Research Project

creative
4 LABOUR
LaPreSc (oo becany

Labour Precarity and Social Cohesion:
The Case of the Cultural & Creative Industries (LaPreSC)

Project Number: 16313

Deliverable D2.1

D2.1. Report on working conditions, new employment patterns and
resilience/grassroots collective practices under crises/ Month 10 (M10)

The research project is carried out within the framework of the National Recovery and
Resilience Plan “Greece 2.0”, funded by the European Union - NextGenerationEU
Implementation Body: HFRI - Project Number: 16313, Beneficiary: University of
Crete).

Funded by th
Greece 2 _ ElL:rr‘o:eanyUniin @ !T“;:.B.I

NATIONAL RECOVERY AND RESILIENCE PLAN NextGenerationEU



creative

Jd LABOUR | LaPreSc ouprecrty

ITANEITIETHMIO KPHTHE
UNIVERSITY OF CRETE

1. Qualitative research: objectives, methodology, sample & ethics
1.1 Ethics

The research was conducted on the basis of the principles of informed consent and absolute
confidentiality, and all necessary precautions were taken to protect the identity and personal
data of the participants (see ANNEX I: INFORMATION SHEET & INFORMED
CONSENT FOR QUALITATIVE RESEARCH PARTICIPANTS). The only exception
was participants who gave their explicit consent to the researchers to disclose their identity,
especially if this was compatible with their institutional role (e.g. president/board member of a
trade union). For the qualitative research, approval was requested and obtained from the Ethics
and Deontology Committee (EIDE) of the University of Crete (Approval number:
148/11.12.2023).

A. Individual/group interviews (Focus Groups):

Respondents (adults not belonging to vulnerable groups) voluntarily participated in the study
and reserved the right to withdraw without justification or consequences. However, there were
no cases of withdrawal. Before participating, respondents were informed in detail (information
sheet) about the identity of the research, their rights and their possibility to contact the Ethics
Committee and the Data Protection Officer of the University of Crete or the Data Protection
Authority itself in case of complaints or grievances. They also gave their consent to participate
by signing the informed consent of which they received a copy. The participation of the
respondents was pseudonymised and only the members of the research team have access to
their identity data (name, contact details, e-mail, gender), who have committed to their full
protection by signing confidentiality agreements. Other categories of data collected concerned
work-related topics and professional experience.

The data was collected through in-depth individual interviews and focus groups. The interviews
and focus groups were tape-recorded (using a journalist's tape recorder) with the prior explicit
consent of the participants. In the latter, participants were informed that the researchers could
not guarantee confidentiality by other participants. However, to ensure that confidentiality was
maintained by all, a commitment was required that a) they would not disclose any information
that they had learned as part of the research, b) even if they disclosed or used information
obtained during the research, they would not mention the name or other identifying information
of other participants, and c¢) they would not mention that they had obtained this information
during their participation in the research.

After transcribing the interviews (which was carried out exclusively by the research team on a
computer without an internet connection), the transcripts were pseudonymised. All elements
that could directly or indirectly indicate and reveal the identity of the participants were replaced
by other fictitious elements. After pseudonymisation, the original transcripts were irretrievably
destroyed (document shredder). The transcribed and pseudonymised interview transcripts were
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converted into pdf files, which were used for the analysis. The data (consent forms, audio files
and transcripts) are stored in the research supervisor's office in a drawer to which no one else
has access. The electronic files are stored on a USB stick with a password to which only the
scientific supervisor has access. These records (electronic and physical) are kept until the
research is completed, for as long as necessary, but for a maximum of 5 years. After that, the
research material will be irrevocably destroyed (permanent deletion for electronic records such
as interviews and transcripts and shredding of forms for physical records such as informed
consents).

Participants' personal data and identity will also be protected by the obligation that the
publication of the study reports and any other publications or announcements or other
dissemination activities of the results will be communicated without reference to specific
individuals or other data that could potentially identify the participants.

Participants were informed that they can find out about the progress of the project by contacting
the project's scientific coordinator directly, whose contact details were provided on the
information sheet. They will also have access to the results of the research (published research/
announcements/ other publications).

B. Ethnography:

The ethnographic part of the research involved participant observation on the field. As
participant observation took place within different settings and contexts (some formal and with
their own codes of conduct and legal frameworks, others more informal and not fully
institutionalised), the process of protecting privacy and personal data was adapted to the context
and circumstances of the research. In all cases, the researcher's participation followed explicit,
informed consent from the participants. The identity (name/contact details) of the individuals
participating in the field observation was known only to the researchers involved in the
ethnographic research, who signed a confidentiality agreement. Data collection was done
through written/ handwritten notes. The data obtained from the observation was pseudonymised
in accordance with the relevant national and European legislation, so that it is not possible to
identify the participants.

As sometimes more than one member of the group/organisation was present, the procedure was
similar to a focus group: in the informed consent, they were asked not to disclose any
information that might become known to them in the course of the research, and participants
were informed that the researchers could not guarantee confidentiality by other participants.

1.2 Objectives/Methodology/Sample

In planning both the time schedule and the balance of our qualitative-related work package,
there was a deviation between what was outlined in our original WPs and what we ended up
carrying out. WP2 was originally planned to start in M3 and end in M10. However, since the
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research team members were already recruited its preparation started from M1 and its end was
in M19. This is due to the changes made in the number of interviews carried out (73 instead of
30): in getting into the field, we realized the differences among the artists/ backstage creative
workers and the significant fragmentation in their representative bodies. We therefore decided
to conduct 23 interviews with unions’/associations’ representatives and 50 with workers/
professionals since the interviews needed to be distributed equally among 4 different categories
(actors/actresses, musicians/singers, dancers and backstage creators/technicians, see Table 1 in
Page 6).

Moreover, evaluating the productivity of our one-on-one semi-structured interviews and the
richness and diversity of testimonies that those generated, we decided to conduct one focus
group less (five instead of six originally planned). This new division of qualitative research
methods (43 additional individual interviews and 1 less focus group) presents a much more
productive extraction of qualitative data, as becomes clear in the richness of the conclusions
already drawn from one-on-one discussions with participants. The 43 more interviews,
however, needed more time and effort to be carried out, transcribed and analysed and the
research team continued working for WP2 until month 19 (M19).

1.2.1 Individual Interviews

The semi-structured individual interviews were conducted between December 2023 and April
2025. Access to respondents was obtained through the snowball method and through the
researchers' contacts. The sample included adults working in the performing arts and
entertainment sector, as well as representatives of trade unions/professional associations and
collectives.

The research team opted for semi-structured interviews as they combine elements of both
structured and unstructured interviews and offer the best of both methods: comparability of data
and flexibility to ask follow-up questions. The interviews were conducted using a series of
open-ended questions on the topics under investigation. However, the interviewers had the
opportunity to ask follow-up questions and take other directions as information emerged. This
allowed them to cover some topics in more detail and to probe deeper into participants'
responses to obtain additional information and clarification. The order of the questions was also
flexible, while maintaining the predetermined focus.

To conduct the interviews, the research team created two (2) different interview guides, one for
the workers and one for their representatives, which provided a structure on which the
subsequent interviews focused and through which the key themes of the study were guided.
They also helped to ensure that the data collected from each participant was comparable to a
certain extent. However, some additional questions were asked depending on the sector or
occupation.
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The audio material was manually transcribed and the transcripts were subjected to a thematic
analysis following a 6-step process: familiarisation, generation of codes, generation of themes,
review of themes, definition and naming of themes, writing of the report.

A. Individual Interviews: Workers

The interview guide for the artists and creative workers/professionals (ANNEX II:
INTERVIEW GUIDE I - WORKERS) focused on the following areas: biographical
background, employment/ profession/ labour market, strategies (to tackle precarity and
employment problems), trade unionism/ collective action, pandemic/ Covid 19. Each field
covered more specific thematic axes:

- Biographical background: biographical data, studies

- Employment/ profession/ labour market: motivation to enter the profession, professional
status-identity, work biography, job search strategies, quality of employment and working
conditions, other work-related issues

- Strategies (to tackle precarity and employment problems): individual/ collective

- Trade unionism/ collective action: engagement with trade unionism

- Pandemic /Covid 19: direct effects on employment/income, transformations in the
organisation of work, collective action, policy, post- pandemic working conditions

Through individual interviews, the research team sought to address the following research
questions: a) How are creative work and employment being (re)shaped by the recent and current
crises? What are the key parameters that affect employment and working conditions in the
creative industries (and in the performing arts sector in particular) and accelerate precarisation?
How do gender, generational, ethnic and racial characteristics and differential access to social,
cultural and economic capital affect employment and working conditions in the creative
industries and the vulnerability of creative workers to precariousness? What strategies do
individual workers use to resist/ respond to the precariousness of their sectors? How are new
technologies (e.g. digitalisation) and economic/reward systems (e.g. platformisation) affecting
employment patterns, resilience, coping strategies and labour rights in their sectors during the
pandemic?

Our sample includes workers/professionals from four (4) occupational categories: Actors
/actresses, musicians/singers, dancers, backstage creators/ technicians, with the latter category
being the most heterogeneous as it includes both creative workers/ professionals (directors, set
designers, costume designers, lighting designers, etc.) and technicians. However, their main
common feature, in contrast to the actor/musician/singer categories, is backstage work.

Apart from technicians, for whom it was easier to define their professional status and identity,
the research team faced a number of issues/challenges with all other categories of workers
(actors, musicians/ singers, dancers, creative contributors). The work of artists often crosses the
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boundaries of different art forms, while the boundaries between fields and professions are often
blurred by multitasking and multiple job holding. And even if they systematically and
professionally pursue an artistic/creative activity, this does not mean that this is their main
source of income. Furthermore, even vocational training is no guarantee, as there are several
(institutionalised or informal) educational pathways into the professions. Against this
background, the criteria for conducting individual interviews were that the interviewees a) are
systematically and continuously engaged in one of the performing arts professions under study
or b) have an official professional status (e.g. a professional activity code/ KAD /Kmducog
Ap1Buodg Apaoctnprotnrag -KAA) or c) perceive themselves as artists/ creatives/ technicians in
the performing arts and identify themselves as such.

In total, we carried out 50 interviews (26 women and 24 men). Of the fifty interviews conducted
with workers, thirteen (13) concerned actors, ten (10) dancers, (9) nine musicians and singers,
and eighteen (18) creative contributors and technicians working behind the scenes and "behind
the lights," nine of whom had more creative/artistic specialties and the rest more technical
specialties Most of our interviewees were in their 30s and 40s (average age: 42.6 years). The
youngest interviewee was 32 years old and the oldest was 65 years old. Most lived in Athens
(39) and a smaller number in regional cities (11). This geographical distribution is reasonable,
as most potential workplaces in the sectors concerned, and therefore most employment
opportunities, are concentrated in Athens. The total recorded material comprises 66 hours. The
interviews were conducted either in-person (22) or online (28). In most cases, the interviewees
themselves preferred to be interviewed online, as this was easier for them to cope with their
often-unstable working hours (Table 1, Annex IV: INDIVIDUAL INTERVIEWS -
WORKERS).

Table 1
Actors/ Musicians/ Dancers Backstage Total
Actresses Singers creators/Technicians
Ne 13 9 10 18 * 50
Gender | Men | ¢ 8 ... i I SIS 3N 8 K 24 _
Women 5 4 7 10 26
Placeof | Athens § 11 _ i I S 8 N S, 39_.
residence | Regional 2 4 2 3 11
City
Average 43 46.7 41.6 42.9 435
age
Typeof | Inperson § 7 _ | I | SR S 6 b CAN B 23
interview Online 6 8 4 9 27
Duration Hours 18.7 12.3 13.4 21.6 66
of | (approx)N__ _ _ . _ A NN
interviews | Minutes 1222 741 803 1298 4064
*[9 backstage creators + 9 technicians]
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B. Individual Interviews: Union representatives

The interview guide for the union representatives (Annex IIl: INTERVIEW GUIDE II —
UNION REPRESENTATIVES) focusing on the following areas: General description of the
union, major labour issues in the sector, membership, power, legitimacy, recognition,
effectiveness, trade union strategies/ union action, position vis-a-vis government policies,
obstacles/ challenges of institutional (re)regulation in the post-pandemic period. Each area
included more specific questions:

- General description of the union: union organisation, areas of action, specific institutional

provisions, possible changes to the statutes/organisation, changes to the possibility of
collective protection, etc.

- Major labour issues in the sector: brief description

- Membership: membership requirements, number of members, recruitment and activation
strategies etc.

- Power, legitimacy, recognition, effectiveness: availability of resources, degree of
recognition, effectiveness of collective agreements, employer representation, consultation/
negotiation with employer organisations, etc.

- Trade union strategies/ union action: union strategies on critical issues/problems in the
sector, main mobilisation mechanisms, cooperation with other unions, position vis-a-vis

grassroots initiatives, impact of the economic/pandemic crisis on union strength/ actions/
strategies, new forms of action, new ways of articulating demands

- Position vis-a-vis government policies: register for artists, Presidential Decree 85/2022 on
artists’ professional rights/education, University of Performing Arts, etc.

- Obstacles and challenges of institutional (re)regulation in the post-pandemic period: union
efforts to depict the diverse “labour” regimes, union efforts to (re)regulate working
conditions through collective labour agreements

A total of 23 interviews were conducted with 21 trade unions/ professional associations, as with
some unions two interviews were required to obtain additional information. The total recorded
material amounts to over 28 hours, and of the twenty-three (23) interviews, only eight (8) were
conducted in person, while the rest were conducted online, mainly due to the multiple union
and professional obligations of the representatives. (Annex V: INDIVIDUAL
INTERVIEWS — UNION REPRESENTATIVES).

1.2.2  Group interviews (Focus Groups)

The research team conducted five (5) focus groups with interested parties. One (1) was
conducted in-person and the other four (4) were held online, due to the geographical dispersion
of the participants. Videoconferences allowed the research team to recruit participants without

incurring transportation costs and travel time, and to hold them at non-traditional times to
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accommodate participants’ schedules. Except for the case of the Northern Greece Musicians’
Union, for the rest of the focus groups the process of recruiting participants involved different
strategies, such as researchers’ networks due to previous relevant research experience and
snowball sampling. Each focus group lasted approximately two (2) hours and the recorded
material totaled ten (10) hours. Participants received an invitation prior to the focus group with
the topics to be discussed and specific questions directed to each of them (Annex VII: FOCUS
GROUPS INTITATIONS)

The focus groups were conducted on the following specific thematical areas:

A. The Northern Greece Musicians’ Union

Collective bargaining & Collective Labour Agreements in the Performing Arts sectors
Working in the field of performing arts and the role of arts education in Greece

Protection of Intellectual Property and Neighbouring Rights in the Performing Arts sectors

o 0w

Small-scale Focus Group for evaluation and improvement of the pilot questionnaire for the
quantitative survey (@ see also section on quantitative survey).

The thematic areas addressed were informed mainly by the results of the preceding in-depth
individual interviews (both with creative workers/ CCI professionals and their union
representatives). The participants (28 in total) were selected on the basis of their expertise and
experience with the subject under discussion and included trade union members, legal experts,
representatives of collective management neighbouring/related rights organisations, academics
and researchers (Annex VI: FOCUS GROUPS PARTICIPANTS):

A. Northern Greece Musicians’ Union

While interviews with Union representatives (usually one from each Union) has been the main
methodology employed in the context of our quality research, NGMU has been selected to be
the locus of one of our focus groups with all the members of its current board being invited to
participate. The reasons for such a methodological choice were mainly the following a) its wide
reputation as an “independent” Union; b) its long history (founded in 1922); c) the high
percentage of women (1/3) in its current board d) its pivotal role in initiating and pushing
forward a number of important interventions related to musicians’ working lives and labour
regimes and more broadly in changing the outlook of what a musicians’ Union should be; e) its
dynamic presence and its location in the Greek periphery f) the relations of trust already built
between the researcher/ facilitator of the focus group and members of the Union board; this
was expected to generate honest and open communication and to increase participants’
engagement and commitment.

Aims:

e To test the Interview Guide designed for Union’s representatives
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e To explore in more detail a perspective from the periphery

e By employing the method of deep listening in a focus group conducted face to face, the
aim was to have all voices heard and possibly open up important intersections and faultlines
among different members,

o To understand whether their individual approaches towards unionism and their opinions
about musicians’ working conditions are reflective of wider power dynamics, such as those
of location (centre- periphery) and gender

B. Collective bargaining & Collective Labour Agreements in the Performing Arts
sectors
The focus group dealt with the following topics:

Collective bargaining in the pre-crisis period (pre-memoranda laws)
Memoranda measures/amendments and their impact on collective bargaining
Re-establishment of collective bargaining after exit from surveillance: what is currently in
force

e Comparison of the pre- and post-crisis landscape (employee/employer attitudes vis-a-vis
collective protection and extent of state intervention)

e C(Collective Labour Agreements signed before and after the memoranda measures in the
performing arts sector

C. Work in the field of performing arts and the role of arts education in Greece
The focus group dealt with the following topics:

e Historical pathologies of arts education in Greece: (in)deficiencies, shortcomings and
legislative omissions.
The Presidential Decree 85/2022
Dimensions of the non-public nature of art education
The link between art education and the labour market and the preparation of art school
graduates for the changes in "artistic activity".

e Developments in arts education in the light of the operation of the University of Performing
Arts

e Reforms and policy proposals

D. Protection of Intellectual Property and Neighbouring Rights in the Performing Arts
sectors

Main points addressed:

e Strengthening copyright and related rights and the role of collective management
organisations in Greece

e The challenges of digital transformation, artificial intelligence, and digital streaming
platforms
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e International cooperation and harmonisation of laws and regulations - the implementation
of the Digital Single Market Directive (EU Directives 2019/790)
e The new Law 5103/2024 (A'57) of the Ministry of Culture

E. Small-scale Focus Group for evaluation and improvement of the pilot questionnaire
for the quantitative survey

Main points addressed:

e The clarity, comprehensibility, and linguistic accuracy of the questionnaire items

e The suitability of survey items for measuring the concepts of "precarious work" and
"social cohesion"

e The potential difficulty, incomprehensibility, or awkward/restrictive wording in certain

parts

e The overall experience of completing the questionnaire, with emphasis on its length and
duration

e The order and structure of the questions, so as to avoid bias in the answers (e.g., priming
effects)

e Identifying topics that are not adequately covered and possible shortcomings in the
measurement instrument

1.2.3  Ethnography
1.2.3.1. Aims and objectives

CCls studies and more specifically studies on artistic and creative labour constitute a dynamic
and growing field. Yet, recent critiques highlight that the empirical evidence is limited and
gleaned mainly from research sites situated almost exclusively in the creative hubs of Euro-
America, while ethnographic studies are scarce.

If interviews are well suited to provide in-depth personal accounts, ethnography can offer a
broader contextual and observational perspective. For example, an artist may describe their
creative process or their working life in an interview, but observing them at work through
ethnography can reveal nuances and unconscious patterns that the interview alone wouldn't
capture. Ethnography uncovers tacit elements, while interviews allow participants to reflect on
their own behavior and experiences. Taken together, interviews and ethnographic accounts
enrich the research, improving both the depth and credibility of the findings.

In this light, we incorporated in our qualitative research design both semi-structured interviews
and short ethnographic encounters, which could be also understood as case studies. The time
limitations of the involved researchers, their lack of experience in ethnographic methods (for
the majority of them) and the nature of artistic work (nomadic, fragmented, short term contracts,
inconsistent workloads etc.), effectively impacted on employing a more flexible ethnographic
methodology consisting of a short but intensive period of fieldwork, in which participant
observation was the main method employed.
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The incorporation of ethnography as a research methodology in our research design had a dual
purpose; on the one hand it was intended to serve as a training opportunity for the junior
researchers of the team (PhD students), who due to their sociological training were not
particularly familiar with ethnographic methods, such as participant observation. On the other,
by learning how to embed themselves in ethnographic contexts and how to play the dual role
of “insider” and “outsider”, it was expected that researchers would be able to familiarise
themselves with the overall, context of artists’ work, understand the complexity of roles,
professional specialisations, etc involved in an artistic production, and ultimately would be able
to delve into artists’ everyday routines and practices in situ; thus equipping them to carry on
interviews in a more effectively way and providing a richer framework for interpretation and
analysis.

1.2.3.2. Ethnographic Settings Selected

A. Performing street artist/ Athens

The case of street performers (busking, i.e. impromptu artistic performances in outdoor spaces)
in large urban centres is a prime example of a complex and precarious working reality,
combining artistic expression with forms of hetero-employment and low institutional
protection. In many cases, it marks an ideological choice to support a non-elitist approach to
art and the creation of participatory experiences in public spaces, and an artistic practice that
embodies autonomy, creativity, and the joy of communication, beyond commercial criteria.
However, it is also characterised by uncertain earnings and exposure to dangerous conditions,
such as hazardous materials and environments. The absence of legal protection and the
difficulty of joining trade unions further complicates the working conditions of street artists,
making them worthy of further investigation.

B. Theatre and Performing Arts Group /Periphery

As a case study for ethnographic research, the non-profit theatrical company AMKE (Behold)
provides an excellent opportunity to understand contemporary working conditions in the
cultural and creative industries in Greece's peripheral regions. Such groups are exemplary
frameworks of artistic self-organisation and self-production in an environment of limited
resources, intense insecurity and deregulation of labour relations. Studying them enables us to
explore the conditions for carrying out artistic work in regions on the periphery, and how these
differ from those in urban centres. It also allows us to examine the strategies adopted by artists
and creators in a collective endeavour to manage their daily lives within a complex network of
ideological values, economic sustainability and institutional constraints. Furthermore, focusing
on such cases sheds light on the gender dimensions of artistic employment while highlighting
the dilemmas and contradictions inherent in the expectations of professionalism, collectivity
and the social utility of art.
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C. Night club “skyladiko’’/ Periphery

We selected a small nightclub in the Greek periphery as the field for a short-term ethnographic
study due to a series of characteristics that encapsulate various aspects of musical work in the
regional and informal cultural landscape. Academic study often overlooks such contexts, but
they're actually crucial in understanding the subtle connections between artistic work, family
life, gendered performance, age, the intersection of professionalism and informal networks, and
local dynamics. At the same time, they allow for the study of precarious work not as an abstract
category, but through the daily practices and survival strategies of those who participate in these
work ecosystems. In such contexts, music is both a form of entertainment and a multifaceted
job (even administrative and financial), integrated into a dynamic field of social relations, local
issues, and informal economic practices.

D. General assemblies of Artists /Backstage Creative workers’ Unions (2)/ Athens

Ethnographic observation of general assemblies of artists' associations is particularly useful for
understanding the dynamics and processes of collective representation in precarious working
conditions. Focusing on such contexts provides access to both the institutional voices and
official positions of the associations and the emotional and experiential aspects of workers'
professional subjectivity as expressed in direct dialogue with their union representatives.
Valuable insights emerge from the interactions, confrontations, demands and silences that
manifest in these processes. These insights concern the role of political parties, the age
composition of participating members, the links between unions and their members, the central
issues that concern specific communities of workers which, for strategic reasons, may be
decentralised from official claims, the differences between 'traditional' and 'new' union cultures
and ultimately, how artists negotiate their professional identity within the framework of
institutional trade unionism and articulate their discourse in a changing trade union
environment.

1.3 Main Findings
1.3.1 Individual Interviews

A.  Individual Interviews with workers/professionals

Actors

e Even before the onset of the economic crisis, the labour market for actors was extremely
deregulated, precarious and characterised by a high unemployment rate. Unemployment is
also due to the fact that every year more and more graduates of various theatrical education
and training structures, as well as people from other professions who nevertheless practice
the acting profession, enter the labour market for actors en masse.

e Labour-related problems have worsened during the crisis and after the collapse of the
CLAs. One of the main consequences of the collapse of the CLAs was the gradual
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withdrawal from permanent employment contracts (usually for six months) in favour of
informal individual agreements, daily or at best three-month contracts, or even "forced"
self-employment. Actors were forced to work as freelancers because “no one would employ
them otherwise”, as a representative of the actors' union remarked. State theatres were an
exception, where contracts were usually for 5 or 8 months. Income is also reduced by the
expansion of hourly or performance-based payments, as well as undeclared/uninsured work
(making it impossible to define eligibility for unemployment benefits). Furthermore,
although they often last 2-3 months, rehearsals are described as the most "invisible" form
of work: they are rarely paid or insured, and when they are, the remuneration is mostly
symbolic. Other common practices during the crisis period were payment as a percentage
of the tickets of the performance or even the payment of symbolic compensation (for both
rehearsals and performances), which could be less than 500 euros. Vassilis (35) considers
this form of remuneration to be "the worst thing for an actor”". Being dependent on the
income from the performances (minus the expenses to be covered) is a very high risk. But
Nadia (36) also remembers receiving the "humiliating sum" of 380 euros for five months'
work.

Widespread job insecurity and unemployment create fertile conditions for employer
arbitrariness and toxic or abusive work attitudes. Although this situation is perceived as
exploitation, it is rarely reported to unions or the labour inspectorate, as it is seen as the
new normality, or even the "only known" normality, for the actors who have entered the
labour market during the crisis. In this context, the general violation of labour rights under
the pretext of the economic crisis seems to shape not only the attitudes and perceptions of
employers, but also of employees themselves. According to Vassilis (35 years old), this
tacit tolerance, the fact of avoiding complaining and confronting employers, stems from
the fear of being blacklisted, which would exclude them from a labour market where social
networks and reputation count the most, given the ever-increasing underemployment and
unemployment.

Actors mobilise individual and collective strategies by using existing traditional forms of
support or seeking new ones to cope with the extended precariousness of employment.

In terms of individual strategies, it is almost inevitable for all interviewees to hold multiple

jobs (in theatre work, educational activities and usually in precarious non-artistic jobs or in
the form of simultaneous employment with different employers). In addition, some artists,
although classified as professionals, had another profession, usually related to their
university studies (e.g. architects, engineers, lawyers, graphic designers). Most of our
interviewees also received direct or indirect financial support from their families, especially
in times of unemployment or low income, while very few of them considered state support
as an essential mechanism to cover their professional risks. The ability to access or use
family wealth shaped their experiences in many ways. It has protected them from much of
the precariousness of the labour market, particularly the need to find other work to support
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themselves, while providing them with tangible professional assets and allowing them to
make career choices that more closely approximate 'autonomous' artistic work. Social
capital also plays a decisive role in compensating for precariousness and unemployment.
Social networking in various forms (networking, PR, social media) combined with other
informal mechanisms (drama school) "opens up" employment opportunities.

As for collective strategies, although most of them joined their union after graduation, they

were not active (in few cases they participated in elections) and rarely turned to their union
to denounce employers' arbitrariness. The inactivity and 'alienation' from the union is due
to both structural and ideological factors. Until the pandemic, some interviewees
considered the SEI (the representative union for actors/ actresses) to be an outdated and
ineffective union, run by inactive people and out of touch with the everyday working lives
of younger workers. For some, the collapse of the CLAs also meant that their union was no
longer able to intervene in the private theatre sector, leaving workers unprotected. In
addition, a specific mentality (lack of collective work consciousness, individualised work
ethos) as well as their heterogeneity in terms of income, employment status and artistic
ambitions hindered the identification of collective interests.

As an "antidote" to the deterioration of working conditions and employment opportunities
during the crisis, many actors developed an "entrepreneurial ethos", not necessarily because
they had an entrepreneurial vision, but as a solution out of necessity. Thus, they turned to
the creation of small civil non-profit companies (AMKEs) that promote collaborative art
projects and are eligible for receiving small grants from the Ministry of Culture - a practice
that contains elements of an individual and collective strategy. This strategy was born out
of the need to produce artistic work on their own terms and with selected collaborators, to
be employed under more decent working conditions and to find a solution to their livelihood
problems, mainly through the possibility of receiving a state subsidy. However, due to their
low budget and the resulting inability to pay their workers decent wages, they also
contributed in some way to reproducing the problem of unpaid or underpaid labour.

The pandemic has brought the above problems to the fore, although the effects are not
homogeneous: Many actors/actresses could not benefit from the specific support measures
because they either could not prove that they were working at the time (they were in
rehearsals, had not yet signed contracts, etc.) or because they had not met the necessary
requirements to access regular unemployment insurance benefits, while some of the
actors/actresses interviewed received support through their second jobs or professional
activities. Finally, there were those who were lucky enough to have a 5-month contract with
the national theatres, which also had to cancel performances but did not cease operations
during the closure. In this case, all workers (including actors/actresses) continued to receive
their salaries. Apart from the direct economic losses, all of our interviewees pointed to the
indirect losses due to the cancellation or postponement of future work opportunities with
employers with whom they had verbal agreements.
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In general, the inequalities of the sector became more visible during the pandemic, making
the already precarious actors even more vulnerable, as they lost not only their income from
artistic activities, but also their ability to earn additional income through extra-artistic or
non-artistic employment opportunities.

As far as union participation is concerned, a 'return to the bosom' of the union has been
observed since the first lockdown in March 2020. This is due to a combination of factors,
with the pandemic playing a catalytic role. On the one hand, all our interviewees recognised
that the coronavirus crisis had revealed the 'pathologies of the sector.' On the other hand,
the absence of any subsidy policy for artists at the beginning of the first lockdown and the
fact that many of them did not receive the allowance in the following months led to feelings
of disappointment and unfair treatment. The awareness of their precarious situation and
vulnerability strengthened their professional identity as "art workers." This served as an
incentive to mobilization: the scale of the labour problems during the pandemic
underscored the need for collective action, in contrast to the individualistic ethos that stood
in the way of union activation before the pandemic. At this critical moment, the SAW
appears to have played a catalytic role, as it acted both as a 'conduit' for the expression of
discontent and as a way of making artists visible as workers.

Musicians

Our in-depth semi-structured interviews with musicians covered a wide range of
individuals with regards to their identity and professional markers: age, gender, stage of
career, music genre, regional distribution and status in the music industry.

Precarious employment of musicians -mainly understood as employment uncertainty, and
for a good number of musicians low income - is not new, as musicians have always been
conditioned in job insecurity, long before austerity and crisis. Yet, precarity in the Greek
case has been further enhanced and took the form of fewer jobs, low income for the majority
of musicians, and less control over the labour process by recent developments such as the
infamous financial crisis and the covid-19 one that followed. Importantly, these recent
developments affected music labour across all music scenes- despite the enormous diversity
in musicians’ working lives employment patterns and working practices across space and
across music scenes.

However, the degree of precarity and the particularities of how it has been experienced,
was differentiated by identity factors. Across those factors, we identify some preliminary
patterns which will need to be further analysed in relation to the ethnographic observation
and the quantitative data that will emerge from questionnaires:

o Age: music workers in different age brackets have been affected by persistent and
new factors of precarity in varying ways: some musicians reported the fluctuation
of working opportunities between their entry in the profession (especially if this

was well before the economic crisis of 2009 onwards), with a significant worsening
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of the conditions in the past 15 years. At the same time, the demands of technology
and online networking/advertising, as well as emerging patterns of savvy
entrepreneurship seem to introduce additional challenges for musicians who are
less capable to engage with these modalities of work in an optimal way, which
seems to disproportionally affect older musicians.

o Gender: although there is no absolute agreement here between interviewees, a
pattern seems to emerge whereby female musicians experience precarity in a more
profound way, compounded by issues of gender-based discrimination and often
sexualisation and harassment. This was, unsurprisingly, reported to us mainly by
female musicians.

o Centre vs periphery: this factor also emerges as a key component of precarity,
especially in terms of employment opportunities. Musicians across our interviewee
sample seem to agree that urban centres (mainly Athens and secondarily
Thessaloniki) offer more working opportunities for musicians. Those who are
based in the periphery and especially in rural areas struggle much more with
precarity, or have only been able to relocate to these regions upon establishing a
robust career that allows them to work on select projects and capitalise on their
social capital within the industry.

o Social class: in particular economic affluence, whereby individuals from less
affluent backgrounds enjoy less flexibility to go through periods of unemployment
or lower-paid engagements, while waiting for a desirable project or collaboration)

o Caring responsibilities (the less ‘flexibility’ to travel and work irregular hours, the
more precarity is associated with a musician’s experience. This factor of course

cuts across features indicated above, predominantly gender and age, but also
disability and social class).

Union involvement and representation: views on this varied significantly amongst
interviewees. Even though most musicians interviewed shared the view that — at least in
principle — collective demands and campaigning could be beneficial to working conditions
and income in the music industry, the degree to which musicians participate in those
collectives differed. Some of the musicians who are actively involved in unions or
grassroots campaigns emphasised how important these strategies have been for the sector
as a whole, others expressed reservations about the current state of trade unions and their
direction, while some seemed unaware or unmotivated.

A key point of contention within interviews with individuals was around collective
responsibility when it comes to setting minimum standards for employment conditions.
Musicians reported that standards of social security (e.g. health insurance, pensionable
work etc.) are compromised because individuals are often willing to accept contracts that

do not observe basic collective standards, or even work in entirely undocumented ways.
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Many acknowledged that this vacuum is created by the absence of robust collective
bargaining agreements that makes this issue an individual point of negotiation between
each worker and their employer. These preliminary observations with regards to union
membership, collective struggle, and their impact on working conditions will be enriched
by quantitative data as they emerge from questionnaires during the next stage of this
research.

The pandemic, of course, emerged as a watershed moment of labour transformation in
professional music-making in all interviews. This was productively reflected on through
personal narratives of coping with unemployment, loss of income, isolation, and a general
questioning of artistic identity and creativity. At the same time, there emerged accounts of
introspection that propelled new initiatives and methods of creativity, as well as an
invigorated consciousness on the role of collective demands and mobilisation.

Significant part of interviews was dedicated to discussing individual strategies in the face
of precarity. Among those, most prominent was reference to teaching as a way to secure
more consistent (if modest) income, engagement with other activities related to music but
outside live performance (for example instrument-making, creating music for other funded
events such as  theatre  productions, or  becoming involved in
management/production/entrepreneurship).

One overall observation from conducting interviews with musicians is the productive
emergence of personal narratives (life stories, transformations of consciousness, long-term
coping strategies, diverse chronological trajectories), which highlight the importance of
engaging with in-depth interlocution and discourse analysis. Especially given the way that
intersectional identity factors affect experiences and positionalities of precarity,
ethnographic discussions with individuals shed light on the particularities of these
conditions, that often become lost in the search for ‘data’ that can be easily generalisable
across sectors.

Dancers

Dancers can perform on theatre stages, at festivals/other live events and in entertainment
venues, but compared to actors and musicians, their employment opportunities are rather
sparse. As with other performing arts, their employment regimes vary between
undocumented/atypical work, intermittent employment, job mobility, self-employment
(both genuine and bogus) and mainly low-paid project-based contracts. Dancers’ working
paths are, thus, characterised by unregulated employment, work flexibility, uncertainty in
terms of both job-holding and social insurance, and a lack of collective protection. This
seems to apply both to the pre-crises, during-crises and post-crises landscape, with the latter
two reported to have deteriorated significantly.
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Dancers’ working periods are described as “not stable,” “not regular” and rather “short”
and at the same time atypical, as all interviewees agree that their work experience can by
no means be reflected in their insurance- periods, both due to the “black” daily wages and
the mismatch between the actual and the reported job description: “we were insured as
aircraft engineers” (Helen 34, years old, Penelope, 45 years old). Undocumented work,
short-term low-paid contracts and intermittent occasional work “now and then” seem to be
mainly related to the limited and poorly budgeted dance production in Greece. In addition,
a higher proportion of dance productions in state-affiliated scenes is a long-standing
demand of the dancers.

The profession is described as Athens-centred. The disparities between the capital and the
region are emphasised in the interviews, which in turn lead to a high mobility of workers.
Those coming from or having studied in the Greek region report being on the move at their
early career life, trying to enter the networks, concentrated in Athens. The profession is
also described as female-dominated. Gender stereotypes are also mentioned as a critical
issue, as dance in general and classical dance in particular is traditionally feminised: “/n
past decades, a dancer in Crete was immediately perceived as homosexual. However, this
stereotype has largely changed.” (Giannis, 48 years old). Despite this change, gender
discrimination is highlighted, which manifests itself in the existence of a glass ceiling: “/¢'s
a female-dominated profession, so we're used to seeing female choreographers. |[...]
However, the big names who are highly paid and considered stars, are mainly men. That’s
crazy” (Helen, 33 years old).

Dancers address the issue of professionalisation and emphasise that dancing is generally
not perceived as a profession, but is often equated with amateurism and strongly devalued.
This is attributed to the lack of artistic culture. At the same time, it is pointed out that this
phenomenon is more pronounced in dance than in the fields of acting and music (Gogo, 47
years old).

Reference is, also, made to the poor working conditions in terms of health and safety
provisions in the workspaces (i.¢., sufficient time and suitable space to warm up). Accidents
on and off stage, injuries, and chronic musculoskeletal conditions are mentioned in all
interviews, as are age restrictions due to the physical demands of the profession.

Although state-affiliated scenes are perceived as better working environments, serious
labour issues are mentioned, such as payment delays of almost a year at the Greek National
Opera: “I have not yet received payment for a project from last year. I send weekly emails
with screenshots of my contract. The next step is to contact my union” (Penelope, 45 years
old). The need to exert pressure on employers to get paid does not seem to be uncommon
in private productions either.

Those who have worked as self-employed/freelancers emphasise the complex tax
regulations, the high VAT and income tax and the high monthly social security

Page | 18

> Funded by the
* * .
L European Union I IFI {I
* * Hellenic Foundation for
o o NextGenerationEU Research & Innovation

Greece

NATIONAL RECOVERY AND RESILIENCE PLAN

==



creative

Jd LABOUR | LaPreSc ouprecrty

ITANEITIETHMIO KPHTHE
UNIVERSITY OF CRETE

contributions, while at the same time the employment opportunities are only occasional and
the income is poor and unstable.

Individual strategies to tackle precarity: The strategy most often mentioned by dancers is
multiple job holding: within the dance sector; across sectors within the performing arts and
in other non-artistic casual jobs. Multiple working activity within the dance sector is
described as an unwritten law, as dance performance, dance teaching and choreography
feature in almost all dance careers, while dance teaching is seen as the best path to gain job
security. Mobility in different art sectors is mostly mentioned as a choice of artistic
expression and creativity. On the other hand, working in non-artistic professions was
portrayed as a forced practice in order to have insurance and secure an additional income.
Social practices such as networking, gaining and maintaining visibility or achieving a good
reputation seem to play an important role when it comes to entering and establishing oneself
in the dance labour market, as well as lifelong learning, which is described not only as part
of the strategy to gain visibility, but also to remain physically, mentally and psychologically
active.

Collective strategies to tackle precarity: In addition to individual strategies, dancers seek to
form collectives, as part of risk sharing, or joining forces with other artists. As in acting,
setting up a civil non-profit company (AMKE in Greek) is a common practice in order to
be eligible for state funding. However, this seems to offer neither job security nor income
increase. Instead, more obligations are imposed on artists, which are time-consuming and
require additional skills (e.g. management and promotion, funding applications, etc.).
Social exchange is also mentioned as a common strategy to minimise costs and compensate
for the lack of resources for art making: working for free and receiving other services or
even goods instead of payment. In addition to exchange economy practices, dancers
describe volunteering (offering dance e-lessons for free during the pandemic) and
community practices (utilizing public space to offer stretching or contact exercises to
elderly people during the pandemic).

In terms of collective representation, it is worth noting that dancers are the least unionised
and collectively protected, as their unions have not yet concluded CLAs in non-state-
affiliated scenes. However, respondents seem to respect and value both traditional unions
and grassroots initiatives. The importance of union activity is emphasised mainly in terms
of the potential benefits to their members, which include: being informed, being
represented with protest/complaint letters to their employers, receiving legal
advice/representation, etc. Although the strength and power of their representative bodies
is seen as relatively low, largely due to low membership, low participation and lack of
support on behalf of the “famous dancers,” their trade union is perceived as a “good
practice/ paradigm.”
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Backstage Creators/ Technicians

As “backstage” professions are referred both the more creative professions (such as
directors, set/ costume/ lighting designers) and the more technical professions (such as
stage/sound/lighting technicians, etc.).

The reason why we examine backstage professionals together is that, despite their
differences, there are many similarities that link them: a) they cooperate and work closely
together in the production and realisation of a "creative product"; b) although their
contribution is of utmost importance for the realisation of a performance, with few
exceptions (e.g. directors) they do not enjoy the same visibility and recognition as the
professions “on stage”; c) especially in small workplaces or groups, these professionals
take on several tasks and combine several professional qualities; d) their work is
interlinked, as the realisation of the artistic vision of the creative actors often requires the
technical skills of the technicians; e) although the immaterial “creative” skills are in the
foreground for the creative workers, while hard, manual skills are required for the
technicians, in practice these are often mixed professions that require both types of skills.
The case of 40-year-old Dimitra, who is a lighting designer, shows that a "mix" of creative
and technical skills is required. As she says, she knows "what it means to use light, to
stabilise and adjust it', pointing out that when she asks for equipment, she needs to know
what to do with it; ‘there is a technical language, a lighting language that you need to
speak.'

However, creative workers and technicians differ significantly in their employment
regimes: For backstage creative contributors, self-employment and project-based contracts
form their predominant employment relationships, while for technicians, paid (salaried)
employment is more common. Although a key element for creative workers is mobility
between jobs, projects etc., technicians often have longer-term partnerships with
'venues/scenes' or groups. However, mobility of both creative contributors and technicians
takes place within their main profession, within the performing arts and/or the cultural
sector in general, and less often outside.

Precarity, mainly in the form of seasonality and job discontinuity, is a prevalent and
frequent employment feature of backstage professionals with periods of unemployment
between performances.

Remuneration seems to vary according to the size of the employer. Pay in small groups is
significantly lower due to their low budgets, than in state-affiliated institutions where pay
is higher and more fixed (often also due to the existence of CLAs). In all cases, the need to
undertake multiple projects during the year is taken for granted.

In terms of working hours, these professions seem to be more or less characterised by a
certain degree of fluctuation, and there are several cases in which periods of intense work

alternate with periods of inactivity.
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In terms of individual strategies to tackle precarity, the "portfolio career" is particularly
popular, especially among creative contributors. As in other sectors, job finding is
inextricably linked to the level of social networking and prestige an individual has acquired.
Especially in the case of creative professionals, social networking is considered normal and
acts as a cohesive condition and a factor in the stability of partnerships over time. According
to Xeni (49), who is a set and costume designer, people in the sector usually have a “core”
of collaborators whom they tend to maintain. This also applies to the technicians who often
work with the same “artistic team” for years.

The precarious condition of creative contributors often goes hand in hand with the need to
cultivate a particular "micro-entrepreneurial ethos", which is understood not in terms of the
search for commercial success, but in terms of artistic endeavour. This is the case with the
small civil non-profit enterprises (AMKEs) founded by groups of creative professionals to
address precarious working conditions through collaboration, especially in times of crisis.
The problems they face are similar to those encountered in other professions. The
technicians' response to precariousness seems to be versatility. This also enables them to
find employment in other contexts.

The lack of an adequate regulatory framework, professional discontinuity, spatial
fragmentation and the intensification of work, especially where self-employment
dominates, are all obstacles to coordination and the demand for better working conditions,
especially on the part of creative workers. Unlike creatives, who like other artists value
symbolic, non-monetary rewards -a factor that is seen as a barrier to the demand for better
working conditions- technicians in general do not perceive their work in the same terms. In
other words, in the case of technicians, there are no symbolic rewards that are significant
enough to offset the financial rewards.

The COVID-19 pandemic has brought to light and exacerbated the labour problems of
"backstage" workers. In the first phase of the pandemic crisis, many were in the process of
preparing a performance. Luck proved to be the determining factor in whether they received
government subsidies, depending on the state and/or status of their employment at the onset
of the pandemic crisis.

The coordinated mobilisations of workers in the cultural/creative sectors during the
pandemic in Athens and in some regional cities (e.g. SAW) seem to have contributed to
renewed debates about the working conditions of the “backstage” workers. As a result,
already existing professional associations (e.g. Greek Theatre Designers’ Association)
became more active and new unions emerged. This is the case of the Union of Performing
Arts Practitioners — “Beneath the Stage" a union that represents all workers "behind"/
"below" the stage and strengthens the sectoral cohesion of these professions with regard to
possible labour rights claims. The continuation of this type of initiative is highlighted by
workers as essential for the post-COVID labour landscape.
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B. Individual Interviews.: Union representatives

The interviews with union representatives, provided important and “thick” insights into labour
relations and labour issues in each performing arts subsector, as they shared their long
experience with union organising and their familiarity with the individual labour issues of
hundreds, and in some cases thousands of workers/professionals.

Most of the unions that participated in the research were members of the Panhellenic Federation
of Audiovisual Sector (POTHA), the secondary-level union [member of the General
Confederation of Greek Workers (in Greek, GSEE)]. The only exceptions are the newly
established Greek Union of Magicians (which has, however, started the process of amending
its statutes to join the POTHA) and the Directors Creators' Union, which identifies itself as a
professional rather than a labour union.

The interviews concerned both long-established unions (some of them were founded in the first
decades of the twentieth century such as the Hellenic Actors’ Union and the Panhellenic
Musician Union) and 'new' unions founded during the two crises (economic and pandemic)
(e.g. Dancers’ Union of Greece, Union of Performing Arts Practitioners - Beneath the Stage,
Greek Dubbing Union). For the unions with a long history of unionisation, we have gained
insights on how their activities have changed over time in relation to the developments and
challenges in the wider economic, institutional and social environment. For the newly
established unions, we were able to examine in more detail the conditions and drivers that
required their formation.

Overall, the empirical material from the interviews with the workers’/professionals’
representatives:

e allowed us to understand how unions respond to changing conditions in their environment
and to new challenges by reshaping and adapting their strategies and agenda
e gave us a well-informed picture of:

o the changes in each sector/ occupation

o the main labour and other problems underlying the above categories of
workers/professionals

o the developments in the institutional framework, collective bargaining landscape
and collective protection (collective labour agreements/ arbitration awards) in the
sectors studied

e gave us the opportunity to look more closely at issues related to their structure/internal
functioning, the 'trade union identities/ cultures', the way they communicate and engage
with their members and other union processes (e.g. decision-making, general assemblies)

e provided insights into the cooperation (or not) among unions of different level and type
and the balances that underpin their relationships
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To "frame" and better understand the empirical data, we also studied the additional material
available, i.e. the unions’ statutes, their communication/position texts (on mobilisations,
demands, letters to public bodies, etc.), the collective labour agreements they have concluded
(if any) and any other information available (e.g. press articles, unions’ websites). The findings
from the four focus groups (Northern Greece Musicians’ Union, Collective bargaining and
Collective Labour Agreements in the Performing Arts sectors, Working in the field of
performing arts and the role of arts education in Greece, Protection of Intellectual Property
and Neighbouring Rights in the Performing Arts sectors) and the two ethnographies (General
assemblies of Artists’/Backstage Creators’ Unions) were also used to produce the unions’
factsheets and to better understand and deepen our empirical material.

Based on the thematic analysis of the interviews and the supplementary material, we have
produced factsheets (one for each union) (Annex VIII: UNION FACTSHEETS) which
summarise (on 1-2 pages) the main findings and other information: Each factsheet contains: a)
the general description of the wunion (union Ilevel, year of establishment,
membership/prerequisites, number of members), b) the main findings (brief description of the
union's history, important changes, main problems faced by workers, their standing demands
etc.).

Despite the differences and specificities of each sector/ profession and the particular problems
faced by each union depending on the categories of workers/professionals it represents, some
common issues have been identified, that reflect the specificities of employment and labour
relations in the performing arts:

e Although most of the unions are labour unions, in reality they represent not only employees
(with dependent employment contracts), but also self-employed professionals (freelancers).
This peculiarity reflects the specific characteristics of the performing arts sectors, where
the proportion of self-employed and cultural micro-entrepreneurs is particularly high. This
poses significant challenges for trade unions in terms of their functioning within their own
organisations and their ability to organise and defend collective rights. At the same time, it
also has an impact on trade union agendas by including issues and demands/requests that
are not normally part of their priorities (e.g. related to social security contributions and
taxation of the self-employed). Above all, it has an impact on collective bargaining and the
conclusion of collective agreements, as many workers are likely to be micro-employers at
the same time (mainly due to the large number of AMKEs).

e The consequences of Presidential Decree 85/2022 on the professional rights and training of
artists, which devalues both the studies and the professional status of workers/ professionals
in the performing arts.

e The difficulties associated with collective bargaining and the conclusion of collective labour
agreements with employers. In several of the sectors studied, collective agreements
"collapsed" during the economic crisis as a result of the memoranda policy and have not
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been restored since. The difficulties in reintroducing collective agreements are due to a)
either the refusal or unwillingness of employers to negotiate (significant change in
customary law, apart from collective labour law itself), or the lack of institutional
interlocutors on the employers' side (i.e. employers' organisations) with whom trade unions
could negotiate

e Job insecurity, high unemployment rates, low paid or unpaid work and undeclared work.
These problems are largely related to the specificities of the employment regimes in these
sectors, where fixed-term contracts, project-based work, etc. prevail. At the same time, these
working conditions make it difficult to collect the necessary number of social security
stamps to receive unemployment benefits for periods of inactivity.

e The protection of intellectual property and neighbouring rights, as these constitute a
significant part of artists' and creative workers' income.

1.3.2  Group interviews (Focus Groups)

A. Northern Greece Musicians’ Union

Inspired by the way Musicians’ Union work in the USA and Germany- “in the bastions of
capitalism, the role of these Unions is something to look up”

e For the majority of the five present (three men and two women) members of the board
the history of the Union as an “independent” one- not following a party agenda - has
been crucial and inspirational in both deciding to participate as elected members of its
board and in defining their modus of operandi. “The Union has always had no party
affiliation. There may have been members affiliated to some political parties, but there

With no party agenda behind their motives and

»

was no party line followed here...
aims, they insist on direct-democracy and consensus-democracy as their decision-
making mechanisms

e Unionism is not about sharing the same political orientations and party affiliations, but
about being able to reach a consensus about common interests and rights- which can
be considered as a form of situational politics perspective

e The legacy of the Union’s profile, as independent from party politics, is served also
through employing a specific strategy in reaching its goals: “everything that is done
here is done institutionally in principle, that is the motto”- adherence to established
procedures, legally sound and well documented claims, often involving detailed and
specialised documentation, formal communications, and timelines for responses,
employing or relying on specialised staff, such as lawyers, to ensure that claims are
properly managed and pursued within the legal framework. Participants agreed that all

Page | 24

> Funded by the
* * -
* 3 European Union ! .‘I'I;:'.,I {'I
* * ellenic Foundation for
L NextGenerationEU Research & Innovation

NATIONAL RECOVERY AND RESILIENCE PLAN



creative

Jd LABOUR | LaPreSc ouprecrty

ITANEITIETHMIO KPHTHE
UNIVERSITY OF CRETE

these elements help the Union to maintain legitimacy and credibility, and make it a
reliable partner.

e Such a principle has been a guiding one in all their actions and initiatives, and it is
through this lens of institutional outlook on union politics that they see governmental
initiatives like artists’ registry or the more recent one, Register of workers' trade unions
(FEMHZOE). By employing a situational politics approach, they consider such
initiatives as positive and necessary for providing to the government a clear picture of
who are the professional artists of the country; they also consider these registries as
instrumental for advocacy purposes on behalf of the Unions themselves. Thus, they
facilitated their members’ registration in the Register, an approach that has been
completely opposite from the one adopted by Panhellenic Musicians’ Union, as they
noted. The latter — being affiliated to the Communist party- was of the opinion that
such registry can only be against the musicians’ interests, for reasons related to the
ethics of “filing” and discouraged its members to register. Of course, they changed their
approach when the registry was connected to the provision of the special purpose
allowance during the COVID pandemic. Yet, such ideology driven union politics
seems to repeat itself now that Unions are called to participate in the Register of
workers' trade unions, a process that requires the “opening up” of each union’s own
registry and some unions “are afraid to open their registers...because if they open their
registers, they might have a couple of thousand dead...That's the problem, because we
don't have a cleared register”

e Collectives like SAW (Support Art Workers) are seen as important in terms of
publicising artists’ claims during the pandemic; yet, their non-institutional status, the
fact that haven’t been formed through a democratic election process, and more
importantly the lack of knowledge of those involved about certain very specific issues
related to legislation, make them unable to maintain their credibility.

e The recent history of the Union includes a period of intensive action during the 1980s
and up to mid-1990s (which was followed by a period of inactivity during the “golden”
years of the profession; with musicians’ work flourishing, the Union’s role during this
period (mid 1990s- mis 2000s) was limited to issuing membership certificates, a
requirement for claiming the seasonal allowance, thus its credibility and role was
substantially confined to a rather “clerical job.” The fiscal crisis has been a turning
point for the reactivation of the Union- new members were enrolled with the majority
of them being young musicians. “After the crisis, the profile of the Union changed,
we tried to get out more, to let people know about us, because they didn't know who we
were. Well, I think we achieved something and then it was during the Coronavirus
pandemic ...that Union gained importance and publicity due to a very systematic work
done by the president and the vice president, who were constantly on the news with
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interviews etc and managed to voice our long-standing labour problems and demand

state support...”

e While the Union members doubled during the pandemic, with many musicians seeing
unionisation as a way to advocate for better labour standards and protections, the
longevity of this movement is not taken for granted, mainly due to the musicians’ own
mentality (see also below), according to the members of the managing board

e The main challenges/problems raised:

O

collective bargaining’s scope is limited due to the absence and/or
fragmentation of employer representation- but also unions not powerful
enough to demand from the state due to the lack of members’ active
participation;

undocumented work

social security issue_has been exceptionally prevalent for more and more
musicians due to their unemployment and underemployment,

only claims towards the state are filed -not against employers

need for active participation of members to the unions; musicians’ mentality
(no solidarity, individualism over collective good) is also reflected in the great
numbers of Musicians’ Unions across Greece

the existence of various and sometime conflicting legal provisions related to
the insurance of performing musicians (the specific code used to insure the
performers does not depend on their professional capacity but on the specific
contexts musicians offer their services - Insurance codes used (KAA) vary;
some are completely irrelevant especially in the past (pilot bar tender)

Conlflicting responsibilities between the Minister of Culture and the Ministry
of Labour and Social Security (the Register of Artists belongs to the Ministry
of Culture)

Amidst the Greek crisis important changes happened - 2011-12 and greatly
affected musicians’ working lives: musicians stopped being included among
the profession subject to the Regulation of Heavy and Unhealthy Occupations,
and at the same time, the requirements for being eligible for the unemployment
benefit changed

Main achievements

1. Establish a solidarity fund — which has been particularly helpful after the crisis

2. Initiate through a formal procedure the work stamp (epyoonuo)- the SYRIZA
government introduced an amendment that provides for a work stamp for

NATIONAL RECOVERY AND RESILIENCE PLAN
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"occasionally employed persons, in the musical coverage of private events and
banquets and who are paid by the hour or by the day and are not hired as employees
of a company or as members of a company"(Article 129 of Law 4611/2019).

3. Initiate a legislative amendment to define the status of street musicians as different
to that of beggars (on the basis of the unacceptable Metaxas law on begging, they
risk prosecution at any time of their performing in the streets)

4. Initiate a City Festival in collaboration with the Regional Authority with the aim
to showcast and promote local talent

5. Managed to have a say in the city aftairs. “I mean, having the City put you on the
ballot is out of the question, but getting in as an advisory body, asking for your
input, actually considering your opinion, is something important and now they're
starting to do that because they see that... let me just say, bless our beards, right?
I haven't seen any other Association in Greece, which can intervene in the public

>

and be heart. This is a great success...’

6. Opening a space for artists who consider themselves as free lancers and
entrepreneurs as opposed to salaried employees

B. Collective bargaining & Collective Labour Agreements in the Performing Arts

sectors

e According to the participants, the collective bargaining system in Greece did not keep pace
with European developments until the outbreak of the financial crisis: In 1990, when Law
1876 supported the extension of collective bargaining autonomy, systems in other
European countries had already begun to deregulate. In Greece, however, collective
bargaining remained stable in the 90s and 00s, until after the outbreak of the crisis and the
changes forced by austerity measures, which were described as “tectonic.” Memoranda
laws targeted critical provisions of the 1876 law, and their amendment led to the
decentralisation of collective bargaining and literally to the collapse of collective
protection.

e The most important changes include the decoupling of the National Minimum Wage
(NMW) from the National General Collective Agreement (EGSSE in Greek), the
temporary suspension of the favourability principle and the extension mechanism, the
abolition of unilateral recourse to arbitration, the introduction of associations of persons as
signatory parties to CLAs, the mandatory expiry of sectoral/ occupational CLAs in 2013
and the changes the duration, grace period and after-effect period of the CLAs.

e In addition to the above- mentioned changes two key parametres were emphasised: a)
Although some of the memoranda changes were temporary, their restoration was partial
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since opt-outs were allowed b) The changes towards decentralisation of the collective
bargaining system continued even after the memoranda, e.g. L.4808/2021

Emphasis was also placed:

a) on the mandatory digital registration (in GEMISOE and GEMIOE) of both employees
and employers, which, since 2021, is a prerequisite for the conclusion of CLAs

b) on the mandatory codification of all institutional achievements/ previous provisions
agreed in CLAs: “unless older provisions are properly coded and listed, they will lose
their validity. The, general and non-specific formulation common in CLAs that “all
other articles remain as stipulated in the past” doesn’t ensure their validity. This places
an additional burden on the trade unions in terms of material and human resources”
(legal expert)

c) on the predominance of sectoral over occupational CLAs, as the first-level unions that
conclude occupational CLAs are presented as more powerful in terms of protests and
mobilisation and can therefore exert more pressure in collective bargaining.
Furthermore “in the performing arts sector, the fragmentation of employer types (i.e.,
businesses, theatrical stages, producing companies, entertainment venues, civil- non-
profit companies, etc.) does not allow for unified institutional representation and thus
the conclusion of a sectoral CLA” (POTHA Representative)

e In Greece following the memoranda laws the percentage of non-coverage by CLAs has
fallen significantly to almost 15%. Currently, it is estimated to be twice as high (30%),
which means that only three out of ten workers in the private sector are collectively
protected. At the same time, the EU average is 60% (legal expert).

e To improve collective protection, the government advocated linking CLAs to incentives
for employers at a meeting with the POTHA federation in 2017, but this was ultimately not
implemented. As the workers say “the current government does not seem interested in
establishing such provisions but they are determined to exert pressure by referring to other
countries such as the UK, France, Spain and Italy” (POTHA repsesentative).

e Furthermore, in view of EU Directive 2041/2022, which contains provisions on CLAs
coverage, it is believed that the government will be forced to reconsider the decentralisation
of collective bargaining that began during the crisis and continued in the following years.

e However, the reintroduction of CLAs does not seem to be the only problem in the
performing arts sector, where there are a large number of self-employed/freelancers, both
artists and backstage technicians/creative workers. Regarding the question of whether
CLAs apply to the self-employed, the legal regulation is clear: “CLAs apply to those who
are nominally self-employed but do not actually work as such. This is the case when the
management rights are exercised by their employers” (legal expert). To that end, workers
argue that ‘both the Mediation and Arbitration Organisation and the Labour Inspectorate
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should broaden their view and recognise the dependent work that lies behind self-employed
contracts’ (POTHA representative). In 2023, after union pressure to limit losses from self-
employment and undocumented work, Law 5039 provided compensation for rehearsals and
defined rehearsal time as dependent work. Although the workers’ demand was to include
not only rehearsals but also performances in the law, this was not achieved. However, as
they describe “the law makes it difficult for employers to convert labour contracts for
rehearsals into freelancing agreements for performances” (POTHA representative).
Nevertheless, self-employment is said to be on the rise, even among technicians who in the
past used to be salaried workers. This is particularly the case for concerts and audiovisual
events. However, as workers mention: “in the summer period, when events are scattered
all over Greece, it is difficult for the Labour Inspectorate to carry out inspections” (POTHA
representative).

C. Working in the field of performing arts and the role of arts education in Greece

The participants drew attention to the long-standing nature of arts education problems and
to the 'guild-like' way in which policy in this area is being shaped.

A fundamental and long-standing problem highlighted by the focus group participants is
the multiple and fragmented pathways of arts education in Greece. The main issues raised
in this context were: a) the fragmentation of responsibilities for arts education between two
ministries (Culture and Education); b) the reflection of this fragmentation in school
curricula. As one of the participants noted "there are many and completely different types
of schools and even within these schools there are differences, as they exist at completely
different levels and have completely different orientations. And when we come to the level
of professional rights [...] there is no specific job description. There is no benchmark, to
make comparisons [...] There is no official ranking of art schools in Greece».

There is no official list of curricula, neither for the universities nor for the private schools.

Many of the schools do not have a clearly defined curriculum or syllabus. As an example,
the Drama School of the National Theatre was mentioned, where a curriculum, syllabus,
distribution plan and textbooks for each course were only formulated as in 2023 part of a
European founded programme (ESPA).

In the absence of clearly defined curricula and for the sake of artistic freedom, each teacher
can design the course as they wish. For some participants, this provides fertile ground for
arbitrary (and sometimes abusive) behaviour. As one participant who had graduated from
a drama school noted: "Nevertheless, in drama schools and in theatre, due to the nature of
theatre and because our only instrument is our body, anyone can be arbitrary in terms of
the nature of the studies, their aim, and our assessment. I really can't imagine in any other
profession a teacher saying, "Listen, we won't do harmony or this choreography, I'll tell
you my experience in relation to this role I once played.”
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In university art departments, artistic work does not count, and the artistic performance of
teachers is not taken into account. As one participant mentioned, "The university still
regards the theoretical training of a lecturer in these departments as an almost exclusive
qualification, and treats the artistic performance of teachers patronisingly and with a pat
on the back, as a kind of amateur or hobby activity." This is perceived as strange, as it has
become an institution for art departments to hire artists to teach future artists.

There are no opportunities for postgraduate study for art school graduates (e.g. drama). As
one participant observed: "You go to drama school. What about postgraduate studies? Can
you go on to postgraduate studies? No, you can't unless you have a recognised university
degree, national or foreign.”

Art schools do not adequately prepare their students for the labour market. As one
participant revealed: "But at least when I came out of drama school at the National Theatre,
there was no information about what to expect. In other words, we were not prepared for
the labour market, which in the independent (private) theatres was like an arena, in the
sense that, with had to negotiate without a collective agreement, while it was taken for
granted that we would not be paid for rehearsals. She also highlighted the class dimension
of this issue: "So one of the questions was, who would be able to continue as a professional
actor, in the end? I mean, we studied theatre, but how can we continue, especially if we
belong to a social class where in order to live, we have to be paid by our profession, by
what we studied."

Particular attention was given to the challenges presented by artificial intelligence,
especially in the case of musicians, as it changes the whole process of producing and
consuming music. This highlights the need to acquire new skills, both technical and soft
skills, which many people do not have.

D. Protection of Intellectual Property and Neighbouring Rights in the Performing Arts
sectors

Main findings

Empowering an informed discourse on intellectual property and neighbouring rights, and
the role of organisations of collection societies

Challenges introduced by digital transformation, artificial intelligence and the proliferation
of streaming platforms-

The need for training and cultivation of collective consciousness among performing artists,
in the face of individualised agreements with stakeholders

International dimensions of legal frameworks and their national particularities and
divergences (e.g. Directive on Copyright in the Digital Single Market, 2019/790 of the
European Parliament, and Greek Ministry’s of Culture’s Law 5103/2024)
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Opportunities for collective campaigning powered by practitioners and collecting societies
(including reflections on recent actions like the dubbers/voice actors’ strike)

The focus group comprised experienced representatives in the field of neighbouring rights,
covering a wide range of performing arts from singers and music instrumentalists, to stage
and voice actors. The participants complemented each other in presenting a holistic take on
current legislation (both nationally and at European and international level), their historical
transformation, and the divergences that currently impede their consistent implementation.
What transpired from the discussion was that those cross-national divergences create
challenges for both the operation of collecting societies and the pursuit of collective
bargaining, especially while major global conglomerates (e.g. Disney, Netflix etc.) seek to
avail of national contexts with the least regulatory intervention, making legal protection
and claims more difficult. Directives 2019/790 and 2019/789 of the European parliament
are significant pieces of legislation within this context, but their contradictions with other
global legislation and persistent (if often non-legal) national practices, make
implementation difficult and legal challenges costly.

In addition to the challenges above, the regulations regarding venues (live performance
spaces, hospitality sector with music broadcast, other public commercial venues) are
contradictory, outdated, and very difficult to impose of challenge. Indicative from the
representatives of collecting societies were testimonies on the mounting number of legal
disputes (and the humongous cost of handling them), that intensify the need for educating
practitioners and stakeholders in the performing arts on the ground.

Participants also agreed that the advancement of digital technology presents additional
challenges to the maintenance of the legal framework and the securing of neighbouring
rights. Within those developments, the proliferation of streaming technologies that make
‘on-demand’ consumption of performance-based cultural products (music recordings, films
and TV production most commonly), increasingly the norm. The lack of suitable legal
frameworks to regulate the awarding of neighbouring rights outside of the context of
scheduled broadcasting (i.e. traditional TV broadcasting, cinemas, radio etc.), serves as
further proof that the law has not caught up with the transformation of consumption
patterns. Additionally, the emergence of artificial intelligence presents challenges that have
not been legally addressed, including ownership of practitioners’ voice, image and
performance innovations.

A significant portion of the discussion was dedicated to outlining the results of collective
campaigning in the recent past, such as the dubbers’/voice actors’ strike that forced Netflix
and Disney to abide by legislation, and the legal campaigns by Dionyssos to enforce the
more beneficiary Greek legal framework on the dubbers’/voice actors’ neighbouring rights
with regards to US productions. Some of the possibilities of collective campaigning in the
field of performers’ neighbouring rights, focus participants agreed, have also been
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undermined by creators who have been more empowered by Intellectual Property
Collection Societies, which have historically represented contrasting interests to those of
performers who primarily rely on neighbouring rights. This contradiction on the ground,
even though some performers fall within both categories of royalties, has been counter-
productive to the possibility of enhancing the conditions on the grounds through collective
demands.

e The discussion converged in agreement between participants on the need for education and
sharing information between practitioners on the ground, led by collectives including
unions and collection societies. Performers need to be better informed about the benefits of
contractually stipulating their representation by collection societies when it comes to
negotiating their neighbouring rights, which would maximise both their ability to claim
royalties and their lobbying power in shaping legislation, especially in the context of rapid
technological transformation. The discussion also included debate on the role of
educational institutions in training aspiring professionals with regards to intellectual
property and neighbouring rights, in the context of a wider curriculum on professional
conduct which is significantly lacking, both in the Greek context and internationally.

E. Small-scale Focus Group for evaluation and improvement of the pilot questionnaire for

the quantitative survey

Before finalizing the questionnaire in the framework of the Quantitative research, a focus group
interview was organized with representatives from the four (4) professional categories under
consideration. The purpose of the discussion was to evaluate and improve the questionnaire. In
other words, to ascertain the clarity, appropriateness and effectiveness of the questions. The
main criterion for recruiting participants was that they should be key informants, so individuals
who were familiar with the individual sectors and had sufficient experience in them (e.g.,
members of the boards of professional associations) were selected. The five participants
received a special invitation that included, among other things, a set of instructions with detailed
information on the actions they needed to complete before the session. Specifically, participants
first received a personalised link to access the questionnaire and were then asked to complete
it, while also recording any comments and observations they might have. They were given a
week to complete this process. At the end of this period, an online discussion was held, during
which all the participants' comments and suggestions were discussed in detail. This session
lasted approximately two (2) hours and contributed significantly to the finalisation of the
questionnaire, highlighting certain problems that were resolved in its final version.

The following findings emerged from the analysis of the discussion:

e (Clarity and comprehension: Participants emphasized that some questions need to be
simplified, as in some cases the language seemed overly technical or academic. It was
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suggested that more everyday language be used so that the questions could be easily
understood by employees with different professional backgrounds.

e Relevance and empirical basis: It was found that certain questions could more accurately
reflect the reality of work experience in the sectors under consideration. Participants
pointed out that the experience of precariousness manifests itself in different ways, which
must be taken into account.

e Structure and order: One of the key issues identified was the order in which the questions
were presented. As mentioned, the appearance of certain questions at the beginning could
"guide" the answers to subsequent questions. Restructuring the sequence was considered
necessary to avoid such phenomena.

e Length and duration: The questionnaire was considered quite extensive, although the
majority of participants found it manageable. However, it was suggested that some
questions with repetitive content be merged in order to reduce the time needed to complete
it.

e Overall assessment: The group reached a consensus that the questionnaire is a valuable
instrument for the study of the concepts under consideration, on the condition that the
aforementioned modifications are taken into account. The participants' response to the
process was positive, as it provided them with the opportunity to share experiences and
suggestions that served to strengthen the validity of the tool.

1.3.3  Ethnography
Overall methodological findings

Researchers, being engaged in short intensive fieldwork periods taken the form of case studies,
were able to:

a) understand the stages and the different roles and organisational structures involved in
an artistic production — a process-oriented approach that allowed them to contextualise
artistic labour

b) shed light into the practical aspects of artists’ work-intensity, routine, labour and
precarity of artistic work

c) delve into the emotional and subjective aspects of artistic labor (which are often
overlooked in other qualitative research).

d) get valuable insights into the “culture” of each context in terms of collaboration, team
work etc., the power dynamics at play

e) uncover implicit knowledge and informal practices, or norms that artists usually are not
able to articulate fully in an interview,
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f) internalise participants’ meanings, while at the same time maintaining a distance in
order to be able to analyse it

g) engage in constant self-reflection about their own positionality in the research process
and how it affected their observations

h) raise further questions to be explored

The choice of the settings involved a process of considering a number of criteria, such as the
diverse location dynamics between Athens and peripheral cities or the opportunity to interact

with artists in diverse settings (formal, informal), and observe discourses and practices (artists’,
union representatives’, audiences’ etc.) as they are performed, as well as explore power
imbalances at play.

A.

Performing Street artist (Female)/Athens

Working through a casting agency as a hired salaried employee (performing artist in
children’s parties and events, walk on talent for commercials, television, photoshoots,
corporate videos, short films and various other performances) involves temporary
assignments (usually one day contract), inconsistent employment and schedule (ranging for
3-10 hours a day)

Performing in street theatre as an ideological position that is rooted in social and political
critique and advocates the idea that art should not be confined to elite spaces like formal
theatres, but it should be accessible to everyone, especially those excluded from cultural
institutions. Making art as an inclusive and participatory experience

Following the working calendar of an artist as a research method offers a structured insight
into the artist’s workflow and routine, time management, relationship between personal life
and work, and elements shaping their working lives (such as illnesses)

Busking- Solo choreographed fire performances in various open spaces at the centre of
Athens (earnings are unpredictable but prior knowledge and experience about the area and
the passersby allow them to foresee the amount earned)

Working as a street artist- no guaranteed income (yet somehow predictable), gig economy,
precarity, high degree of autonomy, no plans

Working as a street artist- direct engagement with local communities, entrepreneurs (shop
owners), neighborhood kids- building a social capital (networks of relationships and trust
that support their work);

Being a street artist as a way of life-autonomy, creativity, satisfaction in entertaining people
and especially kids (combining entertainment with education), morality (not expecting
money from kids), amount of money collected not seen as a measure of performance’s
success, importance attributed to spontaneity
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Health hazards - substance exposure
Issues to be further explored

How casting agencies’ work blur even further the boundaries between professional and
amateur artists

What do the agreements signed between the artist and casting agency entail in terms of
issues such as exclusive vs. non-exclusive representation, payment for preparatory work
(rehearsals, script learning, costume fittings),

Casting agencies and CLSAs

How do artists see the risk of being typecasted in such contexts?

What does creativity mean in such a context?

Legal restrictions faced by street artists and strategies to overcome them

Union Representation and Street Artists

Theater and Performing Arts Company/ Periphery

The Company was established during the covid-19 pandemic by a group of professionals
who, upon completion of their studies, were called upon to cope with the deregulated labour
landscape of the memorandum measures

Criteria for such an ethnographic focus: gender of the group members (one man, six
women); their many years of professional experience in large cities (Athens and
Thessaloniki); their choice to operate professionally, as a group, in a peripheral city; the
social messages of their performances; and finally, the strategy of artistic self-production
through a civil non-profit company (AMKE)

the choice of functioning as an AMKE was made based on both bureaucratic/financial and
purely artistic reasons. Eligibility to get funding from the State. However, the establishment
and subsequent operation of such a non-profit organisation entails significant costs, while
at the same time participation in grants remains uncertain due to the high volume of
applications and the resulting high level of competition. On the other hand, given the
underemployment in the artistic sector, and the parallel deregulation of the collective
protection of workers in the CCI sectors, an AMKE enables self-production and self-
management of the employment terms of its members (salary and insurance).

this specific AMKE operates as a collective; no hierarchies, teamwork, collective decision-
making process; it constitutes a means of realising artistic visions, and of taking into
account the capabilities of each member, their needs and their artistic aspirations. Everyone
has a voice in the creative process. It is this shared ownership that fosters innovative ideas
and a deep sense of commitment.
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-Scarcity of resources -funding as well as theatre halls available- in the periphery

-Difficulties in balancing an economically sustainable production with their ideological
stance that entails low or free access to theatre for all, special prices for artists and
disadvantaged groups etc.

Productions prepared and funded by the State (through a specific call) are then offered as
school theatre performances with low entrance fee (paid by the parents)

Complains and critique of the way the Peripheral Municipal Theatre Companies relate to
local artists as they work mainly with artists from Athens

insufficient resources for the preparation, organisation, promotion and dissemination of a
professional theatre production imply multiactivity with the concentration of many
different work tasks on a small number of actors.

-This multitasking nature of the work is not seen in a positive way, as it often implies unpaid
work, and means that the members of the theatre group are often stretched thin across
multiple roles

Theatre work in such a context cannot consistently provide a decent living, especially in
terms of social benefits and equal gender participation- The numerical predominance of
female actors makes it difficult for women actresses to find work, with male actors having
more professional opportunities. Small theatrical companies cannot provide adequate social
welfare support for women, which forces them - especially young mothers- to seek more
secure working conditions.

The prevailing stereotypical representation of artists in the periphery as amateurs, who just
do their hobbies and cannot be regarded as professionals, has important ramifications in
relation to how familiar the public is with the artistic professions and the value attributed
to arts as a means of cultivation and personal development

The perception of artistic work through the lenses of amateurism is further exacerbated by
the fact that local authorities support artistic projects produced mainly by cultural
associations, as opposed to professional theatre companies - lower costs of supporting an
amateur performance, clientism of local authorities.

Issues to be further explored

B.

DIY movement in Arts and its relation to the establishment of AMKE?
How is entrepreneurial spirit counterbalanced with creativity in small theatre companies?

Is the perception of artists as amateurs stronger in the periphery? What are the reasons for
this?

Night club -skvladiko/ Periphery

“I don't have specific musical tastes, I like what is real, true human expression. We went to a

skyladiko in x town, called "Z". Smaller than my room, there I saw overweight women

Greece 2
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exclusively at the bar, serving and singing... with the daughter of the owner having an amazing
voice” Jim Panousis.

The venue is located right at the centre of the town and for the last 15 years has been a point of
reference for mainly locals of all ages and social strata, who call the venue after the name of its
female owner (this is not its official name). The venue works as a bar with a DJ on week days
and has live music usually twice per week (Friday and Saturday). The season lasts from late
September to end of May, with the number of live music performances increasing during
holidays (Xmas, Carnival, Easter).

e Family business with the owner being a female skyladiko singer in her 50s and members
of her family (2 daughters) working there as singers, and occasionally as bar women

e The orchestra consists of one bouzouki player and one keyboard player, while the number
of singers varies between 3-5 (male and female), with the majority of them being
performing there for more than 3 years. Apart from the orchestra members and the owner
who has a short singing act, 2 more persons work during the live shows: one as waiter
(male) and the other as bar tender (woman)

e In the beginning of each season, a sound engineer sets up the sound equipment and adjusts
the lights and then it is the musicians who take care of the sound. Singers bring with them
their own microphone and the sound set is adjusted according to their needs by the
musicians.

e The show programme is renewed every year, with an essential part of it remaining almost
intact— the dancing part of the show

e Except for the two musicians who are constantly on stage, the rest work “black™; all the
members of the orchestra (even the owner’s daughters) have a day job and although they
consider themselves as professionals in terms of their commitment and their overall attitude
towards music business (they oppose to the idea of them being amateurs), they are ready to
work with no insurance coverage- “we don 't need insurance as it costs a lot to the owner,
and we have our day jobs”. Personal networks with the police and the labour inspectorate
make such working arrangements possible, despite their illegal nature

e The live show last between 12.00- 5.00 or 6.00 in the morning, with the ending time
depending on the number of the clients and their demands. “We are used to working longer
hours; so here it is pretty easy for us” as the keyboard player and leader of the band, a 25
years old Roma musician, was ready to confess.

e Coming from a family of professional Roma/Gypsy musicians, the keyboard player belongs
to the younger generation of gypsy musicians who continue their engagement with music
business, whilst having a day job to secure their living- this was rather unusual in the past.
Contrary to the non gypsy others, though, professionalism for him goes back to his family
history

Page | 37

> Funded by the
* * .
L European Union I IFI {I
* * Hellenic Foundation for
o o NextGenerationEU Research & Innovation

Greece 2

NATIONAL RECOVERY AND RESILIENCE PLAN



creative

Jd LABOUR | LaPreSc ouprecrty

ITANEITIETHMIO KPHTHE
UNIVERSITY OF CRETE

In the process of recruiting the members of the orchestra, the criterion of being local seems
to be the most important one; in the periphery the success of a music venue relies mainly
on managing to develop a loyal customer base. By prioritizing local performers, money
circulate within the community; apart from being a cost-effective way for a small music
venue to provide live entertainment - local performers typically charge less than the ones
coming through an agency- local performers often understand the cultural nuances of the
local audiences and create performances that are more relevant and relatable to them.
Personal connections and networks allow them to create a deeper emotional connection
with their audience. “We might not be the best artists, but people know us and we know
them; and this is enough to create an emotional bond between us and them.”

The owner’s singing career started rather early on (in her 20s) and involved frequent
changes in working environments, venues, cities, countries, and high earnings during the
golden years of skyladika. Reflecting on her career she talked a lot about her beauty and
attraction, her ability to learn fast new songs, and to convey passion, as well as the
importance of networks of sociality, extravagant life styles, consumption of drugs; voice
training, rehearsals, musicality and art being very marginal in her accounts. As she became
older

Making the step from being a singer to becoming a music business owner, was a timely
decision for her (age, crisis) although it came with significant responsibilities and it means
that she has to juggle multiple and often contradictory roles, such as paying the musicians
and covering also the venue’s other expenses. For her the priority is not to lose face among
her colleagues.

Personal branding —offering home made pies, using bold and dirty language, and offering
an image of the glorious past of skyladiko — plate smashing (piatadiko)

Aging- with 3 of the singers (the owner and 2 men) being +55, the issue of what aging
meant has been very significant through the process of the rehearsals — “we cannot easily
remember the lyrics”

Strong sense of performing music as predominantly work as opposed to being a hobby- this
is very much connected to their idea of professionalism

Issues to be further explored

C.

The role of aging in such professional contexts

Entertainment and enjoyment — clients and services: the language used and how it impacts
on their understanding of themselves as artists, professionals etc

Perceptions of professionalism

General assemblies of Artists /Backstage Creators’ Unions-Annual Meetings (2)/ Athens

The annual meetings of two important artists’ Unions’ general assemblies were the
focus of one of our ethnographic case studies. These settings are important contexts for
fieldwork because they provide a rich and dynamic environment where our team could
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have a direct access to artists’ collective and individual voices, observe how the
advocacy processes unfold in real-time, or attend to the power relations among the
different parties involved in union politics, etc., elements that cannot be easily surfaced
through an individual interview with a union representative.

D.1 Hellenic Actors' Union

e Difficulties in achieving a quorum- low participation even in the annual general assembly
e Small representation of younger ages- majority of participants over 50

e The importance of the Union’s Solidarity fund attributed by the present members of the
Union highlighted the significant number of artists who live below the poverty line due to
their low pensions and their lack of insurance coverage. “Older participants interrupted the
discussion to thank the Union for not cutting off their electricity and basic services”

e Strong opposition to the governing body of the Union by the faction affiliated to the
communist party; Prevailing of a language of Confrontation vs. Collaboration;
contradictory ways of understanding union politics and politics in a way

e Union’s assets and the debate about the way the current governing body of the Union
exploits them. The emotional bond developed between artists and the Union; especially in
the past a good number of successful artists used to leave their assets to the Union as a sign
of deep love and devotion to it on the one hand, but also as proof of a life that mainly
involved work - a work that seems to have overshadowed - or even with working conditions
that sabotaged and did not actively allow any plans to create family ties.

e Complains about casting agencies and their role in selecting artists who have a strong social
media presence

e the creation of a procedure for denouncing employer arbitrariness, which has been effective
as the number of complains have been rising

D.2 Union of Performing Arts Practitioners “Beneath the Stage”
e Difficulties in achieving a quorum- low participation even in the online event

e members come from all genders and ages with 40+ dominating. The atmosphere is light
and friendly, those who speak do not speak as representatives of a faction but as individuals.
The language is inclusive ("all/all"). Women and femininities often take the floor and seem
to play an active role

e Union plays the role of the mediator between employers and employees; members bring
their labour disputes to the Union and they don’t usually denounce employer arbitrariness
as a way to avoid being stigmatised
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e [ssuing invoices is sometimes confusing, as employers don’t treat them as workers but as
co-producers “We are not entrepreneurs who collaborate with the producers in a business.
We are invited to work and we just issue an invoice. We are working artists”

e Need for a new union language and perspective that will be appealing to the members in
order to become active in union politics

e Demand for a CLA

e Need to map consistently the working conditions of their sector

Issues to be further explored

e the difference/shift between old-style union language, processes and demands and

more contemporary union language and demands and how it reflects shifts in economic,
social, and cultural contexts, as well as changes in labor dynamics.

e How do Intersectionality and diversity feature in union language, reflecting contemporary
social concerns that include gender equality, racial equity, and LGBTQ+ rights.

e How ready are the unions to respond to the great changes involved in employment patterns
in CCIs? Old-Style Union Language and practices are built around the idea of long-term
employment in relatively stable industries where job security and benefits were central
concerns.
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Annex I: INFORMATION SHEET & INFORMED CONSENT FOR
QUALITATIVE RESEARCH PARTICIPANTS

*As the research participants were Greek-speaking, the information sheet and the informed
consent form were written in Greek and approved as such by the Ethics Committee.

A. Information sheet for qualitative research participants (approved by
Ethics Committee)

Epeovntuci Opada:
Xpwortive  Kopaxkiwovrkaen Avominpotpio  Kobnynirpuo  Tunpoatog  Kowwviodoyiog
ITavemompiov Kpning, Emotpovikd YrebBovvn Epyov

Baoiing Avdikog Avominpotg Kanynme Tunpatog Owovopkng won Ieprpgpeionng
Avantuéne [avreiov [avemoruov Kowovikav kot [ToMtikeov Emetpov

Aomnacio.  Ogodociov  Avaminpaotpie  Kobnymrpuo  Tufquotog Movowdv — Xmovdmv
IMovemompiov loavvivov

Map0a Myaniidov Exnikovpn Kabnyntpio Tuqpotog Exkowaviag, Méowv kai [ToAtiopon
Iavteiov [Tavemompiov Kowvwvikov kon [oMtikdv Emotnpov

AAé€avopog Mmartling Avominpotig Kabnyntmg Tuquotog Anpocioypagiog kot MME
Apiototereiov [avemortnpiov Oscoorovikng
Iodvvng Torovidxkng Avaminpotig Kabnyntig Zxoing Iotopiag, AvBpwmnoroyiag, Prhocopiog
kot [ToAtikng [Mavemomuiov Queen’s Belfast

Adapavtia-Avtiyovny Homayempyiov Metadidoktopikn epguvitpio Tunpotog OwovoriKng
wat [eprpeperaxng Avantoéng Iavreiov [Tavemompov Kowvovikav kot IoArtikdv Emietpmv

Xapoviro Kokkivov Yroyneia Awddktop Tunpatoc Kowvmvioloyiog [oavemompiov Kprtng

Havayiota (IIéve) Moemwayempyomoviov Yroynoo Awdktop Tunuotog Emkowovicg kot
MME EBvikov ka1 Karodiotprakov [Toavemotpiov AOnvaov

I'eopywoc-Kovotavrivog Xopog Ymoyneog Awdktop Tupnpatog  Kowwvioioyiog
TTavemompiov Kprtng

Aypréag TInhovong Ymoynelog Awdktowp Tunuoatog Anpocioypapiag ot MME
Apiototedeiov [Tovemotpiov ®eccaiovikng

Awarovyog: ITToavemomuo Kpnng, Tuquo Kowveviodoyiog

"Exete mpookinbOel va cvppetdoyete o pia Epguva 1 omoia eVTdoceTon 6TO TAAIGLO
™G dpdiong evioyvong g Pacikng kot epaprocuévng épevvag tov EBvikov Zyediov
Avakapymg kot AvOesktwkomnrog «EAAGOa 2.0», pe ™ ypnuatoddtmon g
Evponaiknc ‘Evoong — NextGenerationEU (®opéag YAomoinong: EA.IA.E.K), ue
titho «Epyaciaxn emopdlelo kai koivwviky oovoyn: H mepintwon twv molitiotik@v
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Ka1r onuiovpyikwv Prounyoviovy. H €pegvva Ba owelaybel omd v mopoamdve
EPELVNTIKY] OUAdD VWO TNV EMGTNUOVIKN EMPEAEIL TNG  AVOTANPOTPLNG
Koabnyntpog tov tpumpatoc Kowwviohoyiog tov IMovemotuiov Kpng Xpiotivag
Koapaxiovrdaen. To évtumo mov kpatdte ota yEpla oag Bo cog dMOEL TANPOPOpPieg
TPOKEWEVOD VO UTOPECETE, QoL €xete evnuepwbel, vo amopoacicete ov Oa
ovppetéyete N Oyt oy Epevva. Emiong to £vtumo Ba cog 0dcel OAeg TIC amapaitnTeg
TANPOQOpleg OV YPELILEsTE TPOKEWEVOL VO KATOAGPETE yloTl yiveTor avti m
épevva, yuorl £xete mpookAnOel va cuupeTAcyETE Ko 6€ T o popd 11 GUUUETOYN
00G. ZOG TOPAKOAOVLE VO APIEPMCETE OGO YPOVO XPEELEDTE Yo VoL TO S ACETE,
V0L TO OKEPTEITE KO VoL KAVETE OTo1eg EpMTNOELS BELETE gite TP €lTE KATOLOL GAAN
oTIYUN. AV amopociceTe vo GLUUETATYETE, Ba cag {ntnoel va voypdyete To £vTumo
evnuepng ovvaiveong kot Bo AaPete Eva avtiypaeo.

1. IOIOX EINAI O XKOIIOX THX EPEYNAZX;

O okomdc avthg g épeuvag givor n Pabvtepn mPocEyylon Kol KATAVONOT TOV
YEVIKOTEPOV GLUVONK®OV 7OV TAAICIOVOLY TNV gpyacia ot I[ToATiotikég Kot
Anpovpywcég Bropnyavieg (ITAB). Xmv mpoomdBeia avtr, Ba avalntmbovv ta
W00UTEPA YOPOUKTINPIOTIKA TNG EPYOUCLOKNG EMIGPAAELNG KOl EVOAMTOTNTOG AL KO
TOV oVICOTNTOV o eEaupetikd appuBuicta epyaciakd mepifaiiovta otig [TAB.
Eniong 6o avalnmmbBovv ot cvvbnikeg mov 0dnyovv 0QeVOG GTOV KOWMOVIKO
QTOKAEIGUO KO TNV VTOVOUEVOT] TNG KOWMVIKTG cuvoyng otig ITAB kot apetépov
ot onuovpyio VE®V TPOKTIKOV Kol OpAcE®V «amd To KATO» Ol Omoieg
KATOOEIKVOOVV TNV aVAyKN Yol LETPO TOALTIKNG LE GTOYO TNV OVTLIUETMOTIOT TNG
emdeivmong Tov cuvOINKOV epyaciog.

2. MMOIOX XYMMETEXEI XTHN EPEYNA; I'TATI EXQ ITPOXKAHOEI;

2ag KOAECOUE VO GUUUETAGYETE GE OLTNHV TNV £PELVO EMEWDN Ol AMOYELS GG, Ol
YVOOELG GOG Kol 01 EUnEPieg oag G epyalopevou/ng (1 YEVIKE EUTAEKOUEVOD) GTIG
[TAB givar amapoitmreg yoo v €pevva HaG Kol TNV 0VAALGT OV GTOYEVEL Vol
TOPOVCIACEL T {NTAUATA TOL TPOKLITOVY O TV epyacia otig [IAB.

3. ME [IOIO TPOIIO GA XYMMETEXQ XTHN EPEYNA; TI ®GA MOY
ZHTHOEI NA KANQ;

Edv ovpopoveite va ocvppetdoyete oe avty v €pevva, Ba cog {nmbel va
vroypayete 1 OMAworn Evruepng Zvvaiveong mov akoiovBeil. Edv cvppetéyete
oTNV £PELVA LLE ATOMIKT 1) OHOOIKY] GVVEVTELEN (Opdda eotiacévng culntnong) Oa
OTOVTIOETE € EpMOTNATO TOV O Gag BEcovv o1 epevvnTéC/TPLeC Yoo TNV eumepia
Kot ™ yvoun cog yw v gpyacia otig [HAB. Avapéveror mwg m ovifjtnon-
ouvévtevén Ba £xel péylot dapkela mepimov 1-1,5 dpa ko pmopel vo de&orydel oe
x®po mov Ba emréEetl o/n cvveviev&laldpevog/m. H emrioyn tov cvppeteydviov Ba
yivel émeta amd cuvepyacio pe TPOCOMTO KAEWE Tov Yvmpilovpe Kot EUTAEKOVTOL
o115 [TAB kot 6t cuvéyeta péoom g pebddov g yovootiBdoag Ba dtapopembel o
KOUKAOG OA®V TWV GUUUETEYOVIMV.

Page | 42

. Funded by th
Greece 2 HERI

NATIONAL RECOVERY AND RESILIENCE PLAN NextGenerationEU Research & Innovation




creative

Jd LABOUR | LaPreSc ouprecrty

ITANEITIETHMIO KPHTHE
UNIVERSITY OF CRETI

4. TIOI0OX Q®EAETTAI AITO THN EPEYNA; 'H EXQ KAIIOIO O®EAOX
AITIO THXYMMETOXH MOY XTHN EPEYNA;

Agv VTLApPYOLV AUEGH OQEAT Y10 TOVG GUUUETEXOVTEG GE VTNV TNV £pguva. QoT1dG0,
1 ovuPoin cag eivar onpoavtikny 610tL amd ta dedopéve mov Ba cuAleyBolv kot Ba
availvBoov Bo mpokbhyovv TANPoPopiec Ol omoieg oTOXO £YOoLV VO TOPAYOLV
TEKUNPLOUEVEG GUGTAGELG TOALTIKNG Y10 T PEATIOON TOV EPYUCIOKAOV GYEGEMV KOl
TNV OVTETOTION TNG EMOPAAELNG Kol TOL amokAEIoov otig [TAB.

5. YHHAPXOYN KINAYNOI (H KOXTOZXZ/ENNIBAPYNXH) AIIO TH
XYMMETOXH MOY XTHN EPEYNA;

H ovppetoym cag oty £pevva dev cuverdyetal KAmolo KOGTog 1 EMPapvuvon yio oag
(exkt0g fowg oamd 1O KOOTOG TNG METOKIVNONG GOG TPOS TOV TOMO  1TNG
oLVAVTNONG/IEEAYMYNG TNG GUVEVTELENG GE TEPIMTMOOT GUUUETOYNG GTNV TOLOTIKN
£PELVA TOV OTOUIKAOV 1 OLLOOIKMV GLVEVTEVEEMV) Kol TO pOvo Tov Ba drabéceTe yia
TN GLUUETOYN GOG GE QVTN.

6. YIIOXPEOYMAI NA XYMMETAXXQ;

H ovppetoyn cog oty épgvva givor amordtog eBehovtiky). Mropeite va apvnOeite
va cvppetdoyete yopic kapio ortoddynon 1 dwaoAoyio. Av duwg deyteite va
GUUUETACYETE OOG TAPAKOAOVUE VO, SIPACETE TPOGEKTIKA TO £VIVTO TOV £XETE GTAL
YEPLLL GOG, VO TO KPOTINGETE KOl VO VITOYPAWYETE TO EVTLTO GLVAIVESNG. AKOUN KO
a@oL deyteite va cuppeTdoyete unopeite va aAldEete yvoun avd oo oTiyun Kot
VO OTOYMPNOETE Ao TNV £pELVA YOPIG Kapio ottioAdynon 1 dukatoroyia kot ywpig
Kopio CUVETEW YL GOG. X€ OUTN TNV TEPImTOON umopeite vo {nmmoete va
Sy papovv Ta dedopéva ko ot TANpoeopies mov £xovv cvAleyBel yia cag. To aitnua
Y Slypopn TV TANPOPOPLAOV TTOV HaG d0ncate pmopel va ikavorombel péca oe
owwomuo 15 nmuepov amd v muépa mov Bo  Oweloybel mn  Eépevva
(ovvévtevén/eBvoypapia). Xmv mepintwon mov embupeite va daypoagpodv Ta
TPOCHOTIKA Gag dedopéva 1 ot TANPoPopieg OV CLAAEEANE EVIOC TOV TOPATAV®D
YPOVIKOV S1CTHLOTOG UTopEiTe va emkotvovioete pe v Emoetpovikd YrehOovn
tov Epevvntwcot Ilpoypdaupotos Avaminpotpie Kabnyntpro tovg Tunqpotog
Kowamvioroyiag oto [Mavemomuo Kpnmge Xpiotiva Kapaxioviden (6978 096514,
28310-77479, karakichr@uoc.gr).

7. 11QYX OA ATAOYAAXOEI H IAIQTIKOTHTA MOY;;

210 mAaiclo NG £pevvag otny omoia KaAeiote va AdPete pépog Ba cvykevipwbodv
o MOPOKAT® OedoUEVE. TOL  QPOPOVY TO TPOGOTO GOG: OVOUQ, OTOU(Eld
emkowvoviag, TAépmvo, e-mail. [IpécPacn ota dedopéva avtd Ba Exovv povo ot
EPELVNTEG TTOL GUUUETEXOLV GTO TTPOYpappa. Ta dedopéva avtd eivar amapaitnto
TPOKEUEVOL Vo YVOPILOLHE TNV TOVTOTNTO TOL GUUUETEXOVTIO KOL VO, £YOVLE
npdcPacn oy emwkovavior pall tov kot dev Ba a&lomomBovv yuo kavéva AL
oKOomO, o€ Kapio dnuocicvon/tapovsiocn 1 o€ Kavéva GALO Eyypapo Kol ovopopd
mov Oo mopoybel katd TN OlPKEW TOV TPOYPAUUATOS. AV GUUUETEXETE e
oLVEVTELEN 01 TANPOEOpieg ToL Oa Log 0dceTe Ba Kataypapovy og apyeia nyov. Av
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ovppeTéyete oy eBvoypagikn €pguva ot TANpoeopisc/mapatnpnoel;  Oa
KOTOYPOQOUV HE TN HOPON XEPOYPUP®V onueimceny. Ot mAnpoeopies avtég Ha
a&lomomBbovv Yl T GLYYPAPT EMGTNHOVIKOV KEWWEVWV/ GUGTAGE®V TOAITIKNG Kot
Y10l GUUETOYN OE TOPOVGLAGELS/ GLVEIPLA. XE OTOLAONTOTE LOPPY| TAPOLGIOOTG TWV
amotelecpudTmv oev Ba yivel pnt avoeopd oto dvoua Kot o€ GALo otoryeion TOV
UTopoHV VO, TOPATELYOLY GTNV TOVTOTNTA GOG. AVOALTIKOTEPU OAEG O1 TANPOPOPiES
7ov o TpoKVYoLV Ba TAPAUEIVOVY YEVI®VVUOTOMUEVEG GCOUPOVO LLE TNV KEILEVN
Ebvum ko Evponaikn Nopobeoia, oyeTikd e TV THPNOT TOL OTOppiTon, MCTE VO,
unv xkobiotatol Suvatn 1 TAVTONOiNcN 60G. X avTd TO TANIGL0 OAo T GTOLYXElD TOL
OToi0l LITOPOVV OUECMG N EUUEGMG VAL SNADGOLY KO VO, ATTOKAADYOLY TNV TOVTOTNTA
cog Oa avtikatactafobv pe GAAo eovtacTikd. Metd v yevdwvovpomoinon ta
apyKd petdypago Bo KataoTpa@ohV HE TPOTO UN OVUSTPEYILO (KATOCTPOPENS
eYyphowv). Ze kdbe mepintwon ndvimg, 0o cag (nmbei n pnti cvvaiveon cog yio
TOV TPOTO JLYEIPIONG TOV TPOCSHOTIKMV JEGOUEVOV GG KOl TOV TATNPOPOPIDV TOL
Oo dwoete.

2V TEPINTOON TOV GLUUETEYETE GE OLAdES £6TIOGUEVNG cuintnong (focus group)
N o€ gbvoypapikn emtémia Epevva pall pe GAlo dropa, To HEAN TG EPEVVITIKNG
opnddag decpebovtal 4Tt Bo TNPNGOLV TNV EUTIGTELTIKOTNTA OA®V TOV TANPOPOPLOV
ov Bo. cuALeXBoUV. Av kot Bo (nTHcoLUE OO TOVG CUUUETEYOVTEG OTNV OUAOIKH
avvévtevén/eBvoypagikn Epevvo vo, UMV amoKaAOWYouv TANpoopiec mov Ba EpBovv
0€ YVMGON TOVG GTO TANIGLO TNG EPELVOC OEV UIOpoVUE Vo eyyunbovpe Ty thpnon
Mg epmotevTikodTTOG 0d 6Ahovg. Tlpokeévon dpmg va dacearicovpe KOTd TO
duvatoéV TNV TAPNON NG EUMICTEVTIKOTNTOG €K HEPOVS OA®V GOG KOAOLUE VO
deopevteite a) 0Tt dev Ba amokaAdyeTe TANPOPOPieg TOL NPBavV GE YVdDON GOG GTO
TAOIGI0  TNG OLYKEKPWEVNG £€pevvog ) axkoOun ki oV  KOWOTOMGETE M
YPNOCOTOMGCETE TTANPOPOpieg mov MNpBav o YvAOON G0G OTO TANICLO TNG
GLYKEKPIUEVNG Epevvog dev Ba avapépete oOte T0 Ovopa ovte dALa oTotyeia TNg
TAVTOTNTOG TOV GAL®V TPOCAOTMOV TOV GULUUETEYOV oTnV épevva Kot y) dev Ba
avapEPETe OTL AAPate AVTEG TIC TANPOPOPIEG KATA TH GUUUETOYN GO CTNV €V AOY®
épevval.

2NV TEPINTOGCT TOL GUUUETEXETE GE OTOUIKT 1] OLAOIKT GUVEVTEVEN 1| emelepyacio
(amopayvnToQdvnon) TV cuvevteEemy (v omoia Oa avaAdfovy amokAEIGTIKA Ot
EPELVNTEG TOL GLUUETEYOVV ©TO TPOYypoupae) Oa oelaybel oe mMiextpovikod
VTOAOY1GTN oV dev Ba eivan cuvoederéVOg oto dadikTvo. Ta apyeia (puowd Kot
NAeKTpOVIKA) TTOL TTEPIAAUPAVOLY TOL Oedopéva Bal GLAGGGOVTOL GTO YPOPELD TNG
EMOTNUOVIKA LTELOLYNG TOV TPOYPAULATOS. TVYKEKPLUEVA, TOL NAEKTPOVIKE apyeia
Ba uAayBovv ce 181K aalpodevn cuckevn (usb stick) n omoia Ba TposTaTEvETOAL
pe Kodko tpocPaocng. Omoloconmote VTOAOYIOTHG PIAoEevel Té€Town apyeia Ba Exel
eniong mpootacio pe kwdkd mpdsPacng Yo va eUmodicel v TpoOSPacn amd un
eEovorodotnuévoug ypnotes. Ta uowa apyeion Bo uiaybodv oe KAEW®PEVO
oLPTAPL TOVL YpoEeiov NG emoTnUoOViKd vevbuvne. Awaiopa TpdsPacng ota
ogdopéva Eyouv udévo to LEAN TG opdoag €pyov. Metd tnv OAOKANP®ON TOL
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€PELINTIKOD £PYOV (TOV EAEYYO TOL KOl YioL XPOVO UEXPL S £€T1) TO EPELINTIKO VAIKO
Ba kotaoTpagel pe un ovasTpEYILO TPOTO (LOVIUN d1oy PPt NAEKTPOVIKGV apyeimv
KOl KOTAGTPOPENG EVIVTOV YLl PUGIKA apyEiat).

Ta dedopéva kot ot TANpopopieg mov Bo GLAAEXBOVV amd TN GLUUETOYN GO OTNV
épevva umopel vo ypnotpomotnfovv 61o HEAAOV GE TOPOLOL EPEVVO TTOV OPOPEL TIG
[TAB. AmoteAécpota  eMOUEVOV — EVOEYOUEVOV — EPELVOV — TPOKELTOL VO
YPNOWOTOMOOVV GE EMGTNUOVIKEC ONUOCIEVGELS, OVOKOIWWNDGCES CE GLVESPL,
ocvyypaon apBpov/Bifriov. Ta amoteléouato 0o TAPOLGLONGTOVV GE GULVOTTIKN
HOPPT Kol TO OVOLLOL 1] 1] TOVTOTNTA GOg 0V B UTopovV VoL TPOGIOPIGTOVY GE KapLiol
dnpoacigvon, GuVESPLOKN OVAKOTVOOT).

8. I1OI10X XPHMATOAOTEI THN EPEYNA

To epevvntikd €pyo viomoieitoan oto mAaicio tng dpdong «Evioyvon Bacwng kot
Epoppoouévne ‘Epevvagy tov EBvikod Zyediov Avakapyng kot AvBektikdtnrag « EALGSa
2.0», pe ™ ypnuotodotnon ¢ Evpomaikig Evoong — NextGenerationEU (®opéag
Yhionoinong: EA.IA.E.K. - ApiBudc'Epyov 16313).

9.1IOIOX EXEI EI'KPINEI AYTH THN EPEYNA;

H épevva gvekpibn amod v Enttpor) HOum ¢ kot Agovtoloyiag tov Iavemotuiov Kprtng
(EHAE) pe apBpuoé Ipwtokoirov Eyikpiong 106/01.09.2023 kon 148/11.12.2023

10. ME IIOION MIIOPQ NA EINIKOINQNHXQ T'ITA IIEPIXXOTEPEX
IHAHPO®OPIEX I'TA THN EPEYNA

[Ma TeprocoTEPEG TANPOPOPIEG GYETIKA LE TNV EPELVO UTOPEITE VO ETIKOIVOVIGETE
pe v Emompuovikd YrebOvvn tov [lpoypdppatog Avarinpotpioe Kabnyntpo
toug Tunuatoc Kowvavioroyiog oto Iavemotuio Kprtneg Xpiotiva Kapakiovdden
(6978 096514, 28310-77479, karakichr@uoc.gr).

11. IIOY MITIOPQ NA YIHOBAAQ ITAPATIONA 'H KATAITEAIEX;

[Mo omowdnmote mapdmova 1 KotayyeAieg oxetikd pe ™ de&oymyn g Epevvag
umopeite va. mpooeuyete otnv  Emupon HOwmMg wor  Aegovroloyiog Tov
[Mavemotpuiov Kpfng ehde@uoc.gr ' onowadnmote kotoyyeho GYETIKA He TN
olyeipion TV TPOCOTIKOV oG dedouévav umopeite vo amevBoveste otnv
Yrevbvvn Emelepyasiog Ilpocomikdv Agdopéveov tov IMavemotmuiov Kprtng
(dpo@uoc.gr) xor oe kdBe mepimtwon omv Apyn Ilpoctaciag Aegdopévev
[Ipocomikov Xapaktpa (complaints@dpa.gr)
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B. Informed consent form for qualitative research participants (approved
by Ethics Committee)

Epeovntikn Opado:
Xpwrtive  Kopaxkiwovraen Avominpotpio  Kobnyqrpue  Tupapoatog Kowwviodoyiog
Iavemompiov Kpnng, Emotpovikd YrebBovvn Epyov

Baoiing Avdikog Avominpotg Kabnynme Tunpatog Owovopkng wor Ilepipepeiaxng
Avantvéng avreiov [Havemotov Kowvovikev kot [omtikov Emotpuov

Aomnacio.  Ogodociov  Avarminpotpie  Koabnymrpu  Tufquotog Movowdv — Xmovdmv
IMovemompiov loavvivov

Mép0a Myaniidov Exniovpn Kabnyntpia Tuqpotog Emkowaviag, Méowv kat [ToAtiopon
IMoavteiov [Tavemompiov Kowwvikov kar [ToMtikdv Emotpov

AAé€avopog Mmartling Avominpotig Kabnyntmg Tuquotog Anpocioypagiog kot MME
Apiototereiov [avemortnpiov Osccorovikng

Iodavvng Terovidxkng Avaminpmtig Kabnyntig Zxoing Iotopiog, AvOpwmoroyiag, Prhocopiog
wat [Toltwkng [avemotpiov Queen’s Belfast

Adoapavtia-Avtiyovny Homayempyiov Metadidoktopikn epguvitpio Tunpotog OwovoriKng
kot [Tepipeperaxng Avamtvéng [aveiov [Movemotipiov Kowvovikdv kot IoMtikov Ememuav

Xapoviro Kokkivov Yroynela Awddktop Tuipatoc Kowvmvioloyioag [oavemompiov Kprtng

Havayiota (IIéve) Memrayempyomoviov Yroynoo Awdktop Tunpotog Emkowvovicg kot
MME EBvikov ka1 Kamodiorprakov [Toavemotpiov AOnvav

I'eopywoc-Kovotavrivog Xopog Ymoyneog Awdktop Tupapatog  Kowwvioioyiog
TTovemompuiov Kprtng

Aypréag TInhovong Ymoynelog Awdktowp Tunuoatog Anpocioypagiag ot MME
Apiototedeiov [Tovemotiov ®eccaiovikng

Awarovyog: TTavemomuo Kping, Tunuo Kowvaevioloyiog

Hopokaiodpe CUPUTANPOOTE TO GVTICTOLYO TETPAYOVIOLD YO VO ONAOGETE
ovvaiveon).

‘Exo Swfacel kor €@ Katavoncel 10 mEPLEOHEVO Tov Evidmov | naAp ox1
TAnpopopnong
Mov 36nke apketdg ypdvog v vo amogocicw av Bého va | NAT oXI

GUUUETEY® GE QLTI TNV £PEVLVA

‘Exo AdBer wavomomtikég eEmynoels ywr 1 Swopgipion oV | NAT oXI
TPOCOTIKAOV LoV dEO0UEVOV
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Katodafoaive 6Tt n coppetoyn pov etvor eBehoviikny Kot Hmopd vo
ATOYMPNC® OTOONTOTE OTIYUN YWPIS va dDom eEnynoels kat yopig
Kapio cuvémeio

NAI

OXI

Sopueavad vo Nxoypaendel n cuvévievén oty onoia Bo CLUUETACY®
(Yo cuppETOYN GE OTOUIKT 1] OHOBIKT) GUVEVTEVEN)

NAI

OXI

Katavom 611 av anoyopioo and v épevva ta dedopéva pov Ha
KOTaoTpaQovv

NAI

OXI

Katavom 611 pmopd va {ntiom vo KOTaoTPapovV T TPOSOTIKA LoV
dedopéva avd mhon otrypn

NAI

OXI

Koatavod 61t pmopd va (oo  vo  KATAOTPOQEOVY Ol
TAnpogopiec/dedopéva. oL  CLAAEYONKOV  ©6T0  TAOICO0 NG
GLVEVTELENG ) €BVOYPOQIKNG Epevvag oTnV omoio GLpUETEL O péypt 15
nuépeg petd m dieloywyn g

NAI

OXI

I'vopilo [ TowV PTopd Vo ETKOVOVICH oV ETBVUGO TEPIOCOTEPES
TANPOPOPIES YO TNV £pELVA

NAI

OXI

I'vopilo o mowov propd vo anevfuvim yio mapdmova 1 Kotayyelieg

NAI

OXI

I'vopilo o€ ooV pnopd va arnevHuvOd yio v, AcKHG® To SIKOIOUATE
Hov

NAI

OXI

pX nepinToon GUUUETOYNG o€ opada ECTIOGUEVNC
ov{tnong/ebvoypaiky épevva decpedopatl 0Tt dgv Bo. amokaAdY®
mAnpogopieg mov Mphav ot YyvdOON HOL GTO TANIGO TG
GUYKEKPILEVNC €pELVOG

NAI

OXI

PN mePInTOON GULLLETOYNG o€ opada E0TINOUEVNC
ovlntnong/ebvoypagiky épevva  deopedopol OTL aKOUn KL v
KOWOTOIMOo® 1 ¥PNGOTOC® TANPOPOpieg Tov pbav 6g yvdon Hov
6T0 TAQIGLO TNG GLYKEKPUEVNG Epeuvag dOev Ba avapépm ovTe TO
ovopa oOTe GALG oTOLYElN TG TAVTOTNTOG TOV GAADY TPOCHTMY TOV
GUUUETEL OV OTNV €pEvVal

NAI

OXI

Soueeve va omokolv@bel 1 Oecpikn pov WoTnTa Kot va,
XPNOLOTOUOEL Y10 ATOKAEIOTIKA EMGTNUOVIKOVS GKOTOVS OTMG:
ONUOGIEVCELS, AVOKOIWVMGELG GE CLVESPLXL, LEAALOVTIKEG EPEVVEG KOK

NAI

OXI

Ovopoten@vopo Xoppetéyovrog:

Ynoypoon Hpepounvia

Ovopoarenodvopo Epgovnmi/tprog:
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Annex II: INTERVIEW GUIDE I-WORKERS

THEMATIC

AXES INTERVIEW TOPICS
Biographical | Biographical | e age
background data e parents’ occupation/education level
e cthnic origin
e marital status
e place of origin/residence
Studies Studies in the profession
e formal education/apprenticeship
e informal education/apprenticeship (non-accredited
education)
e learning by practice/self-learning
Other studies
Motivation to | @ response to a "calling"
Employment/ | enter the e internal need for self-expression, etc.
occupation profession e professional prestige/reputation
labour e other circumstances
market Professional e Main professional activity
o

status-identity

Secondary occupational activity/other occupational
activities (degree of multi-employment/employment
mismatching)

e How does the employment structure affect the work-
life balance and career potential in the cultural and
creative industries?

e In the case of multi-employment: how do they
perceive their professional identity (self-definition)?

e  What criteria do they use to define professionalism in
their occupation?

e How do they perceive what it means to be a good

professional (what skills, characteristics, etc. does this

imply and how these have changed during time)?

Work e Description of work experience: Milestones on the
biography work path
Job research e Ways/mechanisms of job-finding: main channels
strategies (formal/unofficial

o on the basis of a CV

o based on social networking

e Impact of gender/residence place on job finding

Quality of e Forms of employment (seasonal employee/self-
employment/ employment)
working e Terms and conditions of employment: working hours,
conditions pays (and how they are determined), insurance,

Greece 2
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individual/collective employment contracts,
undeclared work, rehearsals, etc.

Working environment: relations with employer,
relations with colleagues, general behaviour in the
workplace

Pace/intensity of work
Multi-employment/employment mismatching
Income/living

Legislative changes and their impact on working
conditions (retreat of collective agreements, non-
recognition of degrees beyond higher education, etc.)
Other problems in the sector (highly fragmented/
heterogeneous/ weak collective protection, etc.)
Feeling of security/ insecurity and its impact on life
planning/ expectations for the future (professional and
other), etc.

Possible compensation for difficult working
conditions by gaining recognition/social prestige
Impact of the economic crisis on working conditions

Other work-
related issues

Problems related to the place of residence
Problems related to age
Digitalisation/platformisation
Gender-related issues

Strategies

Individual

Accessibility to economic/social capital (support from
family, availability of other non-work income,
strengthening of social capital through continuous
networking etc.)

Investment in learning/skills acquisition?

Leaving the profession and reorientation?
Turning to self-employment?

(New/other) business activity?

Search for funding?

Geographical relocations based on professional
opportunities

Hesitancy to starting a family due to inability to
support it

Collective

Creation/ participation in cooperative schemes, social
economy enterprises, civil non-profit companies etc.
Networking in the sector to gain professional
recognition
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Trade Engagement e More general attitude towards unions/traditional trade
unionism/ with trade unionism
collective unionism e Attitude towards grassroots representation/collectives
action e Joining/or not a union or collective (reasons)
e Active/or non-active membership
e Did they address the union? (complaints, ect.)
e Participation/or not in mobilisations (Reasons)
e Whether the nature of the work
(heterogeneity/expectation of individual recognition
and promotion/competition) has a negative impact on
trade union/ collective activation and action
Pandemic/ Direct effects | @ Wider implications for CCls/performing arts workers
Covid 19 on e In what working condition did the pandemic find
employment/in them?
come e What was the impact of the lockdown in terms of job/

income losses?

e Did they receive allowance/benefits? If not, why?
Transformatio | e Digitilisation/platformisation
ns in the e Impact of new technologies during/after the pandemic
organisation e Evaluation of digitilisation (facilitation of work-
of work communication/ labour intensification/ alteration of
artistic product)
Collective e Were they more active within unions?
action e Participation in mobilisations during the pandemic
period
e Role of trade unions in their sector
e Evaluation of Support Art Workers
Policy e Evaluation of state policy for CCls/performing arts
workers
Post- e Return to "normality"? In what terms?
pandemic e What has changed in working conditions since the
working pandemic?
conditions e How do they perceive their post-covid working
conditions?
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Annex III: INTERVIEW GUIDE II-UNION REPRESENTATIVES

A. UNION DATA

Union name

Type of union Primary-level

Federation

Sector/Occupation

Year of establishment

B. INFORMANT

Age

Educational level

Occupation/ employment status

Position in the union (Board)

Responsibilities in the union

Years of trade union involvement

Reasons/ motives for union involvement

C. THEMATIC AXES
General description of the union:

Union organisation (composition of the Board, sectors, sections, local branches, etc.)
Areas of action-intervention

Specific institutional provisions/legislative framework/ collective labour agreements
Possible changes in the statutes/organisation

Change in the possibility of collective protection following institutional changes

(collective agreements before and after 2012/ experience of participation in mediation and
arbitration procedures through OMED)

Main labour problems in the sector

- Brief description

Members

Membership requirements

Number of members and degree of coverage of workers in the sector(s) represented
Satisfaction with the number of members (decrease/increase)

Recruitment strategies

Membership activation (are members active or passive/ what does the union do to

activate members/ What strategies does the union adopt, if any?)

To what expend do the diverse “labour” regimes of performing arts workers affect

union representation?
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- Conditions for membership for primary-level unions (in the case of a federation)

Power, legitimacy, recognition, effectiveness etc.

- How strong/effective is the union?

- Resources: financial/ material (space/ infrastructure/ digital tools) and human

- In case of lack of resources: To what extent does their lack affect a) the sustainability
of the union and b) its capacity for collective action and claim?

- Is it (is it not) sufficiently recognised as a representative interlocutor by
employers/State?

- Possible changes in the possibility of social dialogue/collective bargaining following
changes in the institutional framework

- Effectiveness of collective agreements in terms of the extent of workers'
coverage/collective protection

- Employers' collective representation and issues related to consultation/negotiation with
employer representatives

Trade union strategies/union action

- What strategies does the union follow in order to be more effective? Have these
strategies changed over time?

- What are the main mobilisation mechanisms (lobbying, protests, strikes, etc.)?

- Cooperation with other unions (primary-level/federations)?

- Position towards grassroots initiatives (do they reinforce the power of the workers in
the sector or lead to fragmentation)?

- Strategies on critical issues/problems of the sector/CCIs? (e.g. precariousness,
unemployment, uninsured work, wages, collective agreements, professional recognition)

- Impact of the economic crisis on union strength/ways of action/strategies

- Impact of the pandemic crisis on unions

Has union power strengthened/weakened?

Did recognition/legitimacy by members increase/decrease?

Did the number of members increase?

Did members become more active?

New problems- new demands/claims

New forms of action (e.g. online action, greater use of ICT, radicalisation of action)
(+ what is their view of these forms of action)

o New ways of articulating demands

O O O O O O

- Position towards government policies
o Advantages-disadvantages (problems) of the Register for Artists created during the
pandemic and the Register of Employed in CCls that is being established
o Problems of the Presidential Decree 85/2022 on the artists professional
rights/education
o What do they think about the announced University of Performing Arts
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o What is their general position on policies in the field of arts education
- Obstacles and challenges of institutional (re) regulation during the post-pandemic period
- Union efforts to depict the diverse “labour” regimes
- Union efforts to (re)regulate working conditions through collective labour
agreements and mechanisms to ensure decent working conditions.
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Annex IV: INDIVIDUAL INTERVIEWS- WORKERS

Actors/ Actresses

Hellenic Foundation for

Place of Interview (in- Duration
e e residence person/ onli(ne) (minutes)
1 Vasilis 35 M Athens online 80
2 Nikitas 48 M Athens online 59
3 Nadia 36 F Athens online 76
4 Miltos (A) 37 M Athens in-person 86
5 Martha 50 F Athens in-person 184
6 Erato 38 F Athens in-person 87
7 Vlasis 47 M Athens in-person 67
8 Rena 33 F Athens in-person 87
9 Nikos 45 M Regional city in-person 08
10 Anna 56 F Regional city in-person 117
11 | Gerasimos 45 M Athens online 43
12 | Miltes (B) 37 M Athens online 64
13 Agoelos 52 M Athens online 74
Musicians/ Singers
oy | Aoe | Senie Pl.‘flCE of Interview gi.n- Du.rat ion
residence person/online) (minutes)
1 Lefteris 54 M Regional city online 93
2 Harris 60+ M Athens online 80
3 Anastasia 37 F Athens in-person 60
4 Dinos 40 M Athens online 96
5 Dina 34 F Regional city online 95
6 Stathis 60+ M Regional city online 61
7 Hara 35 F Regional city online 106
8 | Alexandra 36 F Athens online 47
9 | Apostolos 65 M Athens online 103
Dancers
Place of Interview (in- Duration
Pseudonym | Age | Gender residence person/ onlgne) (minutes)
1 Efthymis 35 M Athens in-person 49
2 Pinelopi 45 F Athens in-person 62
3 Eleni 34 F Athens in-person 67
4 Gogo 47 F Regional city in-person 215
5 Alexandros 38 M Athens in-person 29
6 Clairi 38 F Athens online 32
7 Mania 32 F Athens online 80
8 Yannis 48 M Regional city in-person 71
9 Mirsini 40 F Athens online 120
10 Kaiti 59 F Athens online 78
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. Place of Interview (in- Duration
It e b | e residence person/online) (minutes)
1 Natalia Stage Designer 38 F Athens in-person 66
2 Xeni Stage/ Costume |5 A Regional online 61
Designer city
3 Victoras Thea.tr.e 36 M Athens online 41
Technician
4 Aris Thea.tr.e 47 M Athens online 33
Technician
5 Dimitra Lighting Designer 40 F Athens in-person 148
Assistant
. Director/ .
6 Alkisti . 37 F Athens in-person 63
Production
Organisation
Director/ Regional .
7 Elly Theatrologist 37 F city in-person 136
Stage Designer/ .
8 Sarah Visual Artis 37 F Athens online 45
9 Eugenia Stage / Costume 33 F Athens online 50
Designer
10 Zoe Director 50 F Refilt(;nal online 92
1 Lena Prodgct@n 53 F Athens online 60
Organisation
Film/Television 58 Athens online 70
12 Periklis Technician/Sound M
Engineer
Cinema/Televisio 57 Athens online 136
. n
1 Dimos Technician/Direct M
or of Photography
Theatre and Live 28 Athens online 54
. Events
& Haris Technician/Sound M
Engineer
Live Events/ 32 Athens online 62
. Sound and
15 Chloi Lighting F
Technician
16 | Christoforos Live Even_ts_/ Stage 38 M Athens in-person 63
Technician
17 Rafail Live 'Events/ 46 M Athens in-person 70
Rigger
18 Stratos Stage Technician 57 M Athens in-person 136
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Annex V: INDIVIDUAL INTERVIEWS-UNION
REPRESENTATIVES
Type @ Interview .
. . union . Duratio
Union name Union name (primary- Sector Union position (in- n/in
(in English) (in Greek) primary P person/ .
level/ wilkng) minutes
federation)
Panhellenic HO@A/,
. Tovednvia
Federation of , . Inter- . .
1 . Opoomovdia federation President in-person 98
Audiovisual . sectoral
Bgdpatoc Kot
Sector .
Axpodipatog
Panhellenic HO@A/,
. Hovednqvia
Federation of . . Inter- General .
2 L Opoomovdia federation in-person 54
Audiovisual . sectoral Secretary
Oedquotog Kot
Sector .
Axpodipatog
Hellenic YEH/ Zopoteio primary . Member of the .
. Actors’ Union | EAMvev HOomowhv level Acting Board 1n-person 7
Panhellenic TIMZ/ IToveAAviog rima General
4 | Musician Movockdg plevefy Music Seereta online 62
Union ZOAAOYOG Y
Singers’ ETE/’Evaoon cima
5 | Union of Tpayovdiotdv plevefy Singing President online 94
Greece EA\Gdag
Greek Opera EAHE/, Evoon .
. , Avpicav primary L General .
6 | Singers , Singing online 118
; IIpotayovictodv level Secretary
Union g
EMddag
, YEXQXO/
Dancers Zopoteio rima
7 | Union of K . p y Dancing President online 120
G Epyolopévav oto level
reece , ,
Xmpo tov Xopoh
Dance ZQKAXO/ rima
8 | Teachers’ Zopoteio plevelry Dancing President online 57
Union Koafnyntov Xopov
Union of ‘Evoon
Performing Enayyelpotiov
9 Arts TUVIEAEOTOV primary Backstage President online 65
Practitioners - | Iapoaotatikodv level Creators Vice-president
Beneath the Teyvov «Katm omd
Stage/ ™ ZKnvip
G?eek s EEZ,/ Etopeio primary Backstage Member of the .
10 | Directors Exvov online 69
. , level Creators Board
Guild Yxnvobethv
Greek EEX/Etoipeia cima Backstage
11 | Directors’ EAvov p Y & President in-person 54
. , level Creators
Guild Yxnvobetdv
. EXA/’Evoon
Dlrectorf Yxnvobetcdv primary Backstage Member of the .
12 | Creators , in-person 95
. Anpovpyav level Creators Board
Union ,
ORTIKOOKOVOTIKMV
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Texvov
Greek ENEM/’Eveon .
13 | Dubbing EAMvov primary Acting Member of the online 76
. . level Board
Union Metayhotrictdv
Panhellenic ,
Association of Havskknwo .
Shadow Zopoteio Ocdrpov primary . . .
14 Zxpv/ [Toveliqvio Acting President in-person 48
Puppetry/ S ool level
Greek Union K ,
of Magicians Tayvdaxtorlovpydv
Greek Theatre | XETO/ Zopateio primary Technicians
15 | Technicians’ ExMvov Teyvikov level President in-person 25
Union/ ®¢edtpov
Greek Union ETEKT-OT/ primary Technicians
of Film ‘Evoon Teyvikav level
Television EAnvicod , . .
16 and Kuwnuotoypdgov President online 69
Audiovisual | <& TnAeépaong
Technicians ORTIKOOKOVGTIKOD
Touéa
. ETEKT-OT/ primary Technicians
OGfr eFeiichnlon ‘Evoon Teyvikav level
Television EAnvucod . General .
17 Kuwnpatoypdeov online 49
and . Secretary
Audiovisual | < TnAeépaong
Technicians OnTIKO0KOVGTIKOD
Touéa
Live XTAZOE/ primary Technicians
Audiovisual Xopoteio Texyvikav level
Amoacyolovpévav General .
18 | Events . online 136
Technicians’ 0€ Z®VTavEG Secretary
Union ORTIKOOKOVOTIKEG
ExdnAdoeig
North Greece EKBE/Evoon . primary Backstage . .
19 . . Kuwnuatoypagioto level President online 47
Film Union/ . . Creators
v Bopeiag EALGSag
Greek
National YEEQ/ Xoporeio cima General
20 | Theatre Epyolopévav p Y Technicians in-person 62
R , , level Secretary
Employees EBvikoh @edtpov
Union
Panhellenic IIEAQMOYZY/ online
Association of | ITavedinviog
Conservatorie | X0Aloyog primary . .
A s and Music Amogoitov Qdsiov level Music President 7
Schools’ Kot Moveikdv
Graduates oAV
g‘;l’}gzlffmc MEAAHX/TaverA online
22 | Traditional v EY(D(m primary Dance President 62
Aackdaiov
Dance , , level
Teachers Anpotikod Xopov
23 Greek Union ZENADY Zm’uarao primary Performing President online 90
of EnayyeApotidv level
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Annex VI: FOCUS GROUPS PARTICIPANTS

Topic/ Thematic Area

Participants

(in-person/
online)

Duration

Coordinators .
(minutes)

Northern Greece
Musicians’ Union

Union Board (6 members)

in-person

Aspasia

Theodosiou 12

Collective bargaining
and Collective Labour
Agreements in the
Performing Arts
sectors

Panhellenic Federation of
Audiovisual Sector
representative (IIOGA)
Hellenic Actors’ Union
representative (ZEH)
Dancers’ Union of Greece
representative (XEXQXO)
Lawyer, university professor,
specialising in collective
bargaining

online

Christina
Karakioulafi
117

Chara
Kokkinou

Working in the field
of performing arts and
the role of arts
education in Greece

Two representatives of the
Hellenic Actors’ Union (XEH)
Union of Performing Arts
Practitioners - Beneath the
Stage representative («Kdtm
oo T ZKNVI»)

Researcher of INE-GSEE
Labour Institute

Assistant Professor of theater
studies, actor and director of a
theatre group and Festival
University lecturer, composer,
performer and sound artist
Assistant Professor Department
of Music Studies

online

Christina
Karakioulafi
120

Antigoni
Papageorgiou

Protection of
Intellectual Property
and Neighbouring
Rights in the
Performing Arts
sectors

Representative of Greek
Musicians' Royalties
Collection Society for
Neighbouring Rights/ Musician
Legal Adviser, Civil Non-
Profit Organisation for the
Collective Management and
Collection of Neighboring
Rights of Producers, Singers
and Musicians GEA

Music Composer, Arranger,
Producer

Representative of the
Collective Management of
Singers' Neighbouring Rights
ERATO, music composer,
singer

Lawyer/actress, former
member of Hellenic Actors’
Union (XEH)

Greek Dubbing Union
representative (ENEM)

online

Aspasia
Theodosiou
. 140

Toannis
Tsioulakis
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e  Two representatives of the
Hellenic Actors’ Union (XEH)
e  Union of Performing Arts

Evaluation and Practitioners - Beneath the Alexandros
. . . Baltzis
improvement of the Stage representative («Kdtw online 120
pilot questionnaire for oo T ZKNVI») .
L. L Achilleas
the quantitative survey |®  Northern Greece Musicians Piliousis

Union representative (SMVE)
e  Dance Teachers’ Union
(ZQKAXO)
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Annex VII: FOCUS GROUPS INVITATIONS

Focus Group A: Xvihloyoc Movowkav Bopegiov EAlddoc (EMBE). H
KoAMTeVIKT gpyacio o€ petdfacn: Movoikoi, EMGQIAELN KOl VEES HOPPES
0pYAavOOG

H «deom)» o {oong culntnon (focus group) pe pPEAN Kol EKTPOGMITOVES TOL ZVLAAOYOL
Movoikav Bopetog EALGdag (EMBE) éxel og otdy0 vo avadeitel Tic epmelpieg, oTpoTnyikeég
Kot B€0g1g TV 1010V TOV HEAD®V TOV ZVAAGYOV GYETIKA U TIG HeTaPAAAOUEVEG GUVONKES TOV
EMOYYEALOTOC,

Av ko n ovlrmon Ba elvar «avoryti», GYnNUaTKA TiBeVTOL 01 TOPAKAT® EVOEIKTIKES OELATIKES
evoTNTES:

e H smopdlela kot o1 VEEG LOPPEG KAAMTEXVIKNG EpYAciag: apolPéc, wpapia,
TOALOTTAT OTAGYOANOT), «LOVPT EPYOTia

o 7Zntipota EMOQAAELNS, OUOPOV KOl KOIVOVIKNG TPOCTUCTNG
H eumepio g kodAiteyvikng dnuiovpyiog péca oe cuVONKEG TOAATADV KPIGEDY

o Ot HopPEG GLAAOYIKNG 0PYAVOGTC Kot GAANAEYYONC Kol 0 pOAOG TNG EKTPOCMINONG
oTO emdryyelpo

H cuvéavtnon avtn ¢rhodoei vo AEIToVpYNGEL WG YDPOG AVTUAANYNC EUTEIPLOV, OVOGTOYAGLOD
KOl KOTAYpAQNG TOV TPOKANGEMYV TOL AVTILETOTILOVV Ol LOVGIKOL GUVIIKOAMOTIKOL POpEig
onuepa, cVUPAALOVTOG G Evav guphTEPO OLAAOYO Y0 TO LEAAOV TNG LOVOIKNG £pYOciog otV
EAMGS.
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Focus Group B: XvAiloyuc) Avompaypdtevon ko Xviroyikég Zopfaocers
Epyaociog

2tov [HoMtiotd kot Anpovpywcod Topéa (ITAT) kot kupimg otov KAASO TOV TOPACTATIKMOV
TEYVOV ovvamtovtal XvAloyikée XvuPdoeic Epyaciog (XXE) kot ekdidovtor AlontnTikég
Amopdoels (AA) kot oto Tplo enimeda OMPAYUATELONG, KAOOIKO, OULOLOETAYYEALATIKO,
eMmyelpnoloko, NoN and tn dekoetioo Tov 1980 kot kvpig Tig dekaetieg Tov aKoAovONGAV.
Qot6c0, mTapdAinia, 0 KAGOOC QAIvVETOL VO GUYKEVTIPMVEL 10101TEPOTNTEG (Omovsio eviaiag
€PYOOOTIKNG EKTPOCMTNOTG € TPrtoPdbio eminedo, SPOPETIKOL OpOL KOl AVAYKES TMV
EMUEPOVE KOAALTEYVIKDV EMAYYEAUATOV K.G.) TOV EVOEXOUEVMG SLGYEPAIVOVY TNV TTpocTdOeia
Yo GLAAOYIKT Srampaydtevon).

Y& avutd 10 MAoiclo, Kol Kupimg Ady® TV vopobetikdv pvluicemv Tov TeAgvTainy dvo
OEKOETIDV OV OVEKOWOV TNV Topeia TPOg T DEGIKT QVTOVOUIN TOV KOWMVIKGOV ETOIPOV
felnoape vo Ol0pYOVOGCOLUE U «KAEWT» Owdiktvakn ovlitnon (focus group) pe
EKTPOCAOTOVG TV EPYUCIUKADY COUATEIOV TOL OTOTEAEGOV TOLG POGIKOVG OPAOVIEC TNG
GLAAOYIKNG SATPAYUATELGNG GTOV YDPO TOV TOPACTATIKMOV TEYVMOV. Av kot 1 ocvlntnon Oa
elvar «avoryt», 0ETovpe oYNUOTIKG KATOEG OEUaTIKES EVOTNTEG E GTOYO VO, KOAVQOOHY Ol
T {NTAUATO TOV ATTOVTOL TS GVALOYIKNG SLOTPAYLLATEVGNG:

A. Emoyn Ilpo Owovouixng Kpiong/ Mviuoviaxwv Métpwv

AvvatoéT e, GLALOYIKNG KAALYNG OA®MV TOV KOAMTEYVOV/ GUVIEAESTAOV GTIG TOPUCTOTIKEG
TEYVEG.

B. Mvyuovioxd Métpa kor Avtixtomog oty Loiloyien Aiampayudrevon

® ATOKEVIP®ON TNG CGLAAOYIKNG KAALYNG LE HETOTOMION 10oYLOS amd To KAASKO/
OULOTOETOYYEAUOTIKO ETTIMEDO GTO EMIMEDO TNG EMYEIPNONG
Kotapynon enektaciudtnTog Kot apyng Evvoikotepng puduiong
ANEN 1oy00g KLadkdV/ opotoemayyeipatikov XXE kot optofétnomn ypdvou 1oydog
Avvatdmra tpocevyng e OMEA

I'. Exavagpopd. PvOuicewv uetd, and Eéodo Emitipnong. Tt ioyver onuepo.

® X eNEKTACIUOTNTO KAASIKMV /opotoenayyerpatikov XXE (BA. XXE XEH pe EAev0epo
®¢atpo), og apyn gvvoikotepng pvduiong, oe dvvarotnta mpooevyng OMEA, og
déouevon eyypaong copateiov oto FTEMHXEOE yia dvvatotnta chvoayng ZXE
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A. Zoykpion mpiv kou petd tig pvnuoviaxés orlayés/ T apnoe ooty n wepiodog.

Av kot opiopéveg pvOpioeig emavilbay, To TAOiC10 amoKATACTAONKE GTNV TPOTEPT) LOPPT] TOV:

® X170 gminedo g dbeong/ mpobupiag TV epyodotdv va Kabicovv 6to Tpaméll TV
STPAYHATEVGEMV;

o Xtov Bobud mapépPfaong tov Kpdrovg (my oe emkvpwon tov XXE k.4.);

® X1 otdon tev epyalopévav (dnuovpyio vEoV copateimv/ LeyaldTEPT GUULETOYN GE
Nnon vmdpyovra M Kot VOHUOmoinom otn véd YeEVIO KOAMTEXVOV TNG OTOMIKYG
TPOCTOGING/ JOTPAYUATEVONG);

E. 22F mov &yovv vmoypopei oto mopeABov/ mov fplokopacte oiuspa.
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Focus Group C: Epyocio 6Tig mapaoTaTIKES TEVES KO 0 pOLOG TNG
KOAMTEYVIKNG eKTTaidogvons oty EALGoa

A. lotopixég maboyeveleg e koAlteyvikng exmoidsvons otny EALddo. (map)erieiyers, eAleiyerg,
Ko vouoBetixés ooroyieg.

H exnaidevon tov KaAMTEYVOV TOPACTATIKOV TEYVOV otV EALGSH TapéyeTol amd KpaTIKeES,
ONUOTIKEG Kot WO1WTIKEG OXOAES BedTpov (OYOAES dPAUATIKNG TEYVNG), XOPOV (GYOAES XOpoD)
Kol HOVGIKNG (LOVOIKEC GYOAEC Kol mOgi), M AElTOVPYiD T®V OTOIV ETOMTELETAL GO TO
vrovpyeio TloMticpov. Ilépav TV KOAMTEYVIKOV GYOADV, VIAPYOLV TOVETIGTILOKE
tufuoata AEL ta omoio €101KELOVIOL GTOV TOUEN TOV TOPUCTATIKOV TEYVOV: OoTpiKdv
2rovdmv, Movoikdv Zrovddv, Kivnuatoypdeov, [lapactatikdv kot Ynewokov Teyvov K.0.K.
Tavtdypova, vrdpyovy dnpocia kot Wiwtikd IEK kuping pe e€g1dikevon otny vwokpitikn, Tov
vayovrol oto Oecpikd TAaiclo Twv IEK kai 1 emomteio Tovg avikel 6to vovpyeio [Nadeiog.
Y10 mopamdve umopodv  vo  mpooteBovv  Ta.  didpopa  TPOYPAUUOTO/  GEHIVAPLOL
naOnong/amdknong Kot BeEATIOONC YVOGEDY GTO EKAGTOTE KAAALTEYVIKO medio. Xtnv EAAGOa,
Ol KOAMTEYVIKEC OTOVOEG OVTIUETOTICTNKAY Ol0POVIKE 1010{TEPO OTOCTOCUOTIKG KOl
TOPEUEIVOY GYETIKA OCVVOETES LE TIG VITOAOITEG TOVEMIGTNOKES omoLdES. Tlapd ta frpata
oV £Yovv vyivel, amotelel évo medio TO 0moio TOPAUEVEL CPPUOUICTO OTOV EVPVTEPO
exmadevTikd xaptn g YxOpoc. To kavovieTikd mAaiclo mov Tig diémel dev etval eviaio oALd
dwpépert  avd  medlo, «war  &gicov  mpoPAnuoatikd  eivar 1o (AU TV
EMOYYEALATIKDV/EKTOOEVTIKAOV SIKOOUATOV (LE OPOVE akadNUOikNg eEEMENC emmédov 6To
EBviko [Mhaico [Ipocodvtwv) mov Katoyup®dvouy. Avtd €YEl G GUVETELD VO SLUHOPPAOVETOL
L0 EKTTOIOEVTIKY AyOpd 6V0 TAYVTNTMOV: Ol UEV AmOPOITOVES KOAMTEXVIKOV Tunudtov AEI
éyouv Owaiopa S10popod o610 Anupocio oe kAddovg ewdikdtnteg IE kot dvvatdtmta
axodnpaixng e£€MEng otn Pdon tov TTvyiov, Ta de TTVYI0 KOAATEXVIKGOV GYOA®V eEloMVOVTOL
pe oamoALTAPl Avkelov KOl Ol AmOPOITOVEC TOVG OV UIOPOVV VO TPOYMPTICOVY GE
petantuylokég omovdés (omnv EALGSa 1 to emtepikd) mapd povayo €av dtobétovv GAro
ovVayVOPIoHEVO TTUYI0 TOVETIGTNHLIOV.

B. To mpoedpixd ordrayuo 85/2022 ko n vmd idpvon Avarorny Zyolns Hopootatikwv Teyvaov
(AXTIT)

H ovlimon v v koAAteyvikn ekmoideuon otn xdpo Log Gvolse Le TO TPOESPIKO SLATOY Lo
85/2022 mov épepe GTO TPOCKNVIO TO SLOYPOVIKO oitnue yiow avaBaduion g KaAAMTEYVIKNG
ekmaidevong. Ot KIvTOTOMGELS TOV KOAALTEYVAOV, TOV EKTULOEVTIKOD TPOCOTIKOD, KAOME Kot
TOV GTOVOAGTAV TOV KOAMTEYVIKOV GYOADV, K.0.K. €000V KEVIPIKA GTNV TOAMTIKN 0t{évTa TN
APOVIO, EAAELYN TOMTIKN G TPMTOBOLANG KOl LEPLUVOS, PUVEPDVOVTOS L0 GELPE aTd KEVA Kol
naporeiyes. H eEayyeldeioa idpvon Avatarng Xyoing lapactoatikav Teyvav (AXIIT) wov
0o vidryeton TAov oto Yrovpyeio Madeiag kot 6yt oto YIIIIO, av kat mpofdiieTor mg Avon
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oT0 TPOPAUOTA TNG KOAMTEYVIKNG EKTOIOELONG, EVTOVTOIS EYEIPEL TPOPANUATIGUOVS GTOVG
KOAMTEYVEG KOl GTO COUATEIN O TPOG TO TANIGLO AEITOVPYIOG TNG, TO TPOYPOULLLO GTOVIDV,
TOVG OPOVG EIGOYWYNG, T1 OTEAEYMON KO TN OXECT UE TIS VITAPYOVGES OOUES, K.O.K.

I'. iaotdoels Tov un-onuootov YopoxTnpo. e KOAMTEYVIKNG EKTOLOEDONG.

AO6Y® 10V eml T0 TAElOTO WO1OTIKOD YOPOUKTAPO TOVG, Ol KAAMTIEYVIKES GTOVOEC OAAG Kot M
EVOGYOANOT] G€ £VOL KOAAITEYVIKO EMAYYEALO OTOLTOOV OVEEAVTATTOVS OTKOVOKOVG TOPOVG
Kdt1 T0 omoio cuverdyeTal TNV TAEIKOTNTA KABMDG KL TNV TALPOY@YT)/ OVOTApay®YY] OVIGOTHTMOV
OV AEITOLPYOLV MG eUmOOI TPOSPacng/ Tapapovig oto medio. H ovvayn cvpeoviov
KOAMTEYVIKOV OYoAdV uUe Eéva KOAAEYlM, MGTE Ol TITAOL GTOLOMY TOL TAPEXOLV VO
e€10MVOVTOL [IE TOVETIGTNUOKA TTUYI0 OG TPOG T EMAYYEAUATIKA SUKOUDUOTO, GAAL Kot M
OVOUEVOUEVT] 1OPLOT «KOAMTEXVIKGOV TUNUATOVY oTo VEd «d1oTikd AED» dtopoppdvouy
GULVOTKEG Y10 Pl AVATOTN KOAMTEYVIKT EKTOIOEVLGT TANPOS WOIWTIKOTOINUEVT), TOL EVTEIVEL
Vv Ta&IKoTNTO KOl TIC avIeOTNTEG 6TO TTEdIO.

A. H d1a00voeon s KQALTEYVIKNG EKTOIOEVONS LE TV O0yOPO. EPYATIOS

H xoAAiteyvikn ekmaidevon ot xdpo Hog YIVETOL OVTIANTT TEPIGGOTEPO MG «EPYO TEXVIO)
Topd OG SLOKAGI0 TAPOYOYNHG TOV AVIUTPOCSMOTEVEL TN LEYOAVTEPT) TPOKANGT 6T dNtovpyia
OAAG KOL OTNV KOTOVONGT TG KOAALTEYVIKNG epyacioc. Me autd tov tpomo, dtowvilovtot
OVOYPOVIOTIKA 16TOPIKE dimola OTmG avTd petald Propnyaviag (apd Kol EUTOPIKOTNTOC), Kot
éxvne. HopddAnia, ot o1tnNTéG/ POITNTPIEG TV EYYDPLOV KOAMTEXVIKOV GYOADY EPYOVTOL
OVTIUETOTOVEC UE TIC SVGEVELG EPYACLOKEG GUVONKEC TTOV ETIKPATOVY GTO TEDT0, Kab DG Kot pe
Qo GePA amd TPOKANGELS (EVOEIKTIKA):

- To povtého tov emyeipnuotioo - KOAATEXVY amotelel TAEOV KOVOVA KOl O TPOTOG TOL
Aertovpyel n ayopd opilel v epyacio aAld Kot T (o1 cLVOAKOTEPQ.

- Ot npocomikol TOPOL -01KOVOUIKOT OAAG Kol QUGIKOi- Bempolviol acteipguTOl KO M
EKUETOAAEVON TOVG OTO EmaKpo Kpivetor emPefAnuévn Kot ®g 10 udvo pEGO yuo TV
eMiTeLEN TOV EXAYYEAUATIKOV KOAMTEXVIKOV GTOYOV.

- H dnuovpyia piog kaAAteyviknig Kaplépag mepva amd T cuveyn dlayeipion g eKovog
Kot T 60unon evog Tpocwmikov brand.

- Méoa and tn dtapkn VIOPOAT KAAMTEYVIK®DVY TPOTAGEDV GE 1O1MTIKA 10pVUATO, OTULOGIOVG
Beopovg, KaBmG KoL 68 EVPOTATKE TPOYPAUUATO KIVITIKOTNTOG KOAMTEYVAOV LE GKOTO TN
YPMUOTOSOTNOT KOl T OMLLOLPYic. GLVONKOY 0paTOTNTOC, ONUIOVPYEiTAL £V, GOYYPOVO
KOAMTEYVIKO TPEKOPLATO SOPKAOC GE Kiviom.

Tavtdypova, N KOAMTEXVIKN TOVG Topesio. dOUEiTOl GE o Eviaio. EVPOMTOIKT Oyopd TOL
avtetonilel tovg epyalopevoug otig [oAtioticég Anovpyicég Bropnyavieg og 18avikong
epooov dwbétovy vyMAN Katdption kol eEEBIKELON, G TOALUNYAVOLG €POGOV givat
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dwatedeiévol va kvouv ToAAG pe Alyoug TOPOVS, MG OLTOVOLOVGS, EPOGOV Ol TEPIGGATEPOL
epyalovton eite wg elevBepor emaryyehpaties €ite o PIKPE EVEMKTO EMLYEPTLATIKG GY1LOTO.

210 mhaiclo avto, 1 gpgvvnTikn opdda Tov LaPreSc kalel og dafovievon avBpdmovg tov
¥0p0V, Tov BedTpov, Kot TG LOVGIKNG (ATd TNV KAAAITEXVIKT KOL TV EKTALOEVTIKT] KOWVOTNTO)
Y va su{nnoovpe:

o Tic1oTopiKég TOBOYEVELEG KOL TNV TOPOVGO KATAGTOOT] TNG KAAAMTEYVIKNG EKTOIOEVGNG
omv EALGda

e Tn dwobvdeon g kKoAlTeXVIKYG ekmaidevong pe v oyopd epyaciog kol tnv
TPOETOLAGIO TMV ATOPOITOV KAAAITEYVIKDY GYOADV Y10 TOVG UETACYNUATICUOVG TNG
CKOAMTEYVIKAG OpaeTNPLOTNTAC)

o Tig e&elilelc oV KAAMTEYVIKY] EKTTOIOEVON EVOYEL TNG AELTOVPYiNG TG AvATOTNg
Yyoinc Hopactatikov Teyvov,
Tnv VB10TIKOTOINGT TNG KOAAITEXVIKNG EKTAIOEVONG
[Ipotdoeig yio petoppubpiceic
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Focus Group D: H mpootacio g [Ivevpatuiig Idwoktnoiog kot tov
Y0yyeviKOV Atk pdtov otov Topéa Tov lopastatikov Teyvov

[IpwtoPoviricg, 6nwc N evpomaixn ekotpoteia Yo Aikoto Awadiktvo yia tovg KaAlitéyveg (#
Fairlnternet4Performers), ovowKtéc €moTOAEG Kot OPOOTIKES €KKANGELS omd diebvelg ko
EVPOTUIKEG OPYOVMGES KOL GLVOUOOTOVOIEC Yyl TNV TPOCTAGio. TNng avOpmdmvng
ONUIOVPYIKOTNTAG KOU TMV TVELUATIKOV KOl CUYYEVIKOV OIKOOUATOV OmEVAVIL GTNV
«OyoAMvVeTN eméloon ™mg OMUIOVPYIKAG TEXVNTNG VO HLOGUVIO»
(https://www.cisac.org/Newsroom/articles/global-creators-and-performers-demand-creative-
rights-ai-proliferation), oAA& kot ov Tpdceates anepyieg oto Hollywood kot ot xatoyyehieg
UETAYAWDTTICTOV Y10, KA®VOTOINGT TOV POVAV TOVG £ival LEPTIKES LOVO OITd TIC OTLLOVTIKOTATEG
evoeigelg o6t n Propnyovia yoyaywyiog oy Evpdnn, aAld kor gupdtepa aviipetomilet
eEQPETIKA ONUOVTIKEG TPOKANGELS. AVTEG GYeTICOVTOL LLE TNV TPOGTAGIN KOL TNV EVIGYVLOT TMV
TVELUOTIKAOV KOl GUYYEVIKOV OIKUIOUATOV, TOV OVTIKTUTO TOV YNELIKOV TEYVOAOYIDV, OAAL
Kot TNV €EEVPECT] TNG COOTNG 1GOPPOTIOG UETAED TNG MPOCTAGING TOV OIKOIOUATOV TOV
OMUIOVPYDV KoL EPUNVELTMV Kol TG EEQGPAMANG TNG TPOGPACNS TOV KOOV GTO TOMTIGTIKO
TEPLEYOLLEVO.

Y& avtd TO TAIG1O0, Kol pE aQopun €WKOTEPA TIC €EEMEEIC KOl GTO EAANVIKO TAaic1o,
00€1000TNOELS OPYOVIGUAOV SLOYEIPIONG TVEVHATIKOV K GUYYEVIKOV SIKA®UATOV, VEOG VOLOG
5103/2024 (A’57) tov Ymovpyegiov IloArtiopod yio TNV TPOCTAGIO KOl TNV EVIGYVOT TOV
EMMVOPOVOL TPUyoudloD Kol TNG OPYNOTPIKNG MOVGIKNG Tov amddoong Oeifocaue va
OlopyavAOCOLUE [0, «KAEST» dadtkTvak cvlntnon (focus group) He EKTPOCOTOVG TMV
OPYAVIGU®MY GLAAOYIKTG dlaxeiplong oAAG Kat ave&dptnToug 101kovs. Av Kot 1 culntnon Oa
elvat «avorytny, BETovpe oYNUATIKA KATO1ES EVOEIKTIKEG BeplatTicég evOTNTEG

Evioyvon twv mvevuotikov kol ovyyeVIK®OV — OIKOIWUATOV KOl O POAOS TV OpPYOVIGUDV
ovAloyiknc dioyeipiong atnv EALddo.

Ot TPOKANOEIS OTO TOV  WHPIOKO UETOCYNUGTIONO, THY TEXVHTH VOHUOOGOVY, KOL TIC WHPIOKES
TAaTpopues streaming

A1e0vig ovveEPYOTio Kou EVOPUOVIGH VOUWY KoL KOVOVIGU®Y - i epapuoyy s Oonyiag yio tqy
Pnpraxy Evioio Ayopd (EE Odnyieg 789-790)

O véog vouog 5103/2024 (A°57) tov Yrovpyeiov [lolitiouod
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Focus Group E: A&ohoynon ko ferrioon Tov mAoTikoy
EPOTNUATOLOYIOV VIO TNV TOGOTIKY] EPEVVA

Ayomnté kbpie/ Ayoamnt Kopia

Eipaote oy guydpiotn Béon va cog mposkarésovpie va cupPdiete og pia opadiky culinnon,
OG KEPOG LG EPELVOG YO TNV EPYOOCLOKY] ETGOAAELN KOl TNV KOWOVIKY] ovvoyl]l. H
ocv{nmon £xel oyediaotel pe otdyo vo aforoynbei ko va Pertimbel éva mAoTiKO
EPOTNUATOAIYIO UE TO OTOI0 EMIDKOVUE VO OLEPEVVIIGOVE TIG EUTELPIES KO TIC TPOOTTIKEG
TOV GUVASEAPOV GO GE GUVONKEG EMOPUAODS ATOGYOANONG KO TIG KOW®MVIKEG GUVETELEG TTOV
umopel va £xovv yio Tic oxE0EIS HETAE) TV avOpdOTMV Kot T1 SUVOLLIKT TS KOWOTNTOG.

H ovpperoyn ot culnmon avty, Ba cog ddoeL TNV gukaipio Vo eEKQPAGETE OTNUOVTIKE GYOALL
OYETIKA LLE TN GOPNVELD, TNV KATOAANAGTITA KOl TNV OTOTEAECUATIKOTNTO TOV LELOVOUEVOV
EPMTNCEMV, OALL KOl TOV £POTNUATOAOYIOV YEVIKA, apov PéPato To deite Kol KPOATNGETE
oyeTikéc onuewwoels. ' avtd mopakaiodue vo Safdcete TG 00nyieg 6T0 TEAOG NG
npockAnonc. Ta oxdha Kot ot emonpaveelg cag Ba £xovv kKopPucd poho ot SLapOPPMST TOL
TEMKOD EPOTNUATOAOYIOV, MOTE VA Slo@OAGTEL 1| cLAAOYN &ykvpov Kot aSdmoToV
OEQOUEVOV GYETIKA UE QLTO TO SNUAVTIKO BEpaL.

To dubrypappa TG EPELVNTIKNG OPACTNPLOTNTAG GTNV ONOI0 TPOCKAAEIGTE VO GUUUETEXETE E)EL
oG £§hg:

IIpw TN cvvedpia

o JYUTANP®ON TOL EPOTILATOAOYION KOl KATOYPOET) OXOAM®V Kol emonudvoemv (PA.
oonyieg)

Katd tn Stdpkeio Tne cuvedpiog

¢ Ewoayoyn-emiokdénnon tov oTtoy®v ToL EpMTNLUATOA0YIOV
o Xyu{nAtnon v To EpOMTNUATOAOYI0 HE Pdor Ta GYOAL0 KOt TIG ETICTUAVOELS GOG
® XHvoyn Pacikdv onueiov

Emonpaivetar 611 1 ou{imon givor dromn kot n cvppetoyn oog Bo Tapapeivel EPTIGTEVTIKY.
[Tietevovpe 0TI M eumelpio Kal 01 YVAGELG GOG Ba EVIGHGOLY TNV TOLOTNTO KAl TV EYKLPOTN T
¢ épevvac. EAmiCovpe ethkpva vo pmopéoete vo AaPete pépog pali pe pdc otV TeEMKN
SIOUOPO®GCT TOL EPOTNUATOAOYIOV Kol VoL GUUPAAETE KL EGEIC OTNV KOAVTEPT KATAVONOT| TNG
EPYOCLOKNG EMOPAAELNC KOL TOV KOWOVIKOV GUVETELDY TNG 6TOVG KAAGOVE TOV TOATIGUOD Kot
NG OMULOVPYIKOTNTAG.

Oonyieg

AoV amodeybeite ™ ovupetoyn cog, o AaPete oto e-mail cog EATOMKEVUEVO TPOCOTIKO
ovvdeopo TpdoPaong oTo ePOTNHOTOAOYIO Kot B éxete mepimov pio efSopdda péxpt ™
ovl{nmon Yo va to géetdoete. Oo pnopeite va preite 6to ep@TUOTOAOYI0 OoTE BENETE KO
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00ec Popég BéleTe, va aAMAEETE TIG OMAVTIGELS GOG KO VOL TO GUUTANPMOGETE OGES POPES GO
Bolebel, akOUN KOl TUNUOATIKA, OOTE VO EXETE TN dLVATOTNTA GYOAGIOD Kol EXICT|UAVGEDV.

Agv yperaletar vo, GYOMAGETE 1 VO KAVETE EMOTLLAVOELG Y10, OAEC TIG EPMTNGELS, GALA LLOVO Y10
exelveg mov Bempeite 611 yperdleror va cvlnmmBovv. [lopakaieiote va kataypayete Ta oo
KO TIG EMOTUAVOELG 6ag (Yo d1evKOALVeN, BA. TIg TOOVEG ETOTUAVOELS).

MBavéc emonpavoeig

Kotd m ocvprAnpmon 1ov epmtnpatoioyiov, mapoKaAeioTe v ETIGUAVETE OTIONTOTE OO TOL

TOPOKATO LOYVEL HOVO Y1d TIS EPAOTNGELS TOV Oempeite 611 yperdleTar, ovapépovTos Kot Tov

KOO TG avtioToyng epmTnong o omoiog epeaviletor pe ykpila ypappotooelpd dimha oty

expavnon mg (PA. Ewova 1). Evvoeiton 611 pmopeite va onueidoete kot 6mowa mpdcshetn

eneEnynon M O6mowv EMITALOV YOPOKTNPICUO Oewpeite KatdAANLO, TPOKEWEVOL KOTA TN

ov{nton vo uropeite va eEnynoete KaAOTEPO, TV GTOYT GOGC.

Omnowdnmote and TG EPOTNCELS UTOPEl Vo etvat:

Acapng (m.y. dev etvar EekdBapo TL akpPdg pmTdet)

Avovonm (m.x. xpnowonotel oporoyia 1 £vvoleg Tov dgv gival caels, £xel mepimAok)
SlTHTOOoN, K.AT.)

ABoAin (mBava Bo pépel og dHokoAN BEomn ToVg EpOT®EVOVS Kat iome Oa
TPOTUUTGOVY VAL U1V OTTOVTI|GOVV)

[poPinuatiky (7). oG 01 EpOTOUEVOL VA UnV Yvopilovy TOC 1 TL VO OTOVTIIGOVV, UTOPET
va glval 0KOTGAANAN 1 STOTOGN 1 VO VITAPYEL GUVTOKTIKO TPOPAN L)

AVGKOAN (m.y. M amdvinon propel va ypetdileton TePLeGOTEPO YPOHVO Yo oKEYN 1| KoL
VTOAOYIGUOVG)

[leproprotikn  (m.y. dev gpeavilovrar OAeG ot TOAVES OTAVTHOELS, 0TOTE UTOPEL KATOLO01/EG
VoL UV WITopovV vo SOGOVV Koo amd TIG TPOTEVOUEVEG ATUVINGELS)

[epiepyn (m.y. Eevilel ) SoatdHTOO™ TG EPDTNONG)

Aocyem (.. ekeivo oL epTATAL dEV EYEL KOO EPUPHOYT GTOVG £PYALOUEVOLGS Y10l
TOVG OTO10VG YIVETOL 1] £pELVA 1) OEV ALPOPE OPIGHEVES KATIYOPIES)

Ewcova 1. Hopaderyuo epadrtnong
EconPreZ Me Baon ta Tipoo6vta KaL tnv umeLpia mou gyw, atcBdvopal 6TL amné tnv epyacic pHou wg:

@ BaBpohoyrjote méoo kovtd Pploketaw n o oag oto £va fj To AAlo dkpo TG KALPaKac,

TANpWVOpaL bev TAnpw-
OpKETA VOOl apKETA
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Téhog, xatd ) ddprela g svintmong Ba eivar Wiaitepa YPMCILO VO TEITE T YVOUN COG Y10

TO EPOTNUATOAOYIO GTO GUVOAD TOL:

o [liotedete OTL OL EpMTNOELS KOAVTTOUY OAO TO GYETIKA OpaTo; Oewpeite 6TL LVAGPYOLY
epmtoels ov Ba NTav Kadd va tpoctedoiv;

o [ldg cog paivovrol 1 €KTacn Kot 1) SLAPKELN TOV EPMTNUATOA0YIOV;

e ’'Eyete KAOMOEG TOPATNPNGES YL TN YEVIKN EUPAVIOT TOL gpmTnuoToroyiov; [a
mopadelypa, UATeg Bo Mrav kodvtepo va gpeavilovior MyoTtepec N TEPIOGOTEPES
epmtoel; o€ kabe «oedidomy; Elval tkavomomtikdc o e1kaotikog oyedacpoc;

Emonpaivetal 611 6gv vwapyovv 6motéc, 00Te Aavlaopéveg anavinoesis, kabmg ekeivo Tov
{nreiton givor n Amoyn cog Yol TO EPOTNUOTOAOYLIO Kol TIG THAVOTNTES VO TO GUUTANPOGOVY
01 GLVAdELPOL GOG.

Page | 71

a Funded by the
reece & European Union \ !_M”F:B,I
lellenic Foundation for
NATIONAL RECOVERY AND RESILIENCE PLAN NextGenerationEU Research & Innovation



creative

Jd LABOUR | LaPreSc ouprecrty

ITANEIMIETHMIO KPHTHX
UNIVERSITY OF CRETE

Annex VIII: UNION FACTSHEETS

- Panhellenic Federation of Audiovisual Sector [POTHA/ Panelinia Omospondia

Theamatos & Akroamatos|

General Description

Union level Secondary-level/ Federation

Year of Establishment 1965 (new statutes 2000)

Member-Unions

Unions of workers in theatre, cinema, radio, television, shadow
theatre, lyrical theatre, music, dance, singing

No of member-unions
(approx.)

30

Main Findings

POTHA is a Federation of unions representing workers in the entertainment and performing arts
sector, i.e. theatre, cinema, radio, television, shadow theatre, lyric theatre, music, dance and
singing. It consists of around 30 unions at sectoral, occupational, local or national level. In recent
years there have been significant changes in membership: unions have been dissolved, others are
inactive or have not held elections, while at the same time new unions have joined or are about
to join, and mergers are underway. Due to the wide range of professions represented by POTHA
unions and the particular employment status of workers in the industry (many of whom are self-
employed), a number of labour, tax and insurance issues arise.

The main problems/ issues that the Federation faces and needs to address are:

Unemployment, underemployment and uninsured work (which also affects insurance
coverage, health care and pensions)

Neighbouring and related rights of creative workers

The insurance and tax status of creative professionals working in the grey area between self-
employment and dependent employment

Income criteria and tax burden

Unemployment benefits

The impact of Presidential Decree 85/2022 on the professional rights/ education of
performers and the appeal of the POTHA and its members to the Council of State

The difficulty of its members to conclude CLAs due to the absence, in many cases, of
institutional interlocutors (employers' organisations) and/or the unwillingness of employers
to enter into negotiations
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- Hellenic Actors’ Union [SEI/ Somatio Elinon Ithopion] * POTHA member

General Description

Union level Primary-level Occupational Union

Year of Establishment 1917

Membership/prerequisites | Actors /Actresses

(Resolutions 2022-23 of | e Either with a 3-year degree in drama (Greek or foreign,

the Board of Directors of regardless of certification by the Ministry of Culture) or a

the SEH, in derogation degree in theatre studies from a higher education

of the Statutes) institution specialising in drama plus 50 working days

e Without a degree or with a two-year degree but with 100
working days

No of members (approx.) | -Registered: 5,500 members (not all in good standing)
-Voters (in good standing) 2020: 1500 members, 2022: 1383
members, 2024: 1127 members

Main Findings

SEH has a long unionisation tradition, as it is one of the oldest unions in the arts sector.
During the pandemic, actors and SEH came to the fore, mainly because they were at the
forefront of the Support Art Workers and #MeToo movements in the performing arts. This
led to an increase in membership and a number of efforts by the union to regulate actors'
working conditions. The SEI also played a leading role in mobilising against Presidential
Decree 85/2022, which equated graduates of "higher" drama schools with high school
graduates. At the same time, it was one of the first artists' unions to sign a considerable
number of CLAs in the post-memoranda period.

The main problems/ issues SEH has to deal with are the following:

e Uninsured labour and issues related to unemployment benefits

e The impact of Presidential Decree 85/2022 on professional rights and training

e The difficulty of concluding an occupational CLA with the associations of
independent/private theatre producers. This is overpassed by the conclusion of CLAs at
firm- level, which (if the conditions are met) are to be converted into an occupational
CLA covering all actors in independent/private theatres

e Efforts to conclude CLAs with municipal theatres, the audiovisual sector and with the
association of AMKEs (civil non-profit companies)

The arbitrary and abusive behaviours in the sector for which the SEI has activated the
Disciplinary Council
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- Panhellenic Musician Union (PMS/ Panelinios Musikos Silogos) *POTHA

Member

General Description

Union level Primary-level Occupational Union

Year of Establishment 1913

e Musicians/singers with dependent employment relationship

e Mainly representing musicians/singers in independent
venues/scenes (in nightclubs, live events and studios)

e Members of the union can also be:

a) Permanent employees of state-affiliated
institutions/music ensembles (concert
bands/orchestras)

b) Freelancers, as their work hides dependent work

Membership
/prerequisites

No of members (approx.) | 1.230 (November 2023 elections’ voting members)

Main Findings

PMS was founded in 1913 by the teachers of the Athens Conservatory and the musicians of
the orchestra of the Conservatory's Concert Association. In 1915, the union began its
activities aimed at the cultivation of music and the defence of musicians' professional rights.
PMS is a member of the POTHA federation and has many local branches throughout Greece.
The strong fragmentation of musicians’ representation (existence of another federation
(POEME)/ numerous local occupational unions) is characterised as a historical phenomenon
and is mainly due to the differentiation of musical genres (classical, traditional, etc.). Today,
the diversification of the labour landscape and the simultaneous participation of musicians
in many musical genres requires the recognition that musicians' problems are common and
require a unified strategy. During the pandemic, PMS participation and union activity has
increased both quantitatively and qualitatively: namely the realisation that individual action
cannot guarantee as much as collective action.
The main labour problems that PMS has to address are the following:

e Intensification of work (especially in the post-covid period), greater uncertainty and

insecurity (chasing survival wages and inability to plan for the long term)
e C(Creation of a low-demand workforce (reducing demands and focusing on job security
and basic working conditions)

e Unpaid work and especially unpaid rehearsals
Expropriation of intellectual and industrial property rights
e Absence of collective agreements and attempts to conclude them (in TV

studios/productions, live events, independent/private theatres, supervised/ state-
affiliated institutions)

In this context, PMS focuses on:
e the active involvement of workers to increase pressure on employers and the state
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e joint action (by all trade unions/associations) against a strategy that treats culture as a
commodity (increasing investment without guaranteeing working conditions)

- Singers' Union of Greece (ETE/ Enosi Tragudiston Eladas) *POTHA member

General Description

Union level Primary-level Occupational Union

Year of Establishment 1980

Greek singers of all song genres working in any region of
Greece or abroad, either:

a) for the production of records, tapes or other phonograms

(existing today or to be invented in the future)

b) for a night-venue, a theatre, a concert programme, etc.

¢) for cinema, television or radio

* Foreigners may also become members of the union by

decision of the Board of Directors, provided they meet the legal

requirements for employment in Greece

To register in the union:

e they must not have been convicted of a crime or
mismanagement against a trade union

e [f they have not been professionally active for at least two
years, two other union members must confirm in writing
their status as singers. Proof of professional employment
should be provided by a legal means (national security
stamps, employment contracts, etc.)

Membership/prerequisites

*The Board of Directors may exceptionally recommend to the
General Assembly that singers who do not meet the above
requirements be accepted after an interview if it determines that
they are an exceptional case (talents).

Honorary members (non-voting): Singers who are no longer
active in the profession and have rendered valuable service to
the sector

No of members (approx.) | 420 (80-85% in Attica)

Main Findings

ETE was founded in 1980 with the aim of demanding a Collective Labour Agreement, a
different calculation of social security contributions/stamps to ensure long-term pension
rights, and the regulation of the labour framework in the workplace. While the ETE was the
only union representing singers for 40 years, in 2022, in the midst of a pandemic, the
Panhellenic Union of Greek Singers (PSET) was founded by members of the ETE (some of
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the most active members in song production nowadays) as they demanded a greater share of
royalties for the broadcasting of songs on the radio.

The main labour problems of ETE are:

e The high unemployment rates in the sector (due to lockouts and reduced operation
of entertainment venues and the oversupply of singers) as well as the significant drop
in daily wages

e The difficulty in obtaining the necessary social security stamps for the seasonal
allowance (50 per year) and for the pension, combined with the change in category
(no longer for heavy and unhealthy work, but only for working hours after 12 noon)

e The need to simplify the procedure of the labour stamp (ergosimo) and the demand
for the inclusion of night venues/concerts in this type of insurance (in the 12th class
of insurance)

e The need to support a large number of singers through the solidarity fund, the
distribution of food and intervention in immediate health problems

e The great loss of members (once 1470) due to the abandonment of the profession to
earn a living (employment in taxis, catering, etc.)

e The inability to conclude a new collective labour agreement due to a) the lack of
employer representation [dissolution of Methexis to avoid negotiations] b) the lack
of political will

e The fragmentation of the collection of royalties resulting in users not paying

The underfunding of culture and the organisation of concerts mainly by Municipalities /
Regions with low fees (high fees only for a few well-known singers)

— Greek Opera Singers' Union (ELPE/ Enosi Lirikon Protagoniston Eladas)

*POTHA member

General Description

Union level Primary-level Occupational Union

Year of Establishment -

To become a member of the union, one must have a
recognised diploma in lyric/opera singing and have worked at
least once as a lyric/opera singer in a theatre or opera stage in
Greece or abroad

Membership/prerequisites

No of members (approx.) | 150

Main Findings

The Greek Opera Singers’ Union began as a firm-level union and became a primary-level
occupational union representing all Greek opera singers
The main problems of Greek opera singers are:
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The different forms of employment at the Greek National Opera: some (very few)
work on fixed-term annual contracts that are constantly renewed, most on fixed-term
contracts (lasting a few weeks) and some as freelancers. A standing demand of the
ELPE is that all work in a dependent employment relationship

The main form of employment, which is temporary and offers no job security, as
work alternates with long periods of unemployment

The invitation of opera singers from abroad to sing in Greek performances, which
harms the job opportunities of Greek opera singers

Working in state-affiliated institutions/stages entails many restrictions in terms of
wages (the restrictions are overcome by contracts for freelancers as they fall under
the cost of supplies and not labour costs)

The difficulty of concluding CLAs in workplaces where private-law and public-law
employees coexist. The ELPE's most important ongoing demands are a) the
disengagement of CCI workers/professionals from the single-wage scale of the civil
servants and the conclusion of a sectoral CLA applicable to all workers/professionals
in the private performing arts sector

The difficulty of concluding a CLA with the Municipality of Athens (at the
Municipal Theatre of Olympia) due to the very low existing wages/pays, that cannot
be accepted by the union

The high number of multiple job-holding for Greek opera singers

The inability of Greek opera singers to collect social security stamps (due to their
often- unpaid work (for artistic expression and to maintain visibility)

The increase in the number of AKME/civil non-profit companies (due to their
eligibility for funding from the Ministry of Culture), which has a negative impact on
the work identity of artists and the power of trade unions

Presidential Decree 85/2022, which equates artists with secondary school graduates
and has both moral and practical (wage) implications

The oversupply of artists due to the unregulated educational framework (a plethora
of unrecognised schools and lack of university education opportunities)

— Dancers' Union of Greece (SECHOCO/ Somatio Ergazomenon ston Choro tu

Choru) * POTHA member

General Description

Union level

Primary-level Occupational Union

Year of Establishment

2009

Membership/prerequisites

Professional dancers, choreographers, dance teachers and
persons engaged in promoting dance, regardless of age and
nationality, provided their employment is dependent and meet

one of the following conditions:

e (Graduates of a state-recognised higher professional

dance school
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e Graduates or postgraduates of a higher professional
dance school of abroad, provided they have a
recognition of equivalence

e Graduates of the R.A.D.C. B.T.S. (Certificate for Ballet
Teaching) & [.S.T.D. Fellowship.

e Fifty insured working days at places where dancers are
employed

*For dancers who do not meet the above criteria but can
provide evidence of their experience, a special committee will
be appointed to assess their artistic activity

*1f dancers who are members of the union employ other
dancers, regardless of whether they are union members. their
membership will be inactivated for as long as the employment
relationship lasts

No of members (approx.) | 550-600

Main Findings

SECHOCO was founded in 2009 and is the most numerous and inclusive union in the dance
sector. It is a member of the POTHA Federation and has not signed a CLA so far. However,
SECHOCHO has issued a Framework for Working Conditions which is intended to form the
basis for both the working conditions of dancers, choreographers and dance teachers and the
conclusion of CLAs. The union has more than doubled its membership since 2020, mainly
in the context of the demand for compensation during the pandemic, but also later due to the
response to Presidential Decree 85/2022.
The main issues that SECHOCO has to address are the following:
e The insurance/pension issue (and the non-inclusion of dancers' badges in the heavy and
unhealthy category), as the physical strain does not allow dancers to work until the age
of 67
e The drop in the hourly wage of dancers/dance teachers in public/municipal institutions
due to the downgrading of their degrees (Presidential Decree 85/2022)
e The non-inclusion of freelance dancers (and all artists) in unemployment benefits
although they are insured as employees
e The absence of CLAs in the dance sector
e The fragmentation of employers and the need to negotiate in different sectors (dance
schools, municipalities, independent theatres, state-affiliated institutions)

SECHOCHO’s main demands include the "State Dance House" and a quota/fixed percentage
of dance productions in state-affiliated scenes/institutions. They are also part of the
consultation for the establishment of the Higher School of Performing Arts
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- Dance Teachers' Union (SOKACHO/ Somatio Kathigiton Choru) * POTHA

member

General Description

Union level Primary-level Occupational Union

Year of Establishment 2004

e All dance teachers who work for any employer with an
employment contract and either hold a state-recognised
degree (Greek or foreign) or have a proven record of
working as a dancer for at least 15 years and
unconditionally accept the provisions of the statutes

e AMKE (civil non-profit companies) owners are also
accepted, but not dance school owners

e SOKACHO focuses on teachers of classical and
contemporary dance (teachers of folk dances and
ethnic/multicultural dances are not accepted)

Membership/prerequisit
es

No of members (approx.) | 100 (30 with voting rights)

Main Findings

SOKACHO was founded in 2004 mainly because there was no workers' representation in
the dance sector and, at the same time, there was a need to demand a) the equivalence of
degrees with those of the Higher Schools b) the regulation of dance teachers’ working
framework and c) the protection of their labour/professional rights. It is a member of the
POTHA Federation and cooperates only with SECHOCHO and not with other unions in the
dance sector. SEKACHO has not yet signed a CLA. However, in the past it had reached an
informal verbal agreement with the owners of dance schools in Thessaloniki, which was
respected by some of them, but not by all.

The main labour issues that SEKACHO has to deal with are the following:

e The insurance/pension system (the non-inclusion of dancers in the heavy and unhealthy
labour sector), as the physical strain does not allow dance teachers to work until 67
[teaching is practical and not theoretical]

e Health insurance (no possibility of sick leave for several months). However, injuries
and physical strain can force teachers to take long periods of time off work

e Uninsured/undeclared work (not reported by the workers themselves)

e Unemployment due to the oversupply of graduates who cannot be absorbed by the
labour market

e The identification of dance with creative/artistic rather than professional/working
activity

e The drop in the hourly wage of dance teachers due to Presidential Decree 85/2022

Multiple-activity / multiple-employment with exhausting working hours
e The absence of CLAs in dance schools (mainly due to the reluctance of the owners to
commit themselves)
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e The absence of CLAs for dancers in theatres (including state-affiliated ones) that
employ dancers on actors' contracts

e The wage/pay differences in Athens and the province (the framework on working
conditions of SECHOCHO is characterised as Athens-centric)

The union's strategies include:
e Resorting to the courts to resolve labour issues
e Focusing on dance/physical protest actions to which union members are most
responsive

— Greek Union of Film, Television and Audiovisual Technicians/ (ETEKT-OT/ Enosi
Technikon Eliniku Kinimatografu & Tileorasis Optikoakustiku Tomea) *POTHA

Member

General Description

Union level Primary-level Sectoral Union

Year of Establishment | 1948

Persons whose main occupation and livelihood is the audiovisual

technical profession, with a fixed-term dependent employment

relationship

Ordinary members may be graduates of film studies who:

eif they have 50 social security stamps in their field of activity
in the last year, they are classified in category B of the
specialisation (assistants)

eif they have 300 social security stamps as assistant technicians,
they can be upgraded to the A' specialisation category

Only with professional experience: Those who have:

0900 daily wages (stamps), of which 50 in the last year in
specialisation A until the enactment of Law 4254/2014 on

Membership/ 30/3/2014

prerequisites 0300 daily wages (stamps) of which 50 in the last year in the
assistant category B until the enactment of Law 4254/2014 on
30/3/2014

If no social security stamps can be provided, proof may be

submitted showing the technician's involvement in the

specialisation in which he/she worked, the type and title of the

film/project, and the actual specialisation in which he/she was

employed, with a minimum of:

e For specialisation A: 4 feature-length fiction films or 25
episodes of 45-minute television series

e For category B (assistants): 3 feature-length fiction films or
15 episodes of 45-minute television series
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Those belonging to the following categories are excluded from
the above conditions:

A. Electrician Department: Chief Electrician, Electrician,
Assistant Lighting Technician, Dimmer Board Operator,
Generator Operator

IA. Special effect sector: (special effects technician, 1st
assistant special effects technician, 2nd assistant special effects
technician)

IT'. Television sector: RF Engineer, Radio Link-Uplink
Engineer

No of members 1.000 technicians and 220 other occupations
(approx.)

Main Findings

ETEKT-OT was founded in 1948 by a group of filmmakers of the time, such as Lykourgos
Stavrakos, Filopoimin Finos etc. Its long history (with the exception of the period 1967-
1974, which was forcibly dissolved by the dictatorship of the colonels) marks a rich trade
union and cultural activity, reflecting the struggles of working technicians. The ETEKT-OT
is not affiliated to any political party and includes film technicians and non-permanent
television technicians (series and not news/broadcasting). Its members are technicians from
13 sectors and 81 specialisations in the film and audiovisual sector.
The main work issues and specialties of film/television technicians are:
e The abolition of professional licensing which, in combination with Presidential Decree
85/2002 equates them with unskilled workers
e The absence of CLAs after their mandatory expiry during the memoranda (which they
try to respect in terms of pay)
e The difficulty of reintroducing CLAs as they are now only binding on the contracting
parties
e The nature of employment, which is temporary (fixed-term contracts) and offers no job
security, as work alternates with long periods of unemployment
e The over-intensification of work and the daily exceeding of the 8-hour limit (up to 13-
14 working hours)
e The constant change of workplace (shooting outdoors and not in studios)
e The risk of unilateral termination of employment contracts on television if the viewing
figures of the series do not meet expectations

The general issues they raise are:

e The closure of EKOME (National Centre of Audiovisual Media and Communication)
and its merger with the Greek Film Centre, which is expected to have a negative impact
on Greek film production and television series (with fears of an explosion of
unemployment among technicians)

e The lack of a cultural policy and unilateral policy-making without consulting of the
sectors/ workers concerned
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e The entry into trade unions of new persons who have no experience or knowledge of
the customary law underlying labour relations

- Union of Performing Arts Practitioners — Beneath the Stage (KATS) [Enosi
Epangelmation Sinteleston Parastatikon Technon “Kato apo ti Skini”] * POTHA

member

General Description

Union level Primary-level Sectoral Union

Year of Establishment 2022

Membership/ prerequisites | ® Directors, set designers, costume designers, lighting
designers, choreographers, kinesiologists, composers,
music editors/ supervisors and/or sound designers,
dramaturgs, dramatists, video and new media designers,
curators of performing arts activities, communication
and promotion managers for performances and artistic
activities, creative producers, and assistants for all of the
above professions.

e In general, all professionals providing artistic services
and work in any form of performing arts.

Proven practice of the above professions, or of professions
related to live performance or performing arts, or proven
employment/participation in at least five professional theatre
productions or other live performances or artistic works in
performing arts in Greece or abroad during the last five
years.

No of members (approx.) 80-100

Main Findings

KATS is a new union that was founded during the pandemic. Despite the existence of other
unions/associations of creative workers, the need to create an umbrella union covering all
professions involved in the performing arts productions arose for the following reasons:

a) some professionals were not adequately represented despite the existing associations/ unions
(e.g. the Greek Directors Guild [EES] mainly represents film and television directors; only a
small number of performing arts directors are members of the Guild)

b) some professionals cannot form autonomous unions due to their small numbers (e.g. lighting
designers)
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¢) a more comprehensive/inclusive representation of all professionals involved in the creation,
i.e. the preparation and execution of performances was considered more effective, especially on
labour issues
The main problems/issues faced by KATS that need to be addressed are as follows:
e To map the needs/demands by professional group to identify commonalities, develop joint
initiatives and make recommendations to meet the needs of the creative workers as a whole.
e To address, both horizontally/vertically and by sector/profession, labour issues in relation
to the State, producers and work in state-affiliated institutions.
e To develop a proposal for artistic education.
e To protect creators' neighbouring rights.
e To publish a booklet on labour rights, remuneration, etc.

In addition to the above, the following were pointed out: a) the difficulties of collective
representation, both because of the diversity of interests (e.g. some professionals often have
both employee and employer status) and because of the specificities of each profession; b) the
difficulties in concluding CLAs, since most of the professionals represented by the union lose
their employee status once they deliver their work/services and the project is completed
(project-based work)

- Greek Directors’ Guild [EES/ Eteria Elinon Skinotheton] * POTHA member

General Description

Union level Primary-level Occupational Union

Year of Establishment 1973

e Employed/directors, i.e. creators of an audiovisual work,
individual or collective, over which they have full control in
terms of content, form and meaning (final cut), regardless of the
recording medium (film, video, digital disc or any other
invention), or curators of theatrical performances, or instructors
of all contributors for the best performance result, regardless of
whether they intervene in terms of interpretation or editing

e Retired directors remain members of the Guild as, by law, they
do not lose their professional artistic status and can continue to
work as directors

Membership/
prerequisites

* Since the main activity of the Greek Directors' Guild is trade
union work, its members are employees/directors, but they may also
work as producers/directors or maintain a production company,
provided that their employer interests remain outside the activities
of the EES, in which they participate only on the basis of their
employee/worker status. [Amendment of the Statute 2021-2022].

No of members (approx.) | 1.300
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Main Findings

The Greek Directors’ Guild (EES) was founded in 1973 and was one of the founding members

of the POTHA federation, from which it withdrew in the early 2000s. After 2019, rejoining

POTHA came up again, mainly for two reasons that emerged during the pandemic: to be in

solidarity with the other artists' unions; to integrate a more collective body. To achieve this, in

2021/2022 the EES changed its statutes (regarding membership) and rejoined the POTHA. With

the core issue of whether directors are ultimately employees or employers, this change

emphasised the employment/working status of EES members. Those who disagreed left the EES

and formed the Directors Creators' Union (EDS).

The EES is a relatively strong union in terms of resources. However, their negotiating and

lobbying power is relatively low (unlike technicians, for example). In terms of its strategies, it

focuses mainly on conventional actions (intervention texts, lobbying ministries, etc.) rather than

more controversial actions (e.g. strikes, demonstrations).

The main problems/issues that the EES faces and has to deal with are the following:

e The absence of CLAs and attempts to enter into negotiations (with state television, state-
affiliated theatres, independent/private theatres and television production companies)

e Labour precarity and livelihood problems of directors

Insurance coverage

e Film production financing

* Another long-standing demand of the EES is the creation of an Audiovisual Arts Academy

— Directors Creators’ Union [ESD/ Enosi Skinotheton Dimiurgon Optikoakustikon

& Parastatikon Technon]

General Description

Union level Professional association

Year of Establishment 2023

*Directors, i.e. creators of an audiovisual work, individual or
collective, over which they have full control in terms of content,
form and meaning (final cut), regardless of the recording
Membership/ prerequisites medium (film, video, digital disc), or curators of performances,
or instructors of all contributors for the best performance
result, regardless of whether they intervene in terms of
interpretation or editing

No of members (approx.) | 100-200
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Main Findings

The Directors Creators’ Union (ESD) is a relatively new association, but its members have
a long tradition of unionisation, as they were members of the Greek Directors' Guild (EES),
from which they left in 2022. Their withdrawal is linked to the EES's decision to join the
POTHA Federation, as well as the changes to its statutes, which emphasise the
worker/employee status of its members. The ESD, on the other hand, underlines that it is a
professional association and not a labour/trade union. However, on issues such as the
reintroduction of collective bargaining, the repeal of Presidential Decree 85/2022, etc., it is
in line with other trade unions.

The main problems/issues ESD faces and needs to address are the following:

e Work precarity, lack of professional opportunities and livelihood problems of directors

e The protection of directors' intellectual property rights vis-a-vis production companies,
platforms, etc.

e The protection of the rights of young directors working in sectors other than film/
cinematography

e Issues of neighbouring rights arising from the merger of the Greek Film Centre (EKK)
with the National Centre of Audiovisual Media and Communication (EKOME) and the
establishment of “Creative Greece”

e The conclusion of a CLA with the Hellenic Broadcasting Corporation (ERT) to guarantee
the rights and remuneration of directors (who are also employed by external audiovisual
production companies)

e Film production financing

— Greek Dubbing Union (ENEM/ Enosi Elinon Metaglotiston) *POTHA Member

General Description

Union level Primary-level Occupational Union

Year of Establishment 2022

e All natural persons working in the field of dubbing, in
any legal form company, regardless of age, gender,
religion and nationality and regardless of their
specialisation, insurance carrier, place where they
perform their work, nature of their remuneration
(monthly salary, flat-rate remuneration, hourly wage,

Membership/prerequisites payment by receipts/invoices for services, etc.) and
nature of their contract, provided they have worked as a
dubbing artist for at least two (2) years in the year
preceding their application

e Excluded from membership are members of the
management of employers, managers and generally
persons who exercise management or supervisory rights
at employers

No of members (approx.) | 130

Page | 85

> Funded by the
* * -
* 3 European Union ! .‘I'I;:'.,I {'I
* * ellenic Foundation for
L NextGenerationEU Research & Innovation

Greece 2

NATIONAL RECOVERY AND RESILIENCE PLAN




creative

Jd LABOUR | LaPreSc ouprecrty

ITANEITIETHMIO KPHTHE
UNIVERSITY OF CRETE

Main Findings

ENEM was created during the pandemic, although discussions had already started in 2018-
19. Although most dubbing artists are actors and could be represented by the Hellenic Actors
Unions (SEI), it was deemed necessary to establish a separate union to better defend their
rights, as at that time (2018-19) the conditions for such representation in SEI were not met.
The main labour problems of dubbing artists/voice actors in Greece, for which ENEM is
called upon to manage, arise mainly from the fact that their main employers are, on the one
hand, large foreign production companies and platforms and, on the other hand, a small
number of studios that collaborate with these companies and essentially "control the market."
This particular situation not only determines their pay and working conditions, but also
complicates any collective bargaining and demands.

In this context, the main problems/issues that ENEM has to deal with are the following:

e Negotiations with both foreign companies (Disney, Netflix...) and domestic studios on
the conditions for the payment and work of dubbing artists

The terms/clauses of contracts for the granting of dubbing rights

Low wages, high taxes and payment methods (invoices for self-employed)

The delay of payments, which in turn creates a livelihood problem

The deterioration of the quality of the product produced, mainly due to budget cuts

The limited supply of jobs (since in Greece, unlike in other countries, only children's
series/movies are dubbed)

e the impact of Al

Despite the fact that ENEM is a new and relatively small union, it has carried out important

actions:

e Organising an 8-month strike of voice actors with demands against major foreign
platforms (Disney, Netflix) over wages and related rights

e Setting an informal minimum wage level (fixed pays/wages) in consultation with
domestic studios/production companies. — All ENEM members adhere to it to the
letter/none have fallen below this pay/wage limit

- Greek Union of Magicians (Panelinio Somatio Tachidaktilurgon)

General Description

Union level Primary-level Occupational Union/ Cultural Union

Year of Establishment 2021

e Ordinary members (with voting rights): clowns and
magicians who are either self-employed (with the
corresponding Activity Code /KAD) or employed (with
dependent contracts)

Honorary members (without voting rights): may be
declared, by decision of the General Assembly, those who
are engaged in this art (amateurs), i.e. persons who, by
virtue of their status, can or have supported the Union
morally or materially in the realisation of its objectives. In
this case, they should submit a dossier proving evidence on

Membership /prerequisites
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their relevant activity (e.g. audiovisual material of
performances in which they have participated, relevant
certificates, letters of recommendation, etc.).

No of members (approx.) | 45

Main Findings

The Greek Union of Magicians is a new union, founded during the pandemic (2021). The
main reason for its creation was the institutional response to the reactions (extrajudicial
lawsuit) of an animal protection organisation for the use of animals (rabbits and pigeons). At
the same time, the aim of the union is to protect the rights of those involved in the art of
magicians/clowns (whether professionally or not), to encourage young people to engage in
it professionally, to strengthen and promote its educational importance and to respect the art
and its history. In addition to Attica, the association also has members in the region
(Thessaloniki, Crete, Rhodes, Pyrgos, Igoumenitsa).

*The union is in the process of changing its statutes (to exclude amateur magicians) with the
ultimate goal of joining the POTHA Federation

The main problems/ issues the union faces and has to deal with are the following:

1. Maintaining (exceptionally) the use of rabbits and pigeons/doves necessary for the
artistic performances of magicians, emphasising that there is no abusive treatment
of animals "We respect the new social concerns and trends of the time and only ask
for the exception for pigeons and rabbits"

2. The lack of salaried jobs in the sector and the need to take up economic activity as
freelancers. However, the activity code (KAD) under which they fall is general and
includes not only magicians and clowns, but also acrobats, jugglers, balancers,
mimes, hypnotists, circus performers and [karagiozi] puppeteers. This leads to
objections from professionals who emphasise their professional self-identification
and object to the common categorisation

3. The lack of a union/collective consciousness of magicians: "It's easier to unite the
Pope with the Taliban than the magicians with each other"

4. The absence of institutional, formal training in the sector and the need for
apprenticeships in the field (alongside experienced professionals in the sector)

— Panhellenic Association of Shadow Puppetry [PSTS/ Panelinio Somatio Theatru

Skion] *POTHA member

General Description

Union level Primary-level Occupational Union

Year of 1925

Establishment

Membership/ o Those who have so far acquired the status of Karagiozi puppeteer
prerequisites by successfully passing the examinations before the Karagiozi
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Puppeteer Examination Committee (membership identity status:
Karagiozi Puppeteer)

e Those assisting or having assisted Karagiozi Puppeteers
(membership identity status: Karagiozi Puppeteer Assistant)

e The veterans of Karagiozi Puppetry (veterans of shadow
puppetry) who have been members of the Panhellenic Association
of Shadow Puppetry in the past and have not been expelled for
anti-union activities (membership identity status: Karagiozi
Puppeteer Retired/ Veteran)

e Those who have demonstrably contributed to the rise of the art of
shadow theatre, friends of our folk tradition, folk painters, shadow
theatre musicians, writers with a literary work on the art of
shadow theatre (membership identity status: Friends of Shadow
Theatre)

* The Karagiozi Puppeteer Examination Committee (EDK) consists
of respected Karagiozi puppeteers and influential people from the
wider theatre sector

No of members

(approx.)

120

Main Findings

The Panhellenic Association of Shadow Puppetry is one of the oldest performing arts unions
(founded in 1925). Historically, it has functioned as both a labour/trade union and a cultural
association: until the mid-1980s it was purely a trade union and from 1985-86 it expanded
its activities in supporting the art of shadow theatre. Its reactivation as a member of the
POTHA federation in recent years confirms its role as a labour union. However, many of its
demands relate to the tax and insurance status of Karagiozi Puppeteers as self-employed.

The main problems/ issues that the Panhellenic Association of Shadow Puppetry

faces and has to deal with are the following:

e Their hybrid employment status, as Karagiozi Puppeteers are considered freelancers/
entrepreneurs in terms of taxation, but employees/ workers in terms of insurance

e The unfair competition, mainly from young Karagiozi Puppeteers who lower their
wage/pay demands in an attempt to establish themselves in the job market

e Pension deficits due to uninsured work

e Accounting and insurance problems arising from the Karagiozi Puppeteers' Activity
Code (KAD) as specified by the state

— Greek National Theatre Employees’ Union (SEETH)

General Description

Union level

Primary-level trade union of employees at the National
Theater

Greece
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Year of Establishment 2005
Specialities covered All employees of the National Theater (artistic, technical,

administrative staff)

Membership/prerequisites | Every employee of the National Theater, regardless of their
specialty and employment contract (fixed-term or permanent,
part-time or full-time, hourly wage, etc.).

No of members (approx.) | 250-300 members

'As the employment relationships established by the National
Union are seasonal but also have a more permanent basis,
approximately 250 members participate in the elections. Over
time, this number fluctuates between 250 and 300, which is
significant because a large number of ticket collectors are
employed during the winter months. Ticket collectors are
considered seasonal staff and are the only category of hourly-
paid workers at the National Theatre, with approximately 30—
50 employees per season.'

Main Findings

SEETH is made up of National Theatre employees. Although the National Theatre is a
central institution, the interview highlights that its employees face a number of problems
related to safety, wages and a lack of institutional care for critical aspects of their work.

Key problems facing the sector

o Insurance issues: difficulty in covering social security contributions and constant
changes to the insurance system

e Wage inequalities between categories of employees in the same theater

o Insecurity for fixed-term staff: contracts are often temporary and renewed without
a stable framework

e Lack of a collective agreement covering all employees

e Work intensification: high production demands with limited staff

e Delayed payments for certain categories of employees

General problems
e Lack of a comprehensive cultural policy that sets stable working and financial
frameworks for the National Theater
e Risk of undermining the public character of the National Theater due to
fragmented regulations and inadequate funding
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- North Greece Film Union (EKVE)
General Description
Union level Primary-level sector
Year of Establishment 2017
Specialities covered Audiovisual creation workers (technicians and directors)

Membership/prerequisites | Any employee in the field of audiovisual creation of any
specialty who has worked on at least one production in the last
three years and is professionally active in northern Greece.
Permanent public sector employees are not eligible.

No of members (approx.) | 85 members

Main Findings

EKVE was established to counteract the Athenian-centric approach to the cultural sector and
address the specific needs of northern Greece. Its main objective is to bring together
professionals, raise awareness of regional issues, and direct them to the relevant authorities.
EKVE joined POTHA in 2021 as an 'umbrella' organisation to coordinate mobilisations and
communication with central bodies. EKVE collaborates with other associations (ETEKT and
EES) and regional bodies (KTHVE, musicians and dance clubs) on joint initiatives.

The main problems highlighted are:
e Low member participation: 20-25 active members out of 85. Absence of collective
consciousness, fear of being "blacklisted" by employers
e Lack of collective agreements: Inability to enforce sectoral collective agreements
SSE, especially in independent theater and with DIPETE/AMKE
e Educational issues: Degradation of degrees, lack of recognition of professional rights
e Regional inequalities:
o Lack of funding with quotas for regions
o Scarcity of job opportunities outside Athens

— Panhellenic Association of Conservatories and Music Schools’ Graduates

(PSAOMous)
General Description
Union level Primary-level professional association
Year of Establishment 2019
Specialties covered Graduate musicians, mainly classical music, teaching music
education
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Membership/prerequisites | Graduates/degree holders from conservatories and music
schools whose main professional activity is teaching

No of members (approx.) | 300 active members

Main Findings

PSAOMOUS is a relatively new association, established in 2019 with the primary goal of
securing the professional rights of conservatory graduates and recognising their
qualifications. The association's establishment is linked to the long-standing demand for
grading and institutional recognition of music studies. During the pandemic, it played an
active role in matters relating to contracts and insurance for its members. While
PSAOMOUS cooperates with the Panhellenic Music Association, it maintains its
independence in order to focus on issues specific to conservatory education. At the same
time, it participates in broader mobilisations of artistic associations (e.g., against PD
85/2022).

The main problems highlighted are:

e Non-recognition of music conservatory degrees and unequal treatment compared to
university graduates

e Job insecurity: widespread use of substitute/hourly contracts, seasonality, wage
cuts due to holidays

e The ploy of the six-month contract, which deprives workers of their rights to
permanent employment

e Low wages, often below the decent living wage (e.g., €6/hour in municipal
conservatories)

e Use of service provision forms (notebooks) instead of dependent employment

e Absence of a collective agreement that uniformly regulates wages and working
conditions

- Live Audiovisual Events Technicians’ Union (STAZOE)

General Description

Union level Primary-level Sectoral Union

Year of Establishment 2003

Membership/prerequisites | Live audiovisual event technicians (sound, lighting, image,
stage, etc.)

No of members (approx.) | 628 members

‘ Main Findings ‘
Page | 91

> Funded by the
* * .
L European Union I IFI {I
* * Hellenic Foundation for
o o NextGenerationEU Research & Innovation

Greece 2

NATIONAL RECOVERY AND RESILIENCE PLAN



creative

Jd LABOUR | LaPreSc ouprecrty

ITANEITIETHMIO KPHTHE
UNIVERSITY OF CRETE

STAZOE represents technicians working at live audiovisual events, such as concerts,
festivals, shows and corporate events. This is an industry characterised by intense workloads,
irregular hours and frequent job insecurity.

Key problems facing the sector

Unstable and seasonal employment: work depends on events that are periodic and
intermittent

Undeclared work and lack of permanent contracts

Delayed or non-payment of wages

Lack of a collective agreement covering all event technicians

Intense work stress: overtime, night shifts, heavy work without adequate health and safety
measures

Difficulty obtaining insurance coverage and completing social security contributions
Uncertainty about career prospects: the profession remains informal, without institutional
recognition

General problems

Lack of a regulatory framework for live events, resulting in the burden falling on the
workers themselves

Wider deterioration of the cultural sector and absence of public policies that support
stable employment in the field

— Greek Theatre Technicians’ Union (SETTH)

General Description

Union level Primary-level Sectoral Union
Year of Establishment 2017
Specialties covered All employees of the Theater are registered as regular

members, including Stage Engineers, Stage Electricians,
Stage Attendants, Sound Operators (stage sound equipment)
with a degree in electronics or a related field, Sculptors, Set
Painters, Costume Designers, Dressers, Wigmakers, Cashiers,
Inspectors and Assistants to Stage Engineers, Electricians and
Stage Attendants

Membership/prerequisites | All Theater employees are registered as regular members,
provided their specialisation is certified by presenting either a
relevant professional licence or a certificate stating that the
member has acquired the relevant specialisation by practising
it for at least one year (two theatre seasons) at the Theatre.
Those who have worked as technicians specialising in
electrician, stage engineering, caretaking and operation for one
year (two theatre seasons) are registered as assistants in their

Page | 92

> Funded by the
* * .
L European Union I IFI {I
* * Hellenic Foundation for
o o NextGenerationEU Research & Innovation

Greece 2

NATIONAL RECOVERY AND RESILIENCE PLAN



creative

Jd LABOUR | LaPreSc ouprecrty

ITANEIMIETHMIO KPHTHX
UNIVERSITY OF CRETE

respective specialities. The above certificate must specify the
specialty and the employment in specific theatre companies for
at least one year.

No of members (approx.) | 200 members

Main Findings

SETTH covers theater technicians, a sector that often remains invisible despite its
fundamental contribution to the production of theatrical performances. The union operates
within the framework of the POTHA, with the aim of securing labor rights and addressing
widespread job insecurity.

Basic labor problems
e Informal work and lack of contracts.
e Contracts only for the duration of the performance
e Abolition of labour rights due to memoranda (e.g. abolition of days off, reduction of
bonuses).
Low wages and late payments
Lack of collective bargaining agreements
Job insecurity and flexible employment relationships
Lack of institutional recognition of specialisations
Difficulties in obtaining insurance and recognition of social security contributions

— Panhellenic Union of Traditional Dance Teachers (PEDDICH)

General Description

Union level Primary-level professional association
Year of Establishment 2021
Specialties covered Teachers of all types of folk dance

Membership/prerequisites | Regular members can be anyone who:

e isatleast 21 years old and

e have proven three years of teaching experience in folk
dance or are graduates of SEFAA with a specialization
in traditional dance or are graduates of SEFAA or
Professional Dance Schools with three years of dance
experience in traditional dance.

No of members (approx.) | 220 members

Main Findings
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The PEDDICH association was formed in 2021, at a time when elementary school dance
teachers had no collective voice or institutional representation. The association aims to
address this issue and raise awareness of the challenges faced by the sector, which remain
'invisible' within the realm of arts education and cultural policy.

Key problems in the sector

e Lack of professional recognition: primary school dance teachers do not have an
institutional professional profile

e Absence of collective agreements and fixed terms of remuneration; teachers are
often paid on a casual basis and receive low wages

o Heterogeneity of qualifications and training: there is no uniform certification or
training framework for the profession

e Job insecurity: they are often employed in precarious forms of work (part-time,
hourly wages, private contracts)

e Lack of insurance coverage and problems with social security contributions

e Downgrading of the sector in the broader cultural field, with low social recognition
of their work

General problems
e Absence of a national cultural policy for dance; the field relies almost exclusively
on private initiatives or local actions
e Underfunding of culture, especially education in traditional and folk dance

- Northern Greece Musicians’ Union (SMVE)

General Description

Union level Primary-level professional association
Year of Establishment 1922
Specialties covered Professional musicians (instruments, singing, composers,

arrangers, etc.)

Membership/prerequisites | Professional musicians (instrumentalists, singers, composers,
arrangers, etc.) who are active in Northern Greece. Prospective
members must prove their status as musicians by providing
either:

a) by providing the testimony of two existing members of the
Association; or

(b) by making a solemn declaration under Law 1599/86 and
submitting documents proving their musical background.

No of members (approx.) | 670 members

‘ Main Findings ‘
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SMVE is one of the largest musicians' associations in northern Greece. After the economic
crisis and especially during the pandemic, when musicians found themselves completely
immobile, it strengthened its extroversion and presence, doubling its membership.

Key problems in the sector
e Unstable and precarious work: musicians mainly work in bars, events, and small
venues without fixed contracts
e Undeclared work: fees are often paid "under the table," without social security
contributions
e Social security gaps: difficulty in registering and recognizing social security
contributions, lack of clarity regarding coverage
Low wages that often do not cover actual living expenses
Lack of a collective agreement that guarantees minimum working conditions
Delayed payments or even non-payment
Multiple jobs/other employment: most musicians are forced to have other jobs in
order to survive
e Unclear institutional representation: the Ministry of Labor and the Ministry of
Culture have overlapping responsibilities (e.g., the Artists' Registry), which confuses
workers

General problems
e Insecurity due to crises: the COVID-19 pandemic revealed the industry's complete
inability to survive without state support
e Absence of cultural policy for live music: lack of stable institutions and support
for music venues and professionals
e Division and lack of communication among musicians themselves, which hinders
collective problem-solving

- Greek Union of Professional Narrators (SEPAFI)

General Description

Union level Primary-level professional association

Year of Establishment 2021

Membership/prerequisites | Regular members can be individuals who practise storytelling
as their main or significant livelihood. While a formal degree
is not required, professional activity in storytelling must be
documented. Both salaried and self-employed storytellers are
accepted.

No of members (approx.) | 60 registered members (38 active in the last elections)

Main Findings ‘
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SEPAFI was founded in 2021, in the midst of the pandemic, due to a total lack of institutional
recognition of the storyteller/historian profession. Without a KAD and professional profile,
storytellers had no insurance or employment coverage, a problem that was exacerbated
during the pandemic. The association chose to join POTHA and adopt a trade union
approach.

The main problems highlighted are:

e Lack of institutional recognition of the profession and professional rights

e Lack of a KAD for storytellers (resulting in them being insured under other codes,
such as actors or educators)

e Absence of collective agreements and reliance solely on individual contracts

e Dependence on self-employment, AMKE or KOINSEP for access to funding

e Absence of an institutional framework defining minimum remuneration or working
conditions

e Uncertainty and lack of stable career prospects

e Risk of losing intellectual property rights through contracts with
municipalities/bodies that demand full transfer of rights
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