ways in which artists behaviour 

differs from the traditional economic model of labour supply (Throsby, 2007) 

Firstly, Thorsby states that understanding artist behaviour is complicated by the phenomena of 

multiple job holding amongst artists where it is stated that artists not only supply one, but three 

distinct labour markets; 

1. A market for “pure” creative work 

2. A market for arts-related work 

3. A non-arts market 

(Throsby, 2007:398) 

 

Here artist face a work choice that can be considered as a two-stage process; 1) artist have to choose 

how to divide their total working time between the three labour markets? and 2), within creative work, 
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what specific work should be undertaken? (Throsby, 2007). However, is it important to bear in mind 

that;  “Many professional artist are unable to spend as much time as they would like at their arts 

work, the overwhelming reason being the lack of work available or the inadequacy of financial return 

(Throsby, 2006:396). 

 Secondly, contrary to the traditional labour supply model, where workers sees “work time” 

as “yielding disutility”, artists are known to gain “psychic income” for working, implying increasing 

rather than decreasing total utility from work in the arts up to a certain point (Thorsby, 2006). Workers 

are hereby seen to have a positive connotation for time spent on leisure and negative for the time 

spent on work as opposed to artists that assumedly view work as positive, psychic income.  

This is seen in Thorsbys Work-Preference model for artist which is a simplified model where it is 

asserted that artist does not fit into the standard economic theory of labour supply (Steiner & 

Schneider, 2012). The model is based on the following assumptions; 

• “Artist derive utility and not disutility from work as assumed by standard economic theory” 

• “Artist derive less utility from income than other workers” 

• “Artist can supply labour to two labour markets; the artistic and non-artistic”  

• “The hourly wage is higher in the non-artistic than in the artistic labour market” 

• “A minimum level of consumption is required for physical survival …. individuals maximize 

their labor supplied to the artistic labor market and are subject to a subsistence consumption 

constraint, which might force them to supply some labor to the better- paying non-artistic 

labor market”. 

(Steiner & Scheider, 2012:277) 

Excess Supply of Artist 

 Abbings research seeks explanations to the excess supply of artist within the creative labour 

market and has provided six reasons as to why people continue to want to become artist despite being 

well aware of the precarious nature of the creative industries (Abbing, 2012).  

1. Many people are attracted to the arts because the top incomes are extremely high 

2. Artist think they are unfit for non-arts jobs. 

3. Artists are less interested in monetary rewards than other professionals and more in private 

satisfaction and status. Therefore, they are prepared to work for low wages 

4. The average artist is relatively more daring or reckless. With its high prices the arts are 

attractive to daring people. 
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5. Artist sometimes ignore information is plausible. Over-confidence and self-deceit add to art 

world overcrowding. 

6. Misinformation. In this case, the cause of low incomes is not sought in the artists character, 

but in how society deceives potential artist. Persistent myths factors make the arts more 

attractive than they would otherwise be. Therefore many people enter the arts and income is 

low.  

(Abbing, 2002:123) 

Economic Theory on Personal Motivation 

 In Bruno Frey’s economic theory on personal motivation he further builds onto classic 

economic theory and states that human motivation, is not merely restricted to monetary incentives 

(extrinsic motivation) but also inner (intrinsic motivation) incentives (Frey, 1997). Frey claims that 

people do not solely work because they are being paid to do so, but engage in many activities for the 

simple reason that they like them (ibid.). In Frey’s view there is more to “the common man” than 

merely aiming at profit maximisation. He argues that “man” may reach a point where extrinsic 

motivation no longer has effect and intrinsic motivation takes over (Frey, 1997).  

Frey suggests five basic propositions that characterize the relationship between intrinsic and extrinsic 

motivation; 

1. Intrinsic motivation is of great important for all economic activities. It is inconceivable that 

people are motivated solely or even mainly by external incentives 

2. The use of monetary incentives “crowds out” intrinsic motivation under identifiable and 

relevant conditions (Crowding out effect) 

3. Other external interventions such as commands or regulations can drive out intrinsic 

motivation 

4. External interventions may enhance intrinsic motivation under some conditions (Crowding-

in effect). 

5. Changes in intrinsic motivations may spill over to areas not directly affected be monetary 

incentives or regulations (spill over effect) 

 (Frey, 1997:1) 

 What is interesting for this particular research project is particularly proposition number 4, 

stating that under certain conditions; external factors enhances people intrinsic motivation, the 

Crowding-in effect. This is a phenomenon that seemingly frequently occurs within the creative labour 
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market and referring to Throsby’s Work-Preference model, the Crowding-in effect may here explain 

why artists derive utility and not disutility from work.  

 

Summary   

  As there undoubtedly are many factors contributing to the explanations of unpaid work in the 

creative industries, I postulate that the above selected theories represents crucial elements to 

understanding the phenomenon. As the Work-Preference Model indicates that artist derive utility 

from working and not disutility (Thorsby, 2006), the model can here be used to gain a understanding 

of why artist will choose to engage in unpaid work as the work itself will have a significant meaning 

or value to the artist regardless of the presence of a monetary reward.  

 In Abbings explanation as to why people choose to become artist, it can to used to provide 

fundamental indications on artist’s motivations for becoming an artist and subsequently to 

determining their later behaviour in their attempt to establishing their careers.    

 Lastly, Bruno Freys economic theory on personal motivation can be used to determine under 

which conditions it will be more probable that artist will choose to do unpaid work.  
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Methodology  

Philosophical assumptions  

 In the following section my epistemological point of view will be outlined. When doing a 

research project it is relevant to consider ones philosophical background, how I as a researcher view 

the social world and how can knowledge about the world be obtained? It is crucial when constructing 

a solid piece of research and gives the direction for the research design and strategy on how to analyse 

and interpret the empirical findings. “Despite philosophical assumptions are inherent with the 

researcher it is important to make ones philosophical assumptions explicit”  (Meyers, 2009). In my 

thesis I have taken a social constructionist approach, in which the basis is structured around the notion 

that all social reality is constructed or created by social actors (Gregen, 1998). In using a social 

constructivist approach when doing research it is important to bear in mind that there is no absolute 

truth, the truth is relative and is constructed by individuals or society. What is common within the 

many forms of constructionism is the concern with subjective and shared meanings (Eriksson & 

Kovalainen, 2008) 

 A social constructivist view as a philosophical standpoint indicates an interest to understand 

how people, as individuals or as a group, interprets and understands social interaction (Eriksson & 

Kovalainen, 2008) 

“Social constructivism seeks to understand how the seemingly “objective” features, such as 

industries, organizations and technologies, are constituted by subjective meanings of individuals and 

intersubjective processes such as discourse” (Eriksson & Kovalainen, 2008:34) 

 Vivin Burrr has identified four basic assumptions that describes a social constructionist 

philosophical position: 

• “It takes a critical stance toward taken-for-granted knowledge, trying to open it up for 

discussion. It is assumed that the world does not present itself objectively to the observer, but 

is known through human experience, which is mediated by language. 

• “The categories in language that are used to classify things around us are produced through 

social interaction within a group of individuals at a particular time and in a particular place. 

• “Knowledge is sustained by social processes and conventions of communication 

• “Knowledge and social action goes together” 

(Erksson & Kovalainen, 2008:34) 
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 As interviews have been conducted, as a primary source of empirical data collection, on the 

social actors within the research topic, the way in which, I as a researcher view the social world, takes 

a starting point in how the respondents view their own social reality i.e. that I draw conclusions based 

on the respondents own language and interpretations of their own worldview.  

“Research done from these philosophical positions does not predefine dependent and independent 

variable, but focuses on the full complexity of human sense making as the situations emerge. It is also 

assumed that there are many possible interpretations of the same data, all of which are potentially 

meaningful” (Eriksson & Kovalainen, 2008:34).  

Research Method & Structure  

 In order to answer the overall research question, the research process will be made through an 

explorative case study with an inductive approach i.e. the research shall firstly seek to investigate a 

specific phenomenon and then provide general findings on the subject. When taking an inductive 

approach one follows the process of starting with empirical research that leads to theoretical results 

(Eriksson & Kovalaninen, 2008). What is characteristic of a case study is that it is an empirical 

investigation that deals with a single phenomenon, in this case artist unpaid work within the creative 

industries (Andersen, 2003). 

 The research will make use of qualitative methods and take a base in already existing 

quantitative research. Quantitative can here be understood as already existing theoretical and 

empirical research, which has provided an overview of the mechanisms at work within the creative 

labour market and ultimately contributing in explaining artists unpaid work. Qualitative methods is 

used through the completion of interviews conducted with artist in order to explore the first hand 

circumstances surrounding why artist engage in unpaid work.  

 As the research question overall aims to gain an in-depth knowledge of artists unpaid work 

habits, the point of departure will be to understand the general labour market conditions within the 

creative industries. A look into existing research on the creative industries in terms of employment, 

working conditions and career patterns has been used in order to establish an overall view of the 

industry. Hereafter, an extensive literature review was completed based on secondary sources to gain 

a deeper understanding of the market forces at work. From here on moving on to the analyses based 

on the data derived from the interviews, together with existing research will create the cornerstones 

for the analyses. The findings from the analyses will then be combined and further discussed in the 

discussion leading up to the conclusion. Lastly perspectives will be presented.  
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Data Collection Technique 

 The empirical data will consist of a combination of both primary and secondary sources. 

Primary data will used in order to gain a first hand understanding from the perspective of the 

individual artist and secondary sources will be used to gain an in-depth knowledge of the complexities 

of the creative labour market.  

 The primary data consist of semi-structured face-to-face individual interviews with artist 

within three different artistic fields. In terms of quantity of interviews, Kvale suggests that the data 

sample must neither be to small nor to big. If the data sample is not large enough it will not provide 

sufficient data in order to make generalisations and too big would make it troublesome to conduct a 

thorough analyses within the constraints of a research project. Nine interviews was therefore planned 

and deemed to be adequate to provide general assumptions about the research field. However, in the 

course of the interview process, only eight interviews were completed as the search for three 

contemporary artists failed and only two agreed to participate. In retrospect, the search for a third 

contemporary artist could have been broader.   

 The secondary data will consist of primarily academic literature supplemented by statistics, 

articles and Cand. Soc CBP course literature. The existing academic research, from a wide selection 

of theorists, on artists and their labour markets have provided an extensive literature review which 

have lead to the development of the theoretical framework in the research.  

 

Interview Design 

 The selection of artists took root in my personal network and the main criteria’s to being 

considered a subject for the research was to have formal education within the creative field, aim to 

work full time as an artist and have experience with or currently be doing unpaid work. The first two 

criteria follows two of Frey’s & Pommerehne’s eight criteria for defining an artist (Frey & 

Pommerehne, 1989).  

  The interviews have been conducted in Danish as the focus of the research takes a base within 

the context of the Danish creative industries. Moreover the selected respondents are all Danish and 

live and work in Copenhagen, Denmark. 

 The interviews where conducted in informal settings, suggested by the respondents, where 

they felt comfortable e.g. in cafés, their homes or workspace. This approach was taken in order to 

create an informal atmosphere where the interview would feel more like an informal conversation 

between the interviewer and the respondent. The interviews were recorded using a sound recording 
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device to prevent any data loss of the interviews and not be accessible for further usage. The duration 

of each interview have lasted between 30 – 60 minutes. 

 The interviews have been open and semi-structured allowing making changes during the 

interviews as they progressed e.g. in relation to order of the questions and given the possibility to 

provide further elaboration on questions, giving this method a high degree of flexibility and openness. 

The respondents were able to somewhat move away from the questions and further elaborate on 

answers to give the possibility to raise issues that had not previously been considered.  

 The interview guide was developed with the intent to gain a first hand knowledge of artist’s 

personal motivation for working and more precisely to understand the circumstances they face when 

it comes to unpaid work. As the interviews were semi structured, the core idea of each question would 

remain the same, however the actual phrasing would depend on the respondents and their professions, 

as to the best of my abilities, allowing the interviews to be as open as possible and allowing for other 

possible areas of interest to be discovered. 

 In the progression from conducting the first interview to the last, the questions became more 

precise and some of the previous answers where used to further stimulate conversation in other 

interviews if the conversation seemed to be staling by providing examples from other respondents.  

 Upon the conclusion of each interview, the interviews were transcribed as accurately as 

possible according to the respondent’s way of speaking i.e. that slang words and phrases therefore 

also are included in the interview transcripts.  

Analyses Strategy  

Data analyses approach 

 As qualitative research can produce a vast amount of data, coding methods have been applied 

on the collected qualitative data to establish the cornerstones of the analyses. By the use of face-to-

face qualitative interviews the data sample was somewhat large and needed to be reduced and edited 

into a manner that would construct meaning. Here it was important to consider which part of the total 

body of data should be coded. There exist a disagreement amongst qualitative research methodologist 

about the amount of data that deserves coding (Saldana, 2009). Some argue that every part of the 

recorded fieldwork deserves consideration, as every detail of daily life is where one might find 

significant social insight. Other methodologist believes that only the most salient portions of the data 

qualify for consideration (ibid.). Arguably, both methods have merit, however in this particular 

research project, all data has undergone coding in the initial coding cycle in order to attempt to prevent 

the loss of details that might provide valuable insight.  
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 When analysing and interpreting the raw data, it is crucial to be as creative and as open as 

possible in order to gain the most from the data (Andersen, 2003).  The goal of the coding is to 

produce generalisations of the research field, “all analyses of data strive to categorise the gathered 

data for the purpose of describing what has been learned” (Andersen, 2003:237).  

 Before and whilst conducting the coding several questions are important to keep in mind 

during the process.  Emerson, Fretz & Shaw (1995) in Saldana (2009) advise a general list of 

questions when undergoing the coding regardless of research purpose (Saldana, 2009):  

• What are people doing? What are they trying to accomplish? 

• How, exactly, do they do this? What specific means and/or strategies do they use? 

• How do members talk about, characterize, and understand what is going on? 

• What assumptions are they making? 

• What do I see going on here? What did I learn from these notes? 

• Why did I include them?” 

(Saldane, 2009:18) 

 Moreover, it is important to consider; What does the data as a whole say? and which 

information is relevant for the project and which are not? The latter being an important way to reduce 

the data from “noise” that occurred during the interviews. 

 In coding literature, Saldana makes use of the term “an analytical lens” that is put on by the 

researcher, which ultimately determines how the data is perceived and interpreted (Saldana, 2009). 

This implies that the coding is of course subjective in terms of the patterns that I, as a researcher, 

have been searching for in relation to the overall research field. “All coding is a judgment call since 

we bring our subjectivities, our personalities, our predispositions, (and) our quirks to the process” 

(Saldana, 2009:7).  

 For the coding process descriptive coding has been used. “Descriptive coding summarizes in 

a word or short phrase, the basic topic of a passage of qualitative data” (Saldana, 2009:70).  

Descriptive coding is therefore an approach to analyse the data’s basic topics for further analytic work 

(Saldana, 2009).  

 When working with multiple participants in a study, each participants interview transcript has 

been coded fully before progressing to the next. In this method each “data set” have influenced each 

other and subsequently led to a recoding of previous datasets to comply with codes developed 

throughout the process of examining the entire interview transcript sample. At the completion of the 

coding process, 43 codes were developed.  
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 From here on the next step was to search for general patterns and related topics that there 

might exist in the data (Andersen, 2003). Here it was crucial, besides understanding the implications 

of potential codes but also to consider how the data was interpreted i.e. how the answers of the 

respondents was understood? The codes were subsequently divided into 7 overall themes: 

Background Information, Motivation, External Factors, Unpaid Work, Company use of Unpaid 

Work, Creative Labour Market Conditions & Artists Supply to Labour Markets (For the full codebook 

see Appendix B, For full coding process see Appendix C). As all coding is analyses (Saldana, 2009) 

the developed codes will guide the analyses, as I believe these are  the most crucial to support 

answering the research question.  

Theoretical approach 

 As previously stated, academic literature on artist unpaid work has been limited. Therefore a 

combination of existing theories, existing empirical data and the coding analyses will be used in 

combination in order to find new meaning. A grounded theory approach is therefore taken “The 

purpose of grounded theory research is to develop new concepts and theoretical ideas” (Eriksson & 

Kovalanien, 2008:59). Grounded theory is a qualitative research method that seeks to create new 

meaning and theory on a topic that takes its base in data systematically gathered and analysed (Meyer, 

2009). Grounded theory can be considered as a means of discovery; the data is examined in order to 

extract a theory to explain a phenomenon. This approach allow for the possibility to find original 

findings that are closely connected to the data (Meyer, 2009).  

 

Reliability and Validity  

 When doing qualitative research i.e. collecting, using and analyzing data, I as a researcher 

face challenges on how to assure the recipients of the scientific nature, quality and trustworthiness of 

my research (Eriksson & Kovalainen, 2008). 

 When doing research there always exist threats to the reliability and validity of the findings.  

What is likely to occur is the possibility of a researcher bias i.e. that I, as a researcher, may not be 

100 % objective in how empirical findings are interpreted as my world view may co-inside with the 

data. “In social research, humans are the researches as well as the objects of study, which means 

that pure objectivity is impossible” (Esterberg, 2002:17) 

 The primary data derived from the interviews are based on the artist own interpretations of 

the given questions i.e. that the answers may therefore not be considered as absolute facts of the 
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circumstances surrounding unpaid work, but merely the respondent’s own viewpoints. However, as 

the artists have provided similar responses there exist grounds for drawing general assumptions about 

unpaid work within the creative industries.  Moreover, academic literature supports many findings 

giving reliability to the conclusions drawn.  

 When doing a social constructivist research project, it is advised to supplement the traditional 

notions of validity and reliability with other aspects to asses the trustworthiness of a scientific project 

(ibid.). Here, the notion of Dependability; in the way that the research process has been documented 

and constructed logically and Credibility; i.e. that I as researcher have become familiar with the 

research field through multiple ways of observing the data and believe that other researchers would 

be able to find similar findings (ibid.).   
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Analyses  

 In the following section the descriptive results from the coding analyses will be presented. 

Thereafter three main theories will be used in order to assist answering the research question. Davids 

Throsbys Work-Preference model, Hans Abbings theory on why people choose to become artists, 

and Bruno Freys economic theory on personal motivation. These three selected theories as well other 

areas presented in the litterateur review together with the empirical findings will shape the analyses 

and discussion.  

 

CODING ANALYSES – Descriptive Results 

 

Data sample and sample characteristics 

 The data sample consists of three groups of creative workers; Graphic designers, Fashion 

designers and Contemporary artists. The total number of respondents is eight and their ages range 

from 25-32 years old and are all males. All respondents have relevant formal education within their 

respective creative fields, at the time of interviewing the Contemporary Artist were finishing their 

educations and have now all graduated. The following institutions is where they have undertaken 

their educations: 

GD1: Teknisk Skole     

GD2: Danmarks Medie- og Journalisthøjskole   

GD3: Teknisk Skole    

FD1: Kolding Designskole   

FD2: BEC & KEA 

FD3: Kolding Designskole 

CA1: Malmø Art Academy 

CA2: The Royal Danish Academy of Fine Arts 

 From the above list, the majority of the respondents are educated from institutions that can be 

categorized as higher learning institutions whereas institutions such as Teknisk Skole, BEC and KEA 

are applied technical and arts schools. Though have taking educations outside Copenhagen all 

respondents now live and operate within the Copenhagen creative scene.  

 The current employment situations for the respondents within their primary occupations are:  

GD1: Self-employed  

GD2: Full time employee  
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GD3: Full time employee  

FD1: Self-employed 

FD2: Unemployed 

FD3: Employed on project based contract   

CA1: Self-employed 

CA2: Self-employed 

 The employment situations indicated above does not necessarily indicate stable and paid 

work. Only GD3 is a full time employee and receives a stable monthly income. Despite GD2 is a full 

time employee; his salary is performance based (GD2, 2013). GD1 is self-employed and works on 

project based contracts and supplements this income with producing and selling posters (GD1, 2013). 

FD1 is self-employed and supplements his income with art-related work, teaching art and design 

(FD1, 2013). FD2 is currently unemployed and at the time of interviewing waiting to begin an 

internship (FD2, 2013). FD3 is employed project based in arts-related work by developing strategies 

within sustainable fashion (FD3, 2013). For the contemporary artist, continuous artwork is done, 

while sales of these are uncertain. Both contemporary artists take on sporadic art-related work by 

teaching  (CA1 & CA2, 2013).  However, current contact to these individuals reveals that they have 

obtained art grants that currently support them.  

 

KEY CODES 

 From the overall themes constructed throughout the coding analyses, the following codes 

were evaluated to be the most significant codes in order to answer the research question and are 

hereby presented.  

What classifies an unpaid position?  

 During the interviews various examples of unpaid jobs were described. We see that unpaid 

work occurs within the forms of untitled positions with no financial compensation, volunteer work 

that has humanitarian or political purposes and in the form of internships.  

CODE: EX. UNPAID WORK 

• “Mobile company under Berlingske that needed a new website” (GD1, 2013:3) 

• “Volunteer graphic designer at Ungdommens Rødekors, posters, flyers, tickets etc.” (GD2, 

2013:3) 

• “Internship” (GD2, 2013:4) 
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• “I cofounded a company but had to relinquish ownership but continued to work there unpaid 

for two years” (GD3, 2013:3) 

• “Assistant during fashion week” (FD1, 2013:3) 

• “Internship during my education at the Design School” (FD1, 2013:3) 

• “Idea generation for a Culture house in Odense” (FD1, 2013:3) 

• “I was in LA and worked unpaid part of the time at Moon Spoon” (FD1, 2013:3) 

• “I have had four internships and am now starting on my fifth” (FD2, 2013:2) 

• “I have been a dresser a lot of times” (FD3, 2013:3) 

• “Internship with an educational purpose in mind” (FD3, 2013:3) 

• “Voluntary political work” (FD3, 2013:3) 

• “Assistant teacher in a summer course at Kunsthøjskolen Holbæk” (CA1, 2013:3) 

• “Self curated exhibitions” (CA2, 2013:4) 

• “Teaching in the Art Academy in Berlin” (CA2, 2013:7) 

  

 In the above statements we see that unpaid work is solely done within the art and arts-related 

markets. What characterises the majority of the statements is that unpaid work is only undertaken on 

a short-term basis. However, GD3 stands out in his statement by saying he worked unpaid for two 

years, however further elaboration showed that he also worked a non-arts job as a means of income 

(GD3, 2013). The presence of internships is highly represented when artist are undergoing formal 

education, however FD2 has continued this process by doing multiple internships and was at the time 

of interviewing commencing his fifth internship. Volunteer work is also represented, however this 

particular type of unpaid work is not only connected to the creative industries as volunteering with a 

humanitarian or political purpose serves a different purpose.  

Unpaid work VS Internship 

 In light of the previous section, a general observation here is that there does not appear to be 

a difference between the work itself regardless of its label? In the following it will be presented how 

the respondents view the difference between an unpaid position and an internship?  

CODE: INTERNSHIP = ACTUAL POSITION? 

• “Internship which is the same, especially if one involves ones intern in the daily operations.. 

and goes to work on the same conditions as the others” (GD2, 2013:4) 
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• “We once didn’t even write internship, we just wrote assistant and wrote it was unpaid” 

(GD3, 2013:8) 

• “It is labour, it is serious, it is in the planning that a certain amount of interns are needed 

….. and if you don’t have those interns you cant make ends meet” (FD1, 2013:12) 

• “I have given them a 100 %  free position in their company” (FD2, 2013:2) 

• “If you are relatively long with one place, then it is actually an actual position” (FD2, 

2013:5) 

• “Internships are so organised…. Work 14-15 hour days, 7 days a week” (FD3, 2013:13) 

 When doing the initial delamination for this particular research project the aspect of 

investigating unpaid work, in terms of internships, was disregarded as internships, in the traditional 

sense of the word, has educational purposes and is not understood as an actual work position. 

 However, throughout the interviews, despite making clear to the respondents that the research 

was not about internships and that the focus was on “actual” unpaid positions, the word continuously 

resurfaced and there seemingly, from the respondent’s use of the word, was no distinction between 

unpaid work and internships.  

 GD2 states that internships as opposed to a regular paid job is “the same” especially when 

companies include their interns in the daily operations and not focus on “showing them a little of our 

world” and merely having them working on the same level as other employees (GD2, 2013:4). FD1 

provides a similar response and stated that “It is labour, it is serious, it is in the planning that a 

certain amount of interns are needed (FD1, 2013:12) 

 The interview with FD2 differs slightly from the other interviews in the sense that he has been 

doing multiple internships. However, despite using the term internship, he considers it to be an actual 

position as the tasks has been performing, are in his opinion identical to a position he refers to as 

“design assistant” (FD2, 2013).  

 When presented with a question on what the difference is between internships and unpaid 

work he states; “I actually think that almost all the positions in the places I’ve been, it has been an 

actual position, but one merely puts an internship label on to avoid getting money involved” (FD2, 

2013:10). Moreover, he explains that the recruitment process surrounding internships is an extensive 

process in which he concludes that in relation to the process of a paid position, it is the same (FD2, 

2013). Here he implies that the requirements of the internships he has taken are similar to the 

requirements of a paid position.  
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Motivational factors 1  

 In the following findings, artists own view on their reasoning for doing unpaid work are 

hereby presented. 

CODE: MOTIVATION – UNPAID WORK 

GD 

•  “To get my name out, help get more jobs in future where I perhaps could get paid” (GD1, 

2013:2) 

• “It is to do free Publicity for myself” (GD1, 2013:2) 

• “Some times I have to work unpaid for clients in order to keep them, or else they will find 

someone else” (GD1, 2013:2) 

• “Because I think it is exiting and I want to do my boyfriend a favour” (GD1, 2013:5) 

• “Lead me to a cooler job where I would make money” (GD1, 2013:5) 

• “They could teach me something that I couldn’t learn anywhere else” (GD1, 2013:5) 

• “To have more to say, being in the game… to control the process, to choose the tasks (GD2, 

2013:2) 

• “I thought I would get a position there” (GD2, 2013:4) 

• “Artistic freedom” (GD2, 2013:4)  

• “I would still do the same even if I didn’t get paid” (GD3, 2013:3) 

• “To gain experience” (GD3, 2013:12) 

• “To enter the labour market” (GD3, 2013:12) 

• “In the hopes of getting a job at the specific workplace” (GD3, 2013:12) 

FD 

• “Money is not the driving force at the moment, the motivation is that I can do what I want to 

do and being my own boss” (FD1, 2013:2) 

• “If I do something unpaid, I do it because I expect and hope that I will get something out of 

it. It can be network (NETWORK IS EVERYTHING!)……Experience, big time 

experience…… (FD1, 2013:3) 

• When you come out and try some other genres, example XXX where I make decisions on things 

which are not the same as designing clothes, then I want to do it to get experience (FD1, 

2013:4)  

• “Job prospects in the future” (FD1, 2013:13) 
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• “Self-branding” (FD2, 2013:2) 

• “Develop network and CV” (FD2, 2013:4) 

• “To learn specific things about the industry” (FD2, 2013:12) 

• “A reward…… a network advantage on the long run” (FD3, 2013:7) 

• “On the other hand, I like the idea that you actually have to sacrifice something to get the 

opportunity to do what you want to do” (FD3, 2013:14)  

CA 

• “A chance of seeing a possibility that there would be money in it in the future” (CA1, 

2013:6) 

• “When you are a student at the art academy you have the opportunity to do so” (CA1, 

2013:8) 

• “It is an investment in a potential compensation” (CA2, 2013:6) 

• “Unpaid work is an investment, unpaid work as an investment against a coming 

compensation with the network it brings” (CA2, 2013:7)  

• “If my financial situation was ok” (CA2, 2013:8) 

 

 From the above quotes, possible motivational factors for doing unpaid work can hereby be 

derived. Eleven motivational factors are identified and consist of the following:  

• Self-Promotion 

• Job Prospects in the future 

• Customer Retention  

• Favours to network 

• Autonomy of ones work 

• Belief that it will lead to a position in the company  

• Gain experience – Improved CV 

• Network  

• Learning new skills  

• Working in other fields 

• Financial background in order 
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Motivational Factors 2 

 In the next results, the statements presented are slightly different as opposed to the above. The 

difference is that the above are based on artist personal motivational factors for doing unpaid work 

and the below contains statements in which the artist were asked to explain what they thought to be 

the reasoning for all other artist within their respective fields.  

CODE: Unpaid work by artist in industry 

GD 

•  “You work for free until you are “lucky” enough for people to recognise your talent and 

acknowledges that it is money worth” GD2, 2013:5) 

• One does it in these times where it is hard to get a job….. a lot work unpaid to get a foot in 

the door” (GD1, 2013:5) 

• “People work for free because they have the self-confidence that tells them, I have something 

that others need to get an eye on and right now, the game is that they only see it if I show 

them and they cant pay me before I have shown them what I can do” (GD2, 2013:9) 

• “You are done with your education and you need to have a job, but there are no jobs and the 

only thing you can do is work for free” (GD2, 2013:9) 

• “Because they want something on their CV” (GD3, 2013:11) 

• “Gain experience” GD3, 2013:11) 

• “It is mostly students that take unpaid work and they already have an income” (GD3, 

2013:12) 

• “In the hopes of getting a job in that company” (GD3, 2013:12) 

• They want to start something of their own and can look over the shoulder of companies that 

they want to resemble (GD3, 2013:12) 

FD 

• “When you are in fashion, you work a lot for free and you do that a lot to enter the industry” 

(FD1, 2013:3) 

• “To be with that artist, that designer, many do it to build their CV (FD1, 2013:13) 

• “To learn something new” (FD2, 2013:12) 

CA 

• “Students in a Danish context receive SU and have the opportunity to do unpaid work” (CA1, 

2013:8)  

• “Intrinsically motivated will do unpaid work regardless” (CA2, 2013:14)  
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•  “Misunderstood understanding of how the art scene works and think a giant pay-off will 

come” (CA2, 2013:14)  

  

 It is notable that making a slight adjustment to the question provided more explanations to the 

motivational reasons for doing unpaid work. What can be derived from this is 1) that the artist view 

themselves differently than they do their peers or 2) as the interviews progressed it gave the artist 

time to further reflect on the subject. Eight motivational factors are hereby identified and consist of 

the following: 

• Current unemployment situation in the creative labour market 

• To prove ones work is worth while  

• Gain experience   

• Misguided belief that it leads to money  

• Financial background in order  

• Hope of gaining paid work with same employer  

• To enter the industry 

• Intrinsically people will work regardless of a financial compensation 

Company attraction to work unpaid 

 Given the potential motivational factors explaining why artist participate in unpaid work, are 

there specific factors that makes certain companies particularly attractive to work for unpaid?  

CODE: COMPANY ATTRACTIVENESS TO DO UNPAID WORK 

• “Nothing else than it could lead me to a cooler job where I could make money” (GD1, 

2013:5) 

• “I would consider working unpaid if it was an agency that I looked up to in New York or 

San Francisco” (GD2, 2013:6) 

• “If they have a purpose that I want to support” (GD3, 2013:6) 

• “If I could branch out to new things I would work for free because I have no experience in 

that field “ (FD1, 2013:4) 

•  “If DIOR approached me” (FD1, 2013:5) 

• “I thought that we would do more together in the future because they were cool people, the 

best chefs in DK” (FD1, 2013:5) 
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• “If they have a creative vision that I think is 100 % interesting and they have a coolness 

factor profile that I find attractive” (FD2, 2013:5) 

• “Prestige, if it was someone that you looked up to, professionally or personally, it would be 

an honour just to be there (FD3, 2013:6) 

• “If I evaluate them to be interesting enough” (CA1, 2013:5) 

• “If it is exiting enough” (CA2, 2013:5)  

  

 In the above we see statements that explain which attributes a company potentially must 

posses before unpaid work is even considered. From this there can be postulated the following factors 

that add to a company’s attractiveness: Eight factors are hereby identified and consist of the 

following: 

• Possible Future more attractive work  

• Personal Interest 

• To enter a creative labour market in another country  

• Ideology  

• Creative vision 

• Branching out to other fields 

• Recognition  

• Expertise  

Why do companies use unpaid work?  

 The following will present artists assumptions to why they consider companies are using 

unpaid work.  

CODE: COMPANY USE OF UNPAID WORK 

GD 

• “They want to save money” (GD1, 2013:3) 

• “To get some new sides out of people ….. if you do something for free, then you might become 

more creative by being allowed to express yourself more (GD1, 2013:5) 

• “One can always use an extra hand” (GD2, 2013:5) 

• “Stating the obvious, its free” (GD2, 2013:9) 

• “Its hard to say no to someone that shows potential” (GD2, 2013:9) 
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• “It is a good way to sense if there is chemistry between the colleagues and management…. Is 

there a possibility for growth? Will the person become better and do wild things that one 

could see oneself moving in the right direction with? a potential superstar without having to 

pay for trying it out in a no strings attached manner” (GD2, 2013:9) 

•  “Because it is easy to get unpaid positions” (GD3, 2013:11) 

• “Everyone else is doing it ….. No one says no to an unpaid workers (GD3, 2013:11)  

FD 

• “The fashion industry does it because they can ……   there are many (om budet) and therefore 

one can get many in for free” (FD1, 2013:11) 

• Many designers build up their companies on the foundation that they have interns and would 

not be able to exist if they didn’t have a full staff of interns (FD1, 2013:11) 

• “Insane wages in Denmark” (FD1, 2013:12) 

• “The places I’ve been, the companies hasn’t been able to afford to have someone in a paid 

position” (FD2, 2013:2) 

• “Interns eases the work burden” (FD2, 2013:8) 

• “Small design brands cant afford to pay the designers (FD2, 2013:9) 

• “Cheapness from the companies side to profile themselves with better finances" (FD2, 

2013:10) 

• “Companies enjoys a comfortableness where they know unpaid work is possible to get” (FD2, 

2013:10) 

• “They think its nice to get extra input and help…… they want to give something back” (FD2, 

2013:11) 

• “All companies want unpaid workers to have a better flow of finances and maybe a larger 

flow of creativity” (FD2, 2013:12) 

• “If you want to start up a brand for one self, one needs help…. There are never anyone that 

will start up a brand themselves with help from interns unless they have a lot of money” (FD2, 

2013:14) 

• “Financial reasons” (FD3, 2013:13) 

• “To come out and get a feel without making to many deals with people” (FD3, 2013:13) 

• “Small designers….. to be able to meet the production requirements to have something to 

present oneself with one has to engage unpaid work” (FD3, 2013:13) 

CA 
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• “Even the employer I had ….. didn’t make any money” (CA1, 2013:4) 

• “Because they don’t have the money for it” (CA1, 2013:8) 

• “Because they can!” (CA2, 2013:14) 

  

 From the above quotes it can be derived the following reasons as to why the respondents think 

that companies are using unpaid workers: Eleven factors are hereby identified and consist of the 

following: 

• Cutting labour cost  

• To nurture talent 

• Obtain extra staff 

• Test employees  

• It is easy  

• It is common  

• High wages in Denmark 

• Because they can  

• Lack of finances  

• Lessen the work burden 

• New creative input 

• They don’t make money themselves 

Unpaid => Paid Work 

 Given that assumption that unpaid work serves as a greater purpose for artists. Has unpaid 

work subsequently led to paid work? In the data, it is observed that there is not always a correlation 

between working unpaid at a given company and later obtaining paid employment within the same 

company.   

CODE: UNPAID => PAID WORK 

• “Yes, it happens all the time” (GD1, 2013:2) 

• “Actually, I haven’t” (GD2, 2013:5)  

• “NO!” (GD3, 2012:4) 

• “Yes, at Moon Spoon, I was hired afterwards” (FD1, 2013:3) 

• “Not at all” (FD2, 2013:4) 
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• “Yes…… the network I have obtain provides me with the paid jobs I have today” (FD3, 

2013:5) 

• “Not a stable job, but in the form that I sold a piece after my last exhibition” (CA1, 2013:9) 

• “Yes….. the first exhibition I initiated….. gave me a contact that led to a paid exhibition 

(CA2, 2013:7) 

Work-Preference Model 

  In standard labour supply theory, one can estimate how many hours workers are 

willing to work at any given wage rate. If unpaid work were introduced in the standard labour supply 

theory it would imply that with a low or even zero income workers would choose not to work as no 

utility is gained.  In Throsby’s Work Preference Model, it is asserted that artist differ from the 

standard economic theory of labour supply as artist are known to gain more utility from working and 

less utility from income as opposed to other workers (Steiner & Schneider, 2012), making the model 

useful in understanding unpaid work. The Work Preference Model is based on the following 

assumptions; 

• “Artist derive utility and not disutility from work as assumed by standard economic theory” 

• “Artist derive less utility from income than other workers” 

• “Artist can supply labour up to two labour markets; the artistic and non-artistic”  

• “The hourly wage is higher in the non-artistic than in the artistic labour market” 

• “A minimum level of consumption is required for physical survival …. individuals maximize 

their labor supplied to the artistic labor market and are subject to a subsistence consumption 

constraint, which might force them to supply some labor to the better- paying non-artistic 

labor market”. 

(Steiner & Scheider, 2012:277) 

 In the data sample, a general observation amongst the artist labour supply is that their choice 

of profession comes from a place of deep interest and seems to run throughout their work choices and 

behaviour.  

“My hobby is my work” (GD1, 2013:2) 

“It is of course a hobby, and its great if job and hobby comes together somehow, I don’t know what 

else I should do” (FD1, 2013:2).  

“It is my biggest inspiration, it is what makes my heart beat faster, I can actually not see myself within 

other areas than fashion” (FD2, 2013:1) 
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“I can work really really hard if I can feel that it gives me something on a emotional level….if I feel 

the work makes a difference, but as soon as I don’t, I loose interest” (FD3, 2013:2) 

 As seen in the above statements, we here see indications that artist at their core derives utility 

from time spent working. It can be argued that amongst artist there exists a high level of passion for 

the profession that makes the work itself contributing to gaining utility.  

  What then generally seems to be characterising artist is that their primary motive for doing 

work are not monetary incentives, as they would take on arts work regardless. Of course artists as 

well as other people need a minimum level of income for survival, but judging from the above 

statements the value of arts work is more pivotal.  

 As stated by Thorsby, understanding artist behaviour is made complicated due to a high level 

of multiple jobholding and that artists serve up to three distinct labours markets: the arts, the art-

related and the non-arts (Thorsby, 2007). In the data sample it is seen that multiple jobholding is 

indeed present, however for this particular sample of artists the labour markets served is confined to 

the arts and the arts-related. Several of the artist have stated that they previously have taken non-arts 

work to support themselves but do no longer do so. Confirming here the notion that artist rank highest 

amongst all workers that have secondary jobs (Menger, 1999). It can be argued that the majority of 

artists in the sample have reached a position where their activities solely are focused to their artistic 

professions and not require non-arts work to support them. However, the reasoning for taking 

secondary art-related work remains that the income from their primary arts work is either low paid or 

unpaid.  

 “I am not in the welfare system… I live 100 % of the jobs that there might be… I teach design, 

amongst others, and have my own clothing line” (FD1, 2013:1),  

  “I am going to start my own business, so it is to get better finances” (FD3, 2013:2).  

We see here from the above two examples that taking secondary work is not necessarily a preferable 

allocation of work time, but merely an acceptable choice in order to sustain the primary arts work. 

“Many professional artist are unable to spend as much time as they would like at their arts work, the 

overwhelming reason being the lack of work available or the inadequacy of financial return (Throsby, 

2006:396). According to Menger, multiple jobholding amongst artist is reduced over time as 

circumstances for the individual artist may change and conditions for a more stable income may be 

possible (Menger, 1999). Given this notion, less favourable working conditions for artist can here be 

assumed to be concentrated at the beginning of artist’s careers in the years following their graduation. 
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 Given Thorsby’s premise that artist has to make active decisions on how to allocate their time 

between the different markets (Thorsby, 2007) implies that there is a somewhat assumption that an 

artist “should” purely seek to work 100 % within their primary profession in the same manner that 

humdrum workers generally would do so. However, is it perhaps in the basic nature of the arts that 

artists now take on various types of artistic jobs within their profession and it is actually only one 

labour market they supply and not potentially three as Throsby suggests.   

 What the Work Preference Model ultimately can say about artist’s behaviour is that the work 

itself is more important than a potential income. We see those artists are driven by the passion to 

work within the creative scene and this passion triumphs income i.e. that working unpaid positions 

still provides utility because of the nature of the work itself.  

 However, it is important to note that this premise will only exist up to a certain point.  It is 

here also a question of the individual artist current financial situation. FD1 e.g states, that he is not 

“dumb and naive” and says that his current employment situation is by choice and he is willingly 

forfeiting a higher salary for a higher creativity in his own work. However, if his situation is 

unchanged within the next 5 years and he still does not earn a sufficient monetary income, he will 

“resaddle” as he does not want to spend his life as a poor artist (FD1, 2013:2).  

 

Excess Supply of Artists 

 An important part of understanding what may be causing unpaid work is to view the 

phenomenon from a wider angle. A general understanding is that artists have poorer labour 

conditions, amongst others, due to an oversupply of artists in the creative labour market. Abbing 

explains a contributing factor for this excess supply is that people continuously choose to become 

artist despite being well aware of the poorer working conditions (Abbing, 2012). Abbing hereby 

provides the following assumptions that may explain why people choose the arts over other areas 

despite knowing that the possibilities for success are slim:  

1. Many people are attracted to the arts because the top incomes are extremely high 

2. Artist think they are unfit for non-arts jobs. 

3. Artists are less interested in monetary rewards than other professionals and more in private 

satisfaction and status. Therefore, they are prepared to work for low wages 

4. The average artist is relatively more daring or reckless. With its high prizes the arts are 

attractive to daring people. 
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5. Artist sometimes ignore information is plausible. Over-confidence and self-deceit add to art 

world overcrowding. 

6. Misinformation. In this case, the cause of low incomes is not sought in the artist character, 

but in how society deceives potential artist. Persistent myths factors make the arts more 

attractive than they would otherwise be. Therefore many people enter the arts and income is 

low.  

(Abbing, 2002:123) 

 The above six reason does merely not only explain why some people are more attracted to 

becoming artists but also provide clear explanations of the settings for unpaid work. Firstly with the 

mere presence of an excess supply of artists, the base premise here is the notion that when supply 

exceeds the demand, wages will go down (poorer working conditions) regardless of how the artists 

sees themselves or their behaviour and secondly, we see here again a notion of an inner drive that 

supersedes the knowledge of poorer working conditions whether it being self-deceit or less interest 

in monetary rewards. When looking at the above assumptions and compare it to the data sample as a 

whole. We see that the majority of artists have not mentioned the potential of extreme high incomes 

as a main motivation for entering the arts. As Abbing suggest on private satisfaction, the data sample 

consist mostly of factors that come closer to private satisfaction rather than monetary incentives hence 

accepting low and unpaid work. However, CA2 stated when describing artist as a group they have a 

“misunderstood understanding of how the art scene works and think a giant pay-off will come” (CA2, 

2013:14) confirming here at least that for some artist the lure of high rewards is present.    

 

Economic theory on personal motivation 

 In classic economic theory, people seek to maximize their output by minimum input, the 

relative price effect (Frey, 1997). It can be regarded as the premise of how people are motivated for 

doing work i.e. people engage in work in order to obtain a financial gain. However there is more to 

human behaviour than profit maximization (ibid.). As human behaviour is highly complex, one can 

merely speculate as to which other motivational factors lies behind the actual motivation for people 

to offer their labour. As classic theory states, the main motivation for offering ones time is the 

exchange for money; it is the prospect of being able to sustain a living; having nourishment, shelter, 

and being able to obtain material goods. Here the objects can be described as external needs that a 

person will strive to have, hence people can be classified as being extrinsically motivated to do work.  

However, adding a slight twist to this classic premise, what happens to personal motivation when 
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output is minimum, money, with maximum input, labour? This question is a core conundrum that this 

research seeks to answer; what motivates artist to work when money is not in the equation?  

 Frey suggests five basic propositions that characterize the relationship between intrinsic and 

extrinsic motivation; 

1. Intrinsic motivation is of great important for all economic activities. It is inconceivable that 

people are motivated solely or even mainly by external incentives 

2. The use of monetary incentives “crowds out” intrinsic motivation under identifiable and 

relevant conditions (Crowding out effect) 

3. Other external interventions such as commands or regulations can drive out intrinsic 

motivation 

4. External interventions may enhance intrinsic motivation under some conditions (Crowding-

in effect). 

5. Changes in intrinsic motivations may spill over to areas not directly affected be monetary 

incentives or regulations (spill over effect) 

 (Frey, 1997:1) 

As seen in proposition 1, the role of intrinsic motivation is crucial as it inconceivable that people are 

mainly motivated by external incentives. As it has been previously argued, artists are less concerned 

with financial income and are more driven by an inner desire to work however only to a certain extent. 

The basic income needed for survival remains an external incentive that artist are affected by. 

However, it can be argued that in relation to the data sample, external incentives in the form of 

monetary income takes up less space than the inner motivation to work.  It seems that the majority of 

the artist has reached a balance between extrinsic and intrinsic motivation with the work that they do. 

They are intrinsically motivated to do their primary arts work whether it being low or unpaid and 

extrinsically motivated to do art-related work in order to sustain a sufficient income.  

 What is most interesting in seeking an explanation for unpaid work is what we see in 

proposition no. 4, when an external incentive is introduced it enhances intrinsic motivation. Here it 

is transferable to when an artist decides whether or not unpaid work should be taken. If an artist deems 

the work to provide utility in the form of e.g. personal satisfaction, higher creativity, learning new 

skills etc. it will enhance their intrinsic motivation to do unpaid work as it becomes more attractive. 
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Summary theories 

 We see though the use of the above theories contributing explanations for why artist are 

willing to do unpaid work. The mere presence of an inner motivation, regardless of source, seems to 

guide artist to do work and potentially forfeit a salary.  

 

Discussion 

 In the following sections the main findings from the research will herby be discussed in order 

to answer the research questions from the introduction. 

Legitimization of unpaid work 

 In order to understand how unpaid work has been legitimised several factors must be taken 

into consideration. As all respondents have stated that unpaid work is common within the creative 

industries, there must, all things being equal, exist a general acceptance throughout the industry that 

this practise is the norm. For institutional circumstances, a tangible hands on explanation is that there 

exists no minimum wage regulation in Denmark that makes it legally possible for unpaid work to 

exist, adding to its legitimacy. From a company perspective, it was in one the interviews, stated, 

“Everyone else is doing it” (GD3, 2013:11) which suggest that companies using unpaid work is 

considered to be a legitimate practise. Lastly, the extensive use of internships throughout the creative 

industries have added to the legitimacy of unpaid work. In the coding analyses it is seen that the artist 

does not see a difference between unpaid work and internships and they are both considered to be 

actual positions.  

 Searching through job-and internship listings posted by creative companies, there exist an 

abundance of internship offers. In internship listings, it is often seen that there are requirements that 

equal those of a regular paid position, i.e. requirements of specific skills that only a fully trained 

individual would possess, thus leaving out the educational purpose that an internship should include, 

at least in the traditional intended purpose. However, more strikingly, the listings seem to be positions 

that include tasks that are necessary for a business to function, making the companies highly 

dependent on the internship position. Considering tasks that are necessary for businesses daily 

operations, is there any validity in arguing that an intern should not be subjected to these in the same 

manner as a paid employee would do? Because if the trade-off for working an unpaid position is a 

learning experience, how then would an unpaid artist gain usable experience if not completing task 
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that a paid worker would do? There seems to be a paradox emerging, so perhaps, from a learning 

perspective, it is unavoidable that an unpaid worker completes tasks that are integral for the running 

of an organisation. So what is the actual core of the problem?  

 Taking internships into the equation of unpaid work, it is often argued that internships do not 

fall under the category of unpaid work as internships are labelled as a learning experience and most 

often are completed by students. But seemingly graduates, e.g. FD2, undertake internships and I 

therefore find it to be valid to consider what that entails. What is then the actual purpose for an 

internship? As many other things, it depends highly on the individuals/organizations point of view. 

If ones understanding of an internship is part of an education, it can be claimed that this is a learning 

scenario and would not fall under the category of unpaid work. However, if taking a look at the 

current situation of the majority of internships, one will quickly see that the educational purposes are 

not all ways present. Instead of learning the ropes, in the “traditional” sense of the phrase, and trying 

different roles of an organization, it seems to be common that one stays in one position and completes 

a role that is essential for the daily operations of the organization  

 

Why do Companies use unpaid work?  

 As stated in the literature review no academic research has been completed to understand why 

businesses use unpaid work. “There is no research on the experience of those who work with the 

unpaid” (Seibert & Wilson, 2013:3). As no company representatives are included in this research the 

following is based on a one-sided view from the artists and their perceptions. According to FORA is 

it stated that companies within the creative industries are more likely to have difficulties in obtaining 

financing (FOR A, 2011) which might imply that companies do not possess the necessary finances 

to pay their employees.  But does the mere difficulties in obtaining finances explain why certain 

companies makes use of unpaid work? As highlighted in the analyses, the potential reasons for 

companies to take on unpaid work have been presented:  

• Cutting labour cost  

• To nurture talent 

• Obtain extra staff 

• Test employees  

• It is easy  

• It is common  
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• High wages in Denmark 

• Because they can  

• Lack of finances  

• Lessen the work burden 

• New creative input 

• They don’t make money themselves 

 

 As the creative labour market is characterised by an excess supply of labour it can be argued 

that the entry barriers will, all things being equal, be very high, which gives the employers a clear 

advantage. The possibility of being able to be highly selective of future employees as well dictate the 

circumstances surrounding possible employment in terms of required skills and working conditions 

can provide employers with a very beneficial workforce at a low cost.  

 Considering the companies that makes use of unpaid work, are there any common 

denominators between them, or is it merely a random factor that determines whether they pay artists 

or not? GD3 states that it is predominantly smaller, younger and highly creative companies that hire 

unpaid creative workers. This confirms that it is companies that perhaps do not have the necessary 

finances to pay their employees (GD3, 2013). However, other examples of companies using unpaid 

work show that unpaid work is also present in more established and larger companies (FD3, 2013 & 

FD2, 2013). So if unpaid work occurs regardless of a company is new or established, what is then the 

reasoning?  What is most notable in the above motives is the explanation “Because they can” and it 

seems here to be key explanation. Within a Danish context, there exists no labour regulation that 

determines a minimum wage for workers, giving businesses free range to choose not to pay their 

employees. In attempting to take on the perspective from a business perspective, how is it then 

decided when a financial compensation for work is given and when is it not? What does it take for an 

artist to be considered valuable enough for paid work?  FD3 states that, the actual difference, for 

wage determination, between the creative worker and the humdrum worker is that financial 

compensation is not given for the time spent in the creation of a given art work, but only the final 

output is given a financial value. He explains that the creative process is not given a financial value 

as artist are often understood as “artsy people” (kunstner typer - negative connotation)” that does 

work that no one understands (FD3, 2013). One thing here then clearly stands out is that it is not a 

question of the working hours. It seems to be more determined by the recognition that an artist has 

obtained through work experience that leads to actual wages.  
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 CA1 raises an interesting aspect of company use of unpaid work. “There are a lot of museums 

and institutions … that has people employed that are on private insurance benefits or on social 

welfare”……. I think its very unambitious that one does not set a goal to have the people that you 

surround yourself with, hired with a certain dignity” (CA1, 2013:8). It seems here that he is looking 

for organizations to take a more active role in shaping the working conditions for artists. He states 

that it does not need to result in an actual wage, but merely for companies to give what they can. 

Ultimately, one can then ask, what is the role of the companies? According to Friedman in Frey “the 

only business of business is to make profit” (Frey, 1997). So if they have the possibility to cut cost 

on wages to little or even nothing, should it not merely be seen as a good business strategy?  

 It can be argued that creative companies operate under more unclear patterns when it comes 

to determining wages and one can only speculate as to why this is?  I hypothesize that there exists a 

“taboo” amongst businesses, that one does not openly admit the use of unpaid work? Perhaps it could 

be viewed as a sign of weakness if it was explicitly known that a company could not operate to its 

fullest without staffing with unpaid workers? Of course as no business owners have been interviewed 

the question is pure speculation.  

  

Why are artists willing to work unpaid positions?  

Motivational Factors 

 From Throsby’s work preference model, Abbings explanations to becoming an artist and 

Freys economic theory on personal motivation, we can see that the three theories are interconnected 

as they can be used to explain artists unpaid work. In their core essence they provide the explanation 

that when artists will choose to do unpaid work, an inner element will be the key driving force and 

surpass the lack of income as an overall utility is gained from the work itself. From the coding 

analyses we see in the list below seventeen specific motivational factors that may lie behind the 

motivation when artists chooses to do unpaid work.  

• Self-branding 

• Autonomy of ones work 

• Gain experience – Improved CV 

• Favours to network 

• Learning new skills  

• Belief that it would lead to a position in the company  
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• Working in other fields 

• Current unemployment situation in the creative labour market 

• Financial background in order 

• Job Prospects in the future 

• To enter the industry 

• Customer Retention  

• Network  

• To prove one works is worth while  

• Misguided belief that it leads to money  

• Hope of gaining paid work with same employer  

• Intrinsically people will work regardless of a financial compensation 

 

 A general observation on the above motivational factors is an indication that unpaid work is 

a temporary state and the trade-off for not being paid is the possibility of being able to obtain a later 

goal e.g. future job prospects, gain experience and autonomy of ones work etc. This statement 

coincides with Florida et al. that find that “most members of the “creative class” do live off their 

creative labour, but rather accept poor or precarious economic conditions as a (temporary, they 

hope) trade off for the ability to realize themselves or pursue their dreams” (Arvidsson, Bauwens & 

Peitersen, 2008:10). Indicating here that it serves as a means to reach a goal.   

 FD2 mentions the term, “self-branding”, and states that his reasoning for continuing to do 

unpaid work, instead of taking paid positions, is that it would only take him 1/5 of the way to his 

aspired goals, in the hopes that he brands himself sufficiently to become interesting enough for a 

future desired employer (FD2, 2013:2). FD3 here confirms this strategy of “self-branding”, he states 

that all the unpaid work he has undertaken has created the network that provides him with paid jobs 

today (FD3, 2013). Siebert & Wilson found that unpaid work in the creative industries provides the 

necessary social capital to find employment (Siebert & Wilson, 2013).  Here they refer to the 

experience that unpaid work provides which they state ultimately gives the necessary social capital 

needed to gain paid employment.   

 FD1 states that his main motivation for doing arts work is undoubtedly because he “wants to 

do it, it is NOT the salary” (FD1, 2013:2). He speaks about the opportunity of being the boss over 

his own creativity as the most important factor for his personal motivation and contrasts his statement 

to paid work in a more commercial fashion company, in which, he states that his main motivation 
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would shift and solely would be “the salary” as the fashion produced arguable would be more 

commercial (ibid.) Here we see that it is a question of autonomy and how the importance of one’s 

own creative vision is preferred over a monetary incentive. In terms of job satisfaction we here see 

an example of what Bille et al.’s findings shows that more autonomy in ones works leads to higher 

job satisfaction (Bille et al., 2013).  Moreover, as stated by Steiner & Schneider “artistic work might 

result in exceptionally high job satisfaction, which might compensate, or even overcompensate, for 

the observed labour market adversities” (Steiner & Schneider, 2012:2).  

 

What makes a company attractive to an unpaid artist?  

 The following discusses under which conditions a company will be considered attractive 

enough to work unpaid for. We see that if the below circumstances are present artists will be more 

likely to consider unpaid work for a particular company. We see that the motives all can be said to 

contain a high level of positive connotation that speaks to the artist. If unpaid work were to be done 

with companies that possess these qualities it would add to their value and make them professionally 

more attractive. 

• Possible future more attractive work  

• Personal Interest 

• To enter a creative labour market in another country  

• Ideology  

• Creative vision 

• Branching out to other fields 

• Recognition  

• Expertise  

   

3-Step Model to Understand Unpaid Work 

 Ultimately, we see that in order to understand artist’s motivations to do unpaid work, one 

must consider a combination of factors. From understanding their current employment and financial 

situation, the indications of the motivational factors to do unpaid work and the elements of the 

attraction that some companies may have, we can hereby create a simplified 3-step model that can 

roughly estimate under which circumstances an artist will choose to do unpaid work.  

1) What is their employment and financial situation?  
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2) What is their personal motivation for doing work?  

3) What is the attractiveness of the company in question?  

Having these three questions in mind it can help determine when an artist will do unpaid work: 

1) Assumption, we see that an artist will not choose to work unpaid if they have a full time paid arts 

or arts-related position as their inner drive to work is fulfilled 

2) Assumption, what is the personal motivation for work e.g. learning new skills? 

3) Assumption, does the company offering unpaid work possess the necessary skills that the artist 

aspires to obtain?  

 It is acknowledged that the suggested 3-step model is highly simplified, but it does however 

contain core elements that are assumed to be present when unpaid work is done.  

What external factors contribute to Unpaid Work?  

 
 Besides an artist’s own motivation for doing unpaid work, which surrounding factors act as 

contributors to the continued presence of unpaid work?  As stated by UKK, unpaid work within a 

Danish context is partly attributed to the Danish welfare system. The socio-economic situation for 

many Danes may be considered somewhat better compared to other countries. The possibilities of 

receiving a monthly government student grant (Statens Uddannelsesstøtte) when being a student, the 

social welfare system, unemployment insurances (Dagpenge) and government subsidized positions 

all ads to the possibility to support people for longer periods of unemployment. The above are 

schemes aiming to cultivate employment however as Abbing argues; government grants may not 

improve income conditions for artist but instead have counterproductive effects by e.g. increasing the 

number of artist (Abbing, 2002), it seems here that this may also be the case for before mentioned 

schemes. I.e. that in the current labour market, companies are able to hire employees under various 

types of employment schemes and in return provide low or even no financial compensation as the 

people employed will have their income guaranteed from another source. CA2 states the currently (at 

the time of interviewing) he is in a situation where he receives SU as well as an art stipend has put 

him in a “protected situation”. He states that he is in a financially non-challenging situation, which 

allows him to work on what he desires to (CA2, 2013). This confirms Baumol & Bowen research that 

artist can improve their financial situation by being supported by e.g. public sources (Baumol & 

Bowen, 1966 in Menger, 1999).   
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Are artists themselves causing unpaid work? 

 Issues raised by the artist provide indications that artist themselves are contributors to the 

continued use of unpaid work. It is suggested that artist themselves can be somewhat hesitant when 

it comes to evaluating their work when it comes to adding a financial value to it.   

“Groups of artist with common backgrounds and educations basically develop the same artistic 

conscience or habitus and the same reward orientation” (Abbing, 2002:94) 

 According to FD3, the reason why artist themselves are bad at negotiating a salary is because 

“one estimates one’s own value on what you do and you are always your own worst critic and 

downplays one’s own value in terms of wages” (FD3, 2013:9). This is of course influenced by how 

the market forces at work, however FD3 explains this reasoning by artist may be related to having to 

perform in advance i.e. that artist first will have the opportunity to be paid when a work is completed 

and a financial value subsequently can be added to it (FD3, 2013). “It is the end product that has 

value and not the work that has value” (FD3, 2013:10).   

 CA1 also suggest that artist themselves are contributing to the continuing use of unpaid work. 

He states that “a lot of the work that artist do is often very indefinable… it lies in a grey- zone which 

is hard to define, what can you take money for and what can’t you? …Contemporary Arts always 

turns itself upside down, making it hard for people to follow the jargon that exist in the arts” (CA1, 

2013:7). Suggesting that adding a specific monetary value to an art piece will simply not be 

understood by the consumers of art.   

  As stated by Abbing, within the fine arts, it boils down to how the artists have been trained 

during their education. He here raises the notion “art is sacred” and explain that art students are 

during their studies thought to think of art as sacred and something that cannot be equated with a 

monetary value as this would diminish the sacredness of arts (Abbing, 2002). In effect causing fine 

art artist having a harder time making a living of their arts work as if they focus on the monetary 

aspect they would be considered not fully committed to the arts (ibid.) 

As a means to alleviate this situation, FD3 states that at Kolding Design School, the students take 

courses in business management in order to prepare them for the professional world, with tools to 

make them more able to profit from their work (FD3, 2013).   

However, despite these courses in business management, it seems that what is learnt here is surpassed 

by the market forces which allows unpaid work to continue to exist. One can then speculate, despite 

having knowledge about business strategies and a more practical approach of the saleability of one’s 
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art work, can an artist then stand ground and demand a financial compensation without being passed 

by for an artist that is willing to do work unpaid?  

Moreover for contemporary artists a noteworthy aspect is “in the fine arts, the “value” of money 

earned in the market is often low. It can even damage reputations and consequently, recognition by 

one’s peers” (Abbing, 2002:97).  What is then the challenge for artist? How do they translate their 

work into having a monetary value?  One can ask, is it even the role of the individual artist to 

determine this? Is it the role of companies to decided when artist work have value, educational 

institutions to better prepare graduate for an uncertain labour market or ultimately, is there a need for 

government intervention to create labour laws that guarantee all workers, regardless of profession, at 

least minimum wages?   

 

Unpaid => Paid work 

 
 From the results from the coding analyses, one can ask, does unpaid work on the short term 

provide artist with something useful? Or will it eventually provide the experience needed to obtain 

paid employment? In the data sample it is only stated by two respondents that unpaid work for a given 

employer has led directly to paid work for the same employer (GD1, 2013 & FD1, 2013) whereas the 

remaining artist stated clearly that unpaid work had not directly led them to paid work.  It seems that 

the network and experience obtained from unpaid work is a very important element in obtaining paid 

work, however findings shows that the investment of unpaid work might not provide any returns 

before the long run (CA2, 2013).  

Are Artist gamblers?  

 In the data sample, no artists had described themselves as being risk takers or gambling with 

their careers, but reading between the lines, we see that there is a level of risk involved. Several have 

stated that a motivational reason for unpaid work is the potential prospect of later obtaining a paid 

position. This indicates that artists are knowingly taking a gamble when pursuing a career within the 

creative industries and perhaps therefore willingly accept unpaid work as the trade-off could 

potentially be highly rewarding. There exists an expectation that creative workers needs to take on 

unpaid work in order to justify their abilities and prove that their work has value and this is proven 

by having experience. “When you are a fashion designer, it is expected that you have a lot of 

experience before anyone even considers giving you a salary.” (FD1, 2013:3).  Unpaid work then 
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seems to be one of the few methods an artist can make use of to present their abilities to future 

employers, making the source of motivation come from an external pressure in the market.  

 

Consequences to the creative labour market 

 Does unpaid work have any negative effects on the creative labour market as a whole? From 

a business perspective it can be argued that companies using unpaid work are competing unfairly 

with companies that are using paid work, which ultimately devalues the value of labour amongst 

artists. However, if most creative companies use similar business strategies competition would all 

things being equal not be affected? But for the few companies that use paid work, throughout their 

operations, would have less favourable conditions and perhaps ultimately take on similar business 

practises in order to remain competitive. Unpaid work can moreover be said to have a negative effect 

on future generations of artists as former unpaid artists, through their own experiences, will be likely 

to perpetuate their own entry into the market, leaving their successors to go through the same process. 

This “right of passage” is up for debate as to whether it is “right” or “wrong”, as previously stated, 

in Denmark it is not a question of legality as no laws are broken. However, from an ethical 

perspective, it may be an unfair method.  

Unpaid work also has the potential to lead to a non-diversified labour force i.e. that people that do 

not have the necessary social capital to do unpaid work may be excluded from the labour market. 

“The ‘social mechanism’ of sourcing employment was inevitably exclusionary and meant that upward 

social mobility in this sector might be hindered, existing inequalities reinforced and social diversity 

of the workforce undermined” (Siebert & Wilson, 2013:6)  

 Accepting that unpaid work is part of the game and experience is key to have a chance to 

obtain paid work, Seibert & Willson find that trade unions and students bodies argue that “unpaid 

work experience leads to a situation where those who could not afford to work for free were excluded 

from work experience and, consequently, excluded from acquiring the social capital needed to 

succeed in the sector.” (Seibert & Willson, 2013:4). Arguably, similar conditions exist in Denmark 

in terms of experience being the key to become attractive to companies and organization, however, 

the financial situation (Social Capital) of Danish artists may be better compared to the UK i.e. that if 

we look at students, seeking experience, have the monthly government grant (SU) to support 

themselves and graduates, if part of a unemployment insurance (Dagpenge) receives in order to 

support them whilst doing unpaid work. 
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Conclusion  
 
 Throughout the research, explanations have been sought to understand the overall 

circumstances surrounding the reason why artists choose to do unpaid work. As stated in the literature 

review, research directly concerning artist’s unpaid work is extremely limited and therefore in order 

to understand the phenomenon existing research closely related to the topic was used. It was found 

that research on artist’s labour markets, their careers and earnings could also explain why unpaid 

work is prevalent in the creative labour market.  In investigating artists and their surroundings we see 

a labour market that is characterised by high adversity.   

 Firstly, the current labour market conditions can be said to be a main contributor to the 

presence of unpaid work. High unemployment rates amongst artists create uncertain career 

possibilities for artists as an occupational group, implying that high unemployment rates are 

attributing to pushing artists into unpaid work in order to gain the necessary social capital to obtain 

paid employment. Moreover we see that the creative labour market is highly characterised by an 

oversupply of artists that arguably acts as a catalyst for less favourable working conditions that 

ultimately drives wages down.  In the data sample it was found across the line that unpaid work is 

common within the creative industries indicating clearly that unpaid is widely accepted and used.  

Several researchers identified that artists are more likely to be multiple jobholders, thus 

indicating that artists are forced to supply labour to multiple markets in order to manage their careers. 

It seems here the artists incorporate unpaid work in order to supplement their work profile, which in 

effect potentially will make them more attractive for potential employers.    

 We see that unpaid labour has been legitimised in several ways. One most important means 

of legitimization is that lack of minimum wage regulations in Denmark giving creative businesses 

the possibility to hire unpaid artists. Moreover, as unpaid internships are equated by the artist to be 

actual positions the widespread use of these adds to the legitimization of unpaid work.  

 The Danish creative businesses are characterised to consist mostly of small and medium sized 

companies and these are said to often having difficulties in obtaining finances. It seems that creative 

businesses are highly dependent on unpaid work and the mere possibility to cut cost seems to be the 

main driving factor for using unpaid work.  

 In the coding analyses, seventeen motivational factors were found to be attributing to artist 

motivation for doing unpaid work. It was found that most importantly artists possess a very high 

intrinsic need to do artistic work and this drive is the main reason as to why artists will do unpaid 

work as this intrinsic need surpasses a monetary income.  However, in order to fully understand why 
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artist choose to do unpaid work, a multitude of factors must be taking into consideration, their 

employment and financial situation, their motives for doing work and lastly the attractiveness of the 

potential employer.  In conclusion, it is found that not just one or two dominant factors, but all the 

discussed factors equally contribute to the phenomenon of unpaid work in the creative industries.   
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Recommendations 

 During the course of research, other interesting areas arose and could be possible topics for 

further analytical work.  

 

To further analyse artists and their high level of multiple jobholding. More specifically looking into 

the aspect of social capital and job mobility. Is there a correlation amongst a stronger or weaker socio-

economic background in relations to multiple jobholding?   

 

Unfortunately as no businesses were interested in taking part of the research, an interesting approach 

could have been to change the focus to relevant unions to obtain their perspectives on unpaid work.  

 

As some artist have gained most of their experience through unpaid work, an interesting aspect would 

be to investigate how creative businesses view applicants with unpaid work experience as opposed to 

those with paid experience? Does the experience in working unpaid make an artist attractive as a 

potential employee? Or does unpaid work experience merely show that an individual has not managed 

to find paid employment?  
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APPENDIX 
 

Appendix A – Interview Guide  

 

Background questions 

• Hvad er dit navn, din alder og hvad arbejder du med?  

• Hvad er din uddannelsesmæssige baggrund? 

• Er du pt i job? 

• Hvilken slags kontrakt arbejder du under? Project-based? Free lance etc?  

 

Section concerning personal motivation 

 

• Hvordan vil du så beskrive din motivation for at arbejde. Hvordan ville du beskrive hvad 

driver dig til at arbejde? Fx hobby, passion, penge, prestige etc.  

• Hvis en reel løn ikke var hovedmotivationen for at arbejde hvad ville så kunne motivere dig?  

• Har du arbejdet gratis på noget tidspunkt?  

• Under hvilke omstændigheder var det? Hvad blev der lagt op til? Hvad blev der forventet af 

dig?  Kunne du selv få lov til at bestemme hvad du skulle lave? Og fik du det ud af det som 

du håbede på at få? 

  Kan du beskrive et par eksempler?  

• Hvis ja, Kompenserede de dig med noget andet fremfor en reel løn?  

• Har nogle af dine ubetalte job ført til et betalt job?  Har du arbejdet gratis og betalt for den 

samme arbejdsplads? 

• Hvis du så en stilling og hvis stillingen var interessant nok  ville du overveje at arbejde for 

dem gratis? 

• Hvad skal der til for at en virksomhed eller organisation er interessant nok til at du gerne vil 

arbejde gratis for dem?  

• Det næste spørgsmål handler om performance, nu hvor du har prøvet at arbejde for penge og 

så uden penge. Ville du så sige at din performance og engagement er den samme i begge 

tilfælde?  

 



 76

• Altså hvis den ikke er den samme, hvordan vil du så beskrive forskellen? I dit arbejde, hvis 

du får penge, i forhold til du ikke gør 

• Det næste spørgsmål som handler om opgaver, kreativitet og ansvar. Det er et statement jeg 

gerne vil have du skal kommentere på, bare hvad du synes. Det virker i hvert tilfælde sådan 

indtil videre at når jeg kigger på job annoncer, alle mulige forskellige jobannoncer, at hvis 

man arbejder gratis, så er det  somom man har mulighed for større kreativ udfoldelse, man 

kan få mere ansvar og man kan få meget mere input selv hvis man arbejder gratis i forhold til 

hvor at i forhold til at man tager et job hvor at opgaverne måske er lidt mere  faste men 

så er der tilgengæld en mere stabil løn og kompensations  muligheder.  

 Hvad synes du om dette? Er det noget du også har oplevet? eller  har set?  

 

Generally about unpaid work within the Creative industires 

 

• De næste spørgsmål handler om de generelle spørgsmål om hvad du synes om  gratis 

arbejde indenfor dit felt og det første spørgsmål er.  

 Efter din mening er gratis arbejde almindeligt indenfor dit felt? Og hvordan ville du 

 beskrive det? 

• Hvorfor tror du at virksomheder/organisationer benytter sig af gratis arbejde?  

• Hvorfor tror du at folk går med til det?  

• Efter din mening, er andre typer af belønninger udover penge, fx muligheden for at netværke, 

få erfaring osv. en fair/tilstrækkelig kompensation for at udføre noget arbejde?  

• Synes du gratis arbejd er ok? :D  
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Appendix B - Codebook  

 The following contains the codes and overall themes of the data developed throughout the 

coding process, this includes the individual codes and a short description of what the code entails 

(Saldana, 2009). 

 

Background Information 

Basic Info    

Background information; name, age and profession 

Education    

Educational background 

Current employment status  

Current employment situation; self-employed, fulltime, part-time or freelance etc.  

Payment    

Concerning current employment situation regarding compensation. 

 

Motivation 

Motivation - General   

Artist’s personal motivation for working and for work including financial compensation  

Motivation - Unpaid work  

Artist’s personal take on their motivation for doing unpaid work  

Motivation – Unpaid work under education 

Artist personal motivation for working for unpaid under education 

Career Aspiration  

Unpaid work in the hope that a paid position will come 

Unpaid work ���� retention   

Info regarding when a self-employed artist has done unpaid work with the goal to keep a client for a 

possible future work situation where payment may be in question.   

Autonomy 

Work that gives the possibility to have more influence on ones own work 

Compensation - other than monetary   

What compensation has been gained during unpaid  work other than monetary e.g. network, 

knowledge etc.  
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Fair compensation VS. Monetary compensation 

Is the possibility of gaining a non-financial compensation fair as opposed to receiving a financial 

one?  

Unpaid work by artist in industry 

Why artist do unpaid work in their respective industry according to the respondent 

 

External Factors 

Company attractiveness to engage in unpaid work  

Respondents view on what makes a company attractive to be willing to work unpaid.  

Dagpenge 

Taking an unpaid position because government subsidies make it possible 

Financial background 

Government grant - SU 

Institutions perpetuating unpaid work 

Educational institutions that included companies in classes from which the companies gain new ideas.  

 

 

Unpaid Work 

 

Is it common in the industry? 

Is unpaid work normal in the respondent’s respectives creative fields?  

Unpaid work    

The respondents stating whether or not, they have previously done or currently are doing unpaid 

work.  

Ex. unpaid work   

Examples of previous or current professional employment with no financial remuneration  

Ex. unpaid work NGO   

Examples of unpaid work related to the artist profession, however in a setting where it is for 

humanitarian purposes 

Unpaid work ���� paid work  

Has Unpaid work led to paid work  

Creativity VS. PAY   



 79

Does unpaid work give the opportunity to be more creative as opposed to paid work? 

Performance PAID VS. UNPAID WORK 

Artist own take on their performance when working, paid vs. unpaid work 

Unpaid work VS. low paid work 

Is taking a low paid position worth the salary compared to an unpaid position where one e.g. feels 

more taken seriously?  

 

 

Company use of unpaid work 

Recruitment  

Artist view as to whether unpaid work is used as a recruitment tool for companies 

Company use of unpaid labour  

Responses regarding why companies make use of unpaid work in the respective industry according 

to the respondents.  

Quality/feedback of unpaid work 

Evaluation by the employer as to whether the unpaid work has been approved, criticised etc.  

Current workplace that does pro-bono work 

Workplace, as a whole, that takes pro-bono assignments and receives no financial compensation.  

Responsibility of the unpaid labour 

When engaged in unpaid work, how is the artist held accountable for the work done, either good or 

bad.  

Hiring of interns – process 

Respondents experience as working as unpaid labour as well as having hired unpaid worker in 

independent projects or as an employer.  

 

CREATIVE LABOUR MARKET CONDITIONS 

Problems in industry – Unpaid labour 

Artist own view referring to unpaid labour as a problem in their respective industry 

Current employment situation in industry 

Artist own view on the current employment situation in their respective industries  

Unpaid work ���� more Unpaid work 

Unpaid work that leads to more unpaid work for the same employer 
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Internship = Actual position? 

Respondent argues that his experience with internships is that it is an actual position based on the 

work that he has done.  

Demanding a job/salary 

Are the artist not good enough to demand what they are worth? Are they themselves the cause of 

company use of unpaid labour?  

Situation in other countries 

Descriptions of employment situations with the creative industries in other countries than Denmark 

Right of passage  

Reference to a ritual event within a community representing a transition, in this case the potential 

“necessity” of having an unpaid position before the artist can reach a paid position 

Is it fair?  

A meta-question at the end of each interview regarding whether unpaid labour, according to the artist 

is “fair” or not.  

Consequences of current employment situation in industry 

Negative aspects concerning the current employment situation 

 

Artists Supply to Labour Markets  

Multiple jobs 

Artist holds more the one job 

Paid work in profession 

Issues relating to artists work in a paid situation 

Arts related work 

Arts work that the artist has performed and been financially compensated for but not the primary 

profession.  

Paid work – not related to profession   

Info regarding when an artist has a job, not related to their profession, in order to earn money e.g. 

work in an department store.  
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Appendix C – Coding Process  

 

 

DATA OVERVIEW - CODING ANALYSES                 

Codes GD     FD     CA   

  GD1 GD2 GD3 FD1 FD2 FD3 CA1 CA2 

BACKGROUND INFORMATION          

Basic info 1 1 1 1 1 1 1 1 

        2   

Education 1 1 1 1 1 1 1 1 

    3  12  6   

Current employment status 1 1 1 1 1 1 1 1 

   2        

Payment 1 3 1   2    

    4             
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MOTIVATION GD     FD     CA   

  GD1 GD2 GD3 FD1 FD2 FD3 CA1 CA2 

Motivation - General  2 2 2 2 1 2 2 2 

    3   3 2 2 

    7     3 

Motivation - Unpaid work 2 2 3 2 1 3 6 8 

  2 3 10 2 2 6 6   

  2 4 12 3 4 7 6 6 

  3 4 12 6 6 14 8   

  5 3  9 6 6    

     13 12     

     14      

     4      

Motivation - Unpaid work under education    3 3 3    

Career Aspiration 2 6  10 1  6 3 

      4   6 

      4   7 

      6   12 

      6     

      7     

      14     

Unpaid work ⇒ Retention 2         

  4         

Autonomy  4 2  2   2   

Compensation - other than monetary 6 3 4  3 3 3 6 

   4 4  4 5 3 6 

        3 7 

        6 7 

        9 8 

         10 

Fair Compensation VS. Monetary Compensation 6  12     14 

Unpaid work by artist in industry 5 9 11 3 12 10 5 14 

   9 11 8  14 7 12 

    12 13      

      12           
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EXTERNAL FACTORS GD     FD     CA   

  GD1 GD2 GD3 FD1 FD2 FD3 CA1 CA2 

Company attractiveness 4 6 5 4 4 6 5 8 

to engage in unpaid work 5 6 6 4 5 6 5   

  5 6 6 5 5 6    

    8 5 9 7    

"Dagpenge"  5   5 4 8   

Financial background  5     6 3 

   6     8 4 

         8 

         14 

Institutions perpetuating unpaid work      12  10 

            12     

  GD     FD     CA   

UNPAID WORK GD1 GD2 GD3 FD1 FD2 FD3 CA1 CA2 

Is it common? 5 9 10 7 11 9 7 12 

     7   7   

Unpaid work 2 3 7 3 2 3 2 4 

         4 

         7 

Ex. Unpaid work 3 4 3 3 2 3 3 4 

  4  3 3  13 3 6 

     6    7 

     12      

Ex. Unpaid work NGO  3    3    

Unpaid ⇒ Paid work 2 5 4 3 4 5 3 4 

    5  4  9 7 

         10 

Creativity VS. Pay 4 8 4 2 9 5    

    8 5 10 10 6 10 

     6  15    

     7      

Performance PAID VS. UNPAID work  7 6 6 7 8  8 

    7 7 7 8 5 9 

        6 9 

Unpaid VS. Low paid work         12 5     
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COMPANY USE OF UNPAID WORK GD     FD     CA   

  GD1 GD2 GD3 FD1 FD2 FD3 CA1 CA2 

Recruitment   8 13 4 8 13    

   9        

Company use of unpaid work 3 5 8 4 2 4 4 14 

  5 9 8 7 8 4 6   

   7 8 11 9 13 8   

    9 11 10 13 8   

    9 12 11 13    

    10 12 12     

    11 13 14     

    11 5      

    11 13      

    12       

    13       

    13       

    9       

Quality/Feedback of unpaid work 5  12       

  6         

Current workplace that does pro-bono work   6       

Responsibility of the unpaid labour  7 9  8     

Hiring of interns -process     10 12         

 

  GD     FD     CA   

ARTISTS SUPPLY TO LABOUR MARKETS GD1 GD2 GD3 FD1 FD2 FD3 CA1 CA2 

Multiple job holding   7    8   

Paid work in profession   7 1 15  4 1 

         4 

         6 

         7 

Arts related work   1 1   3 6 

     1      

     3      

     5      

Paid work – Non-arts work   3   8 1 1 

    7   15 8   

    7       

      7           
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CREATIVE LABOUR MARKET 
CONDITIONS GD     FD     CA   

  GD1 GD2 GD3 FD1 FD2 FD3 CA1 CA2 

Problems in industry - Unpaid labour   8 8 2     

    8       

Current employment situation in industry 5 5   2 4 1 3 

   5  3 2 9  6 

   9  8 3 11  9 

   5  8 5 11  12 

   10  12 6 13  3 

      10 14  9 

      10   14 

Unpaid work - more unpaid work   13       

Internship = Actual position?  4 8 12 2 13    

      5 4    

      6     

      4     

Demanding a job/salary    9 11 9 7   

     10 10 10 7   

     10 14 10 7   

       11 8   

       11    

Situation in other countries      4 9   

Right of passage  5    15    

Is it fair?  10 12 13 14 14 10   

Consequences of Current   9  11 14 4 8 10 

Employment situation in industry    12  10    

     13  14    

        13         
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Appendix D – Interview Transcripts  


