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Abstract

This article offers an empirically based description and analysis of the social situation of
musicians living and working in Austria whose activities include engagement in cultural
and art mediation. The quantitative-empirical data confirms existing findings on the port-
folio careers of musicians today: the vast majority of the musicians surveyed are engaged
in a mix of activities (sometimes close to, sometimes distant from their artistic practice)
in their everyday life as “artrepreneurs”, as a way to make their living in a challenging,
neoliberalised working environment. Not only the range of their professional activities
along real-time, ideal-time and economic dimensions are addressed, but also forms of em-
ployment, educational background, average annual net income and stress levels in the
music profession. These musicians are compared with another group of musicians from
the same data sample who were not active in cultural and art mediation at the time of the
survey. In their interrelation, the results show how the handling of a preferably broad mix
of activities and skills is rewarded in the musical field in economic terms, although the
social situation nevertheless remains fundamentally difficult and precarious for many of
the respondents. Finally, the extent to which practices of cultural and art mediation may
contribute to the emergence of a new, socially and civically engaged type of musician of
the future is discussed.

Cet article propose une description et une analyse empiriques de la situation sociale des
musicien-ne-s qui vivent et travaillent en Autriche et dont les activités comprennent un
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engagement dans les pratiques de médiation culturelle et artistique. Les données quanti-
tatives et empiriques confirment les conclusions existantes sur les carriéres des mu-
sicien'-ne-s d'aujourd’hui : la grande majorité des musicien-ne-s interrogé-e-s sont en-
gagé-e-s dans un mélange d'activités (parfois proches, parfois éloignées de leur pratique
artistique) dans leur vie quotidienne en tant qu'« artrepreneurs », comme moyen de
gagner leur vie dans un environnement de travail difficile et néolibéralisé. L'étude porte
non seulement sur l'éventail de leurs activités professionnelles, leur emploi du temps idéal
et les dimensions économiques de leur activité, mais aussi sur leurs formes d'emploi, leur
niveau d'éducation, leur revenu net annuel moyen et les niveaux de stress dans la profes-
sion musicale. Ces musicien-ne-s sont compareé-e-s a un autre groupe de musicien-ne-s du
méme échantillon de données qui n'étaient pas actifs dans la médiation culturelle et artis-
tique au moment de l'enquéte. Dans leur interrelation, les résultats montrent comment la
gestion d'un large éventail d'activités et de compétences est récompensée dans le domaine
musical en termes économiques, bien que la situation sociale reste fondamentalement dif-
ficile et précaire pour de nombreuses personnes interrogées. Enfin, la mesure dans
laquelle les pratiques de médiation culturelle et artistique peuvent contribuer a
l'émergence d'un nouveau type de musicien-ne-s de l'avenir, engagé-evs socialement et
civiquement, est discutée.

Der vorliegende Artikel bietet eine empirisch fundierte Beschreibung und Analyse der sozi-
alen Lage von in Osterreich lebenden und arbeitenden Musiker_innen, die unter anderem
auch kunst- und kulturvermittelnd aktiv sind. Dabei untermauern die quantitativ-empir-
ischen Daten bereits vorliegende Erkenntnisse zu sogenannten Portfolio-Karrieren von
Musiker_innen heute: Die liberwiegende Mehrheit der Befragten iibt in ihrem Ar-
beitsalltag einen Mix an (zum Teil kunstnahen, zum Teil kunstfernen) Tdtigkeiten aus, um
als ,,artrepreneurs“ den eigenen Lebensunterhalt in einem herausfordernden, neoliberal-
isierten Arbeitsumfeld bestreiten zu konnen. Die Bandbreite ihrer beruflichen Tdtigkeiten
entlang zeitlich-realer, zeitlich-idealer und 6konomischer Dimensionen wird dabei ebenso
beschrieben wie Formen der Beschdftigung, das Ausbildungsniveau, das durchschnittliche
Jahresnettoeinkommen sowie Belastungen im Berufsalltag dargelegt werden. Die
Ergebnisse werden aufserdem mit einer Gruppe von Musiker_innen aus dem gleichen
Datensample verglichen, die zum Befragungszeitpunkt nicht kunst- und kulturermittelnd
tatig war. In ihrem Zusammenspiel zeigen die Daten auf, dass die Bewdltigung einer
moglichst breiten Kombination an unterschiedlichen beruflichen Tdtigkeiten im Musikfeld
in okonomischer Hinsicht belohnt wird, wobei aber dennoch die soziale Lage vieler
Befragter in beiden Vergleichsgruppen grundsdtzlich prekdar und schwierig bleibt. Ab-
schliefsend wird diskutiert, inwiefern Praktiken der Kunst- und Kulturvermittlung
womoaglich zur Herausbildung eines neuen, sozial und zivilgesellschaftlich engagierten
Musiker_innen-Typs beitragen.
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Introduction

Demands on professional musicians today and the role of music mediation

With regard to the skills that will be relevant for (classical) musicians in the 21st cen-
tury, conductor Sir Simon Rattle predicted over twenty years ago: “To be a performing
artist in the next century, you have to be an educator too” (Rattle cited in Gutzeit 2014,
21). In the course of an interview given on the music mediation project Rhythm Is It!*
back in 2003, Rattle made the changing demands on classically trained musicians in a
rapidly transforming society even clearer:

We have been educating people for many years to be a certain type of person. We have
been educating for a society that maybe has gone. We need more and more creative
people in society. We need more and more people who will make things connect to-
gether, who will glance at strange directions. We don’t only need good workers. These
days are over. (Rattle 2004, n.p.)

The accuracy of his assessment may be seen today, twenty years later, not least in the
current boom of music mediation, whose main aim is the creation of “multifaceted re-
lationships between music and people” (Petri-Preis and Voit 2023, 25). In recent years,
the field of music mediation has developed from a “purely field of practice”® (Voit and
Wimmer 2023, 13) with limited reach into a highly significant, increasingly independ-
ent, professionalised and institutionalised, steadily powerful player in current music
and cultural life. By planning, realising and performing music in ways that are different
to the usual ones, in collective processes involving different social “dialogue groups”
(Schippling and Voit 2023), the practitioners of music mediation fulfil many of the de-
mands formulated by Rattle: they strive for social connectedness via music, for which
they have to think outside of the box and guide processes and projects creatively — and
thus also make an important contribution to society. As a heterogeneous and extensive
field of artistic-educational practice, music mediation has become an attractive (addi-
tional) option for many professionals in the musical field. In addition to a growing, but

! For the music mediation project “Rhythm Is It!”, 250 pupils from Berlin got to know Igor Stavin-
sky’s ballet “Le Sacre du Printemps”, rehearsing the dances over months under the guidance of
a professional team of artists. In 2003, they performed the piece with the Berlin Philharmonic
Orchestra under chief conductor Sir Simon Rattle.The film of the same name was released in
cinemas in 2004.

2 For this article, Peter Waugh has translated all the original German-language quotations into
English.
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still small number of specialised full-time jobs at Austrian music institutions (Chaker
and Petri-Preis 2022, 18), music mediation is often carried out as part-time work in the
context of so-called portfolio careers® (Wimmer 2021) and offers (additional) income
opportunities for musicians.

Music mediation is currently run by “actors with heterogeneous formal (academic)
qualifications and different professional backgrounds” (Chaker and Petri-Preis 2022,
11; Petri- Preis 2023, 95-99). In the course of increasing professionalisation and special-
isation of music mediation practices in recent years (Chaker and Petri-Preis 2019), the
number of specialised training and further education programs in this field is steadily
growing®. As a result, however, the mastery of music mediation is increasingly becom-
ing a kind of “fait social”, in the sense of Emile Durkheim, for music professionals, i.e. a
necessity which can hardly be ignored and which “as a fixed mode of action [...] has the
capacity to exert an external constraint on the individual” (Durkheim 1984 [1895], 114).
Music mediation skills are increasingly expected in the field of (classical) music today —
they are thus changing from a former optional “add-on” to a “must-have” (Chaker and
Petri-Preis 2023), a necessary ability if one wants to be successful in the current music
labour market.

In addition to a growing number of people currently specialising in music media-
tion and working as music mediators either on a permanent basis or as freelancers for
one or more music institutions (e. g. [professional] orchestras, concert halls, theatres,
museums, music training institutions), music mediation continues to be an interesting
field of activity for many other professionals in the field of music, art and culture, in-
cluding “directors, curators, dramaturges, concert designers, composers, music teach-
ers and instrument pedagogues” (Petri-Preis 2023, 96). However, music mediation has
always been of particular relevance for (classically) trained musicians (see, among oth-
ers, Bennett 2016; Smilde 2022), although the practice is currently “increasingly extend-
ing to musicians of other styles and genres” (Petri-Preis 2023, 97). Musicians who live in
Austria and also work as music mediators are at the centre of this article, with the main
focus being on an analysis of their social situation. On the basis of quantitative data, the
range of their professional activities, both along real-time and ideal-time dimensions
and the economic dimension, as well as their forms of employment and educational
background, average annual net income and stress levels in the musical profession are
described in more detail. This sample is compared with a group of musicians who were

3 As Ian Whitney, Jennifer Rowley and Dawn Bennett point out, “[t]he term portfolio career was
first used in the 1980s and refers to a portfolio of concurrent roles and income streams which
are combined to create part-time or full-time work. In many cases there are both proactive and
reactive components to these careers such that portfolio workers might proactively combine
multiple roles in order to create more fulfilling work and/or reactively combine roles because
of insufficient work or enforced transition. In the music sector, portfolios often include non-
music work” (Whitney et al. 2021, 54).

4For an up-to-date overview of training opportunities in the field of music mediation in German-
speaking countries, see forum-musikvermittlung.eu/informationen (Accessed May 29, 2024).
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not previously active in cultural and art mediation. Before looking at the empirical data
in more detail, the quantitative results are framed theoretically in the following section.
In addition to a brief explanation of what is meant by “social situation”, the context in
which musical labour unfolds comes into view. It is assumed that the capitalist-neolib-
eral structuring of the labour market in late modernity has had a huge impact on the
ways that musicians organise their work, as well as on the social situation of this occu-
pational group and its self-image.

Theoretical approaches and definitions

On the entanglement of social situation, (creative) labour and new technologies

The social situation of musicians and artists is determined by various interdependent
factors. The economic situation, i.e. the income situation and income opportunities, are
closely linked to the training received and the possibilities of work organisation, work-
ing conditions and the form of employment (self-employed, employed, mixed forms) in
the professional field(s), which in turn have a significant influence on a person’s legal
status. This includes the tax situation as well as social security matters (e.g. health in-
surance, pension schemes, unemployment insurance, occupational disability insur-
ance). Further training opportunities, as well as public and private funding opportuni-
ties, also play a role in the respective social situation of an occupational group. The ex-
tent to which all these factors interact with mental health has recently become a rele-
vant topic in the academic observation of the social situation of musicians and artists.

The fact that academic and cultural-political attention is today being paid to the so-
cial situation of occupational groups, often as a result of empirical studies, presupposes
a change in the perception and a redefinition of the term “social situation”. From the
mid-19th century onwards, increasingly open references to poverty, social problems
and social issues were accompanied by a fundamental reassessment of the social situa-
tion of individuals as part of social collectives and groups: since then, as Eckart Pankoke
has argued, the social situation no longer appears as “predetermined fate” (Pankoke
2010, 260) or “externally determined destiny” (ibid.), but has been discussed much more
fundamentally as a “systemic question of societal organisational principles” (ibid.). This
allows an existing social situation to be critically scrutinised within the context of re-
source allocation conflicts, categories of social inequality and socio-structural power
relations. In the recent past, “distribution struggles [...] have assumed dramatic propor-
tions in view of the fiscal limits of the welfare state [...]” (ibid., 263) — struggles which
revolve around questions of access to and the organisation of work and labour, espe-
cially in the late modern societies of the global north: “Under the pressure of globalisa-
tion, the labour question is becoming a key problem of socio-political governance”
(ibid., 264).

For the field of art and culture in general, and for the field of music in particular,
“the labour question” and its effects have always presented themselves in a special way.
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Upheavals and restructuring in work contexts and in the social situation have affected
the whole cultural field from the early modern period at the latest, when processes of
rationalisation, specialisation and professionalisation commenced in the course of
early capitalist economic activity and a music market based on the division of labour
began to emerge (Smudits 2008, 243).° The observation that, historically speaking, fun-
damental societal transformations have gone hand in hand with the invention and sub-
sequent widespread implementation of new communication technologies (e.g. the in-
vention of writing, later reprography, picture and sound recording, electronic sound
transmission and microphoning, digitalisation), which fundamentally changed society
and culture as a whole, marks the starting point for the “mediamorphoses” concept de-
veloped since the 1980s at the Vienna Department of Music Sociology (Blaukopf 1989;
Smudits 2002). Also the ways in which music is produced, disseminated and appropri-
ated, the ideal concepts associated with music in and the roles that musicians can and
should play in society, the working environment in which musicians are active, the
(working) tasks that musicians perform, the skills that become relevant under the re-
spective framework conditions, as well as identities and self-images — in other words,
what it means to be a “musician” at a certain historical moment — change fundamentally
in the course of a mediamorphosis: “a new type of music maker emerges” (Gensch and
Bruhn 2008, 3).

Artrepreneurship

In the recent past, today’s type of musician has repeatedly been labelled — sometimes
quite enthusiastically and affirmatively, sometimes more critically — as “artrepreneurs”
(Smudits 2008; Engelmann et al., 2012; Harvie 2013; Paulus 2018; Schwetter 2018) or as
“musicpreneurs” (Kubacki and Croft 2011; Paulus 2018; Rangadhithya and Ramanujam
2022), whereby such “frequent use of portmanteau words [...] can certainly be regarded
as an indication of social changes” (Schwetter 2018, 185). In the course of the electronic
and later digital mediamorphosis in modern capitalist societies,

a new type of musician has emerged, who, in terms of habitus, could be described as a
music trader. Their aim is not to become a big act, a ‘star’, but to achieve a certain eco-
nomic independence by diversifying their areas of work, which in the long term also
enables them to do what they enjoy artistically. This more commercially sober than ar-
tistically idealistic relationship to one’s own work [...] could perhaps be [...] [described
as] an artrepreneurial mode of production (Smudits 2008, 261).

This entrepreneurial turn, which has been observed among artists in general and in the
musical field in particular over the past few decades (see also Haynes and Marshall
2017), is related to an increasing cultural-political thematisation and treatment of art

> Smudits classifies the gradually developing separation of composition and interpretation in
musical practice from the early modern period onwards and the associated emergence of music
distributors (publishers, concert organisers) as the “basis of an organisation of musical life based
on the division of labour” (Smudits 2008, 243).
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and culture “as a real economic sector” (Menger 1999, 543). The encroaching neoliber-
alisation of the cultural labour market is also due to the fact that musicians nowadays
have to manage and reconcile a wide variety of activities in the course of their profes-
sion, including many activities that are only remotely connected to art. The predomi-
nantly neoliberal influence on the “music labour market, with little employment on of-
fer, means musicians do not generally engage in non-standard work from choice
(Menger, 1999). [...] [Musicians] might be called ‘accidental entrepreneurs’, since most
of them did not set out to start a business. Their work mode is contingent on their choice
of career” (Coulson 2012, 251).

Neoliberalism and the neoliberal working mode

The development of an entrepreneurial attitude occurs within the context of the de-
mands placed on musicians today by a neoliberally structured labour market. Accord-
ing to David Harvey, the term neoliberalism describes “in the first instance a theory of
political economic practices that proposes that human well-being can best be advanced
by liberating individual entrepreneurial freedoms and skills within an institutional
framework characterised by strong private property rights, free markets, and free
trade, consistently ignoring the huge impact of social inequality factors. The role of the
state is to create and preserve an institutional framework appropriate to such practice”
(Harvey 2005, 2; see also Giroux 2005), which in many countries is accompanied by an
increasing “withdrawal of the state from many areas of social provision” (Harvey 2005,
3). However, the reach of neoliberalism extends far beyond purely economic concerns
— it has caused “‘creative destruction’ not only of prior institutional frameworks and
powers (even challenging traditional forms of state sovereignty) but also of divisions of
labour, social relations, welfare provisions, technological mixes, ways of life and
thought, reproductive activities, attachments to the land and habits of the heart” (ibid.).
By emphasising the advantages of individual freedom of choice, i.e. shaping one’s own
life in a self-determined way, and stressing the need to take responsibility for one’s own
life, people are called upon to take “personal responsibility for making themselves em-
ployable in an insecure, competitive labour market” (Coulson 2012, 252, with reference
to Banks and Hesmondhalgh 2009). Carina Altreiter (2023, 131) also states that “increas-
ing demands for self-control in the labour process [by imposing] an active role on peo-
ple in the transformation of labour capacities into labour efforts” (ibid.) points to a “new
quality in the appropriation of labour” (ibid.), as well as to a “new quality of exploita-
tion” (ibid.). Moreover, these practices of subjectivation are closely linked to the “flexi-
bilisation and deregulation” (ibid.) of work processes, which in turn reinforce tenden-
cies towards precarity and are accompanied by insecurity, unpredictability and exis-
tential fears for many people, although at the same time, they may have a (self-)disci-
plining effect (ibid.). As will be shown below, the field of music, like the cultural field as
a whole, is affected by the neoliberalisation of labour, which also has an impact on the
social situation of creatives today.
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Recent trends in the (classical) music labour market in German-speaking coun-
tries

For Austria and Germany, in particular, it should be noted that the field of classical
music, at least, was not and is not exposed to the free play of market forces in the same
way as it is in many other countries — here, “the corrective music policy of the public
sector became almost the only guarantor of the (survival) of traditional bourgeois music
culture” (Smudits 2008, 245) in the 20th and 21st centuries. However, musical life in the
German-speaking countries is also increasingly subject to neoliberal principles of think-
ing and structuring (e.g. the closure of publicly financed music venues, discontinuation
of music events, reduction of permanent positions in orchestras and theatres, merging
of orchestras etc.). This implies changes in the way musical labour is organised and in
the social situation of musicians, as has already been the case in other countries of the
global north for a longer period of time: “[Flewer long-term employment jobs in the
traditionally secure areas such as orchestras and full-time teaching are available [...],
short-time employment and freelancing are on the increase” (Polifonia 2007, 13, cited
after Gee and Yeow 2021, 341). The “discontinuity of activity” (Benhamou 2003, 70),
which is linked to the flexibilisation of work, has also found its way into the creative
sector in German-speaking countries, i.e. “[ijndividuals undertake several jobs at the
same time; they also switch from one job to another, since projects are limited in time
[...]” (ibid). Musicians today are thus faced with the challenge of developing a “multi-
plexity of identities” (Gee and Yeow 2021, 341-342), although its composition may
change over a lifespan (ibid., 346) and, on the side of requirements, is accompanied by
the mastery of a “multiplexity of skills” (ibid., 342). Due to constantly changing require-
ments, musicians must constantly adapt their skills to new and different contexts in the
course of “flexible specialisation” (Hesmondhalgh 1996). This is one reason why the ca-
reer paths of musicians today are very different and difficult to compare: “[...] there is
no ‘typical musician’, with most adopting a portfolio career, encompassing a multitude
of roles including teaching, performing and writing” (Gee and Yeow 2021, 339). Rainer
Prokop and Rosa Reitsamer recently observed something very similar for those classi-
cally trained musicians in Austria who are on the cusp of entering the labour market,
with the researchers labelling the emergence of individualised career paths of musi-
cians as “do-it-yourself (DIY) careers” (Prokop and Reitsamer 2023). In these careers,
music mediation represents an additional activity and income opportunity for today’s
(especially classically trained) musicians, one which is becoming increasingly attractive
and important for them, as the following empirical data will show.
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Empirical data basis

Description of the initial quantitative studies

The fact that the current working conditions are very challenging for people in the cre-
ative sector today can be substantiated by two empirical-quantitative studies conducted
in Austria on behalf of the Austrian Federal Chancellery — Section Arts and Culture. The
first, with the title “Zur sozialen Lage der Kiinstler und Kiinstlerinnen in Osterreich”
[‘On the Social Situation of Artists in Austria’], in which 1,850 respondents took part,
was carried out in 2008 (Schelepa et al. 2008). Ten years later, a follow-up study entitled
“Soziale Lage der Kunstschaffenden und Kunst- und Kulturvermittler/innen in Oster-
reich” [‘On the Social Situation of Artists and Art- and Cultural Mediators in Austria’],
based on 1,757 participants, was conducted by employees of L&R Sozialforschung® and
the Osterreichische kulturdokumentation (Wetzel et al. 2018).

The conditions under which artists live and work in Austria, and whether and
which changes in their situation can be empirically discovered over time, are at the
centre of both studies. In essence, the results across all artistic fields confirm trends and
developments in Austria that are also known for artists from other countries and soci-
eties under similar economic and social conditions: Both studies show precarious forms
of employment, with high rates of self-employment and a declining number of perma-
nent positions for artists and cultural professionals in Austria across all sectors (Wetzel
et al. 2018, 3). Discontinuous, hybrid and unbounded forms of employment dominate,
often in the form of projects and networks that cross artistic disciplines, whereby em-
ployment contracts are usually short-term and often cover a more or less manageable
period of time; income is usually derived from multiple forms of employment, usually
from a combination of self-employment and employment “which can be followed by a
complex social insurance situation with often negative consequences for social secu-
rity” (ibid., 115) and may also lead to challenges in terms of tax law. Due to the high
rates for self-employers and freelancers, artists in Austria generally have insufficient
social security and are at an above-average risk of poverty compared to the Austrian
population (ibid., 11). With regard to the economic situation, both studies show that the
artists questioned have a below-average net income and “an unchanged low standard
of living in relation to the population as a whole” (ibid., 111). Their social situation,
which can be described as difficult in many respects, also leads often to high levels of
psychological stress for many artists in Austria. Since there is no medium and long-term
planning security for them, no “permanent security of good working and living condi-
tions” (ibid., 11), their insecurities and existential worries are a lifelong companion.
Even (temporary) fame and success are not a “guarantee for a continuous work situa-
tion” (ibid.), i.e. even for established artists, the profession remains fraught with risks

6 The name of the extra-mural research institute L&R Sozialforschung [L&R Social Research] is
derived from the first letters of the founders’ surnames: Ferdinand Lechner and Walter Reiter,
see www.lrsocialresearch.at/team (Accessed September 25, 2024).
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and uncertainties in the long term, with corresponding negative effects on mental
health. “High levels of stress are most frequently experienced in the area of income,
followed by questions of social security” (ibid., 111), especially in terms of retirement
provision and security in the case of a lack of commissions.

The data presented in the following sections is based on a special analysis of the
more recent study on the social situation of artists and art and cultural mediators in
Austria, which I commissioned from Petra Wetzel of L&R Sozialforschung in 2019 on
behalf of the Department of Music Sociology at the mdw — University of Music and Per-
forming Arts Vienna (Wetzel 2019a). There, the social situation of those musicians living
and working in Austria who engaged in cultural and art mediation as part of their port-
folio careers at the time of the survey is compared to the situation of a group of musi-
cians who did not practice art and cultural mediation at that time. Although the practice
of music mediation is increasingly being observed academically from different perspec-
tives, there have only been a few qualitative or quantitative studies to date that provide
empirically based information, e.g. on the origin, socio-demographic characteristics, ed-
ucational backgrounds, acquired skills or working conditions of practitioners of music
medation as an increasingly important segment of the music labour market (Wimmer
2010, EDUCULT and Netzwerk Junge Ohren 2020, and Petri-Preis 2022 are exceptions in
this respect, and provide interesting opportunities for data comparison). Through the
data presented in the following’, this article aims to contribute to reducing this gap in
research on music mediation.

Special analysis: method and sample

In addition to capturing artists’ self-description and self-definition of their artistic and
creative activity, and collecting socio-demographic characteristics, particular attention
is paid to the current employment and income situation, the utilisation of public fund-
ing, questions of social security and (academic) training, networking and mobility
(Schelepa et al. 2008; Wetzel et al. 2018, 3). In the more recent survey, which was slightly
adapted and expanded in terms of the questions asked, workload/stress factors and the
assessment of subjective life quality were also surveyed (Wetzel et al. 2018). “Artists”
are defined as those who “(also) create art professionally” (ibid., 4) and are active in the
visual arts, performing arts, film, music or literature (ibid.). In addition to a respond-
ent’s artistic activity, at least one of the following criteria had to be met for the data to
be included in the analysis:

e Membership of an interest group, a professional organisation, an art association, a
society for musical performing and mechanical reproduction rights

71 presented the data in joint lectures with my colleagues Axel Petri-Preis and Matthias Gruber
back in 2019 and 2020 (Chaker et al. 2019; Chaker and Petri-Preis 2020). Very brief references to
the data resulting from our joint work can be found in two publications by Axel Petri-Preis (Petri-
Preis 2022, 110-111; Petri-Preis 2023, 98).
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e Publication of at least one artistic work in the form of an exhibition, publication,
production, etc. in the last five years

e Support from the Austrian Artists’ Social Insurance Fund or from other art- and cul-
ture-specific funding

e Completion of an artistic training programme
e Income from artistic activity (ibid., 5)

Since the total number of (at least partly) professionally active artists in Austria is un-
known?®, more than 200 Austrian art and cultural institutions and facilities (“organisa-
tions, interest groups, universities, art and cultural institutions, agencies” [ibid., 8])
were contacted in advance of the 2018 data collection. These institutions acted as mul-
tipliers in order to announce and disseminate the online questionnaire. The survey took
place between the beginning of April and mid-May 2018 (ibid., 7), via self-selection sam-
pling (cf. Doéring/Bortz 2016), ultimately enabling the data from 1,757 respondents from
various artistic fields and backgrounds to be used for the analysis.®

The total of 1,757 people questioned'® included 400 musicians!!. The group of musi-
cians was divided into two samples for special analysis of whether or not they were also
engaged in cultural and art mediating activities at the time of the survey. Just under
half of the musicians surveyed (46%, 185 people) answered in the affirmative to the

81In 2008, it was assumed that there were around 18,000 people working in the creative sector in
Austria; the more recent study estimates their number to be between 20,000 and 30,000 persons
(Wetzel et al. 2018, 6), with an additional number of up to 2,500 people working in the field of
cultural and art mediation to be added to this figure (ibid.).

9 The data therefore originates from the time before the coronavirus pandemic, which was, of
course, very challenging for people in the creative sector, especially in the field of music and
performing arts, due to the loss of opportunities to perform at live concerts and restrictions on
teaching activities. As there are currently no such similarly extensive quantitative-empirical
data sets available for Austria as those provided by Schelepa et al. (2008) and Wetzel et al. (2018)
that could be taken into account for a special analysis, the data set from 2018 was used, although
it can be assumed that the pandemic has further exacerbated the social situation of artists in
Austria. However, empirical evidence of this is still pending.

10 Tn 2018, the specialised group of cultural and art mediators was included in the study for the
first time and mentioned separately in the title, which already points to the growing social im-
portance of this professional group and practice. This group comprised 145 people who work
exclusively as art and cultural mediators and are not themselves artistically active (Wetzel et al.
2018, 4). As it was no longer possible to retrospectively examine the specific focus of activity and
work context of the art and cultural mediators surveyed and it therefore remained unclear
whether the participants work in museums, theatres, festivals or in the music sector, this group
was not considered for special evaluation.

11 Overall, the sample of musicians shows a male predominance: a good two thirds of respond-
ents (N=266) described themselves as male, just under a third (N=128) as female, and three peo-
ple described themselves as inter/diverse (the latter stated that they do not engage in mediatin
activities and are therefore part of the MU-NO-group). In the group of MU-CAMs, however, the
percentage of women outweighs men: 56.2% are female, 41.7% male. The picture is reversed for
the group of MU-NOs: 58.3% of male and 43.8% of female respondents in this group refrain from
integrating mediating activities into their work portfolio.
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question of whether they also did cultural and art mediation activities professionally.
This group will be referred to in the presentation of results below by the abbreviation
MU-CAMs. The other 215 musicians surveyed in 2018 (54%) stated that they did not
practise any cultural and art mediation activities at the time of the survey - the results
of this group are presented below under the abbreviation MU-NOs. The special analysis
thus allows a comparison of the two groups of musicians formed along the variable
cultural and art mediation activities being carried out or not, which are to be analysed
in more detail with regard to the following aspects: the respective range of activities
that the musicians surveyed engage in, their respective training and employment situ-
ation, their income, their social situation, as well as professional stress factors and the
respondents’ perceived quality of life.

Results

Range of activities

In order to gain an overview of the professional activities of artists in Austria, various
categories were developed for the quantitative questionnaire based on theoretical find-
ings and previous expert interviews (Schelepa et al. 2008, 49). The survey from 2008
distinguishes between “artistic work”, “art-related activities” and “activities distant to
art”. In the follow-up study, from 2018, “cultural and art mediation” was included in the
survey as a separate category for the first time. All activities aiming at the production
and dissemination of “high-quality and professional art” fall under “artistic work”
(ibid., 9). The category “activities distant to art” includes all “other professional activi-
ties that are not in the context of art [...], from academic work to craft professions to
activities in the catering industry” (ibid., 50). In the 2008 study, “art-related activities”
were defined as all tasks “that do not directly involve artistic creation per se, but which
are very closely linked to the field of art” (ibid., 49). Examples cited include teaching in
one’s own artistic field, as well as the exercise of organisational and/or journalistic tasks
or cultural management tasks (ibid.).

The category of “art-related activities” was then split up for the more recent study:
“art-related activities” now primarily include organisational and entrepreneurial as-
pects, while “art management, art therapy, etc.” are cited as examples of this (Wetzel et
al. 2018, 37). The “educational and/or communicative mediation of art and culture (e.g.
through guided tours, projects, lectures, teaching activities)” (Wetzel 2019b; cf. also
Wetzel et al. 2018, 37) is understood as specifically “cultural and art mediating activi-
ties”, with the respondents also being able (but not obliged) to specify their cultural and
art mediating work in an open category. There is therefore a certain lack of clarity re-
garding the exact delimitation of the activities that fall under the category of “cultural
and art mediation”, since it is not possible to replicate in retrospect exactly whether the
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musicians surveyed, who may also give music lessons, either privately or at an institu-
tion such as a music school, categorised this activity as an “art-related activity” or as a
“cultural and art mediating activity”*2,

The mix of work activities can be seen for the 400 musicians surveyed: As Table 1
shows, only a good quarter (26%) of the musicians surveyed pursued exclusively artistic
work in their professional lives. Three quarters of the participants combined different
income opportunities, with the mix of artistic work in combination with mediating ac-
tivities (22%) and the combination of artistic work, mediating activities and art-related
activities (15%) being comparatively common in practice. The empirical data thus em-
phasises the need for three quarters of the musicians surveyed who work in Austria to
support themselves by performing various activities and tasks beyond artistic work,
thus confirming existing theoretical and empirical findings on hybrid employment re-
lationships and portfolio careers in the field of music. For the clear majority of musi-
cians questioned, artistic work is an important, but nevertheless only one component
of their professional activity and the everyday business in which they pursue different
activities. The data thus also shows a shift or transition in the core activities of today’s
musicians. The majority of the musicians surveyed have a broad professional base and
as “artrepreneurs” (see above) engage in a mix of different activities beyond their ar-
tistic practice in order to secure their livelihood in a challenging environment charac-
terised by neoliberal considerations. In any case, many musicians appear to have dis-
covered the field of cultural and art mediation as an additional field of activity and
income for themselves — almost half (46%) of the respondents already integrated corre-
sponding activities into their own portfolio back in 2018.

12 The concept of music mediation, like that of cultural and art mediation (cf. e.g. Mérsch n.d.), is
difficult to grasp, as it refers to heterogeneous practices that are constantly transforming and
expanding, and the theoretical approaches and perspectives can also vary greatly. About music
mediation as a “messy concept”, see Chaker and Petri-Preis (2022, 12-17).
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Range of activities of musicians questioned in percent
Exclusively artistic work 26
Artistic work + cultural and art mediation 22
Artistic work + cultural and art mediation + art-related activities 15
Artistic work + art-related activities 12

Artistic work + activities distant to art

Artistic work + art-related activities + activities distant to art
Artistic work + cultural and art mediation + activities distant to art
Artistic work + cultural and art mediation + art-related activities +

activities distant to art

Table 1. Range of activities by musicians questioned (N=400).
Source: L&R Datafile ‘Soziale Lage Kunstschaffende, -vermittler/innen‘ (Wetzel et al. 2018), spe-
cial evaluation of the musicians surveyed by Petra Wetzel on behalf of the Department of Music
Sociology (mdw) in 2019, tabular preparation of the data by the author.

W |3 ©

Real time investments, ideal time dimension and economic dimension within
the range of activities

The following figures 1 to 6 show how much time the musicians surveyed actually in-
vest on average in the different forms of activities described in the section before, which
of them they pursue as part of their profession (real time investments), how much time
they would ideally like to devote to the individual activities (ideal time dimension), and
finally, which activities contribute to their income and to what extent (economic dimen-
sion). The 46% of musicians surveyed who engage in art and cultural mediation (MU-
CAMs) are compared with the 54% who did not do so at the time of the survey (MU-
NOs).

Real time investments

As Figure 1 shows, the MU-CAMs surveyed spend on average a good third of their avail-
able working time on culture and art mediation (34.1%). In direct comparison with the
group of MU-NOs (see Fig. 2), they spend significantly less time on decidedly artistic
work. Nevertheless, artistic work still accounts for just under half and thus the largest
proportion of the working time (48.6%) of MU-CAMs, whereas MU-NOs spend the largest
proportion of their working time, more than two thirds (70.7%), on artistic work. With
regard to art-related activities, the proportion of time invested by MU-NOs is managea-
ble at 15.8%, but three times as high as among MU-CAMs, who spend only 5.4% of their
time on art-related activities. The proportion of time spent on activities distant to art,
however, is almost the same in the comparison groups: at 10.8% (MU-CAMs) and 13.0%
(MU-NOs)."3

13To determine the probability of error, statistical significance tests were carried out for the data
sets of the special analysis, whereby the chi-square test was mostly used if nominal data was
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REAL TIME investments along range of REAL TIME investments along range of
activities: MU-CAMs activities: MU-NOs
1.1 0.5

10.8 13.0

0.0

= artistic work = cultural and art mediation u artistic work = cultural and art mediation
m art-related activities activities distant to art art-related activities activities distant to art
mn/a mn/a

Figures 1 (left) and 2 (right). Real time investments within range of activities in comparison
with musicians who do cultural and art mediation (N[MU-CAM]=185) and those who do not
(N[MU-NO]=215).

Source: L&R Datafile ‘Soziale Lage Kunstschaffende, -vermittler/innen’ (Wetzel et al. 2018), spe-
cial evaluation of the musicians surveyed by Petra Wetzel on behalf of the Department of Mu-
sic Sociology (mdw) in 2019, graphic preparation of the data by the author.

Ideal time dimension

When asked how they would organise their time if they were free to choose, the MU-
CAMs (see Fig. 3) responded that they would like to spend three quarters of their work-
ing time (74.6%) on artistic work. The remaining working time — around a quarter of
the time available (24.9%) - is time which the MU-CAMs would like to devote to cultural
and art mediation. This is relevant insofar as the result shows that musicians who en-
gage in cultural and art mediation would not want to abstain from this activity and the
resulting learning experiences, but would at best reduce the time spent on mediating
activities in favour of artistic work (from the actual 34% to 25% of the work quota). Art-
related and non-art-related activities would have no place for them in an ideal, desired
work setting.

In the comparison group, those musicians who were not involved in cultural and
art mediation at the time of the survey (see Fig. 4) would dedicate almost all of their
working time to artistic work (93.0%). Ideally, MU-NOs would devote 3.3% of their work-
ing time to art-related activities, while they would gladly forego non-artistic activities
completely. The MU-NOs left open how they would invest a further 3.7% of their time.

given. However, the expected cell frequencies very often have a value of less than 5, which
means that the respective significance calculation may be erroneous and therefore invalid. For
this reason, the p-value is not given in this article.
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IDEAL TIME investments along range of IDEAL TIME investments along range of
activities: MU-CAMs activities: MU-NOs

3.7

0.0
05 00 - 5300

0.0

= artistic work = cultural and art mediation m artistic work m cultural and art mediation
art-related activities activities distant to art art-related activities activities distant to art
mn/a mn/a

Figures 3 (left) and 4 (right). Ideal time investments within range of activities in comparison
with musicians who do cultural and art mediation (N[MU-CAM]=185) and those who do not
(N[MU-NO]=215).

Source: L&R Datafile ‘Soziale Lage Kunstschaffende, -vermittler/innen’ (Wetzel et al. 2018), spe-
cial evaluation of the musicians surveyed by Petra Wetzel on behalf of the Department of Mu-
sic Sociology (mdw) in 2019, graphic preparation of the data by the author.

Economic dimension

The presentation of the economic dimension, i.e. which activities currently generate
which share of the total individual income in economic terms, can help explain why
musicians who are already active in art and cultural mediation can neither do without
this field of activity nor do they want to (see Fig. 5): According to their own statements,
MU-CAMs generate the majority of their income (57%) through art and culture mediat-
ing activities. Almost a further third of their income (29.7%) results from their artistic
activities, while a further 9% and 4% of MU-CAMSs’ income comes from non-art and art-
related activities respectively.

By contrast, musicians who were not active in cultural and art mediation at the time
of the survey generated almost two thirds of their income from their artistic work
(64.2%, see Fig. 6). A further 16.7% of their income came from activities distant to art,
and 13.5% of the income in the group of MU-NOs was generated from activities related
to art. 5.6% of income could not be allocated to the predefined categories.

The presentation of the economic dimension at this point does not yet say anything
about the amount of income achieved in the two comparison groups, which will be con-
sidered in more detail below.
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ECONOMIC dimension along range of ECONOMIC dimension along range of
activities: MU-CAMSs activities: MU-NOs
0.0

43 92

= artistic work = cultural and art mediation = artistic work = cultural and art mediation
art-related activities activities distant to art art-related activities activities distant to art
mn/a mn/a

Figures 5 (left) and 6 (right). Economic dimension within range of activities in comparison
with musicians who do cultural and art mediation (N[MU-CAM]=185) and those who do not
(N[MU-NO]=215).
Source: L&R Datafile ‘Soziale Lage Kunstschaffende, -vermittler/innen’ (Wetzel et al. 2018), spe-
cial evaluation of the musicians surveyed by Petra Wetzel on behalf of the Department of Mu-
sic Sociology (mdw) in 2019, graphic preparation of the data by the author.

Form(s) of employment

Regardless of whether the musicians surveyed were active in the field of cultural and
art mediation at the time of the survey or not, three quarters of the study participants
stated that they combine self-employed and employed activities in their day-to-day pro-
fessional practice (MU-CAMs: 73.7% [N=167], MU-NOs: 72.9% [N=85]). A further quarter
in both survey groups claimed that they are exclusively self-employed (MU-CAMs:
25.1%, MU-NOs: 25.9%). Only 1.2% of respondents in both groups said that they were
exclusively employed.

However, as a detailed analysis shows, the form of employment differs depending
on the type of activity carried out (artistic work, cultural and art mediation, art-related
activities, activities distant to art, see above). Only the form of employment in the con-
text of cultural and art mediation will be discussed in more detail here: when engaged
in cultural and art mediation, 40.8% of the MU-CAMs (N=179) do this work exclusively
self-employed, 34.1% are exclusively employed, and 25.1% do mediation work in a
mixed form of self-employment and employment. Although musicians’ cultural and art
mediation activities are often, or even predominantly, carried out as self-employed
work, the field also offers the possibility of employment (and thus access to social secu-
rity benefits) to an above-average extent, which is otherwise rarely the case in the field
of music (see above).
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Level of income

As the 2018 study on the social situation of artists in Austria shows, musicians are com-
paratively well off in terms of their total net income, compared to their colleagues in
other fields of the arts (Wetzel et al. 2018, 69-81). In the field of the visual/fine arts for
example, the arithmetic mean was €13,802 net in 2017, and the median value'* in this
group was €11,000 net (N=453, ibid., 198). The musicians surveyed, on the other hand,
achieved the highest arithmetic mean income value of all artist groups with a personal
annual income of €23,998 net in 2017. However, the median in the group of musicians
was only €16,456 net (N=366) and thus, as far as the field of the arts is concerned, only
somewhat above the average®, which indicates a wide spread of income levels in the
music sector.

Compared to data on the income situation of the Austrian population as a whole,
the quality of life of artists in Austria — and this also applies, albeit to a lesser extent, to
large parts of the group of musicians surveyed — must, in economic terms, be described
as precarious and below average (ibid., 71-73, 115): “For a good proportion of artists,
against this background, it is in fact not a question of monetary profit-making, but ra-
ther of economic survival, the continuability of regular artistic activity and securing
their livelihood” (ibid., 115).

In the course of the special analysis, the question as to whether any differences
within the group of musicians surveyed with respect to the variable “cultural and art
mediation — done or not” was investigated in terms of the average annual personal net
income.

MU-CAMs MU-NOs Musicians (total)

(N=172) (N=194) (N=366)
Personal annual income €29,640 €18,995 €23,998
(net):
Arithmetic mean
Personal annual income (net) €17,685 €14,515 €16,456
Median

Table 2. Personal annual net income, deriving from all activities (artistic work, cultural and art
mediation [if applicable], art-related work, activities distant to art) in 2017.

Source: L&R Datafile ‘Soziale Lage Kunstschaffende, -vermittler/innen’ (Wetzel et al. 2018), spe-
cial evaluation of the musicians surveyed by Petra Wetzel on behalf of the Department of Music
Sociology (mdw) in 2019, tabular preparation of the data by the author.

 Looking at the median value, that is the central value, makes sense if one assumes that the
results may be distributed very unevenly, for example that there are a few top earners (in the
field of classical music, for example, top soloists or musicians in star orchestras such as the Vi-
enna Philharmonic) who increase the arithmetic mean. The median divides the distribution into
two subsets. Up to a maximum of 50% of the distribution lies below the median value.

15 For example, the highest median value in the field of the arts was found for the film sector at
€17,500 net in 2017 (Wetzel et al. 2018, 198).
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As Table 2 shows, the MU-CAMs (N=172) earned an average net income of €29,640
in 2017, if the arithmetic mean is considered, when all fields of income are taken into
account. No other group in the study by Wetzel et al. achieved a similarly high net in-
come if the arithmetic mean is applied (cf. Wetzel et al. 2018, 198). The net income in
the group of the MU-NOs (N=194), i.e. €18,995 net, was more than €10,000 lower in 2017.

If the median value is considered, differences between the two comparison groups
are still present, but less sharp: half of the MU-CAMs earned up to €17,685 net in 2017,
while the median value for the group of MU-NOs was €14,515.

The significantly higher amount of income in the group of MU-CAMs is related to
the fact that MU-CAMs more often work full-time than the questioned MU-NOs. While
80.6% of MU-CAMs (N=165) reported working full-time and just under one in five
(19.4%) work part-time up to 36 hours a week, only two thirds (67.8%) of the MU-NOs
(N=171) work full-time, whith one third (32.2%) working part-time up to 36 hours a
week.

The increasing importance of mediating skills in the field of music is evidenced by
responses of the MU-CAMs surveyed to the question of how the proportion of their total
income from activities in the field of cultural and art mediation has developed over the
past ten years (N=170). 40.6% of the MU-CAMs stated that the proportion of their total
income from cultural and art mediation has increased in recent years, while for 29% of
them, the proportion has remained stable in recent years. 22% of the MU-CAMs stated
that the share of income from activities in the field of cultural and art mediation of their
total income has fluctuated over the past ten years, while for 8% it has decreased.

All in all, the data on the income situation of musicians living and working in Aus-
tria shows that a broad positioning in various fields of work, the mastering of different
tasks and forms of employment, as well as professional flexibility, are all economically
rewarded in today’s neoliberally structured (music) labour market setting.

Artistic training

Those musicians surveyed who are also active as cultural and art mediators have
above-average qualifications in relation to the comparison group in terms of their ar-
tistic training background: 95.5% of the MU-CAMs (N=177) have received specific artis-
tic training (for example at public or private music schools, in private lessons, at music
academies, conservatories or universities), compared to 85.2% of the respondents in the
group of MU-NOs (N=210).

Furthermore, it was asked whether the musicians had completed an academic ar-
tistic training. 78.0% of the MU-CAMs (N=185) had completed an academic artistic train-
ing (while 22.0% of the respondents in this group had not done so). The picture is dif-
ferent in the group of MO-Nos: Just over the half of the MU-NOs (51.0%, N=215) had an
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academic degree, whereas the other half of respondents (29.0%) had not completed
their academic education.®

(In)Compatibility of professional and private life: de-limitation — integration —
segmentation

More than half of the Austrian musicians surveyed, regardless of whether they are in-
volved in cultural and art mediation or not, experience a de-limitation of work (MU-
CAMs: 52.2%, N=184, MU-NOs: 51.6%, N=213), i.e. work and private life merge into one
another: “[...] the professional and private spheres [...] become blurred” (Wetzel et al.
2018, 66). Moreover, the data shows that many of the respondents try to achieve a bal-
ance between their private and professional lives, i.e. try to blend both spheres: 42.4%
of the MU-CAMs seek for an integration of professional and private life, while a good
third of musicians in the MU-NO- group (37.1%) tries to do so as well. Only 11.3% of the
respondents in the MU-NO-group and 5.4% of MU-CAMs strive for segmenting their pro-
fessional and private lives strictly. Altogether, the data shows that for the vast majority
of the musicians surveyed, the professional and private spheres are closely intercon-
nected.

Stress factors and well-being

In the study on the social situation of artists in Austria, the respondents were also asked
how stressful they perceive their profession to be overall and how different stress fac-
tors present themselves in detail. With regard to the overall stress experienced, the spe-
cial analysis of the musicians questioned reveal little or no significant differences be-
tween the two comparison groups: around half of the respondents feel a medium level
of stress (50.8% of the MU-CAMs [N=120] and 46.5% of MU-NOs [N=140]). In each case,
just over a quarter of the musicians surveyed — MU-CAMs: 26.7%, MU-NOs: 25.0% —
speak of an overall perceived low level of stress. In contrast, 28.5% of the MU-CAMs and
22.5% of the MU-NOs feel a high level of stress.

With regard to individual stress indices, however, there are differences between
the two comparison groups. The respondents were asked to assess the perceived stress
with regard to selected items along a four-point Likert scale (1=not stressful, 2=less
stressful, 3= rather stressful, 4=very stressful), i.e.: “The higher the mean value, the
more stressful the aspect is perceived” (Wetzel et al. 2018, 48).

16 A brief interpretative note on this result: dropping out of university is not uncommon in the
field of music and the reasons for this step are varied and individual (e.g. personal, psychologi-
cal, social). However, musicians who want to make a living mostly from artistic work, in partic-
ular, often leave educational institutions such as universities and conservatories without a de-
gree, for example if they have successfully completed an audition for an orchestra or are able to
secure sufficiently attractive project commissions.
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Stress levels Group Arithmetic, N
mean
Creativity/productivity: Administrative/organi- | MU-CAMS 3,03 150
sational work is at the expense of creative/pro- | MU-NOs 2,74 191
ductive work
Employment situation (overall) MU-CAMs 2,33 141
MU-NOs 2,20 165
Detail: Multiple employment MU-CAMs 2,42 144
MU-NOs 2,39 172
Detail: Irregular working time MU-CAMs 2,19 154
MU-NOs 2,08 183
Social security (overall) MU-CAMs 2,85 148
MU-NOs 2,90 181
Detail: Ensuring social security in the event of | MU-CAMs 2,77 158
illness, accident MU-NOs 2,94 192
Detail: Ensuring social security for old age MU-CAMs 3,06 162
MU-NOs 3,18 196
Detail: Ensuring social security in the event of | MU-CAMs 2,84 155
unemployment MU-NOs 3,14 193
Income (overall) MU-CAMs 2,69 141
MU-NOs 3,03 170
Detail: Income uncertainty, regularity of income | MU-CAMSs 2,70 159
MU-NOs 3,09 194
Detail: independent income to secure own liveli- | MU-CAMSs 2,63 150
hood MU-NOs 3,11 184
Detail: unpaid labour/performance of work | MU-CAMs 2,74 150
without pay MU-NOs 2,85 185

Table 3. Stress levels on average per comparison group (1=not stressful, 2=less stressful,
3=rather stressful, 4=very stressful).

Source: L&R Datafile ‘Soziale Lage Kunstschaffende, -vermittler/innen’ (Wetzel et al. 2018), spe-
cial evaluation of the musicians surveyed by Petra Wetzel on behalf of the Department of Mu-
sic Sociology (mdw) in 2019, tabular preparation of the data by the author.

As can be seen in Table 3, the MU-CAMs rate their work and employment situation
as somewhat more difficult than the MU-NOs do. The fact that administrative and or-
ganisational tasks come at the expense of creative activities is a particular problem in
this group, not least due to the fact that a particularly large number of thematically
different activities have to be reconciled in this group. The irregular working time out-
side of a 9-to-5 schedule is rated as “less stressful” on average in both comparison

groups and does not appear to be a primary problem for the musicians surveyed.
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With regard to questions of social security, both overall and in detail, these are con-
sistently described as more difficult by the MU-NOs than by the MU-CAMs, with ques-
tions of social security in old age, in particular, showing a rather high stress index in
both groups. With regard to social security in terms of unemployment, MU-NOs also
express higher concern, probably due to the fact that this group lacks activities in cul-
tural and art mediation as an additional mainstay, which in some cases also opens up
access to the Austrian social security system. In view of the income situation and ques-
tions of livelihood security, the stress factor in the group of MU-NOs is also higher than
in the comparison group, which can be seen in connection with the clearly lower an-
nual income (see above) earned by musicians who had not been involved in the field of
cultural and art mediation at the time of the survey. Unpaid labour is performed in both
survey groups, although the extent of this was generally rated as rather stressful by the
respondents.

When asked about their overall subjective well-being, the results among the musi-
cians surveyed in both groups are rather sobering: in the group of MU-CAMs (N=172),
just under half of the respondents (47.1%) categorised their current subjective well-be-
ing status as “medium”, 42.4% of the participants described it as “low”, and just one in
ten people (10.5%) described it as “high”. In the group of MU-NOs (N=208), the gap in
terms of subjective well-being within the group is wider than in the comparison group:
exactly half of the respondents (50.0%, and thus comparatively more musicians than in
the MU-CAM-group) described their subjective well-being as “low” at the time of the
survey. In contrast, however, slightly more respondents in the group of MU-NOs,
namely 14.4% and thus every 7th person, stated that their subjective sense of well-being
was “high”. Finally, a good third of the MU-NOs surveyed (35.6%) characterised their
subjective sense of well-being as “medium”. In terms of quality of life and subjective
well-being, the musicians questioned are thus clearly below the values determined for
the population in Austria as a whole, regardless of whether they engage in cultural and
art education or not: only a good fifth of the population in Austria speaks of a low level
of subjective well-being, whereas a good quarter of the overall population perceives the
quality of life as high and more than half of the population in Austria speaks of a me-
dium level of subjective well-being (cf. Wetzel et al. 2018, 113).

Summary of final results and conclusion

Principal findings

Musicians who live and work in Austria and who are also active as cultural and art
mediators in the course of their portfolio careers were the focus of this article, whereby
their social situation, in particular, was analysed and compared with that of a group of
musicians from the same data sample who were not active as mediators at the time of
the survey. The quantitative-empirical data confirm recent findings on the portfolio ca-
reers of musicians: the vast majority of the musicians surveyed are engaged in a mix of
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activities (sometimes close to, sometimes distant from their artistic practice) in their
everyday professional practice as ‘artrepreneurs’, in order to make their living in a
challenging, neoliberal working environment. At the time of the survey, almost half of
the respondents had already discovered the field of cultural and art mediation for them-
selves and integrated this artistic-educational practice into their own career portfolio.
The data clearly shows that the activity of cultural and art mediation plays an important
role for the musicians in question, not least as an additional source of income — more
than half of the income in this group is generated through mediating activities. With
regard to the average annual net income, the data for the musicians questioned shows
as a whole a wide spread in income levels, with musicians who were also active as cul-
tural and art mediators at the time of the survey having the highest net income of all
artistic respondent groups included in the study by Wetzel et al., with an average total
annual net income of €29,640 as an arithmetic mean for 2017 (cf. Wetzel et al. 2018,
198). Musicians who refrain from mediation activities earned around €10,000 less on
average in the same year. The data on the income situation of the musicians who par-
ticipated in the study thus indicates that, within today’s neoliberally structured (music)
labour market, the performance of various tasks and, in particular, the performance of
a still rather new, innovative practice such as music mediation in the sense of flexible
specialisation is economically rewarding. However, with regard to their current work
and employment situation, those musicians who are practising music mediation also
describe it as more challenging and stressful than the comparison group. The fact that
administrative and organisational tasks, in particular, come at the expense of creative
activities was perceived as more of a problem in this group than among the musicians
who do no cultural and art mediation - probably because the former group has to juggle
a considerably larger number of different activities. On the other hand, musicians who
are not involved in mediation consistently described issues of securing their livelihood
and social security as more difficult. Especially with regard to social security in the
event of a lack of projects/orders, musicians in this group described themselves as more
stressed, which can certainly be seen in connection with the fact that they lack the main-
stay of cultural and mediation as an additional income opportunity, which sometimes
also opens up access to the Austrian social security system. With regard to the question
of social security in old age, however, the stress index is similarly high in both groups.
In terms of quality of life and subjective well-being, the musicians surveyed, regardless
of whether or not they work as mediators, are significantly below the values assumed
for the Austrian population as a whole. Although those musicians who are already do-
ing cultural and art mediation are clearly better off in terms of income than their col-
leagues in the comparison group, their social situation remains nevertheless challeng-
ing and is also characterised by poor compatibility, planning uncertainties in the course
of hybrid forms of employment, the risk of poverty and a lack of future prospects, so
that the social situation of the musicians surveyed must be described as precarious
overall.
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Closing remarks

To conclude, the fact that musicians who are already active as cultural and art media-
tors do not want to miss this activity, even if they could, is worthy of special considera-
tion. Instead, they would gladly and voluntarily dedicate a quarter of their working time
to mediating activities. In my opinion, this indicates a shift or a transition in the core
activities of today’s musicians, which can possibly be interpreted in connection with a
general societal reorganisation and reorientation. In view of the current multiple global
crises, combined with the assumption that the whole world will change with the oc-
curence and societal implementation of Al as a new communication technology, we are
possibly on the threshold of a new mediamorphosis. As theoretically outlined above,
the emergence of a new type of musician in the course of the expected technological
and societal transformation seems likely. I assume — and this brings us full circle to Sir
Simon Rattle’s prediction at the beginning of this article — that mediating skills will play
a central role in the life of this new type of future musician. A development in this di-
rection would not only be in the interest of society, but also in the interest of the musi-
cians themselves and could (at least I hope so) go hand in hand with an improvement
in their social situation. It is one of the particular paradoxes that musicians under ne-
oliberal market conditions “must compete for scarce resources, whether it is their share
of the audience, funding in the public sector or whatever it may be; and yet the nature
of the music profession is essentially co-operative” (Coulson 2012, 252) — or, to bring it
to the point: “[...] music business is a ‘buddy’ business” (Engelmann 2012, 40). This par-
adox is particularly relevant for music mediators and musicians involved in cultural
and art mediation: on the one hand, they are constantly addressed as ‘bridge builders’
who, as part of their professional practice, should develop and maintain cooperative
behaviour with different dialogue groups in society. On the other hand, however, under
neoliberal training and working conditions, they are called upon, on a daily basis, like
all other creatives, to rival each other, “to deploy entrepreneurial skills, motivated by
competitive self-interest rather than co-operation” (Coulson 2012, 252). However, Susan
Coulson was already able to demonstrate the sometimes idiosyncratic way in which
musicians deal with entrepreneurial requirements in everyday life:

Insecurity was the norm and many of the participants could be regarded as just getting
by financially, but the value of having music at the centre of their working lives miti-
gated some of the more negative aspects and strengthened their sense of community
and identity as working musicians. It is the communal, co-operative nature of music
work that helps illuminate musicians’ understandings of being entrepreneurial. (ibid.,
257)

Recent study results by Rainer Prokop and Rosa Reitsamer also show that at least some
of the young and white, classically trained musicians they studied are developing a kind
of “DIY ethos” (Prokop and Reitsamer 2023, 122), thus cultivating “alternative cultural
practices” (ibid.) “that disrupt the competitive logic of entrepreneurialism” (ibid.). The
fact that music mediation helps to promote “artistic citizenship” as an attitude in the
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sense of David Elliott et al. (2016) was recently demonstrated by Axel Petri-Preis. Among
the musicians he qualitatively examined there were also some who

emphasise the identity-building, community-building and transformative potential of
music. The musicians combine their artistic practices with mediation practices in order
to enter into participatory processes with other people. In addition, they reflect on their
artistic practices with regard to social and cultural frameworks and also the hegemonic
position of classical music in the so-called Western world. Their goal of being socially
effective is thus based on an attitude of artistic citizenship and is therefore a fundamen-
tal part of their identity as musicians (Petri-Preis 2022, 130).

It would seem that music mediation is much more than just another piece in the port-
folio puzzle of today’s musicians. Likewise, Victor Renza and colleagues observe a gen-
eral shift towards “social entrepreneurship” among artists in general: “Artists are as-
suming new roles, not only as agents that unite the community to confront social issues
that affect them, but also as inspirers, instigators, initiators, and participants of social
entrepreneurship projects” (Renza et al. 2024, 55). Do these observed shifts in the ori-
entations and practices of musicians and artists possibly indicate the transition to a
new, post-neoliberal phase in the course of a socio-ecological society? Do the great suc-
cesses of music mediation (and of community music as well) in recent years — the prac-
tices which are perhaps particularly predestined to promote a complicity of resistance,
cooperation and solidarity, not only among musicians, but above all with its dialogue
groups in civil society — point to a different future society? In my view, the prospects
are good that a strongly socially-committed type of musician, who is also a music medi-
ator, can and will contribute in productive ways to the socio-ecological transformation
of society in the near future.
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