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Sammanfattning

I Konstnarsndmndens uppdrag ingar att halla sig underrédttad om konstnarernas ekono-
miska och sociala forhallanden samt bevaka trygghetssystemens utformning och tillampn-
ing 1 forhallande till den konstnérliga verksamheten. Som ett 6vergripande direktiv i sin
verksamhet ska Konstndrsndmnden dven anlégga ett jamstalldhetsperspektiv déar kvinnor
och mans villkor utgér ett sarskilt analystema.

Rapporten Konstndrernas inkomster ur ett jamstdalldhetsperspektiv syftar till att belysa
konstnérers ekonomiska jamstalldhet genom att analysera de inkomster, tillgdngar och
transfereringar som kvinnor och mén har inom konstomradet. Rapporten ar den andra
delstudien 1 Konstndrsndmndens rapportserie om konstnédrernas inkomster. Det empiriska
underlaget utgors av registerdata fran Statistiska Centralbyran baserat pa inkomstaret
2007. Materialet visar antalet verksamma kvinnor och mén 1 olika konstnarliga yrkesom-
raden, dessa konstnérers sammanraknade forvarvsinkomst och resultat 1 naringsverk-
samhet, forvarvsinkomstens sammanséttning och férdelning efter utbildningsnivé, samt
konstnérernas inkomst av kapital, formoégenhet och transfereringar. Genom att redovisa
det genomsnittliga antalet barn som konstnarligt yrkesverksamma kvinnor och mén har,
problematiseras 1 rapporten dven relationen mellan egenforsérjning, arbete och familjeliv.

Fran mitten av 1970-talets till mitten av 1990-talet 6kade andelen kvinnor inom de
konstnérliga yrkesomradena. Sedan dess forefaller forhallandet stabiliserats. Inkomstaret
1995 utgjordes konstnarsgruppen av 47 procent kvinnor och 53 procent mén. Denna rap-
port visar att gruppen ar 2007 bestod av 46 procent kvinnor och 54 procent mén. Konst-
ndrsgruppen kan darmed i stort betecknas som kénsbalanserad, men med en svag manlig
dominans. Férdelningen mellan kénen varierar dock beroende pa konstomrade. Omradena
Bild- och form, Film, Ord och Teater ar kénsbalanserade. Omradet Dans 4r kvinnodomin-
erat och 70 procent av utévarna ar kvinnor. Yrkeskategorierna Musik och Musikal ar
mansdominerade och bestar av 71 respektive 64 procent mén. De yrkesomraden som
genomgatt storst forandring betraffande konssammanséttning dr konstomradena Film och
Ord som ar 1995 bestod av 64 respektive 65 procent mén, vilket kan jamforas med ar 2007
da det inom filmomréadet fanns 58 procent méan och 55 procent man bland ordkonstnarerna.
Ett anmarkningsvéart resultat 1 sammanhanget dr att andelen manliga konstnérer inom
musikomradet inte forandrats pa 12 ar.

I likhet med tidigare undersokningar visar studien att konstnérer 1 jamforelse med
ovriga befolkningen adr hogutbildade, men att deras medianinkomst trots det ar lagre 4n
1 befolkningen. For hela konstnarsgruppen var medianvérdet for den sammanriaknade
forvarvsinkomsten ar 2007 205 559 kronor, vilket kan jamforas med 240 563 kronor som
var motsvarande varde 1 befolkningen. Konstnarsgruppens medianinkomst dr saledes 15
procent lagre &n befolkningens.

Medianvardet for den forvarvsinkomst som kvinnorna 1 konstnéarsgruppen hade ar 2007
var 194 720 kronor. Fér ménnen var motsvarande siffra 217 356 kronor. Kvinnornas me-
dianinkomst utgjorde 90 procent av méannens. Skillnaden dr nagot storre 1 befolkningen 1
sin helhet dar kvinnor har 78 procent av mannens medianinkomst. De konstnérligt verk-
samma kvinnornas andel 1 de 6vre inkomstklasserna tenderar dock att minska. I inkom-
stklassen 240-399 900 kronor aterfanns 42 procent kvinnor och 58 procent mén. I gruppen
med en sammanréknad forvarvsinkomst 6ver 400 000 kronor aterfanns endast 33 procent
kvinnor och 67 procent man.

Eftersom att vara kvinna 1 sig innebar en reduktion av ekonomiska resurser, och da
kvinnor i allménhet har lidgre forvarvsinkomst &n mén, tenderar den relativa forlusten 1
att investera 1 ett konstnérligt yrke som kvinna att bli mindre &n fér en man. I rapporten
konstateras att det inte alltid innebar en inkomstforlust att ge sig in pa en konstnarlig
yrkesbana. Kvinnor i1 konstnarsgruppen har 91 procent av den medianinkomst kvinnor har
1 befolkningen. Mén 1 konstnarsgruppen har 79 procent av vad mén har i medianinkomst
1 befolkningen. Bade kvinnor och mén i konstnérsgruppen har dock smé inkomster vilket
innebéar att kvinnor som adr konstnérer dr en samhéllsgrupp med sarskilt 1ag inkomstniva.

Flest antal kvinnor finns inom Bild och form som ar den konstnérliga yrkeskategori



som har lagst medianinkomst. Storst antal mén finns inom musikomradet, vilket ar det
yrkesomrade med nast hogst medianinkomst. Teateromradet dr det konstomrade med
hogst medianinkomst men ocksa det omrade dar skillnaden i medianinkomst 4r som storst
mellan kénen. Kvinnornas medianinkomst utgér 88 procent av ménnens. Musik och Film
ir de konstnarliga yrkesomraden med minst inkomstskillnader mellan konen. I dessa
grupper har kvinnor 97 procent av midnnens medianinkomst.

Kvinnor med konstnérlig yrkesverksamhet utgor en sarskilt hogutbildad kategori. Un-
dersokningen visar att 73 procent av kvinnorna har en eftergymnasial utbildning kortare
4n tre ar och 53 procent en som ar tre ar eller langre. Fé6r mannen ar motsvarande siffror
62 respektive 45 procent.

Ett annat védsentligt resultat i rapporten 4r att kvinnor har betydligt hégre nettoformo-
genhet 4n sina manliga kollegor. Medianviardet for mins nettoférmogenhet i konstnérs-
gruppen var ar 2007 234 089 kronor. Motsvarande vérde for kvinnorna var 323 650 kronor.

Andelen kvinnor i konstnarsgruppen som bedriver naringsverksamhet 4r dessutom
storre dn 1 befolkningen generellt. Av alla 1 konstndrsgruppen som ar 2007 bedrev narings-
verksamhet utgjordes 45 procent av kvinnor och 55 procent av mén.

Att kvinnor generellt har lidgre forvarvsinkomst 4n mén diskuteras i rapporten i termer
av en negativ genuseffekt dir faktumet att vara kvinna innebéar en reduktion av inkomst-
resurser. En sddan reduktion av resurser kan innebéra att kvinnor inom yrkesomraden
med hard konkurrens méaste vara battre utrustade 4n mén i motsvarande positioner. For
den som ska ge sig in pa yrkesbanor som kraver hoga utbildningsinsatser, men tenderar
att resultera i laga inkomster, kan det dirfor hjalpa att besitta ndgon form av riskkapital.
Att kvinnor i konstnirsgruppen ir hogre utbildade och har stérre nettoférmogenhet an
man framhalls i studien som ett riskkapital att falla tillbaka pa i samband med osidkra
yrkesbanor. Pa si vis aktualiseras fragan om betydelsen av kon och klass i samband med
en konstnarlig yrkeskarriar.

Tidigare studier har visat att ett konstnarligt arbete manga ganger innebar otrygga
inkomst- och arbetsmarknadssituationer, obekvima arbetstider och krav pa omfattande
tidsinvesteringar. Detta kan gora att konstnirer vantar eller till och med avstar fran att
bilda familj. Rapporten visar att det dr vanligare i konstnarsgruppen an i befolkningen
att inte ha barn. Av konstnérerna i dldersgruppen 20-71 ar dr det 34 procent som inte har
barn. Motsvarande siffra i befolkningen ar 32 procent. Det dr ocksa vanligare i konstnérs-
gruppen att endast ha ett barn (21 procent i konstnirsgruppen, 16 procent i befolkningen).
Nagot firre i konstnirsgruppen an i befolkningen har tva barn (30 respektive 32 procent).
Detta forhallande géller dven vid tre eller flera barn (16 i konstnarsgruppen, 20 procent
i befolkningen). Undersokningen vittnar om vikten av konsuppdelad statistik, eftersom
den patagliga skillnaden nér det galler antalet barn finns mellan kvinnor i konstnérs-
gruppen och kvinnor i befolkningen. Av de konstnérligt yrkesverksamma kvinnorna ar
det 35 procent som inte har nagot barn. I befolkningen 4r motsvarande siffra 27 procent.
Konstnarligt yrkesverksamma mén ar ddremot i mindre utstriackning barnlésa 4n mén 1
befolkningen. I konstnirsgruppen har 32 procent av miannen inga barn och i befolkningen
ar siffran 36 procent. I samtliga konstnarliga yrkeskategorier ar det vanligare att min an
kvinnor har tre barn eller fler. I befolkningen géller motsatt forhallande. Sarskilt inom
scenkonstomradena forefaller konsskillnaden vara omfattande, var femte man och var
tionde kvinna inom Musik och Teater har tre barn eller fler.



Summary

Part of the Arts Grants Committee’s remit is to keep watch on artists’ financial and social
conditions and to monitor policy developments and the implementation of social security
systems as they relate to artistic activity. One of the Committee’s principal tasks is to
apply a gender equality perspective, which involves analysing the respective conditions of
women and men as a special theme.

The aim of the report, Artists’ Income from a Gender Equality Perspective, is to shed
light on the current economic gender balance in the arts by analysing the income, assets
and transfers of female and male practitioners. This report is the second interim study
undertaken by the Arts Grants Committee in its series of report on income among artists
in Sweden. The study is empirically based on register data from Statistics Sweden, drawn
from the 2007 income year. This material shows the number of women and men working
professionally in the arts, their total earnings from employment and self-employment, the
composition of their earned income and how it is distributed according to level of education,
plus their income from capital, property and transfers. By showing the average number of
children that professionally active women and men in the arts have, the report also exam-
ines the relationship between self-support, work and family life.

Between the mid-1970s and the mid-1990s, the proportion of women artists increased.
Since then, the ratio has stabilised. In the 1995 income year, artists as a group comprised
47 per cent women and 53 per cent men. The report shows that in 2007 the same group
comprised 46 per cent women and 54 per cent men. Consequently, the artist group can in
principle be said to be in gender balance, although with a slight male dominance. The way
in which gender is distributed varies, however, depending on which artistic category is
involved. The Visual Art & Design, Film, Word & Literature and Theatre categories are all
in gender balance. The Dance category is female-dominated: 70 per cent of the practitioners
are women. The Music and Musical categories are male-dominated, comprising 71 and 64
per cent men respectively. The professional categories that have changed most in terms of
gender composition are Film and Word & Literature. In 1995, these comprised 64 and 65
per cent men respectively, while in 2007 the figures were 58 per cent men in the Film cat-
egory and 55 per cent men among Word & Literature artists. Worth noting in this connec-
tion is that the proportion of male artists in the Music category has not changed in 12 years.

Like earlier studies, this study shows that compared with other professional categories
artists are highly educated but that their median income is nevertheless lower than that of
the labour force in general. For the artist group as a whole, the median value of total earn-
ings in 2007 was SEK 205 559, compared with SEK 240 563 for the working population in
general. This means that the median income of artists as a group is 15 lower than that of
the working population as a whole.

In 2007, median earnings for women in the artist group was SEK 194 720, while men
earned SEK 217 356. Thus women’s median income was 90 per cent of that of men. The
difference is somewhat larger in the general population, where women’s median income is
78 per cent of that of men. The proportion of artistically active women in the upper income
bracket, however, is tending to decline. The study noted that the SEK 240-399 900 income
bracket comprised 42 per cent men and 58 per cent women. The group with total earnings
in excess of SEK 400 000 comprised 67 per cent men and only 33 per cent women.

Since being a woman means per se having fewer financial resources, and since women in
general earn less than men, the relative loss resulting from the choice of an artistic career
tends to be smaller for women than for men. The report notes that embarking on an artistic
career does not always mean losing income. Women in the artist group earn 91 per cent of
the median income of women in the population as a whole, while the corresponding figure
for men is 79 per cent. Both women and men in this group, however, have relatively little
income, which means that women artists are a particularly disadvantaged social group in
income terms.

The largest number of women is to be found in Visual Art & Design, which among artists
is the professional category with the lowest level of median income. The largest proportion



of men is to be found in the Music category, which has the second highest level of median
income. The highest level is in the Theatre category, but this is where the gender gap in
terms of median income is largest. Women’s median income here is 88 per cent of that of
men. Music and Film are the professional artistic categories with the smallest income gaps
between the sexes. In these groups, women have 97 per cent of men’s median income.

Women in artistic professions are particularly highly educated. The study shows that
73 per cent of the women have a post-secondary education of less than three years, while
53 per cent have studied in higher education for three years or longer. The corresponding
figure for men was 62 and 45 per cent respectively.

Another important finding in the report is that women possess a considerably larger net
amount of net property than their male colleagues. The median value of men’s net prop-
erty in the artist group in 2007 was SEK 234 089. The corresponding figure for women was
SEK 323 650.

Also, the proportion of self-employed women in the artist group is larger than that of
the working population in general. Of all self-employed artists in 2007, 45 per cent were
women and 55 per cent men.

The fact that women in general earn less than men is discussed in the report in terms of
a negative gender effect, where womanhood per se means having a reduced level of income
resources. Having fewer resources may mean that women in professions exposed to tough
competition need to be better equipped than men in similar positions. For someone embark-
ing on a professional career that requires considerable educational input but tends to result
in low income, possessing some form of venture capital may be an advantage. Women art-
ists’ higher level of education and larger net amount of property is described in the report
as a type of venture capital that women can fall back on when choosing an insecure profes-
sional career. This raises the question of how important gender and class may be in connec-
tion with a career in the arts.

Earlier studies have shown that artistic work often involves an uncertain income and
employment situation, inconvenient working hours and the need to invest considerable
amounts of time. This may cause artists to delay starting families or to abstain from such
a course altogether. The report shows that childlessness is more common among artists
than among the population as a whole. Of artists in the 20—71 age group, 34 per cent are
childless, while the corresponding figure in the general population is 32 per cent. Artists
are also more likely to have only one child (21 per cent in the artist group, 16 per cent in
the general population). A slightly lower proportion of artists than of people in general
have two children (30 and 32 per cent respectively). The same applies in the case of three
children or more (16 per cent and 20 per cent respectively). The study illustrates the impor-
tance of gender-segregated statistics, since the most pronounced difference in the number
of children is to be found between women in the artist group and women in the population
in general. Of women artists, 35 per cent are childless, while the corresponding figure for
the population as a whole is 27 per cent. Male artists, on the other hand, are childless to
a lesser extent than men in the population as a whole. In the artist group, 32 per cent of
the men are childless, while the figure for the general population is 36 per cent. In all the
professional fields discussed in the report, men have three children or more to a greater
extent than women. For the population as a whole, the opposite is the case. In the perform-
ing arts, in particular, the gender gaps are substantial: one man in five and one woman in
ten in the Music and Theatre categories have three children or more.






Foreword

Female and male artists find themselves in a different situation. To state as much feels a
little like banging at an open door, and yet, that, in a way, is what this report is doing in its
concluding analysis, in highlighting the need for gender-disaggregated data and statistics.
Beyond any such obvious-seeming conclusions, however, the survey study on which this
report is based represents a pioneering effort of its kind. Never before have the different
conditions of female and male artists living in Sweden been brought so richly into relief
while retaining the verifiability of the findings derived from a database this large. There

is always a temptation to simplify things, and simplifications may even be necessary to
ensure clear and effective communication or to persuade an audience of a point of view or
an issue. This report, however, does just the opposite. Anyone perusing it is exposed to new
layers of facts, contexts, and connections, all of which complicate the picture one might
have had of the equality issues affecting the living and working conditions of artists in our
society. The insights and understandings gained in the process will no doubt give rise to
widely differing conclusions about what needs to be done next.

What the report shows is how difficult it is to implement equality in practice, and by this
I mean primarily the promotion of equal rights of women. As we continue to push forward
with our work towards greater equality in a given field, there seems to be always some-
thing that slips out of attention, an angle or an aspect that was not previously considered
or accounted for. We know, for example, that in the area spoken theatre, significant efforts
have been made, and continue to be made, to change the situation both in letter and in
practice, and that studies have now shown this field to be well balanced in terms of gender
representation. We even know the majority of the managers at publicly funded theatres
today to be women. Yet, despite of all this, much work remains to be done, given that it
is, precisely, in theatre that the income gap between women and men is at its greatest.
Music, on the other hand, appears to be an area in which, even in the top income brackets,
equality has been achieved in terms of pay levels, while in terms of gender representation
it remains heavily male-dominated, with the proportion of men to women in it staying the
same for the last twelve years.

Similarly to the broader population, gender differences in personal income and wealth
nonetheless level out when we look at artists’ net earnings after transfer payments, taxes,
and the like. Just as for the rest of us, the Swedish welfare system thus plays a key role in
the efforts to create more equal economic conditions for female and male artists.

The female artists in this study who were entrepreneurs were economically more suc-
cessful than their male counterparts. This was a somewhat surprising finding, even though
these women’s prosperity, when measured in absolute terms, was still relatively modest.
The fact that female artists, on average, were wealthier and better educated than male art-
ists also raises questions about class differences.

The section on artists with children leads the discussion away from the domain of income
statistics and on to a more personal level, prompting further questions about the differing
conditions of women and men pursuing a career in arts.

The concluding report in the Swedish Arts Grants Committee’s report series on artists’
employment and income, published in May 2010, particularizes these materials and analy-
ses them further, complicating the picture even more.

Ann Larsson

Director
The Swedish Arts Grants Committee
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1. Introduction
1.1 Purpose of Study, Materials and Methods

In accordance with Ordinance 2007:1199, the Swedish Arts Grants Committee’s remit is to
gather information about artists’ economic and social situation and to monitor policy devel-
opments and the implementation of the country’s social security and welfare scheme in the
sphere of arts. Part of the Committee’s overall mandate is to incorporate a gender equality
perspective in all its activities, focusing specifically on any differences in the condition of
women and men (Sveriges Riksdag 2009). The present report, aiming to throw some light
on artists’ economic situation from a gender perspective, represents one outcome of this
ongoing work. The study itself was commissioned by the Swedish Government, which, in its
joint directive to the Swedish Arts Grants Committee, the Swedish Arts Council, and the
country’s Equal Opportunities Ombudsman, charged the Committee with the task of ana-
lysing in depth the professional situation of artists living in Sweden (007/2359/JAM). This
is the second interim report on the Arts Grants Committee’s research project on artists’
incomes in the country, with the first interim report having been issued in January 2009.

Equality of women and men is one of the cornerstones of a democratic society, and it
entails equal rights, responsibilities, and opportunities as well as “equal power [for women
and men] to shape society and their own lives” (SCB 2008a:12). The Swedish gender equal-
ity policy aims to ensure all this through the attainment of four subgoals: equal distribu-
tion of power and influence, economic equality between the genders, equal distribution
of unpaid care and household work, and cessation of men’s violence against women. The
policy objectives highlight the importance of gainful employment and independent liveli-
hood as a foundation of gender equality. Women and men are to have same opportunities to
establish themselves and maintain their position in the labour market. In this connection
also the importance of promoting women’s entrepreneurship and self-employment has been
brought up as one of the key issues. Women and men are, furthermore, to have the same
opportunities for professional development and equally good possibilities for reconciling
paid work and family life (Mark 2007, p. 14; SCB 2008a; Integrations- och jamstéalldhets-
departementet 2009).

The thematic areas examined in this report shed light primarily on the degree of eco-
nomic equality among artists. As with the previously reported work in this series, the study
draws on registry data from Statistics Sweden (Statistiska Centralbyran, SCB), which
shows the number of professionally practicing female and male artists across different
artistic occupations, their total income from employment and business, the composition of
their earned income, and the distribution of this income by level of education. Also simi-
larly to the earlier survey, the data examined includes artists’ income from business, their
income from capital and assets, different kinds of transfers received, and their net income.
This data does not, however, allow one to establish the proportion of their time women and
men spent in artistic as compared to other kinds of work. This question is tackled in the
third report in this series, summing up and analysing the findings from a survey that also
investigated artists’ terms of employment and entrepreneurial activities more in depth.

One major difference compared to the first interim report from this project is that in the
present report, all statistics are broken down by gender, and the income information is for
tax year 2007.! In addition, the present report includes a supplementary section that looks
at the average number of children that female and male artists had in the different age
groups and in comparison to the overall population.? In this way, the report also touches
upon the issue of equality as a matter of being able to balance between work, income, and
family life.

In examining artists’ income levels, the first interim report relied on 22 occupational
categories for professionally practicing artists. To provide the reader with a better overall

1 The previous study was based on figures for tax years 2004 and 2005.

2 Data on the number of children and age based on figures from year 2008.
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picture of the statistical data, the artists surveyed have now been classified into seven dif-
ferent categories based on the field of art they represented: Musicals, Word & Literature,
Music, Dance, Visual Arts & Design, Theatre, and Film (see Appendix). Another reason for
using just seven occupational categories is that certain fields of artistic practice would have
otherwise run the risk of having too few representatives in them after disaggregating the
data by gender. This was the case, for instance, when breaking down the data on artists
operating an arts-related business by gender and occupational group.

The survey population was defined using the same criteria as in the previous study in
this series. In other words, the survey was limited to those individuals who (1) “had been
awarded the Swedish Arts Grants Committee’s or the Swedish Authors’ Fund’s guaranteed
income for artists grants, guaranteed public lending remuneration, or stipend or grant in
2004 or 2005”; (2) “applied for [such] a stipend or grant during 2002 through 2006”; (3) or
were “members of the Swedish Musicians’ Union, the Swedish Federation of Professional
Musicians, or the Swedish Union for Theatre, Artists and Media”® (Konstndrsndmnden
2009, p. 11). One limitation of the present study is therefore that younger artists becoming
established in subsequent years fall outside of its scope. This potential under-coverage bias
may mean that older, more senior artists are somewhat overrepresented in the sample,
while some of the younger artists today active in the country are not included in the data.*
Another possible source of selection bias in the study is over-coverage: it is conceivable that
among those applying for the stipends and grants above were also individuals other than
professionally practicing artists. All in all, the study covered 21,185 artists, compared to
the 21,509 included in the previous study in the series.

Similarly to that earlier study, total income from employment and business was used as
the income measure in this study.® Because of the great variations in income we encoun-
ter among artists, the income figures cited in this report are median values and not mean
values, as the latter can be unduly influenced by even individual instances of high- and
low-income earners (cf. Konstndrsnamnden 2009, p. 10).

It should be pointed out that the data analysed by this gender equality study derives
from income statistics and not wage and salary statistics. To determine the extent to which
any pay differentials between women and men might be explained by gender discrimi-
nation or value discrimination instead of, simply, different working time arrangements
involving part-time work, overtime, various kinds of leaves, and so on, one needs to exam-
ine wage and salary structure statistics which convert wages and salaries into full-time pay
amounts. This, however, is not done in the case of income statistics in Sweden (see SCB
2004, 2008a; Medlingsinstitutet 2008).¢ The equality problematic at issue in the study was
thus not about the “same pay for same work” principle. Rather, the data presented in this
report aims to capture something significant about the financial resources women and men
active in various artistic professions have available to themselves, as well as to briefly raise
the issue of the condition of women and men as professionals practicing in the field of arts.
To focus on income figures is, moreover, pertinent from the point of view of the functioning

3 Only those members of the Swedish Union for Theatre, Artists and Media who pursued artistic ca-
reers were, however, included.

4 Given that individuals’ assets tend to increase with age, data selection issues such as this may
result in a situation where the values obtained for instance for assets and income from capital will be
somewhat higher than is actually the case in the artist population. Comparison of these values with those
of the general population may then give a slightly misleading picture of the gap between the two. In this
connection it should also be noted that the age profile in the category ‘Artists Aged 20 to 62’ was, presumably
from the very outset, somewhat skewed towards the upper end of the age range, compared to the comparison
group, ‘Total Population Aged 20 to 64.” This is probably owing to the longer times artists spend in educa-
tion, compared to the population as a whole.

5 The category ‘total income from employment and business’ also includes taxable stipends and grants
from the Swedish Authors’ Fund and the Swedish Arts Grants Committee. In contrast, the previous report
in this series used a broader income measure, which included even tax-exempt stipends and grants from
the Swedish Authors’ Fund and the Arts Grants Committee. In addition, the income measure used in the
present study also excludes financial aid for studies, income from capital, and tax-exempt transfers.

6 In Sweden, overall wage and salary statistics are the responsibility of the National Mediation In-
stitute (Medlingsinstitutet), which often publishes analyses on the wage and salary differentials between
women and men. The present study, as noted, relied on income data from Statistics Sweden.
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of the welfare system, in that social security compensations, at least in Sweden, are based
on the loss-of-income principle, which has as its consequence the fact that social insurance
and unemployment insurance compensations received by women have often remained on a
lower level due to their lower income levels (cf. SOU 2003:21, pp. 35-36, 151-152).

As is clear from the above, the study is concerned with certain quantifiable aspects of
the gender equality problematic, looking in particular into the number of women and men
who are professionally practicing artists and their income conditions. The more qualitative
aspects of this problematic, or the question of whether, and to what extent, women and
men are able to exercise the same right to influence society and have similar opportunities
to contribute and assert their knowledge, views, understandings, and experiences (Mark
2007, p. 15), remain outside the scope of this study. It is probably safe to assume, however,
that there is a connection between the number of women and men who are active in the
different branches of the arts and the gender-linked traditions, notions, and perceptions
that have remained dominant in this professional field. We may also presume that the
historical, social, and cultural notions of what male and a female artists are like, what they
do, and what they should be about, affect the economic conditions under which these art-
ists respectively work (cf. Flisbiack 2009). Such questions, however, are given only limited
consideration in this report.”

7 The way in which gender might inform the ways in which the quality of artistic expression is classi-
fied is one example of the kind of qualitative gender equality issues that, despite their importance, are not
dealt with in this report, even when they might impact women’s and men’s possibilities of making a living as
professional artists.
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2. Composition of the Artist Group
2.1 Art Fields by Gender

The number of professional practitioners from each gender in an art field provides a some-
what crude but important indicator for measuring gender equality in the area. In official
statistics, an occupational category is usually considered as showing gender balance if the
share of the minority gender in it is at least 40 per cent (see, e.g., SCB 2008a). This indica-
tor has nonetheless been criticized as inadequate, since, in practice, the share of women,
especially in top positions, usually tends to remain close to or at the lower limit of the equa-
tion, or 40 per cent, while the share of men almost always approximates the upper limit of
60 per cent. In consequence, the 40/60 minimum measure makes it possible for organiza-
tions to camouflage any persisting imbalances between women and men in their workforce
behind the rhetoric of gender balance attained in their activities. For this reason, state
authorities have subsequently set the goal at 50/50, which distribution was also adopted
more broadly as a quantitative tool for measuring gender equality (SOU 2007:108, p. 21).
In this report, the terms ‘gender-balanced’ and ‘gender balance’ are used to describe an oc-
cupational group that consists of a minimum of 40 per cent of each gender, while, in order
to provide for a more nuanced picture, the expressions ‘slight male dominance’ and ‘slight
female dominance’ are used to describe a situation where the share of either men or women
is above 50 per cent without exceeding the upper limit of 60 per cent.

As shown by Table 1, the artist group studied consisted of 21,185 individuals of whom
9,647 were women and 11,538 men. Similarly to the previous study in this series, Visual
Arts & Design formed the single largest occupational category, followed closely by Mu-
sic (cf. Konstnarsndmnden 2009, p. 12). Individuals working in the field of Visual Arts &
Design made up 29 per cent of all the artists studied, while the share of all the occupational
categories lumped under Music in the overall group was 27 per cent. Musicals was the
smallest of the seven categories studied, representing three per cent of all the artists in the
group.

The artist group as a whole was gender balanced in 2007, in that 54 per cent of the art-
ists studied were men and 46 per cent were women. The proportion, however, varied across
the different occupational categories, with three art fields being somewhat dominated
by either sex. Both Music and Musicals showed male dominance, with, respectively, 71
and 64 per cent of the professional practitioners in these art fields being men. Dance was
dominated by women, who accounted for 70 per cent of all the individuals included in this
category. Word & Literature and Film showed a gender balance, although, similarly to the
artist group as a whole, there was a slight male dominance in both of these categories (565
and 58 per cent men respectively). The art fields Theatre and Visual Arts & Design were
overall gender balanced with a slight female dominance in each (52 and 56 per cent women
respectively).

It is often observed that, in the Swedish labour market, men are mostly spread over a
large number of smaller occupational categories while women tend to be concentrated in
relatively few but large occupations. This is understood to be primarily the effect of the
fact that there are more official occupational categories for what we could term as tradi-
tional men’s work, as for instance in industry, than what we can find in the areas in which
women have traditionally worked, such as nursing and care (SOU 2004:43, pp. 65-67,
87-88). In the case of the artists studied, no such clear-cut pattern, however, emerged. As
appears from Table 1, the overall largest occupational categories examined, or Visual Arts
& Design, Music, Theatre, and Word & Literature, were also the ones in which the largest
numbers of both female and male artists were concentrated. While most of the female art-
ists studied fell into the category Visual Arts & Design, Music was the most popular occu-
pation among the male artists. There were a total of 3,406 female artists in the Visual Arts
& Design category, corresponding to 35 per cent of all the women included in the study. Of
all those in the Music category, a total of 4,096 were men, or 36 per cent of all the male art-
ists studied. In Visual Arts & Design, there were 2,639 men (23 per cent of all male artists),
and in Music there were 1,654 women (17 per cent of all women).
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2.2 Art Fields by Age and Gender

Of all the artists included in the study, 2,098, or 10 per cent, were aged 65 or over. None
were under 20 years of age, very likely as a result of the limitations imposed by selection
criteria as noted above. Yet, even if the older age groups were somewhat overrepresented
in the study sample, it also seems reasonable to assume that artists form an occupational
group in which the share of those who continue working even after retirement age is
notably large. Of all those employed in Sweden in the fourth quarter of 2007 (a total of
4,548,600 persons), no more than 2 per cent (or 92,300 individuals) were aged 65 to 74. Of
these, 34 per cent were women and 66 per cent men (SCB 2009/AKU).

The share of those who had remained active after age 65, however, varied across the art
fields surveyed.

The art fields with the largest number (and share) of those continuing to work after age
65 were Word & Literature and Visual Arts & Design. Of all the artists classified as belong-
ing to the category Word & Literature, 25 per cent were aged 65 or over, with 11 per cent of
all those in the Visual Arts & Design category having reached this age group. Two per cent
of the Dance artists were aged 65 or over, which is also the corresponding figure for the
total population.® As concerns gender distribution in this upper age group, Table 1 shows
men to form a small majority even in those art fields that overall were female-dominated or
showed slight female dominance. Of the artists aged 65 or over who worked in the field of
Word & Literature, 42 per cent were women and 58 per cent were men. The corresponding
figures for the Visual Arts & Design were 44 and 56 per cent. Of the 17 Dance artists aged

65 or over, seven were women and 10 were men.

2.3 Artist Group by Education and Gender

Table 2. Number and Share of Total Population by Highest Level of Education Completed and Gender,

Aged 20 to 64, 2007.

Level of Education Men Women Total
Number Share Number Share | Number Share

Primary School, 9 Years 473500 17,5% 352 647 13,4% 826 147 15,5%

Three-Year Secondary School 1355397 50,2% 1231873 46,9% 2 587 270 48,6%

Post-Secondary School, Less than 3 Years,

Artistic Orientation 10 636 0,4% 11 811 0,4% 22 447 0,4%

Post-Secondary School, Less than 3 Years,

Non-Artistic Orientation 364 300 13,5% 403 744 15,4% 768 044 14,4%

Post-Secondary School, 3 Years or More,

Artistic Orientation 9 788 0,4% 12 356 0,5% 22 144 0,4%

Post-Secondary School, 3 Years or More,

Non-Artistic Orientation 423108 15,7% 569 459 21,7% 992 567 18,6%

Postgraduate Studies, Artistic Orientation 414  0,0% 342 0,0% 756 0,0%

Postgraduate Studies, Non-Artistic

Orientation 32317 1,2% 17 573 0,7% 49 890 0,9%

Total Population 2701045 100% 2625153 100% 5 326 198 100%

8  That Dance was the occupational category with the lowest share of those continuing to work after age
65 finds its natural explanation in the fact that it is the human body that serves as the main instrument art-

ists use in this field.
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Table 3. Number and Share of Artist Group Studied by Highest Level of Education Com-
pleted and Gender, Aged 20 to 64, 2007.

Level of Education Men Women

Total

Number Share | Number Share | Number Share

Primary School, 9 Years 649 6,3% 252 2,9%
Three-Year Secondary School 3184 31,0% 2 082 23,6%

Post-Secondary School, Less than 3 Years,
Artistic Orientation 591 5,8% 644 7,3%

Post-Secondary School, Less than 3 Years,
Non-Artistic Orientation 1166 11,4% 1153 13,1%

Post-Secondary School, 3 Years or More,
Artistic Orientation 2721 26,5% 2977 33,7%

Post-Secondary School, 3 Years or More,

901  4,7%

5266 27,6%

1235  6,6%

2319 12,1%

5698 29,9%

Non-Artistic Orientation 1715 16,7% 1593 18,1% 3308 17,3%
Postgraduate Studies, Artistic Orientation 59 0,6% 29 0,3% 88 0,5%
Postgraduate Studies, Non-Artistic

Orientation 151 1,5% 74 0,8% 225  1,2%
Total Population 10 265 100% 8 822 100% 19087 100%

The above two tables show the share of women and men in the total population and in the
artist group studied by level of education. On the whole, artists can be said to be a highly
educated social group. If, in 2007, in the total population the share of those with at least up
to three years of post-secondary school education was 35 per cent, the corresponding figure
for the artist group studied was 67 per cent. Similarly, while in the total population the
share of those who had completed post-secondary school education of three years or more
was 20 per cent, the corresponding figure for the artist group was 49 per cent.

In general, women were more highly educated than men. As shown by Tables 2 and 3,
this holds for both the artist group studied and the total population. Thirty-nine percent
of women in total population had at least up to three years of post-secondary school educa-

tion, and 23 per cent had completed three years or more of post-secondary school education.

For men, the corresponding figures were 31 and 17 per cent. In contrast, 73 per cent of the
female artists studied had completed up to three years of post-secondary school education
and 53 per cent a post-secondary school education of at least three years. For the men in
the artist group, the corresponding figures were 62 and 45 per cent. Women in artistic pro-
fessions thus make up an especially well educated social segment.

2.4 Artist Group by Country of Birth and Gender

Table 4 gives the number and share in total population by country of birth for all those
aged 20 to 64. Table 5 gives the corresponding figures for the artist group studied.® As ap-
pears from the two tables, 46 per cent of those in the artist group were men born in Swe-
den, while the corresponding figure for the total population was 43 per cent. Compared to
the total population, the artist group also had a larger share of men born in what here was
categorized as ‘EU-15 plus Small States’ (1.3 per cent in the artist group vs. 0.7 per cent
in the total population) and ‘Latin America and the Caribbean’ (1.0 per cent in the artist
group vs. 0.5 per cent in the total population). Also the share of men born in ‘Other Large

9 The countries of birth were categorized according to the classification system commonly used when
reporting Statistics Sweden registry data. The categories are mutually exclusive.
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Industrial/Western Countries’™ and the ‘EU New 10’ countries was slightly larger in the
artist group than in the overall population (0.5 per cent vs. 0.2 per cent and 0.8 per cent vs.
0.5 per cent, respectively).

As concerns women, the share of those born in the ‘EU-15 plus Small States’ and in
‘Other Large Industrial/Western Countries’ was somewhat larger in the artist group than
in the total population (0.7 per cent vs. 0.5 per cent and 0.5 per cent vs. 0.1 per cent, respec-
tively).

The groups that could be said to be underrepresented!’ among the women in the artist
group were women born in the ‘Rest of Europe’ (0.7 per cent in the artist group vs. 1.4 per
cent in the total population), the ‘Rest of Asia and Oceania’ (0.4 per cent in the artist group
vs. 1.0 per cent in the total population), and the ‘Middle East and Northern Africa’ (0.4 per
cent in the artist group vs. 1.6 per cent in the total population). Underrepresented among
the artists were also men born in the ‘Rest of Asia and Oceania’ (0.2 per cent in the artist
group vs. 0.7 per cent in the total population) and the ‘Middle East and Northern Africa’
(1.2 per cent in the artist group vs. 2.0 per cent in the total population).

10 This category comprises Australia, Canada, Japan, New Zealand, Switzerland, and the United States.

11 A group was considered to be “underrepresented” if the difference between the two groups was
greater than 0.5 percentage points.
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Table 4. Number and Share of Total Population by Country of Birth, Aged 20 to 64, 2007.

Country of Birth Men Women Total
Number Share| Number Share| Number Share
Sweden 2288 864 | 43,0% | 2191921 | 41,2% | 4 480 785 | 84,1%
Other Nordic Countries 77423 | 1,5% 93173 1,7% 170 596 3,2%
EU-15 plus Small States 38974 | 0,7% 27 031 0,5% 66 005 1,2%

Other Large Industrial

Countries 9149 | 0,2% 7823 0,1% 16 972 0,3%
EU New 10 23985 0,5% 37745 | 0,7% 61 730 1,2%
Rest of Europe 66 270 | 1,2% 74249 | 1,4%| 140519 2,6%

Latin America and the Car-
ibbean 26947 | 0,5% 27879 | 0,5% 54 826 1,0%

Rest of Asia and Oceania 34679 0,7% 54 861 1,0% 89 540 1,7%

Middle East and Northern

Africa 108906 | 2,0% 87530 | 1,6% | 196436 3,7%
Rest of Africa 25662 | 0,5% 22789 | 0,4% 48 451 0,9%
Unknown 186 | 0,0% 152 | 0,0% 338 0,0%
Total 2701045 50,7% 2625153 49,3% 5 326198 100%

Table 5. Number and Share of Artist Group Studied by Country of Birth, Aged 20 to 64, 2007.

Country of Birth Men Women Total
Number Share | Number Share| Number Share
Sweden 8832 | 46,3% 7769 | 40,7% 16 601 | 87,0%
Other Nordic Countries 258 1,4% 306 1,6% 564 3,0%
EU-15 plus Small States 253 1,3% 142 0,7% 395 2,1%

Other Large Industrial

Countries 99 0,5% 104 0,5% 203 1,1%
EU New 10 144 0,8% 121 0,6% 265 1,4%
Rest of Europe 153 0,8% 142 0,7% 295 1,5%

Latin America and the Car-
ibbean 184 1,0% 63 0,3% 247 1,3%

Rest of Asia and Oceania 46 0,2% 72 0,4% 118 0,6%

Middle East and Northern

Africa 234 1,2% 80 0,4% 314 1,6%
Rest of Africa 60| 0,3% 23 0,1% 83 0,4%
Unknown 2 0,0% 2 0,0%

Total 10 265 54% 8 822 46% 19 087 100%




2.5 Discussion

In Sweden, there was a general influx of women into the labour market that lasted from
the mid-1970s until the early 1990s (First 1999, p. 28; Ulfsdotter Eriksson 2006, pp. 18 ff.;
SCB 2008a, p. 52). This development affected artistic occupations as well: between 1975,
when barely one in every three Swedish artists was a woman, and 1990 the share of women
among all professionally active artists in the country had grown to 42 per cent. In 1995,
already 47 per cent of all professional artists were women and 53 per cent were men (SOU
1997:183, p. 22; SOU 1997:184, p. 18; SOU 1997:190, p. 11). In 2007, the ratio was 46 per
cent women to 54 per cent men. The proportion was the same for the entire age group 20 to
64. Compared to the total population, the group that was most overrepresented among the
artists was men born in Sweden, although not very significantly.

Feminization of a branch of an occupation takes place when a formerly male-dominated
area becomes dominated by women. Research on these processes shows that such develop-
ments are almost always accompanied by the emergence of resistance strategies, prompted
by fears that the occupation in question might lose some or all of its esteem or prestige
under the impact of a societal value discrimination system which assigns women, and occu-
pations traditionally held by women, to a lower status (Reskin 1988; Ottosson 2004).!2 The
reverse processes, where men increase their quantitative and/or qualitative dominance in
an area, can be designated as masculinization, which, correspondingly, may then lead to an
enhancement of the esteem in which an occupation or a branch is held.®

Rather than a process of feminization, the increased entrance of women into artistic pro-
fessions since the mid-1970s should be regarded as a process of increasing equality in the
course of which the occupational field has become more gender-balanced. It should, howev-
er, be pointed out that the field does not show a gender balance in terms of equal numbers
of female and male practitioners; there is, still today, a weak male dominance in it. Com-
paring the figures to those from 1995, we may observe that the strong influx of women into
artistic professions seems to have ceased with the overall field’s becoming more gender-
balanced. As concerns the respective shares of women and men in the various art fields, the
situation has remained relatively unchanged within Visual Arts & Design, Music, Theatre,
and Dance.!* The art fields showing the clearest change in their gender composition were
Film and Word & Literature, which in 1995 consisted, respectively, of 64 per cent and 65
per cent men, compared to 58 per cent and 55 per cent in 2007.' Musicals was not an oc-
cupational category used in this earlier study (SOU 1997:190).

When discussing the artist group composition by gender, it is important to consider the
different occupational categories separately, given that gender balance, as noted, varies
even quite significantly from one area to the next. It is, moreover, important to not just
analyse the respective shares of each gender, but to also look at the absolute numbers of
women and men practicing in each occupational area. Above, it was noted that Music, as
an art field, is dominated by men, whose share of all the professionally active musicians
was 70 per cent. The women/men ratio in the field was unchanged in 2007, compared to 12
years earlier (SOU 1997:190). In the official government report Den professionella orkester-
musiken i Sverige (Professional Orchestral Music in Sweden) it was noted that “the male
dominance of the orchestras is most often defended — and indeed justified — with the
explanation that ‘a change is underway” (SOU 2006:34, p. 84). Comparison with the 1995

12 Researchers have also noted how men tend to abandon certain occupations when technological devel-
opment relegates them to an inferior status as “unqualified” occupations (see, e.g., Ottosson 2004, pp. 81-82;
Wikstrand 2009).

13 Olsson (2000, p. 199) has shown how, historically, de-feminization of dance has functioned as a
status-enhancing strategy to attract more men to this area, both as an audience and as performers.

14 In 1995, 53 per cent of those professionally active in Visual Arts & Design were women and 47 per
cent were men; in Music, the ratio was 29 per cent women to 71 per cent men, in Theatre 54 per cent women
to 46 per cent men, and in Dance 25 per cent men to 75 per cent women (SOU 1997:190, p. 11).

15 There are, however, some problems in comparing the present data to the figures given in the 1997
report, in that artistic occupations were classified differently in the earlier study. An attempt was neverthe-
less made to collate the different occupational categories used in the two instances for comparison.
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registry data then reveals this to not have been the case.

Male dominance within music has been tackled in many previous studies (see, e.g.,
Ohrstrom 2000; SOU 2006:34; SOU 2006:42; Osterling 2009). When discussing the issue, it
is nevertheless important to keep in mind that 17 per cent of all female artists in Sweden
are working in this field. While female artists may then be a minority in this particular
art field, female musicians all the same constitute a relatively large group among all the
female artists active in the country.

Even if the older age groups may have been overrepresented in the data set analysed in
this study, the share of those continuing to work after retirement age, all in all, appears to
be much larger among artists than in the general population (SCB 2009/AKU). In contrast
to salaried work, working as an artist does not appear to be something from which women
and men can simply retire in some straightforward manner, involving as it usually does a
stronger professional identity and a deeper personal engagement with one’s work (cf. SOU
1997:183; Lund 2009, p. 193). Another possible explanation for the fact that 10 per cent
of the artists are aged 65 or over is that it is often only at around retirement age that one
finally has the time and financial resources that allow for dedication to artistic activities.

In the age group 65 or over there, proportionally speaking, were more men than in the
artist group on the whole. A major reason for this is likely to be the circumstance that,
while more and more women have entered the field of arts since the mid-1970s, their
increased numbers are not reflected yet in the upper age categories. It should, however,
be noted, as pointed out in previous studies (e.g., Enberg 2003; SOU 2006:42, pp. 394-395;
Dean 2008; Lund 2009, p. 186), that in the field of arts there prevails a certain gender
power hierarchy that makes female artists more interesting when they are younger while
men’s artistic creativity and artistic expressions are encouraged and rewarded even in
older age. This situation might be explained by the perception that femininity, seen in this
context as a resource that can be invested in one’s artistic practice, decreases with age,
whereas masculinity, as a positive capital, only increases with advancing age (cf. Skeggs
1999). Research has, moreover, shown that women, more often than men, tend to abandon
their artistic careers when they have children (e.g., SOU 2003:21; SOU 2006:42). To inves-
tigate such questions about female artists’ dropping out of their careers, and about the pos-
sible connections that their decisions to do so might have to new family circumstances and
the issue of femininity as a diminishing resource, time series data and longitudinal studies
on the artist group would nonetheless be necessary, combined with qualitative follow-up
studies along with interview research and/or ethnographic observation.
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3. Total Income from Employment
and Business

3.1 Artists’ Total Income from Employment and Business Compared
to Total Population

Previous research on artists’ income has shown their earned income to be considerably low-
er than that of the rest of the working population (SOU 1997:184, SOU 1997:190; Fritzell
& Lundberg 1998; Konstndrsndmnden 2009). On average, in 1995 artists made 17 per cent
less than the total population (SOU 1997:190). Ten years later, the difference in median
income was 15 per cent (Konstndrsndmnden 2009). As shown in Table 6 (6a), the difference
remained the same, at 15 per cent, in 2007. For the artist group as a whole, the median val-
ue for the artists’ income from employment and business in 2007 was SEK 205,559, while
the corresponding figure for the total population that same year was SEK 240,563.
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The median earnings of the women in the artist group in 2007 were SEK 194,720 while
the men earned SEK 217,356. The median income for women in the total population (total
income from employment and business) was SEK 213,589 and for men SEK 274,239. The
women in the artist group thus had a median income corresponding to 91 per cent of the
median income of women in the total population, while for the men the corresponding fig-
ure was 79 per cent.

The difference between the female artists and women in the total population was thus
not as big as the difference between the male artists and men in the total population. The
difference between the median incomes of the artists and the rest of the population, how-
ever, varied depending on the art field in question. Even if no occupational category quite
showed income levels matching the median income for men in the total population, for
example the male artists in the Theatre category had a median income that was only two
per cent below the median for men in the overall population. In contrast, the male artists
in the Visual Arts & Design category made no more than 55 per cent of what men in the
total population made.

Similarly to the men working as visual artists and designers, also the women in this
group seem particularly vulnerable in economic terms, as far as their total income from
employment and business is concerned. The median income for the women in this category
was only 68 per cent of the median income of women in the total population. In the fields of
Theatre and Music, however, female artists made 10 per cent more than what women made
in general.

3.2 Distribution of Earned Income

As noted above, of the seven art fields examined, the median value for total income from
employment and business was highest in Theatre, with Music ranking the second. The
artists earning the least were those engaged in Visual Arts & Design. This held for both
women and men.

Median income varied widely across the art fields considered, but even within the differ-
ent occupational groups the income distribution could be highly uneven. A good picture of
the exact situation within an occupational group in this respect can be gained by investi-
gating the range of distribution of income within it (cf. SOU 1997:190, p. 13). One way to do
that is to look at any quartile differences, which express the difference between the median
income figure obtained for the highest 25 per cent income earners (highest quartile) and
the figure obtained for the lowest 25 per cent income earners (lowest quartile). One can also
examine decile differences, or the difference between the value obtained for the highest 10
per cent income earners and the value obtained for the lowest 10 per cent income earn-
ers. The higher the difference value obtained, the more uneven the distribution of incomes
within the group.

Both quartile differences and decile differences indicated that income distribution within
the artist group was somewhat more uneven than in the country’s working population as a
whole. Of the seven art fields examined, this was most conspicuously so in Word & Litera-
ture, followed by Film. Income distribution was most even in Music. No significant differ-
ences were found between women and men in this respect.'® On the whole, income distribu-
tion was nevertheless less even among the male artists in the group.

16  The artists’ labour market has sometimes been described in terms of the so-called “star economy,” in
which a handful of individuals garner the lion’s share of all profits and cultural recognition while the major-
ity is left struggling to generate enough income to support themselves (Jansson & Power 2008, p. 17; cf.
Osterling 2009, pp. 25, 75). In reading this report, one should keep in mind that the selection method used
in the study may have entailed the possibility that the artists with the highest earned income in the period
considered, for example in Music and in Visual Arts & Design, may not be adequately represented in the
data set.
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3.3 Total Income from Employment and Business: Differences between Women
and Men

In keeping with previous research on income inequality, this study found the differences
in women’s and men’s income to be less pronounced among professional artists than in the
rest of the population (cf. SOU 1997:190; SOU 2003:21, p. 151; Konstnidrsndmnden 2009).
In 2007, the median value of total earnings for women in the total population was 78 per
cent of that of men, and for the women in the artist group studied it was 90 per cent of the
median earnings of the men in the group.

Table 7. Women’s Total Income from Employment and Business as Percentage of Men’s
Income, Artist Group Studied, Aged 20 to 64, 2007.

Art Field p10 P25 | Median P75 p90
Musicals 92% 94% 94% 87% 91%
Word & Literature 94% 94% 95% 92% 87%
Music 108% 101% 97% 97% 94%
Dance 131% 98% 89% 87% 89%
Visual Arts & Design 108% 93% 95% 91% 90%
Theatre 88% 90% 88% 89% 90%
Film 88% 99% 97% 88% 93%
Total 72% 88% 90% 88% 90%

Table 7 gives the female artists’ income as a percentage of the male artists’ income in the
seven art fields studied. As the median income figures indicate, income differences between
women and men were smallest in the Film and Music categories. In these areas women’s
median earnings amounted to 97 per cent of men’s earnings. At the other end of the spec-
trum, the female artists active in Theatre and Dance made only 88 per cent 89 per cent,
respectively, of what the men in these areas made.

Analyses of wage differentials in the Swedish labour market have shown the wage gap
to be lowest in female-dominated low-wage occupational areas that require little education
(SOU 2004:43, pp. 74-75; Ulfsdotter Eriksson 2006, p. 22; Medlingsinstitutet 2008). Larg-
est income differentials have been found in areas that require high levels of education and
show gender balance (Medlingsinstitutet 2008, pp. 15-16). While, to repeat, it is differences
in total earned income (and not just wages and salaries) that are examined in this report,
one may nonetheless note that of the two art fields with the smallest gender income gap,
one was gender balanced (Film) and the other was male dominated (Music). In keeping
with the characteristics of the artist group as a whole, these were both fields requiring a
high level of education and training.'” Musicians’ median income was one per cent less than
that of the working population as a whole.

3.4 Women and Men by Income Bracket

Table 8 gives a gender breakdown of the artist group studied by income bracket and the
ratio of women to men in each income bracket. A total of 599 artists (or three per cent of
all artists studied) were in the zero income bracket; of these, 51 per cent were women and
49 per cent were men. The art field with the largest proportion of artists in this income
bracket was Visual Arts & Design. Of all the artists working in this field, 332 (or six per

17 This report does not consider educational levels within the art fields studied. Registry data from 1995
showed the field with the most highly educated artist population to be music, followed by visual arts and
design (SOU 1997:190, pp. 15-16).
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Word & Literature was the art field
with the largest share of those earning SEK

400,000 or more. Of all the artists in this
smallest share of those in the income bracket

cent) were in the lowest income bracket; 58 per
cent of them were women and 42 per cent men.
highest income bracket, 37 per cent of whom
were women and 63 per cent men. Visual

Arts & Design was the art field with the

SEK 400,000 or more; in this category they
numbered 153 (or three per cent of all those
included in the category).

category, 320 (or 13 per cent) belonged to

30



Already back in 1995 it was observed that, among artists, the share of women tended to de-
cline as one moved towards the upper income brackets. At the time, there were 29 per cent
women and 71 per cent men in the income bracket SEK 400,000 or more, compared to 49
per cent women in the income bracket SEK 160,000 to180,000 (SOU 1997:184, p. 18). The
2007 figures point in the same direction. Of all those in the income bracket SEK 240,000 to
399,900, 42 per cent were women and 58 per cent men. Of the 1,477 artists (seven per cent
of all the artists studied) whose total income from employment and business in 2007 was
SEK 400,000 or more, 33 per cent were women and 67 per cent men. Looking at those mak-
ing SEK 400,000 or more, the ratio of women to men drops prominently in the art fields
Dance and Visual Arts & Design. While the entire Dance category was comprised of 70 per
cent women and 30 per cent men, in the top income bracket there were no more than 59 per
cent women, compared to 41 per cent men. Of all those in the Visual Arts & Design catego-
ry, 56 per cent were women and 44 per cent men; yet, in the income bracket SEK 400,000
or more, their respective shares were 39 per cent and 61 per cent.

3.5 Total Income from Employment and Business by Education and Gender

In keeping with previous research, the 2007 data shows that the extensive investment
artists tend to make in their educational capital seems to pay little dividend in the form of
increased earnings (see, e.g., Fritzell & Lundberg 1998; SOU 1997:190; SOU 2003:21; Fors-
man 2008; Konstndrsndmnden 2009). Particularly risky in this sense appears to be any
investment made in one’s artistic education.'®

Table 9 shows the total income from employment and business for the total population,
broken down by level of education. The corresponding figures for the artist group studied
are given in table 10. A comparison of the two tables shows that men who had completed
no more than the nine-year primary school had a higher median income than women and
men with a post-secondary school level artistic education lasting three or more years. The
median income for men in the total population with an education of no more than the nine
years of primary school was SEK 238,179, while the men in the artist group with three or
more years of post-secondary school level artistic education had median earnings of SEK
230,931, and the women in the artist group with the same level of education SEK 197,263.
This, however, was still higher than the median income of women in the total population
with no more than nine years of primary school, which was SEK 167,190.

In terms of their total income from employment and business, then, men with a long ar-
tistic education seem to lose on their investment in education, compared to men in the total
population who only complete the nine years of primary education. In contrast, investing in
artistic education seems to pay off for professionally active female artists, when compared
to the median earnings of women in the total population who only completed their primary
education. Yet, the women in the artist group who had completed three or more years of
post-secondary school artistic education still had a lower median income than women in the
total population with up to three years of secondary school education.

18 ‘Artistic education’ (konstndrlig utbildning) is the term used by Statistics Sweden in this connection
and covers education not only in arts but also the media.
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Table 11. Women’s Total Income from Employment and Business as Percentage of Men’s

Total Income from Employment and Business by Level of Education: Total Population, Aged

20 to 64, 2007.

Women’s Income as Percentage of

Men’s Income

Level of Education p10 p25 Median P75 p90
Primary School, 9 Years 43% 74% 0%  75%  T7%
Three-Year Secondary School 86% 76% 7%  76%  75%
Post-Secondary School, Less than 3 Years,

Artistic Orientation 163% 96% 86% 86%  86%
Post-Secondary School, Less than 3 Years,

Non-Artistic Orientation 94% 67% 75% 2%  69%
Post-Secondary School, 3 Years or More,

Artistic Orientation 80% 86% 85%  87%  86%
Post-Secondary School, 3 Years or More,

Non-Artistic Orientation 107% 79% 7%  68%  62%
Postgraduate Studies, Artistic Orientation 43% 87% 87%  88%  89%
Postgraduate Studies, Non-Artistic Orientation 63% 78% 80% 76%  78%
Total Population 85% 76% 8%  18%  T2%

Table 12. Women’s Total Income from Employment and Business as Percentage of Men'’s

Total Income from Employment and Business by Level of Education: Artist Group Studied,

Aged 20 to 64, 2007.

Women’s Income as Percentage of

Men’s Income

Level of Education pl0 p25 Median P75 p90
Primary School, 9 Years 70%  86% 83% 92% 92%
Three-Year Secondary School 66% 88% 92% 90% 93%
Post-Secondary School, Less than 3 Years,

Artistic Orientation 112% 118% 95% 88% 89%
Post-Secondary School, Less than 3 Years,

Non-Artistic Orientation 80%  90% 91% 92% 95%
Post-Secondary School, 3 Years or More,

Artistic Orientation 70%  856% 85% 84% 87%
Post-Secondary School, 3 Years or More,

Non-Artistic Orientation 63% 80% 86% 90% 86%
Postgraduate Studies, Artistic Orientation 4%  62% T7% 85% 93%
Postgraduate Studies, Non-Artistic Orientation | 1384%  94% 98% 93% 97%
Total Population 72%  88% 90% 88% 90%
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The above two tables give women’s total income from employment and business as a per-
centage of men’s income from the same. Table 11 presents the picture for the total popu-
lation and Table 12 describes the situation among the artists studied. In both the total
population and the artist group studied, women’s earnings fell below those of men, despite
the fact that they were better educated. In the total population, the median income gap was
greatest among those who had completed no more than the nine-year primary education:

in this group, women’s median income was no more than 70 per cent of that of men. In the
artist group studied, the gender income gap was greatest among those who had completed
postgraduate studies: here women’s median income was 77 per cent of what men made.'®

3.6 Total Income from Employment and Business by Country of Birth and Gender

Table 13 gives the income distribution by country of birth and gender for the total popula-
tion. As shown in the table, men born outside Sweden in general had lower earnings than
men born in Sweden. With the exception of women born in other Nordic countries, the
same was true for women in the total population as well. The earnings of women and men
born in the ‘Middle East and Northern Africa’ and in the ‘Rest of Africa’ were less than half
of what women and men born in Sweden made. Just as Table 13, also Table 14 gives the
total income from employment and business by country of birth and gender, only now for
the artist group studied. Even in this group, men’s median earnings were less in the case of
those born outside Sweden. The difference, however, was not as marked as among men in
the total population. Among the women in the artist group studied, the median income fig-
ures showed even less dependence on the person’s country of birth. As appears from Table
14, the female artists born in ‘Other Nordic Countries’ and the ‘EU-15 plus Small States’
earned the same as the professionally active female artists born in Sweden. The female art-
ists who were born in the ‘Rest of Africa’ had a 15 per cent higher median income than the
female artists born in Sweden.

19 This group, however, was composed of only 225 individuals.
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3.7 Total Income from Employment and Business by Country of Birth and
Gender: Artist Group Compared to Total Population

As already noted, the median income gap between the men in the artist group and men in
the total population was greater than that between women in the two groups. The financial
sacrifice that men embarking on an artistic career make compared to men in the total pop-
ulation is, in other words, relatively speaking greater than that made by women deciding to
become professional artists. The magnitude of this sacrifice, however, varied depending on
where one was born. In general, the Swedish-born women in the artist group had a median
income that was 89 per cent of that of women born in Sweden overall. The corresponding
figure for men was 78 per cent.

The male artists born in the ‘Rest of Asia and Oceania’ and the ‘Middle East and North-
ern Africa’ had a median income that was 29 per cent higher than that of men in the total
population who were born in these regions. The male artists born in the ‘Rest of Africa’
made 39 per cent more than their compatriots in the total population. In a similar fashion,
the median income of the women in the artist group born in the ‘EU-15 plus Small States’
and the ‘Rest of Europe’ was, respectively, six per cent and four per cent higher than the
median income of women in the total population who came from these regions. The female
artists born in the ‘Other Large Industrial Countries,” again, had a median income that
was 13 per cent higher than that of women in the total population who came from these
countries. The women in the artist group who were born in the ‘Rest of Asia and Oceania’
and the ‘Middle East and Northern Africa’ had, respectively, 40 per cent and 74 per cent
higher median earnings than their women compatriots in the total population. The female
artists born in the ‘Rest of Africa’ had a significantly higher total income from employment
and business than women in the total population who came from this region.?

3.8 Comparison of Women’s and Men’s Earnings by Country of Birth

Women’s earnings were lower than men’s in the total population regardless of the country
of birth. The income gap between women and men was largest among those born in the
‘Other Large Industrial Countries,” the ‘Middle East and Northern Africa,” and the ‘Rest of
Africa,” in which categories women made no more than 70 per cent of what men made.

Comparing women’s total income from employment and business to men’s total income
from employment and business in relation to country of birth, it can again be observed that
the difference in the median earnings was less pronounced between women and men in the
artist group than between women and men in the total population. The female artists born
in the ‘EU-15 plus Small States’ and the ‘Rest of Africa’ had a median income that was,
respectively, two per cent and 16 per cent higher than that of the male artists born in these
same regions.

3.9 Discussion

As appears from above in this section, income disparities were considerable both within the
artist group studied and between the different art fields the artists represented. The dif-
ference in the median income of those working in Visual Arts & Design and Theatre, which
were the occupational categories where female and male artists’ median earnings were,
respectively, the lowest and the highest, was approximately SEK 100,000. Most of the
female artists belonged to the Visual Arts & Design category, while most of the male artists
in the artist group were to be found in Music, which had the second highest median income
among the seven art fields considered. In keeping with the results of previous research, art-
ists’ median income was found to be significantly lower than that of the country’s working
population as a whole in 2007 as well. The fact that artists tend to be highly educated thus

20  One should, however, keep in mind that this group consisted of only 83 individuals, which renders
comparison less than reliable.
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does not seem to translate into higher median income in their case.?! Men in the total popu-
lation with nine years of primary school education had a median income that, in 2007, was
SEK 7,239 higher than that of the men in the artist group who had completed three years
or more of post-secondary school artistic education. They also made SEK 40,907 more in
median yearly income than the female artists who had a minimum of three years of artistic
education on a post-graduate level. It was only when the female artists had an artistic edu-
cation on a postgraduate level that their median income started to approximate the earn-
ings levels of men in the total population with only nine years of primary education.

Even though women in general tend to be more highly educated than men they, as also
this study found, continue to earn less. This was the case in both the total population and
the artist group studied, although the income differentials between women and men were
smaller within the artist group. In the total population, women’s median income was 78 per
cent of that of men, while in the artist group studied it was 90 per cent of that of men. This
section has, furthermore, drawn attention to a tendency that has shown up in previous
research as well: that the proportion of female artists decreases as we advance towards the
upper income brackets (SOU 1997:190; Nyberg 1999).

Of all the art fields examined, Music and Film exhibited the smallest gender income gap.
In these fields, women’s median income was 97 per cent of that of men. The gap was largest
in the Theatre category, where female artists earned a median income amounting to 88
per cent of men’s median income. We may assume that the relationship of age to income
may explain some of the reasons why the income gap was so large in this particular field.
Indeed, in a European study on actors’ earnings from an age and gender perspective, 49 per
cent of the female actors surveyed considered ageing to have had a negative effect on their
income levels, while no more than three per cent of the male actors had experienced the
same to be the case on their part. In fact, one of every four men felt the effect of ageing on
their income levels to have been a positive one. The corresponding figure for the women in
the study was three per cent (Dean 2008, p. 21).

To state that embarking on an artistic career always entails loss of income is too broad
a generalization. The female artists studied had a median income amounting to 91 of that
of women in the total population. The median income of the male artists in the group was
79 per cent of the median income of all men in the overall population. Since being a woman
means per se having fewer financial resources (SOU 1998:6), and since women in general
earn less than men, the relative loss resulting from the choice of an artistic career tends to
be smaller for women than for men. In this connection, however, it should nonetheless be
stressed that the income levels of both female and male artists all in all remain relatively
low, which means that female artists are a particularly disadvantaged social group in in-
come terms (cf. Hermele 2009, p. 27).

It also needs to be kept in mind that the type of income analysed in this report is earned
income, which, unlike wage and salary structure statistics, does not take into account
differences in education and hours worked. If the female artists worked more and longer
hours than women in the total population, it might explain why the income differences
between professionally active female and male artists were smaller than those between
women and men in the total population. The hours worked and the artists’ involvement in
professional activity, however, are subjects to be tackled more in detail in the third report
in this series.

Work force participation and hours worked might also explain the fact that the median
income levels among the artists studied did not appear to vary downwards as much as
in the total population depending on whether one was born in Sweden, in ‘Other Nordic
Countries,” in ‘Europe,’ or outside of Europe. The professionally active male artists born
in the Rest of Asia and Oceania,” the ‘Middle East and Northern Africa,” and the ‘Rest of
Africa’ earned more than men in the total population who were born in these regions, and

21 In the first interim report in this series the connection between level of education and earnings was
brought up while qualifying this finding with the observation that also age and generational affiliation
seemed to affect the size of one’s earnings (Konstnarsndmnden 2009, p. 26). Based on the present report it
seems clear that also gender plays a role in this equation.

38



the professionally active female artists whose country of birth was in the ‘Rest of Asia and
Oceania,” the ‘Middle East and Northern Africa,” or the ‘Rest of Africa’ had significantly
higher earnings than their compatriots in the total population. Even they, however, made
less than those in the total population who were born in Sweden.
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4. Income Composition
and Self-Employment
4.1 Income from Employment and/or Self-Employment

In general, those whose income derives mainly from self-employment have lower earn-
ings compared to those whose income derives from salaried or wage employment. Previous
studies on artists’ earnings have connected the finding that artists make less than the rest
of the population and that their position in the labour market and in the social security
system 1s more precarious than others’ to the fact that artists are to a larger extent self-
employed (SOU 1997:183; SOU 1997:190; SOU 2003:21; Forsman 2008; Arbetsférmedlin-
gen 2009). The previous Arts Grants Committee income report, however, emphasized that
the income differentials between artists and the rest of the population cannot be explained
simply by reference to this circumstance alone: regardless of what the source of income in
question was, artists were found to earn less than the rest of the working population (Kon-
stndrsndmnden 2009, p. 23).

Similarly to that earlier report, this report presents the figures for total income from em-
ployment and business according to how that income was composed. To gain a better pic-
ture of how the income levels varied depending on whether the income was derived mainly
from salaried and wage employment or from self-employment, a classification system based
on five income-earner categories is used:

Category 1: Income solely from salaried and wage employment.

Category 2: Income from both salaried and wage employment and self-employment,

mainly from former.

Category 3: Income from both salaried and wage employment and self-employment,

mainly from latter.

Category 4: Income solely from self-employment.

Category 5: No reported income from either salaried and wage employment or

self-employment.

In keeping with the previous report, Summary Table 1 shows that artists had lower earn-
ings than the rest of the population regardless of how their income was derived. The table
also shows that the median income was highest for those belonging to Category 2 (those
whose income derived from both salaried and wage employment and self-employment,
though mainly the former). This was so for both women and men, in both the total popula-
tion and the artist group studied. Those with the lowest total income from employment and
business were found to be in Category 5, made up of individuals with no reported income of
either kind who nonetheless could rely on unemployment benefits, financial aid for studies,
tax-exempt stipends and grants, sickness and activity allowances, and/or sickness benefit
for support.
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As shown by the Summary Table, the median income gap between women and men in
the total population was virtually nonexistent in Category 5. Among the artists studied,
however, the greatest difference between women’s and men’s median income was, propor-
tionally speaking, found precisely in this category, where the available resources, as noted,
remain generally limited. On the whole, the median income of the female artists studied
was 70 per cent of that of the male artists. In Category 2, composed of those with conceiv-
ably the best overall resources, the median value for the total income from employment
and business for professionally active female artists was 81 per cent of that of their male
counterparts.

The Summary Table also shows that, regardless of how the income was derived, the
group with the lowest median income was female artists, both in comparison to the men
in the artist group studied and women and men in the total population. The table, further-
more, reveals a pattern encountered in previous studies as well: the income differentials
between male artists and men in the total population were greater than those between
female artists and women in the total population. Yet, there was one exception: in Cat-
egory 5, the women in the artist group studied had a median income amounting to no more
than 54 per cent of that of women in the total population. This contrasted with the median
income of the male artists in this category, which was 77 per cent of the median income of
men in the total population who belonged to this same category.

4.2 Income Composition by Art Field and Gender

Tables 15 and 16 give the number and percentage of individuals in the artist group studied
and the total population who belonged to each of the different income-earner categories
above. For each category, the tables also give the share of these individuals by art field. The
figures show that the share of women and men whose income derived solely from salaried
and wage employment was lower in the artist group than in the total population. Of all
the women in the artist group, 63 per cent belonged to Category 1, while the correspond-
ing figure for the total population was 80 per cent. Of all the men in the artist group, 61
per cent belonged to Category 1, compared to 79 per cent in the total population. A signifi-
cantly larger share of women and men in the artist group derived their income solely from
self-employment, compared to women and men in the total population. In the artist group
studied, nine per cent of the women belonged to Category 4 (income solely from self-em-
ployment), while in the total population the corresponding figure was two per cent. Of all
the men in the artist group, 10 per cent belonged to Category 4, compared to no more than
four per cent in the total population.

The art field with largest share of those deriving their income solely from salaried and
wage employment was Dance. As shown in Tables 15 and 16, 86 per cent of all the female
and 81 per cent of all the male artists in this field belonged to Category 1. Word & Lit-
erature had the largest share of professionally active female artists deriving their income
solely from self-employment; 16 per cent of all the female artists in this field belonged to
this category. The largest share of men deriving their income solely from self-employment
was found to be in Visual Arts & Design: eighteen per cent of all the male artists engaged
in this field belonged to Category 4.
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4.3 Self-employment and Gender

Women’s entrepreneurship has become an important topic in gender equality discussions
concerning economy, career, employment, and livelihood. Today, around 25 per cent of
the entrepreneurs in Sweden are women. The figure includes both those who have formed
or run their own limited liability companies and those who work as sole traders®? (SOU
2005:66; SCB 2008a, p. 67; Lundgren 2009).2® Proportionally more of all those with their
own businesses are women, their share amounting to 34 per cent in 2007 (SCB 2009/
RAMS). As no data was available from Statistics Sweden concerning the earnings and
share of those working through their own private limited liability companies, this section
concentrates solely on artists working as sole traders and their gender in relation to the
different art fields considered.

In 2007, there were 8,034 professionally active artists (42 per cent of all artists) who
worked as sole traders with their own single-owner operated private firms. Of them 3,634
were women (45 per cent) and 4,400 were men (55 per cent). The share of women entrepre-
neurs is thus notably high among artists in comparison to the rest of the population.

As shown in Table 17, in 2007, 41 per cent of all the women in the artist group studied
reported their income as sole traders. The corresponding figure for the men in the group
was 43 per cent, as appears from Table 18. The two tables also give the percentage of those
filing their tax returns as sole traders for each of the art fields considered, along with the
percentage of those who did so as sole traders with an arts-related business. This lat-
ter term, according to Statistics Sweden, covers independent professional activities of an
“artistic or literary” nature (cf. Konstnarsnamnden 2009, p. 30). Considering the very large
number of self-employed artists engaged in some other primary business, it seems very
likely that even many of these non-arts-related activities one way or another were connect-
ed with the exercise of an artistic profession.

Table 17. Percentage of Sole Traders in Artist Group Studied, Aged 20 to 64,
2007: Women.

Art Field Sole Traders, Total With Arts-Related Business
Musicals 28 % 15 %
Word & Literature 43 % 24 %
Music 34 % 20 %
Dance 17 % 9 %
Theatre 27 % 16 %
Film 48 % 11 %
Visual Arts & Design 65 % 27 %
Total 41 % 21 %

22 For the different types of companies recognized by Swedish law, see http://www.verksamt.se/portal/
en_GB/web/international/starting/types-of-business

23 The number and share of female entrepreneurs varies greatly across the branches of industry and
business. In manufacturing industry and construction, and in vehicle sales and wholesale trade, only 10 per
cent of those operating their own businesses are women, whereas in the care services sector it is the women
who dominate, with an 89 per cent share of all businesses active in the area (SCB 2008a, p. 67).
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Table 18. Percentage of Sole Traders in Artist Group Studied, Aged 20 to 64, 2007: Men.

Art Field Sole Traders, Total With Arts-Related Business
Musicals 17 % 10 %
Word & Literature 50 % 28 %
Music 26 % 16 %
Dance 14 % 6 %
Theatre 23 % 12 %
Film 48 % 14 %
Visual Arts & Design 66 % 28 %
Total 43 % 20 %

As the two tables indicate, the share of women and men working as sole traders varied
considerably between the art fields examined. The art field in which there was proportion-
ally the largest concentration of sole traders was Visual Arts & Design, for both women and
men. In 2007, 65 per cent of all the women and 66 per cent of all the men belonging to this
occupational category reported their income as sole traders. The next largest share of sole
traders was found to be in Word & Literature and in Film: 43 per cent of the female artists
and 50 per cent of the male artists classified under the former and 48 per cent of both the
female and male artists belonging to the latter did likewise. The art field with the smallest
share of those reporting their income as sole traders was Dance (17 per cent of the women
and 14 per cent of the men in this field did so).

Tables 19 and 20 show the income from business (profit/loss) for self-employed female
and male artists with an arts-related business in 2007. The highest-earning women were
those engaged in Musicals, Word & Literature, and Theatre, with the lowest-earning
women found in Visual Arts & Design. For professionally active male artists, too, Musicals
was the art form bringing in the most, followed by Theatre and Word & Literature. Just
as with the female artists in this study, also the male artists making the least were those
working in Visual Arts & Design.

Viewed as a whole, the median income from arts-related business for women in the art-
ist group amounted to approximately 50 per cent of their male counterparts. What female
and male artists made from their business, however, varied greatly from one art field to
the next. In Dance, for example, women’s income from business amounted to no more than
seven per cent of that of men.?* Female film artists, on the other hand, had a median busi-
ness income that was seven per cent higher than that of their male counterparts.

24 It should be noted, however, that, of all the female dance artists included in the study, only nine per
cent were sole traders with an arts-related business (see Table 19).
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Table 19. Income from Arts-Related Business (Profit/Loss), Artist Group Studied,
Aged 20 to 64, 2007: Women

Women
Art Field P10 P25 Median P75 P90
Musicals -53 710 6 329 44 628 130 806 240 309
Word & Literature -9116 4 591 43 491 163 443 276 750
Music -38 346 0 12 473 57 318 139 452
Dance -40 327 0 2673 62 773 119 563
Theatre -19 295 0 35 957 135 328 228 173
Film -5413 0 30 024 105 520 217 182
Visual Arts & Design -83936 -18274 0 39 082 129 773
Total -51 896 -2 525 9 909 75 758 192 074

Table 20. Income from Arts-Related Business (Profit/Loss), Artist Group Studied,
Aged 20 to 64, 2007: Men

Men
Art Field P10 P25 Median P75 P90
Musicals -18 224 4 292 88 373 163 130 259 955
Word & Literature -21 350 0 52 752 159 715 319 520
Music -31 054 0 19 248 88 508 180 873
Dance -27 169 -2 100 35 741 164 581 283 939
Theatre -14 304 4125 55 366 143 851 277 210
Film -57 404 -450 28 063 128 670 275916
Visual Arts & Design | -86 957 -10 306 1118 60 540 144 666
Total -41 040 0 20 331 102 594 210 839

Tables 21 and 22 show the income from business (profit/loss) for self-employed female and
male artists in 2007 regardless of the line of business they were engaged in. This income,
too, is relevant for the present considerations, as the business from which it was derived
must very likely have been connected with the practice of one’s artistic profession (see
above). The two tables show that the median income from business for both the female and
male artists was notably low, indicating that the business activities here should primar-

ily be considered as something the artists carried out on the side, rather than their main
source of earnings. One should, however, also note that the positive income figures reported
by female sole traders were higher than those reported by men across all art fields except
in Word & Literature.

For the female artists considered, the highest median value for income from business (re-
gardless of the line of business) in 2007 was obtained for those working in Word & Litera-
ture, followed by Film and Theatre. The lowest earnings (and the highest loss figures) were
reported by those working in Visual Arts & Design; this was so for both women and men.
The highest earnings among the male artists working as sole traders were made by those
engaged in Word & Literature, followed by Musicals and Theatre.
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Table 21. Income from Business (Profit/Loss), Artist Group Studied,

Aged 20 to 64, 2007: Women.

Women
Art Field P10 P25 Median P75 P90
Musikal -42 719 0 20331 133184 253603
Ord -22 018 0 40406 144994 268 294
Musik -42 232 -489 9 839 66 774 158 273
Dans -27169 -2 100 21879 119223 245295
Teater -15 515 0 32539 136000 271625
Film -57 404 0 37622 134952 275916
Bild och Form -85 613 -10 044 3159 69 486 164 224
Total -50 010 -489 12 942 91188 203 236
Table 22. Income from Business (Profit/Loss), Artist Group Studied,
Aged 20 to 64, 2007: Men.
Men
Art Field P10 P25 Median P75 P90
Musikal -58 582 -13 520 20 766 88 151 210 647
Ord 0 339 40 829 155 797 273 027
Musik -36 109 -294 8 788 54 268 134 716
Dans -54 155 -4 473 2673 54 411 129 365
Teater -42 785 0 15476 98 031 208 526
Film -51 364 -958 15018 103 757 170 638
Bild och Form -88921 -19197 0 38 730 124 290
Total -61 350 -7510 3 887 66 030 171 072

4.4 Discussion

According to the information provided by the Swedish Public Employment Service, of all
those working in the country’s cultural sector in 2009, 25 per cent were self-employed and
75 per cent were working for someone else. The Employment Service, however, estimates
the actual figure for the self-employed cultural workers to be somewhat higher, since a
significant number of those self-employed within the cultural sector are formally operating
in other areas instead (Arbetsférmedlingen 2009, p. 8).

In a 1997 survey Arbete at konstnarer (Work for Artists), it was estimated that approxi-
mately 50 per cent of all artists were freelance workers, 40 per cent were self-employed,
and 10 per cent worked in temporary positions (SOU 1997:183). The present report is not
concerned with questions regarding artists’ forms of employment. The theme, together with
subjects like weekly work hours and the number of employers/clients, will instead be tack-
led in the third interim report in this series. However, from the above data it can be seen
that, in 2007, approximately 60 per cent of both the female and male artists in this study
only received salary and wage income, approximately 10 per cent of each gender derived
their income solely from business activity, and 18 per cent of the female artists had income
from both business and employment while the same was true for 21 per cent of the men
considered.

In 2007, 8,034 of all those in the artist group studied reported their income as sole trad-
ers; of them, 45 per cent were women. In other words, the majority of those operating a
business and receiving business income in the artist group were men. At the same time,
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as is evident from above, there were, proportionally speaking, considerably more women
among the artists who operated their own business and received business income than in
the total population.

In 2004, the number of artists working as sole traders with their own single-owner oper-
ated private firms was 7,800 (Konstnarsnamnden 2009, p. 30). Between 2004 and 2007,
their share of all artists had thus increased by two percentage points (from 40 to 42 per
cent). In its labour market forecasts, the Swedish Public Employment Service has identified
a trend in which the number of self-employed workers in the cultural sector keeps steadily
increasing while the opportunities for salaried and wage employment continue to dimin-
ish. In the estimates of the Employment Service, 3,500 new businesses will be set up in the
cultural sector each year. From the point of view of women, however, this may be seen as
an unfavourable development, given the extent to which private sector business in Sweden
remains generally dominated by men (Arbetsférmedlingen 2009, p. 11).

Studies have shown that women setting up businesses tend to be more highly educated
than men embarking on business. Compared to men, women also tend to acquaint them-
selves better with the social and unemployment insurance regulations affecting private
entrepreneurs. Women’s keener interest in such information has been explained against
the background of their lower income levels, which, the assumption goes, give rise to fears
about the future of one’s business and thus to a greater need for an economic buffer and
educational capital on which to fall back in case of a business failure (SOU 2005:66, pp.
230-231).

Entrepreneurship and private-market orientation have been proposed as one possible
solution to the artists’ vulnerable position in the labour market (SOU 2003:21; Forsman
2008). In a similar fashion, women’s entrepreneurship has in recent years been identified
as “an untapped resource” for the country’s economic growth (SOU 2005:66, p. 219), fuel-
ling increased political debate over ways to foster its growth (see, e.g., Olofsson & Sabuni
2009; cf. Lundgren 2009). In the official government report Makten att forma still eget liv
(The Power to Shape One’s Own Life), it was observed that, while the gender gap in busi-
ness income has indeed narrowed since the late 1990s, “women’s business income remains
generally low, and in any case lower than men’s” (SOU 2005:66, p. 220). The report drew
the conclusion that promoting private entrepreneurship as a solution to the scarcity of em-
ployment opportunities ran the risk of “merely transferring structural problems to the level
of the individual, which might only create a new poverty trap, especially for already vulner-
able women” (SOU 2005:66, p. 240). Based on the data analysed in this section, a similar
conclusion can be drawn for professionally practicing artists: both the female and male
artists in this study whose income derived solely from business had a lower median income
than their counterparts in the total population. The women in the artist group studied who
derived their income solely from business also had a lower median income than the male
artists in that same situation. The suggestion that self-employment might then provide a
path toward greater economic equality and the best means to tackle artists’ economic vul-
nerability needs therefore to be treated with a certain caution (cf. Forsman 2008, p. 124).
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5. Assets and Income from Capital

The purpose of this report is to map the economic resources that are available to profes-
sionally practicing female and male artists in Sweden. Analyses of a group’s economic
power have thus far concentrated primarily on employment and business income figures. In
this section, the analysis is extended to cover one’s personal assets and income from capital
as well. The term ‘assets’ as used in this report refers to the person’s net assets (total assets
minus total liabilities). Capital income includes, among other things, interest income, divi-
dends, and capital gains realized from the sale of a property, stocks, or bonds.

5.1 Assets by Gender

Table 23 gives the 2007 value of net assets for the women and men in the artist group stud-
ied as well as for women and men in the total population. In the artist group, the median
value of men’s net assets was SEK 234,089, while the corresponding figure for the total
population was SEK 173,712. The male artists considered were thus somewhat wealthier
than men in the total population. Also the debts and liabilities of the male artists with
negative net assets were greater than those of their counterparts in the total population.

A similar pattern was found among women, too, although for them the difference between
the artist group and the total population was even more pronounced. In the artist group,
the median value of women’s net assets in 2007 was SEK 323,650, while the corresponding
figure for women in the total population was SEK 147,022.

Also similarly to the male artists considered, the assets owned by the professionally ac-
tive female artists with positive net assets were greater than those of women in the total
population, and the debts and liabilities of the female artists with negative net assets were
greater than those of women in the total population.

Some of this difference in the net assets between the artist group and the total popula-
tion can probably be explained by the overrepresentation of older age groups among the
artists studied (artists aged 20 to 64). Age, in other words, may be one factor explaining
why both the male and female artists had more in positive and negative net assets than
men and women in the total population. In view of this circumstance, the most significant
finding in this analysis was probably that, in the artist group, the women’s positive net
assets were greater than those of the men. The median value of the male artists’ net assets
amounted to 73 per cent of the median value of the female artists’ net assets. In contrast, in
the total population the median value of women’s net assets was 15 per cent below that of
men’s. As shown in Table 23, Musicals was the only occupational category in which female
artists had less in net assets than their male colleagues, as measured by the median value.
In this category, the median value of the women’s assets was 85 per cent of the median
value of the men’s assets. The art fields showing the greatest difference in these terms were
Word & Literature and Film. The median value of the assets that the male artists work-
ing in Word & Literature had corresponded to 50 per cent of the median value of the assets
held by their female colleagues, while the median value of the assets held by the male art-
ists working in Film was no more than 45 per cent of the median value of the net assets of
their female colleagues.
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5.2 Capital Income by Gender

Table 24 gives the 2007 capital income figures for the women and men in the artist group
studied as well as for women and men in the total population. As the figures show, there
were only few in both the artist group and the total population who reported positive capi-
tal income that year. In the artist group, the median value for the women’s capital income
was (negative) SEK —105, while the corresponding figure for the men was (negative) SEK
—1,448. As can be seen from the table, the magnitude of the deficit (negative value) was
smaller in the artist group than in the total population, where women’s median capital
income was (negative) SEK —1,573 and men’s (negative) SEK —2,413.

The negative value of the net capital income of the professionally active female artists
was somewhat smaller than that of the professional active male artists. This was so both in
terms of the median values obtained and in comparison between the lowest 10 and 25 per
cent female and male capital income earners. The same was true about the total popula-
tion. When we move on to the highest quartile and highest decile, where the negative
capital income value turns into a positive one, it is the female artists, once again, who rate
higher. In contrast, among the highest 10 and 25 per cent capital income earners in the
total population it was the men who came out on the top.

5.3 Discussion

This section has looked at the artists’ net assets and income from capital. What the analy-
sis showed is that, among the female and male artists with positive capital income, it was
the female artists who came out on the top — a result that deviated from the data for the
population as a whole. Even when it came to net assets it was the female artists with posi-
tive net asset values who ranked higher than their male counterparts. The median value
of net assets among all those in the artist group was higher than that reported for the total
population. The median value for capital income was negative in both the total popula-
tion and the artist group, although slightly less so among the artists. The point was made
above, however, that any analysis of these particular artists’ wealth data must proceed
with caution, given the likely bias in the sample towards the older age groups compared to
the total population. For age, in the lives of artists as well, tends to affect wealth, in terms
of the amount of assets and capital at one’s disposal. The most significant aspects of the
analysis are thus probably those that concern the assets and wealth of the professionally
active female artists in relation to the professionally active male artists.

In Section Three above, it was noted that women, in both the artist group studied and
the total population, had lower earned income than men. This finding, it was concluded,
could be interpreted in terms of a negative gender effect for women: being a woman per se
might entail having fewer income resources. Since artists in general tend to have low levels
of earned income, this would then mean that the differences between women in the general
population and women who are artists are likely to be narrower than those between men in
the two populations. As a further consequence, also the income differences between female
artists and male artists should remain smaller than those between women and men in the
general population.

In a recent study of the Swedish power elite from a gender perspective, it was found that
women in elite positions possessed somewhat better resources than men, in terms of their
educational capital, class background, and the like. As a theoretical explanation for this
finding, it was proposed that, since the negative gender effect means fewer resources for
women, women working in areas of high competition need to be better equipped in their
positions than their male colleagues (Goransson 2007; cf. Bourdieu 1999, p. 110). The study
also showed that women in elite positions for instance in culture had a higher level of edu-
cation that men in similar positions, and that they, more often than men, also had parents
who had been active in the field of culture. They also more often than men had a big-city
background, which had made it easier for them to build educational resources and social
networks (Jordansson 2007).
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Artists’ earnings levels in general tend to be low and their employment situation uncertain.
Based on the data presented above, it seems that in this situation, women nonetheless
remain more vulnerable than men. Yet, the consequences of the negative gender effect for
women can also be compensated for, through acquisition of other, supplementary resources
related to social class. Previous research shown class background to play a major role in
the decisions to embark upon an artistic career, as evidenced, for example, by the situa-
tion in arts education institutions, in which students from working-class homes are under-
represented and students from middle-class homes with parents often working as cultural
producers and university or college teachers are overrepresented (Borjesson et al. 2008;
Borjesson & Edling 2008; Gustavsson, Andersson & Melldahl 2009). Besides mastering the
rules and codes of one’s art, it thus seems reasonable to assume that there is also a need to
provide for economic security in the form of “venture capital” to mitigate the vulnerabilities
and uncertainties inherent in the career path chosen. In the conditions of insecurity await-
ing them, women may then very well feel the necessity of having an even better education
and an even larger net amount of property than their male colleagues in the profession
(Witt 2004; Flisback 2006; Jordansson 2007; cf. Gustavsson, Andersson & Melldahl 2009).
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6. Transfers and Net Income

6.1 Transfers

In the previous report in this series it was noted that the differences between the art-

ist group and the total population were small when it came to the amount of transfers

and benefits received. Yet, there were a few exceptions. First, the share of those who had
received sickness or activity compensation at some point during 2004 was clearly larger in
the total population (10 per cent) than among the artists studied (four per cent). Second,
the share of those who had collected parental benefits that same year was somewhat larger
in the total population (18 per cent) than in the artist group studied (16 per cent). Third,
there was a significantly larger share of those in the artist group than in the total popu-
lation who at some point had received unemployment allowance. Among the artists this
figure was 30 per cent, while in the total population it was 13 per cent (Konstndrsndmnden
2009, p. 41).

The differences between men in the total population and the men in the artist group were
less conspicuous when it came to the share of those who had collected parental benefits
during that same year. The difference between women the total population and the women
in the artist group was clearly bigger (21 per cent and 17 per cent, respectively). Among the
artists studied, the share of women who had received unemployment allowance was greater
than that of men (34 per cent and 27 per cent, respectively). This was true also for the total
population, even if the difference was not so pronounced; here the corresponding figures
were 14 per cent (women) and 12 per cent (men) (Konstndrsndmnden 2009, p. 41).

Women, overall, are the main recipients of social security and welfare benefits and
services in Sweden. More women are unemployed than men, and they take more sick days
than men (Heggemann 2009). Table 25 gives the percentage of women and men in the art
fields considered who reported personal income from various social transfer payments and
benefits during 2007. The situation prevailing in the broader population is reflected among
artists as well: the share of those receiving transfer payments and benefits was greater
among the professionally active female artists than among the professionally active male
artists. The difference was particularly noticeable in the case of the various transfer pay-
ments received: unemployment allowance, sickness benefit, child allowance, and parental
benefit. In the following, each of these income types will be treated separately.
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6.2 Sickness Benefit by Art Field and Gender

When an individual cannot work due to illness, she or he is entitled to sickness benefit
from the Swedish Social Insurance Agency. Sickness benefit is paid after the first 14 days
of being sick. During the first 14-day period, the individual receives sick pay paid by the
employer. In the case of those who are self-employed, unemployed, on parental leave, or
on leave with pregnancy benefit, sickness benefit is paid from the first day of the sickness
period (Forsdkringskassan 2009a).

As Table 25 shows, female artists were more likely than male artists to have received
sickness benefit at some point during 2007. The art field with the largest share of female
artists who at some point had received sickness benefit was Film (17 per cent), followed by
Word & Literature (16 per cent). The art field with the lowest percentage of women receiv-
ing sickness benefit was Musicals (10 per cent). The largest percentage of male artists who
at some point during 2007 had received sickness benefit was found to be in Word & Litera-
ture (11 per cent), followed closely by Dance (10 per cent). The differences in this respect
were rather small among men in the different art fields. The difference between the art
field with the highest (Word & Literature) and the art fields with the lowest (Film, Visual
Arts & Design) percentage of men receiving sickness benefit at some point during 2007 was
only four percentage points (11 per cent and 7 per cent, respectively).

The largest difference between the percentage of female and male artists receiving sick-
ness benefit was in the category Film. In 2007, 17 per cent of the female artists working in
this field had received sickness benefit at some point during the year, while the correspond-
ing figure for the male artists in this category was seven per cent. The occupational catego-
ries showing the next largest gender differences in this respect were Music and Visual Arts
& Design, in which both the difference was seven percentage points. The least difference
was found in the art field Musicals, in which the percentage of women receiving sickness
benefit at some point during 2007 was 10 per cent and the percentage of men eight per cent.

6.3 Parental Benefits and Child Allowance by Art Field and Gender

Table 25 gives the percentage of women and men in the artist group who received paren-
tal benefits in 2007. The differences in this regard were notable, both between the various
art fields and between the women and the men in the artist group as a whole. Among the
women, the art field with the highest percentage of those receiving parental benefits was
Music (26 per cent), followed by Film (24 per cent) and Dance (23 per cent). Among the
men, the highest percentage of those receiving parental benefits was found in Film (20 per
cent), followed by Music (19 per cent) and Theatre (16 per cent). The categories with the
lowest percentage of those receiving parental benefits were, for women, Word & Literature
(16 per cent) and, for men, Musicals (11 per cent).

In all the art fields considered, the percentage of women receiving parental benefits was
higher than the percentage of men receiving parental benefits. The category showing the
largest difference in this respect was Dance, in which 23 per cent of the female artists had
received parental benefits, compared to 14 per cent of the male artists. The next largest dif-
ferences were found in Music, in which the share of women receiving parental benefits was
26 per cent in 2007, compared to 19 per cent of all the men in this category, and in Musicals,
where 17 per cent of the female artists and 11 per cent of the male artists had received pa-
rental benefits that year. The difference between the percentage of women and men receiv-
ing parental benefits was smallest in Theatre, where the figure for women was 17 per cent
and for men 16 per cent. Given that those working in Dance and Musicals tend to be rela-
tively young and that the birth rate among Swedish women is higher than among Swedish
men up until the age of 33 (SCB 2008b, p. 20), the conspicuous differences found between the
share of women and men receiving parental benefits in these art fields come as no surprise.

Music and Film were the categories with the largest share of women and men receiving
child allowance in 2007. The percentage of women receiving child allowance was higher
than that of men in all the art fields considered. One likely explanation for this finding is
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the fact that, in those cases where the (heterosexual) parents have a joint custody of their
child but have not specified which of them is to receive the allowance, the money is paid to
the mother. If the parents are of the same gender, the money will be paid to the older par-
ent (Forsakringskassan 2009b).

6.4 Unemployment Allowance by Art Field and Gender

Proportionally more female than male artists received unemployment allowance at some
point during 2007. The one exception among the art fields studied was Word & Literature,
in which category the share of those receiving unemployment allowance was the same for
both women and men (11 per cent). The figures obtained for this category were also the
lowest among all the art fields considered. The art field with the highest percentage of
women and men receiving unemployment allowance during 2007 was Musicals (54 per cent
of the women and 42 per cent of the men in this category did so). The next largest shares of
those receiving unemployment allowance were found in Theatre (41 per cent of the women
and 32 per cent of the men in this category did so in 2007).

Table 26 below gives the median amounts of unemployment allowance received in 2007
for both the women and the men in the artist group studied. The difference between Thea-
tre, in which the median value obtained was the highest, and Dance, in which the median
value was the lowest, was, in monetary terms, SEK 12,704, which can be considered minor.
Nor were the differences very notable between the art fields where the percentage of those
receiving salary and wage income was the highest (Musicals, Theatre, and Dance) and the
art fields where the percentage of those deriving their income solely from self-employment
was the highest (Visual Arts & Design and Word & Literature).

In contrast, the differences between women and men were pervasive. The median
amount of unemployment allowance received by the women in the group in 2007 was 84
per cent of the corresponding figure for the men. The smallest difference was found in
Theatre, in which category the median amount of unemployment allowance received by
women was 92 per cent of the median amount received by the men. The next smallest dif-
ference was in Visual Arts & Design, in which category the median amount of unemploy-
ment allowance received by women was 90 per cent of the median amount received by the
men. The art field with the largest difference in this respect was Musicals, in which cat-
egory the median amount of unemployment allowance received by women was SEK 47,163,
which corresponds to 72 per cent of the median amount the men in this group received, or
SEK 65,403. In Music, the amount of unemployment allowance received by women in 2007
corresponded to 74 per cent of what the men in this category received. In this connection,
it is important to keep in mind that 54 per cent of all the women in the Musicals category
(or 140 women) and 27 per cent of all the women in the Music category (or 428 women) had
at some point during 2007 received unemployment allowance. Female musical artists were
the group with the lowest median amount of unemployment allowance received. Among the
men, the lowest median figure was obtained for those working in Dance.

Table 26. Number of Those Receiving Unemployment Allowance at Some Point during 2007
by Gender, with Median Amount Received in 2007: Artist Group Studied.

Men Women Total
Art Field Number Median | Number Median | Number Median
Musicals 188 65403 140 47163 328 56 986
Word & Literature 143 64260 127 54 400 270 60 383
Music 752 68943 428 50943 1180 60 947
Dance 74 57460 228 47 606 302 48 326
Visual Arts & Design 341 64 893 656 58 480 997 61 000
Theatre 485 63 656 677 58 480 1162 61 030
Film 133 59 840 130 47674 263 53914
Total 2116 65508 2 386 54 740 4 502 59 463
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6.5 Net Income by Art Field and Gender

This subsection discusses the net income reported by the female and male artists studied.
An individual’s net income is the sum of her or his taxable income and tax-free income mi-
nus taxes and other negative transfers. Table 27 gives the values obtained for both the art-
ist group studied and the total population. For the women in the artist group, the median
net income in 2007 was SEK 171,528, which corresponds to 95 per cent of the median net
income of women in the total population that same year (SEK 180,130). As in the case of
total income from employment and business, there were large differences in the net income
amounts among the different occupational categories. Of the seven art fields examined,
Music and Theatre were where women had the highest median net income. In 2007, the
median net income of the female artists working in these fields was, respectively, 12 per
cent and 11 per cent higher than that of women in the total population. Of the highest 25
per cent net income earning female artists, the net income of those working in Word &
Literature was the highest. The art field with clearly the lowest net income for women was
Visual Arts & Design. In 2007, the median net income of the female artists in this category
amounted to 75 per cent of the median net income of women in the total population.

The male artists’ 2007 median net income was SEK 179,832, which corresponds to 84 per
cent of the median net income of men in the total population that same year (SEK 214,334).
Theatre was the only category where men’s median net income was higher than the corre-
sponding figure for the total population (SEK 216,226). Theatre and Music were the two art
fields in which male artists had the highest median net income. Yet, of the highest 10 per
cent net income earning male artists it was those working in Word & Literature who had
the highest net income. Here, too, the art field yielding the lowest net income was Visual
Arts & Design. The median net income of the male artists working in this field amounted to
61 per cent of the corresponding figure for the total population.
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6.6 Net Income: Differences between Women and Men

Since it is the aim of social transfers to equalize disparities in economic positions, any
differences in net income among social groups are usually likely to remain less than those
found in total income from employment and business. In Section Three above, it was noted
that, in 2007, the mean value for female artists’ total income from employment and busi-
ness corresponded to 90 per cent of the value obtained for male artists. Table 28 gives the
female artists’ net income as a percentage of the male artists’ net income. The median net
income of the female artists studied was 95 per cent of that of the male artists. The female
artists working in Film, on the other hand, had an eight per cent higher median net income
than their male colleagues. Similarly, in Visual Arts & Design and in Music the median
net income of women was, respectively, four and three per cent higher than that of men.
The art field in which the gender income gap was the widest, in terms of the female artists’
median net income as a percentage of the male artists’ net income, was Musicals. In this
category the women’s median net income amounted to 91 per cent of the men’s net income.

Table 28. Women’s Net Income as Percentage of Men’s Net Income, Artist Group Studied,
Aged 20 to 64, 2007: Median Value and Values for the Lowest and Highest 10 and 25 Per
Cent of Income Earners.

Women

Number p10 p25 Median P75 p90
Musicals 260  97,1% 97,5% 90,6%  88,6%  88,2%
Word & Literature 1148 102,7% 101,8% 99,7%  99,5% 94,8%
Music 1614 110,5% 107,8% 102,5% 102,1% 100,7%
Dance 584 120,8% 99,0% 95,1%  95,6%  95,4%
Visual Arts & Design 3097 136,1% 108,5% 103,7%  98,8% 97,2%
Theatre 1664  99,6% 96,4% 92,7%  95,0%  95,8%
Film 455 124,5%  110,6% 107,7%  96,6%  97,9%
Total 8822  93,4% 97,6% 95,4%  95,0%  95,5%
Total Population 2625153  99,6% 88,2% 84,0% 83,2%  79,2%

In several artistic professions, in other words, women have a higher median net income
than men. In the total population, women’s net incomes were consistently lower than
those of men, with the gender gap only widening as we move towards the upper net income
brackets. Among the lowest 10 per cent net income earners in the total population, the
difference in the net income of women and men was virtually nonexistent, whereas among
the highest 10 per cent net income earners women earned no more than 80 per cent of what
men earned.

The same tendency was observed among the artists studied as well, although it was no-
tably less pronounced. Among all the highest 25 per cent net income earning artists, Music
was the only art field in which women’s net income was higher than men’s. In all the other
fields, men’s net income surpasses women’s net income as we move to the highest quartile,
and even in Music the difference in net income is at its largest at the lower end of the spec-
trum, then gradually evening up until becoming virtually nonexistent among the highest
10 per cent net income earning Music artists.

6.7 Composition of Net Income
One way to determine the extent to which a group or an individual can be described as

economically self-supporting is to analyse the composition of this group’s or individual’s
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net income. Those whose income is derived primarily from salaried and wage employment,
business, and/or capital can, to a significant degree, be assumed to be economically self-
supporting. In contrast, those whose income is primarily from financial aid for studies,
some form of parental income (parental benefit, child allowance, maintenance support),
and/or pensions, are to a lesser extent economically self-supporting, given the derivation of
this income from social welfare payments. The latter groups and individuals, however, can
still be considered less resource-poor than those whose income derives from unemployment
allowance, sickness benefit, and/or sickness and activity allowances (collectively “ASSA”),
or from means-tested benefits (Konstndrsndmnden 2009, p. 47).%

In the first report in this series it was noted that artists as a social group were to a
lesser extent than the overall population self-supporting, but that that difference between
the two groups in this respect was not particularly large. In both groups, women were to a
lesser extent self-supporting, compared to men. Among the artists, however, the difference
between the percentage of men and the percentage of women who were self-supporting was
less than in the total population (Konstnidrsndmnden 2009, p. 48).

Table 29. Composition of Net Income by Gender, Artist Group Studied, Aged 20 to 64, 2007.

Percentage Share of Net Income

Type of Income Women Men Total
Salary & Wage Income 53,8% 63,4% 59,0%
Income from Business 10,3% 12,7% 11,6%
Capital Income 13,4% 11,1% 12,1%
Financial Aid for Studies 1,3% 0,8% 1,1%
Parental Income 7,9% 1,5% 4,5%
Pension Income 1,3% 0,8% 1,1%
ASSA 10,8% 8,8% 9,7%
Means-Tested Benefits 1,1% 0,9% 1,0%

100% 100% 100%

The table shows the percentage share of the different types of income making up the net
income of the artists studied. In 2007, income from salaries and wages, business, and capi-
tal, which enables a person to be considered as self-supporting, accounted for 78 per cent

of the net income of the women in the artist group. The corresponding figure for the men in
the group was 87 per cent. Sixty-three per cent of the net income of the men in the artist
group came from salaries and wages, which was more than the corresponding figure for

the women, or 54 per cent. Capital income made up a larger share of the female artists’ net
income, compared to the men in the group (13 per cent and 11 per cent, respectively). As
already noted, comparably more of the women’s net income consisted of income from unem-
ployment allowance, sickness benefit, and sickness and activity allowances. These added up
to 11 per cent of the women’s net income, compared to the 9 per cent share they made up of
the men’s net income. Similarly, a comparably larger share of the female artists’ net income
derived from parental benefits, child allowance, and maintenance support (i.e., parental
income). Here the difference between the women and the men was fairly noticeable: for the
female artists, these sources accounted for eight per cent of their net income, whereas for
the male artists the corresponding figure was no more than two per cent.?

25  Means-tested benefits may include housing allowance, housing supplementary allowance for pension-
ers, social assistance, and maintenance support for the elderly.

26  We might, however, recall that child allowance is very often paid to the mother.
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6.8 Discussion

This section has examined professionally active female and male artists’ net income and
the kind of benefits they received in 2007 under the national social security scheme: un-
employment allowance, sickness benefit, and parental benefits. The discussion has also
touched upon the subject of child allowance.

Net income forms part of an individual’s disposable economic resources that make sav-
ings and/or consumption possible. Given the objective of social transfers to reduce economic
and social disparities, any variations found in women’s and men’s economic resources tend
to be smaller when examining their net incomes as opposed to their earned income. The
analysis in this section revealed that in three of the seven art fields included in the study
(Music, Visual Arts & Design, and Film), women’s median net income was higher than that
of men. At the same time, it is still men who tend to dominate the upper income brackets.
Looking at the artists in the highest quartile for net income earned in 2007, men surpass
women in all the occupational categories examined except one (Music).

Overall, the artists’ net incomes were low, and, in keeping with what was noted above,
the art field offering the least amount of economic security was found to be Visual Arts
& Design, or, the field with the largest concentration of women. Also the extent to which
artists received unemployment allowance speaks of the weak position artists have in the la-
bour market, affecting especially the female artists. In 2007, the women in the artist group
received unemployment allowance more often than their male colleagues, while the median
amount they received was lower than that received by men in all the art fields considered.
The women among the artists were also more likely than their male colleagues to collect
sickness benefit, reflecting a similar situation in the overall population as well.?”

The artists most likely to have collected sickness benefit in 2007 were those working in
Word & Literature.?® On the other hand, few among them (whether women or men) had col-
lected parental benefits. One explanation for this finding might be the fact that those active
in this field tend to be somewhat older than their colleagues in other art fields. It should,
however, be pointed out that the proportion of those who were self-employed was large in
this category, as noted in Section Four above. The individuals who are self-employed receive
sickness benefit from the beginning of the sickness period, even when the sick leave is for
one day only. Those engaged in salaried or wage employment, in contrast, receive sick pay
paid by the employer for the first 14 days of the sickness period. For this reason, the share of
those among Word & Literature artists who received sickness benefit may appear dispropor-
tionately high relative to the other occupational categories. At the same time, in Visual Arts
& Design, the art field in which it was most common to be self-employed, the percentage of
those receiving sickness benefit did not stand out in the same way.

Together with Visual Arts & Design, Word & Literature also made up the category with
the lowest percentage of those receiving unemployment allowance in 2007. This find-
ing is to be understood against the fact that these two fields had the largest numbers of
those who were self-employed. As pointed out in Section Four above, Musicals, Theatre,
and Dance were the occupational categories with the largest proportions of artists deriv-
ing their income solely from salaried or wage employment. It has been shown in previous
research that precisely those artists who are self-employed often find themselves falling
outside “the labour market safety net” (SOU 1997:190, p. 24), which then would partly ex-
plain why the percentages of those receiving unemployment allowance in the fields of Word

27 In the official statistics, the incapacity rate, which measures the payments made by the social insur-
ance system (including early retirement pensions) to compensate for loss of income due to ill health for peo-
ple aged 16 to 64, and is expressed as the average number of reimbursed days per insured person, includes
all those receiving sickness benefit, work injury compensation, rehabilitation compensation, sickness com-
pensation, and activity compensation. The figures from Statistics Sweden show that, in the last ten years,
the incapacity rate has increased much more rapidly among women than among men. In 1998, the sickness
rate for women was 38 days and for men 29 days, while in 2007 women’s sickness rate had increased to 46
days but men’s only to 31 (Heggemann 2009).

28 Of the seven art fields examined, it was in Word & Literature, too, that the share of those receiving
sickness and activity compensation at some point during 2007 was the highest (see Table 25).
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& Literature and Visual Arts & Design would be lower than the corresponding figures for
artists working in Musicals and Theatre (cf. SOU 2003:21).

Of the seven art fields examined, Film and Music were where the share of both women
and men who collected parental benefits in 2007 was the largest. Also the share of both
women and men receiving child allowance that same year was largest in these two catego-
ries. While the percentage of female and male Music artists collecting parental benefits may
indeed have been considerably high (26 per cent and 19 per cent, respectively), however, the
difference in percentage points between the two genders doing so was relatively large.

That so many of the Music artists had received parental benefits might conceivably be
explained by the relatively high median incomes enjoyed by the women and men belonging
to this category. The assumption, however, would immediately lead one to expect that also
significantly many of those working in Theatre would be collecting parental benefits, since,
of all the seven occupational categories included in the study, this was the group with the
highest median income level. Yet, Theatre was the art field in which the percentage of
women receiving parental benefit was the second lowest (17 per cent).

Also in Film the proportion of both female and male artists receiving parental benefits in
2007 was notable. This was, after all, the category where the median income was the sec-
ond lowest among all the art fields considered. The relationship between level and/or type
of income and the extent to which one utilizes the parental leave insurance programme
is thus not a very straightforward one: the artistic occupations with the highest income
levels or the largest percentage of those deriving their income solely from salaried or wage
employment were not necessarily the ones in which the opportunity to go on parental leave
option was taken advantage of most often.

The aim of the so-called loss-of-income principle as used in the country’s social security
and welfare system is to ensure a minimum material standard of living in case of unem-
ployment, childbirth, and illness, and it can be considered to represent a basic security
model with a guaranteed minimum level and an income ceiling set for social insurance
benefits. The ceiling is for high-income earners to limit the benefits past a certain income
level, and the basic level is for those entirely without income or with low income, “so that
they, to a certain extent, are overcompensated” (SOU 2003:21, p.36). Similarly to what, in
Section Two above, was noted about the possibility that the regular income that pension
provides may actually enable concentration on artistic production among artists with low
levels of earned income, it may well be that reliance on social transfers not always entails
a risk situation from a monetary point of view. For their low-income earning recipients,
base-level social security and welfare benefits do not necessarily represent the lowest level
of income they have ever had, and, thus, going on parental leave, for example, might in cer-
tain cases present itself as an economic opportunity. This could then explain the relatively
high percentage of those on parental benefits among the Film artists, and the fact that the
percentage of those on parental benefits in Visual Arts & Design was not very much lower
than in the other art fields examined.
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7. Number of Children

7.1 Number of Children by Gender: Artist Group Compared to Total Population

Working as an artist often involves inconvenient working hours and considerable time
investment, which often makes it difficult to separate one’s professional and personal lives.
Given their uncertain income and employment situation, many professional artists may,
moreover, delay starting a family or even abstain from doing so altogether. The choice of
an artistic career thus has consequences for both one’s economic situation and family life
(Einarsdotter-Wahlgren 1997; Witt 2004; SOU 2006:42, pp. 111, 389; Hermele 2007, pp. 64-
66; Flisback 2009. These consequences, however, may be assumed to be more pronounced
for women, given that their income levels are lower than men’s and that, in general, women
still carry greater responsibility for caring and household work (see, e.g., Ahrne & Roman
1997; Bjornberg & Kollind 2003; SOU 2005:66, pp. 195-197, 264; Rothstein 2006).

In an earlier study based on figures from 2007, Swedish artists were found to have fewer
children than the total population. The study included a comparison between three art-
ist groups: visual artists, crafts artists, and actors. Especially the number of children for
female visual artists was clearly lower than the national average. In contrast, the average
number of children for male actors who were parents was higher than that for both women
and men in the total population (Aagard 2008a).

Summary Table 2 below shows the percentage of both women and men who had, re-
spectively, no children, one child, two children, or three or more children. The data is from
December 2008 and covers the age group 21 to 70 years, and it is broken down between the
total population and the different art fields considered in this study. The picture obtained
is in line with the results of the earlier study mentioned above: Artists were more likely
than those in the total population to not have any children at all (34 per cent of the art-
ists had no children, compared to 32 per cent of the total population). They were also more
likely than those in the total population to have just one child (21 per cent vs. 16 per cent).
Somewhat fewer among the artists, furthermore, had two children, compared to the total
population (30 per cent vs. 32 per cent). The situation was similar among those with three
or more children (16 per cent in the artist group vs. 20 per cent in the total population).
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The most significant difference found for the number of children was that between the
women in the artist group studied and women in the total population. Thirty-five per cent
of the professionally active female artists involved had no children, while the correspond-
ing figure for women in the total population was 27 per cent. In contrast, the male artists
studied were less likely to have no children than men in the total population (32 per cent
vs. 36 per cent).

Whether looking at women or men, those in the artist group were more likely to have
only one child, compared to the total population. One in every five male artists had one
child, while in the total population this was the case for no more than 15 per cent of men.
Of the women in the artist group, 23 per cent had only one child, while the corresponding
figure for women in the total population was 16 per cent. The male artists and men in the
total population were equally likely to have two (30 per cent) and three or more children
(19 per cent). Thirty per cent of the women in the artist group had two children and 12
per cent had three or more children. For women in the total population, the corresponding
figures were 35 and 22 per cent.

7.2 Number of Children by Art Field and Gender

In all of the art fields considered, it was more common among men than among women to
have three or more children. In the total population, the situation was the opposite. The
gender differences in this respect seemed to be most pronounced among those working in
the performing arts sector in particular. One in every five men and one in every ten women
in the Music category had three or more children. The situation was the same among the
Theatre artists. Of all those involved in Musicals, 18 per cent of the men and five per cent
of the women had three or more children. The art fields in which men were more likely
than women to not have any children at all were Word & Literature and Dance. However,
even in Dance it was more common among men (nine per cent) than among women (seven
per cent) to have three or more children.

In some of the art fields considered (Dance, Musicals), the main instrument of creation
that artists use is the human body, which fact then tends to limit career opportunities for
older artists. It is thus likely that the age distribution varies among the different art fields
examined, with some having proportionally more younger artists engaged in professional
activity than others and vice versa. In the case of those areas dominated mostly by younger
artists, it would then be more natural that many have no children as of yet — a circum-
stance that, however, could obviously change in the future. In Section Two above, it was
noted that Word & Literature as well as Visual Arts & Design were art fields where there
were many who continued to work even after age 65. This, again, would affect the num-
ber of children women and men were likely to have in these two occupational categories.
Accordingly, the main purpose of this section is not to compare different art fields to one
another, but to examine the number of children the female and male artists had in each
of the occupational categories considered. In what follows, some of the findings from this
examination are presented regarding three of the art fields involved.

In this study, Visual Arts & Design was found to be an art field where income levels
were modest. As in other low-income occupations, gender income differentials in it, how-
ever, turned out to be small. The median value for women’s total income from employment
and business was five per cent below the men’s median, and their median net income was
four per cent higher than the men’s net income. This was also the art field with the highest
percentage of those who were self-employed and the largest share of those deriving their
income solely from business. The proportion of those deriving their income from salaried
or wage employment was the smallest among all the art fields considered. How, then, does
the situation look like when it comes to the number of children that the female and male
artists in this category had? The percentage of those with no children was the same for
both the women and the men in this group (approximately one in every three). They were
also equally likely to have two children. However, when it came to the percentage of women
and men having only one child or three or more children, the pattern here was the same as
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in all the other art fields examined: it was more common among the women (24 per cent)
than among the men (19 per cent) to have only one child. The men, furthermore, were more
likely than the women to have three or more children (18 per cent vs. 13 per cent). Even
though Visual Arts & Design proved to be a group with limited economic resources, the per-
centage of men with three or more children in this category thus did not differ appreciably
from the corresponding figure for men in the total population (or 19 per cent).

As pointed out in Section Six above, the art fields where both women and men were
most likely to have collected parental benefits in 2007 were Music and Film. Similarly to
what was found for the artist group as a whole, the percentage of female musicians with no
children was higher than the percentage of male musicians with no children (37 per cent
vs. 30 per cent). There were, furthermore, proportionally more women than men in the
Music category who had only one child (22 per cent vs. 19 per cent). While there was only
a one percentage point difference between the women and men with two children in this
subgroup (31 per cent vs. 32 per cent), the percentage of male musicians with three or more
children was no less than nine per cent higher than the corresponding figure for the female
musicians. Among the Film artists, the percentage of women with no children was rela-
tively similar to the percentage of men with no children (41 per cent vs. 39 per cent). It was
also equally common among the women and the men in this subgroup to have two children,
while the women were more likely to have only one child. Proportionally more of the men
engaged in Film had three or more children.

7.3 Number of Children by Age and Gender

The comparisons above were between broad age groups, likely explaining the large per-
centage of those with no children in both the total population and the artist group studied.
Table 30 below covers the same age range (aged 21 to 70), while breaking it down into five-
year intervals for the artist group. Probably the most useful comparisons between the artist
group and the total population are those made over the older age groups, given that rela-
tively few can be expected to produce more children in old age, especially among women.

The table figures indicate that, compared to the total population, artists have children
later in life, given that the difference between the artists and those in the total population
who had no children was most pronounced in the age group 31 to 35 years. While this was
true for both the female and the male artists, the difference was nonetheless clearly more
marked in the case of the women. In the age group 36 to 40 years, the difference narrows
down somewhat while still remaining considerable. In the age groups 41 to 45 years and
older, the difference between women in the total population and the women in the artist
group with no children remains fairly constant, at around 10 per cent. For men aged 51 to
65 (retirement age), it was more common among men in the total population than among
the men in the artist group to not have any children.

In the age groups 31 to 35 years and older, the percentage of women with only one child
was higher in the artist group than in the total population. The percentage of men with
only one child was higher in the artist group than in the total population from the age
group 36 to 40 on. In keeping with what was observed above, in all age groups it was more
common among the professionally active male artists than among the professionally active
female artists to have three or more children. From the age group 56 to 60 on, the percent-
age of the men in the artist group with three or more children was higher than the corre-
sponding figure for men in the total population.
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Table 30. Percentage of Those with No Children, One Child, Two Children, and Three or
More Children in Each Age Group in Total Population and in Artist Group Studied,

Aged 21 to 70, 2008.

Artist Group
No. of Children
(Percentage in Group)

0 1 2 3+ Total

Total Population
No. of Children
(Percentage in Group)

0 1 2 3+ Total

Men

Women

Men

Women

Men

Women

Men

Women

Men

Women

Men

Women

Men

Women

Men

Women

Men

Women

Men

Women

21-25 yrs.

26-30 yrs.

31-35 yrs.

36-40 yrs.

41-45 yrs.

46-50 yrs.

51-55 yrs.

56-60 yrs.

61-65 yrs.

66-70 yrs.

98,8 1,2 0,0 0,0 100
96,8 3,2 00 0,0 100

84,3 11,4 3,8 0,5 100
84,8 129 2,1 0,1 100

61,0 22,4 145 2,1 100
58,3 26,3 135 1,9 100

39,7 22,1 29,4 88 100
35,1 26,4 30,8 7,7 100

29,3 19,9 334 17,4 100
24,0 23,56 38,0 14,5 100

22,6 171 36,8 23,6 100
26,6 20,1 37,4 15,9 100

18,9 16,3 36,7 28,2 100
24,8 20,9 37,0 17,3 100

17,7 17,0 34,9 30,3 100
24,8 24,3 32,2 18,8 100

15,8 18,1 32,9 33,2 100
22,3 25,56 31,8 20,4 100

17,8 229 29,2 30,1 100
15,4 23,6 35,7 254 100

94,0 48 10 0,1 100
85,4 10,6 3,5 0,5 100

75,3 15,8 7,6 1,4 100
59,3 21,6 15,0 4,1 100

46,9 22,8 238 6,5 100
29,9 23,1 34,2 12,7 100

29,6 18,2 36,3 15,9 100
16,7 16,3 43,8 23,2 100

23,2 14,9 38,5 234 100
14,1 14,0 43,4 28,6 100

22,0 13,5 36,6 27,9 100
14,7 13,7 40,1 314 100

20,7 13,5 35,5 30,4 100
14,6 14,6 39,9 31,0 100

19,0 14,6 36,7 29,6 100
13,2 16,0 42,3 28,5 100

17,3 15,5 39,6 27,7 100
12,3 16,3 43,9 27,5 100

16,2 14,9 40,0 28,9 100
12,8 15,6 41,5 30,2 100
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7.4 Discussion

The above statistics on the number of children shows how important it is to analyse the
issue of artists’ economic circumstances based on gender-disaggregated data. The main
difference brought up in this section concerned the women in the artist group studied who,
far more frequently than women in the total population, had either no children or only one
child. Considerably more women in the total population had two, three, or more children.
In contrast, among the men, it was more common for those in the total population to not
have any children at all, although — similarly to the results obtained for women — the per-
centage of those with only one child was higher in the artist group. The likelihood of having
two, three, or more children was equally high among men in the total population and the
men in the artist group.

In 2008, it was more common among the women in the artist group not to have any
children than among the men in the artist group. In all age groups, the percentage of male
artists having three or more children was higher than the percentage of female artists. For
the total population, the reverse was usually the case. Most artists are highly educated,
and the gender difference in the number of children in the artist group can be said to cor-
respond to what has been found for highly educated groups in general. Better-educated
women bear fewer children and have no children more often than less-educated women,
whereas better-educated men have no children less often than less-educated men, and on
average tend to have more children. Statistics Sweden explains this circumstance by the
length of time spent in education, which leads many to delay having children. This, again,
means, for women, a higher probability of having fewer children and remaining childless.
That less-educated men more frequently remain childless is explained by their greater
tendency to remain single (SCB 2002).%°

The length of time they spend in education can thus lead artists to postpone starting a
family, which for women may mean bearing fewer children due to truncated fertility life-
times. Yet, the above-described situation can also be considered against the background of
theories of asymmetric mate selection, which have pointed out how certain power resources
such as education and age, for men, constitute positive capital that can be invested on the
cohabitation and marriage market, while the opposite remains the case for women. Asym-
metric mate selection in this sense means that heterosexual men in general tend to have
partners who are younger, less educated, and less established in the labour market, and
earn less than they themselves. This resource differential, it has been suggested (Rothstein
2006), forms one of the main reasons why women continue to experience greater difficulty
than men in negotiating an equitable balance between household chores, family life, and
their own professional life. Even if professionally practicing artists cannot be considered
to form an economically strong group, they then nevertheless possess cultural resources
and educational capital that, for the men among them, may constitute positive capital that
makes having more children possible but may not function the same way for the women.

Artists in general suffer from an uncertain employment situation offering low income
levels, intense competition for the available positions, and few permanent appointments
(SOU 1997:183; SOU 1997:190; Sanne 2001; SOU 2003:21). To take a break from work for
childbirth and/or parental leave can thus be a risky decision complicating the re-entry into
the artistic labour market and the resumption of one’s professional career. When discuss-
ing the dilemmas of how to reconcile family life with the conditions of artistic work and
manage one’s re-entry into the labour market after childbearing and child rearing, the
group that has been found especially vulnerable in these respects is performing artists. In
the introductory paragraph to this section, it was noted that women in particular are likely
to be affected in this regard, given their lower income levels and the unequal distribution

29  Any discussion of the duration of education in this context should also note that the majority of all
Swedish artists live in the greater Stockholm area or in the country’s other major cities (Konstndrsndmnden
2009, p. 24). In Sweden, childlessness and single-child families are in general more common in large cities,
a fact which has to do with higher average education levels in urban centres and the tendency of singles to
cluster in big cities. In addition, there is a tendency for many couples to leave large cities after having chil-
dren (SCB 2002, pp. 35, 37).
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of household labour and caring responsibilities. One consequence of this situation may
then be that professional female performance artists abandon their careers after childbirth
(SOU 2003:21, pp. 151-153; SOU 2006:42, pp. 111, 391, 395, 408).

Intense work involvement, low pay, and irregular work hours may lead artists to recon-
sider, and even abstain from, having children. In those cases where family life is put on
hold or sacrificed altogether, it is, moreover, the women who, more easily than the men,
may become regarded as socially deviant (Helgesen 1975; cf. Aagard 2008b). It seems also
likely that those women and men who are parents but work independently as freelancers or
contractors or run their own businesses are viewed through dissimilar sociocultural lenses.
Research on male and female private entrepreneurs has shown how women’s arguments
centring on the extensive time commitment required by their business at best have man-
aged to convince their partners to share the parental leave. Just as often, however, such ar-
guments were not accepted as valid by the social environment, with the motivation becom-
ing negatively sanctioned instead. Male entrepreneurs, in contrast, were able to use similar
lines of reasoning to justify not taking any parental leave without, however, being regarded
as somehow deviant. The point here, to be sure, is not about the rights and the wrongs,
but about the fact that women’s and men’s choices about how to organize their family and
professional lives are sanctioned differently based on the prevailing notions of gender and
gender roles (Bekkengen 2002, p. 191).

Earlier in this section, performance arts were shown to be the art field where the differ-
ence between the percentages of men and women with three or more children was particu-
larly notable. The working conditions of performance artists may often require one of the
partners to take over the childcare duties during evening engagements and tours (SOU
2006:42, pp. 303, 408). To the extent that the situation among artists resembles that in the
rest of the population, where men, more frequently than women, marry partners who are
less established in their professional careers than they themselves, it can be assumed to be
easier for men to negotiate an arrangement in which the other party carries the main re-
sponsibility for the home and family, for example in the evenings when most performances
take place. We may also assume the prevailing sociocultural norms about gender and fam-
ily, as noted above, to limit female performance artists’ negotiating power in these contexts.

The more children women have, the more likely they are to work part time. Their labour
market participation and hours worked vary greatly depending on whether they have one
child or three or more children. For men, there seems to be no such difference, with the
work force participation and hours worked remaining approximately the same regardless
of whether one has one, two, three, or more children: in each case, men are to a large extent
likely to be working full time (SCB 2008a, p. 59). The number of hours worked by women
and men in the artist group will be subjected to closer examination in the third report in
this series. Even at this point, though, it might be interesting to note that, judging from
the survey results, unlike in the rest of the population the women and men in the artist
group appeared to work fairly similar hours.?® If women in the artist group then worked
longer hours than women in the total population, this might therefore be best understood
against the fact that they had fewer children. The present study, however, cannot answer
the question of whether the reason for female artists’ having fewer children was that they
— either by their own decision or out of necessity — were so fully committed to their work,
or whether, due to their long education and late arrival on the labour market, they invol-
untarily had fewer children, which could then also explain their higher levels of labour
market participation and hours worked.

30 In 2007, 50 per cent of women and 74 per cent of men in the total population worked full time, with
27 per cent of women and eight per cent of men working part time (SCB 2008, pp.51, 56).
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8. Conclusions

The intent of this report has been to examine artists’ income situation from a gender-equal-
ity perspective. In addition, the report includes an overview of the number of children that
artists had in 2008. In complementing the earlier report in this series with this data, the
purpose has been to relate questions of economic equality, work, and independent liveli-
hood to family life and work-life balance.

The analysis has shown there to be major differences not only when the data on artists’
economic conditions and family size is set in relation to the figures for the total population,
but also when comparisons are carried out within each gender category. As noted above
in this report, the differences in income between the women in the artist group studied
and women in the total population were smaller than those between the men in these two
groups. It was also observed that the income gap was smaller between the women and the
men in the artist group than between women and men in the total population. These find-
ings may be considered in light of the fact that women in general have lower income than
men, which means that the relative loss resulting from the choice of an artistic career tends
to be smaller for women than for men.

The study also found the income levels of female artists in general to be lower than those
of the male artists examined and the proportion of male artists to increase as one moved
towards the upper income brackets. At the same time, the data indicates that women, as
artists, cannot be simply designated as fundamentally lacking in resources. They are more
highly educated than men and women in the total population and appear to be rather
enterprising, both in the literal and the figurative sense of the word: almost half of all those
working as sole traders in the artist group were women.

The distribution of earned income among the various art fields considered was highly
uneven, and indeed there is reason to question the classification of artists as a single group
representing one “field of art,” given their internal heterogeneity. However, even when ex-
amining the various art fields separately, as in this report, a common pattern emerges: the
best-resourced occupational groups in the field of arts are predominantly populated by men.
For instance, the art field with the lowest levels of income was Visual Arts & Design, in
terms of both total income from employment and business and net income.?* It was also the
occupational category with the largest concentration of women. The artists with the second-
highest median income worked in Music, an art field that was 70 per cent dominated by
men. Yet, it was in this category that the income differential between women and men
was least pronounced. The art field with the highest median income was Theatre. While
this was the category that, of the seven art fields examined, was best balanced in terms of
gender representation, it was also where the income gap between women and men was at
its widest. A recent study on the recruitment of playwrights and dramatists from a gender-
equality perspective emphasized that the ongoing work to promote equal pay and working
conditions in this area did not fully match its intrinsic needs, since it failed to adequately
take into account “the core activity of the theatre, namely the artistic work that goes into a
theatrical performance” (Feiler 2009, p. 45). The present report has demonstrated the im-
portance of not omitting the income aspect and the role of the various economic resources
in promoting gender equality within an occupational branch.

One key finding of this study was that the women in the artist group were considerably
wealthier than their male colleagues, in terms of the net assets owned. For those em-
barking on a professional career that requires considerable educational input but tends to
result in low income, possessing some form of “venture capital” may be an advantage. If
being a woman per se entails having fewer income resources, female artists may well need
a larger amount of such capital as a fallback resource.

Female artists, in other words, do have definite resources at their disposal, even if these
appear to yield nothing by way of income. Indeed, 10 per cent of all the professionally prac-

31 As noted above, one reason for this may have to do with the fact that a high percentage of those clas-
sified into this category were self-employed, and those who are self-employed tend in general to have lower
earnings than paid workers.
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ticing female artists in the study reported no income from either salaried and wage employ-
ment or self-employment in 2007. The corresponding figure for the male artists was eight
per cent. The median income of the female artists in this “zero” income-earner category

in which the available resources remain generally limited (SEK 52,176) amounted to 54
per cent of the median income of women in the total population who belonged to this same
category, and to 70 per cent of that of the male artists belonging to it.

The percentage of women working as sole traders was higher in the artist group than
in the total population. Entrepreneurship and self-employment have been promoted, for
both women and artists, as a path towards greater gender equality and away from unem-
ployment and low wages. Some of the findings of this study, however, challenge the as-
sumptions behind this proposition: the income the artists in this study earned from their
business activities was generally low, and the gender income gap among them was widest,
precisely, in the income-earner category composed of those whose income derived solely
from self-employment.

This study has approached equality issues from a quantitative perspective. Yet, as noted
in the Introduction above, the quantitative and qualitative aspects of the equality prob-
lematic remain connected in many important ways (cf. Mark 2007). To alter the conditions
and norms of an occupational branch, a profession, or an organization so as to allow for
space for the experiences and history of the underrepresented gender as well, considerable
amounts of economic capital will very likely be needed. In the same way, it is representa-
tion — the absolute number and the relative share of women and men — that determines
whose life experiences are heard and will be drawn upon in broader areas of society (SOU
2007:108, p. 27).

In the last section of the report, it was noted that the female artists had fewer children
than the men in the artist group and women in the general population. Such observations
very likely cannot be reduced to mere quantitative analysis of artists’ economic resources.
As mentioned earlier, an artist’s professional identity entails deep personal commitment
to one’s work, which might then be seen as an argument for why female artists must — or
want to — choose work over establishing a family. Previous studies have described how fe-
male artists, historically, have often sacrificed family life for their art. It has been claimed
that in the field of professional arts there is a dominant notion that juxtaposes the de-
mands of artistic creation to the quotidian realities of household and caring work, and that
these two are often seen as conflictual opposites (see, e.g., Pollock 1992, p. 12; Bourdieu
2000, p. 117; SOU 2006:42, p. 175; Rosenqvist 2007; Flisback 2009).

The tension between family life and artistic work is likely rooted in the structure of
economic resources, and it plays out conspicuously in the dominant notions of gender. To
the extent that one indeed must choose between pursuing a professional artistic career and
building a family, and if indeed this is a predicament faced more often by women than men
(cf. Witt 2004), what the various art fields find themselves confronted with is an unresolved
gender equality issue of significant proportions. The problem was recognized already in
the government report Plats pa scen [Room on the Stage], in which it was observed that,
besides enjoying economic equality, “one should also be able to combine working life in
the performing arts with one’s home and family responsibilities, including care of children
where relevant” (SOU 2006:42, p. 197). To pursue this problematic further, and to better
address the question brought forward in this study as to whether female artists are more
likely than male artists to interrupt their professional careers, complementary qualitative
research is needed. Such research would not only tackle the consequences of the earned
income gap between women and men, but also help to map the employment and working
conditions and the occupational culture prevailing in the various art fields, in this way con-
tributing to our understanding of the differing conditions of female and male artists when
it comes to questions like children and parental leave.
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10. Appendix: Art Fields Examined in the Study

Musicals:
Musical Theatre Artists

Word & Literature:
Authors, non-fiction
Authors, fiction and belles lettres
Dramatists/Playwrights/Dramaturgs
Translators

Music:
Songwriters
Jazz/Folk/Rock
Composers
Art Music/Serious Music
Musicians/Composers
Dance and Cover Music

Dance:
Dancers
Choreographs

Visual Arts & Design:
Visual Artists
Crafts Artists
Photographers
TMustrators/Graphical Designers

Theatre:
Clowns/Circus Artists
Actors
Theatre Directors and Producers
Theatre Designers/Scenographers

Film:
Filmmakers
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11. Other Publications by the Swedish
Arts Grants Committee

Bildkonstndrsfondens Stora stipendium till Jan Hdfstrom
[Jan Hafstrom Receives Prestigious Stora Stipendium Grant from the Visual Arts Fund]
(out of print)

Bildkonstndrsfondens Stora stipendium till Signe Persson Melin

[Signe Persson Melin Receives Prestigious Stora Stipendium Grant from the Visual
Arts Fund]

Bildkonstndrsfondens Stora stipendium till Lars Englund
[Lars Englund Receives Prestigious Stora Stipendium Grant from the Visual Arts Fund]

Komponisterna i Sverige
[Composers in Sweden]

Konstndrerna i kulturpolitiken. En utredning om konstndrer, kulturpolitik och arbets-
marknad [Artists and Cultural Policy: A Study of Artists, Cultural Policy, and the
Labour Market]

Konstndrernas inkomster
[Artists’ Income]

Konstndrernas inkomster ur ett jaimstdlldhetsperspektiv (2010)
[A survey of Artists Income from a Gender Perspective (2011)]

Konstndrernas inkomster, arbetsmarknad och forsorjningsménster (2011)
[Employment, Labour Market and Income: Time Allocation and Earning Patterns of

Swedish Artists]

Om utstdllningsersdttning
[Information on Exhibition Fees]

Konstndrsndmndens drsredovisning 2007
[Swedish Arts Grants Committee: Annual Report 2007] (out of print)

Konstndrsndmndens drsredovisning 2008
[Swedish Arts Grants Committee: Annual Report 2008]

Konstndrsndmndens drsredovisning 2009
[Swedish Arts Grants Committee: Annual Report 2009]

Konstndrsndmndens drsredovisning 2010
[Swedish Arts Grants Committee: Annual Report 2010]

Swedish Arts Grants Committee’s publications can be ordered online at www.konstnars-

namnden.se, by e-mail to info@konstnarsnamnden.se, or by telephone at +46 8 50 65 50 00.

For publications emanating from TASPIS, the Swedish Arts Grants Committee’s interna-
tional exchange programme for visual artists and designers, please visit www.1aspis.se
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