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SUMMARY
Reko1 examines the working conditions for Swedish artists who exhibit at art institutions in Sweden. The project aims to promote greater
transparency in the art sector, and has created a “Fair Trade label”,
the Reko Mark, and awarded the Reko Prize 2010 to the most Reko art
institution in Sweden.
Seven institutions have been Reko Marked: Göteborgs konsthall,
Färgfabriken norr, Riksutställningar, Moderna museet, Nationalmuseum, Konsthall C, and Örnsköldsviks museum och konsthall.
86 art institutions were selected for the Reko Report and of these 60
have been assessed according to the Reko criteria. The evaluation was
based on information primarily provided by artists, but also by exhibition producers and curators. Reko’s statistics are based on replies
concerning 228 artists and exhibition occasions.
The results show that one out of four exhibiting artists lacks a written
contract. Four out of ten institutions allow artists to work at single
occasions or repeatedly without a contract. One out of seven exhibiting artists has to pay for part of the production cost. Only four out of
ten exhibiting artists receive an exhibition fee at the minimum level
stipulated by the MU Agreement. Artists hardly ever get pay for
directly working with the exhibition (participation fee), i.e. an hourly
wage for adapting an artwork, installing, working with the catalogue,
opening, artist talks etc.
An important conclusion of Reko’s examination is that the size of the
art institution has little effect on the working conditions for artists.
Smaller museums and public art galleries provide basically the same
working conditions as larger and/or state institutions. In other words,
the deciding factors are attitude, priorities and degree of professional-

1) The term “reko” is Swedish colloquial speech meaning something equivalent to just,
fair or decent.
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ism. Among the seven institutions that were Reko Marked the number
of visitors varied between 2,600 and 500,000, while the size of budget
spanned from 0.9 to 173 million SEK.

THE REKO INDEX

The MU Agreement
The new state Agreement for artists’ fees for exhibition and participation is
valid from January 1 2009. MU is an abbreviation for the Swedish words medverkansersättning (participation fee) and utställningsersättning (exhibition fee).
The MU Agreement is in two parts: the MU Framework Agreement, and the
MU Standard Contract.
The MU Framework Agreement was made by the Swedish state, and the artists’
organizations KRO/KIF, Svenska Tecknare and Svenska Fotografers Förbund.
The framework contract stipulates how negotiations should proceed and how a
contract should be written between an artist and an organizer in connection
with an exhibition. It also stipulates the compensation an artist shall receive
for showing works in an exhibition.
The MU Standard Contract is a common effort by a multitude of parties in the
art sector, and should be used as a foundation for the individual contract
between an artist and an organizer before an exhibition. The MU Standard
Contract is based on the MU Framework Contract.
KRO/KIF runs the MU campaign, en educational effort concerning the
MU Agreement. You will find more information about the MU Agreement at
www.kro.se.
(Source: The Swedish National Artists’ Organization, Konstnärernas Riksorganisation, KRO.)
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The Reko Index
Diagram 1
The Reko Index

360
370
380
390
400

9

The Reko Index
Table 1

The Reko Index
POINTS

POINTS

1
2
3
3
5
6
7
8
9
10
11
12
13
14
15
16
17
18
19
20
21
22
23
24
25
26
26
28
29
29
31
32
32
34
35
36
37
38
38
40
41
42
43
43
45
46
47
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TOTAL

1

2

3

4

Göteborgs konsthall
Färgfabriken norr
Riksutställningar
Moderna museet
Nationalmuseum
Konsthall C
Örnsköldsviks museum och konsthall

370
355
345
345
341
339
337

100
100
100
100
100
100
100

100
100
100
100
100
67
100

80
75
80
80
81
97
77

90
80
65
65
60
75
60

Kulturhuset Ängeln
Waldemarsudde
Haninge konsthall
Bonniers konsthall
Tensta konsthall
Passagen Linköpings konsthall
Landskrona konsthall
Skissernas museum
Västerås konstmuseum
Gävle konstcentrum
Lunds konsthall
Skövde konsthall
Konsthallen Trollhättan
Malmö museer, Fotografins rum
Dunkers kulturhus
Botkyrka konsthall
Mjellby konstmuseum
Uppsala konstmuseum
Museum Anna Nordlander
Värmlands museum
Gustavsbergs konsthall
Eskilstuna konstmuseum
Växjö konsthall
Härnösands konsthall
Kristinehamns konstmuseum
Bildmuseet
Hasselblad center
Staffanstorps konsthall
Dalslands konstmuseum
Kulturhuset
Göteborgs konstmuseum
Stadsgalleriet
Kalmar konstmuseum
Konsthallen i Luleå
Konsthallen – Bohusläns museum
Millesgården
Ystads konstmuseum
Borås konstmuseum
Nässjö kulturhus
Örebro konsthall

328
324
322
320
314
312
300
296
294
293
290
285
282
280
278
271
263
261
260
260
258
256
256
254
250
250
245
230
226
223
220
220
216
214
206
185
185
177
175
166

100
100
100
100
100
100
100
100
100
100
50
100
77
0
100
100
100
67
0
100
100
80
60
100
100
100
100
100
100
100
50
100
0
60
33
100
50
25
100
50

100
100
100
83
100
80
100
100
100
100
100
100
59
100
100
100
100
100
100
50
67
60
100
100
100
100
100
100
0
33
100
100
100
100
100
33
100
100
0
50

58
69
47
82
54
62
40
26
29
48
80
20
81
100
38
16
18
59
85
40
21
66
31
14
0
25
0
0
51
50
35
0
46
14
18
22
0
22
25
26

70
55
75
55
60
70
60
70
65
45
60
65
65
80
40
55
45
35
75
70
70
50
65
40
50
25
45
30
75
40
35
20
70
40
55
30
35
30
50
40

48
49
50
51
51
51
51
55
56
57
58
59
60

TOTAL

1

2

3

4

160
158
154
150
150
150
150
148
145
140
127
114
54

0
0
0
100
100
100
0
100
100
0
0
0
0

100
100
0
0
0
0
100
0
0
100
0
50
0

0
23
84
0
0
0
0
8
0
0
87
14
14

60
35
70
50
50
50
50
40
45
40
40
50
40

Centrum för fotografi
Konsthallen/Hamnmagasinet
Norrtälje konsthall
Teckningsmuseet i Laholm
Tyresö konsthall
Åmåls konsthall
Edsvik konsthall
Smålands museum, Sveriges glasmuseum
Konstnärshuset
Thielska galleriet
Bror Hjorts hus
Jakobsbergs konsthall
Gotlands konstmuseum

For an institution to be Reko Marked it must meet the following requirements:
1: Written contracts – 100 points
2: Paid expenses – 100 points
3: Exhibition fee – 80 points
4: Other conditions – pay for directly working with the exhibition (participation fee), artists’ overall judgements,
policy, collaboration – 65 points
Bold numbers mean that the Reko level has been achieved.
The goal of Reko is to highlight the institutions that do offer good working conditions. An institution can be below
the Reko level in certain criteria and still be Reko Marked, if the total score is high enough, and the divergences
are small.
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The Reko Index
Table 2
1.Göteborgs konsthall Written contracts. Covers all expenses. Exhibition fees according to MU. Participation
fee to some extent.
2. Färgfabriken norr Written contracts. Covers all expenses. Exhibition fees almost always according to MU.
Participation fee to some extent plus per diem.
3. Riksutställningar Written contracts. Covers all expenses. Exhibition fees according to MU. Participation fee
to some extent.
3. Moderna museet Written contracts. Covers all expenses. Exhibition fees according to MU. No participation
fee but per diem. Very good judgements.
5. Nationalmuseum Written contracts. Covers all expenses. Exhibition fees according to MU. Participation fee
to some extent. Good judgements.
6. Konsthall C Written contracts. Covers almost all expenses. Exhibition fees double the MU minimum. Good
judgements.
7. Örnsköldsviks museum och konsthall Written contracts. Covers all expenses. Exhibition fees almost
according to MU.
8. Kulturhuset Ängeln Written contracts. Covers all expenses. Exhibition fees sometimes too low. Participation
fee to some extent.
9. Waldermarsudde Written contracts. Covers all expenses. Exhibition fees sometimes too low.
10. Haninge konsthall Written contracts. Covers all expenses. Exhibition fees sometimes too low.
11. Bonniers konsthall Written contracts. Does not cover all expenses. Exhibition fees according to MU.
Often no participation fee.
12. Tensta konsthall Written contracts. Covers all expenses. Exhibition fees sometimes too low.
13. Passagen Linköpings konsthall Written contracts. Does not always cover all expenses. Exhibition fees
often too low.
14. Landskrona konsthall Written contracts. Covers expenses. Exhibition fees sometimes according to MU,
sometimes not at all.
15. Skissernas museum Written contracts. Covers most expenses. Exhibition fees way below MU level. Hardly
any participation fee.
16. Västerås konstmuseum Written contracts. Covers all expenses. Exhibition fees way below MU level.
17. Gävle konstcentrum Good policy but de facto exhibition fees below MU level. Hardly ever any participation
fee.
18. Lunds konsthall Not always written contracts. Covers all expenses. Exhibition fees according to MU.
No participation fee.
19. Skövde konsthall Written contracts. Covers all expenses. Exhibition fees way below MU level.
No participation fee.
20. Konsthallen Trollhättan Exhibition fees according to MU. Not always written contracts, and not all
expenses covered.
21. Malmö museer, Fotografins rum Double the usual exhibition fee. Covers all expenses. Participation fee
to some extent. Good policy but no written contracts.
22. Dunkers kulturhus Paid expenses. Written contracts. Good judgements. No participation fee. Exhibition
fee way below minimum.
23. Botkyrka konsthall Paid expenses. Written contracts. No participation fee. Exhibition fee way below
minimum.
24. Mjellby konstmuseum Paid expenses. Written contracts. Exhibition fee way below minimum.
25. Uppsala konstmuseum Paid expenses. Not always written contracts. Exhibition fee often below minimum.
Policy not to pay exhibition fee for group exhibitions, negotiates separate exhibitions. Seldom participation
fee despite work required of artist.
26. Museum Anna Nordlander Covers all expenses. Exhibition fee sometimes over minimum. Good policy
including written contracts, but does not follow the policy.
26. Värmlands museum Written contracts. Good judgments. Does not cover all expenses. Highly variable
exhibition fee. Sometimes according to contract, often way below.
28. Gustavsberg konsthall Written contracts. Exhibition fees to low. Sometimes pays expenses, but not always.
29. Eskilstuna konstmuseum Almost always written contracts. Does not always cover costs. Exhibition fees
sometimes over minimum, but just as often below. Rarely pays participation fee.
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29. Växjö konsthall Covers expenses. Sometimes written contracts, sometimes not. Exhibition fees always
below minimum. Seldom pays a participation fee.
31. Härnösands konsthall Covers expenses. Written contracts. Very low exhibition fee.
32. Kristinehamns konstmuseum Covers expenses. Written contracts. Good judgements. No exhibition fee.
32. Bildmuseet Written contracts and paid expenses. Policy is to follow MU but pays exhibition fees below
minimum level. No participation fee despite work required of artist. Critical judgements.
34. Hasselblad center Covers expenses. Written contracts. No exhibition fee.
35. Staffanstorps konsthall Covers expenses. Written contracts. No exhibition fee. No participation fee.
36. Dalslands konstmuseum Written contracts. Does not cover expenses. Sometimes exhibition fees above
minimum, sometimes none at all. Good judgements.
37. Kulturhuset Written contracts. Does not always cover all expenses. Sometimes exhibition fees way below
minimum despite good policy. Only occasionally pays participation fee.
38. Göteborgs konstmuseum Policy is to have written contracts but is not always followed. Exhibition fees
way below minimum. Critical judgements.
38. Stadsgalleriet Covers expenses. Written contracts. No exhibition fee. Critical judgements.
40. Kalmar konstmuseum No written contracts. Covers expenses. Exhibition fees sometimes at minimum,
sometimes way below. Occasionally pays participation fee.
41. Konsthallen i Luleå Covers expenses. Sometimes written contracts, sometimes not. Exhibition fees way
below minimum. Sometimes none at all.
42. Konsthallen Bohusläns museum Covers expenses. Often no written contract. Often no exhibition fee,
sometimes below minimum.
43. Millesgården Written contracts. Sometimes no exhibition fee, sometimes below minimum. On several
occasions failed to cover artists' expenses. Often no participation fee despite work required of artist. Critical
judgements.
43. Ystads konstmuseum Sometimes written contracts, sometimes not. Covers expenses. No exhibition fee.
Often no participation fee.
45. Borås konstmuseum Often no written contract. Sometimes exhibition fee below minimum, sometimes
none at all. Often no participation fee.
46. Nässjö kulturhus Written contracts. Does not cover expenses. Exhibition fees way below minimum.
47. Örebro konsthall Sometimes covers expenses, sometimes not. Sometimes exhibition fee below minimum,
sometimes none at all. Critical judgements.
48. Centrum för fotografi Covers expenses. No written contracts. No exhibition fee.
49. Konsthallen/Hamnmagasinet Covers expenses. No written contracts. Only sometimes pays exhibition
fee, and if so below minimum. Often no participation fee.
50. Norrtälje konsthall No written contracts. Does not cover all expenses. But exhibition fees are above
minimum.
51. Teckningsmuseet i Laholm Written contracts. Does not cover expenses. No exhibition fee.
51. Tyresö konsthall Written contracts. Does not cover expenses. No exhibition fee.
51. Åmåls konsthall Written contracts. Does not cover expenses. No exhibition fee.
51. Edsvik konsthall No written contracts. Covers expenses. No exhibition fee.
55. Smålands museum, Sveriges glasmuseum Written contracts but no expenses paid. Exhibition fee way
below minimum. No participation fee.
56. Konstnärshuset Written contracts. Does not cover expenses. No exhibition fee. Participation fee to some
extent.
57. Thielska galleriet No written contracts. Covers expenses. No exhibition fee.
58. Bror Hjorths hus No written contracts, does not cover expenses. Exhibition fees over minimum.
No participation fee despite work required of artist.
59. Jakobsbergs konsthall No written contracts. Does not always cover expenses. Pays exhibition fees,
but way below minimum.
60. Gotlands konstmuseum No written contracts, does not cover expenses. No participation fee. Very low
exhibition fee.
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Basis for the Reko Index
Table 3

Bildmuseet
Bonniers konsthall
Borås konstmuseum
Botkyrka konsthall
Bror Hjorts hus
Centrum för fotografi
Dalslands konstmuseum
Dunkers kulturhus
Edsvik konsthall
Eskilstuna konstmuseum
Färgfabriken norr
Gotlands konstmuseum
Gustavsbergs konsthall
Gävle konstcentrum
Göteborgs konsthall
Göteborgs konstmuseum
Haninge konsthall
Hasselblad center
Härnösands konsthall
Jakobsbergs konsthall
Kalmar konstmuseum
Konsthall C
Konsthallen – Bohusläns museum
Konsthallen i Luleå
Konsthallen Trollhätten
Konsthallen/Hamnmagasinet
Konstnärshuset
Kristinehamns konstmuseum
Kulturhuset
Kulturhuset Ängeln
Landskrona konsthall
Lunds konsthall
Malmö museer, Fotografins rum
Millesgården
Mjellby konstmuseum
Moderna museet1
Museum Anna Nordlander
Nationalmuseum
Norrtälje konsthall
Nässjö kulturhus
Passagen Linköpings konsthall
Riksutställningar
Skissernas museum
Skövde konsthall
Smålands museum, Sveriges glasmuseum
Stadsgalleriet
Staffanstorps konsthall
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Number of survey replies

Number of artists
the survey replies concern

2
5
4
1
1
1
2
1
1
5
2
1
3
2
6
2
3
1
1
4
2
3
2
5
3
2
3
1
3
3
2
2
1
3
2

2
6
4
1
1
1
2
1
14
5
2
1
3
2
4
2
3
1
1
4
2
3
3
5
22
2
3
1
3
8
2
2
4
3
2

1
2
2
1
1
5
2
2
3
1
1
1

1
2
2
1
1
5
51
2
3
1
1
1

Teckningsmuseet i Laholm
Tensta konsthall
Thielska galleriet
Tyresö konsthall
Uppsala konstmuseum
Waldemarsudde
Värmlands museum
Västerås konstmuseum
Växjö konsthall
Ystads konstmuseum
Åmåls konsthall
Örebro konsthall
Örnsköldsviks museum och konsthall
Total

Number of survey replies

Number of artists
the survey replies concern

1
3
1
3
3
1
2
2
2
2
1
4
2

1
3
2
3
3
1
2
2
5
2
2
4
2

134

228

For all Reko Marked institutions, additional data was gathered by telephone and e-mail.
1) The basis for Moderna museet is complete, since the museum only produced one exhibition with a living
Swedish artist in 2009 with works not belonging to the museum’s collection.
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Art institutions not included in the Reko Index
Table 4
The following 26 art institutions have not been included due to lack of information:
Alingsås konsthall
Falsterbo konsthall
Färgfabriken
Grafikens hus
Index
Konsthallen i Luna kulturhus
Kramfors konsthall
Kristianstads konsthall
Länsmuseet Halmstad
Magasin 3
Malmö konsthall
Malmö konstmuseum
Marabouparken
Mejan Labs
Museet/Bollnäs konsthall
Nacka konsthall
Nordiska akvarellmuseet
Norrköpings konstmuseum
Pumphusets konsthall
Röda sten
Sandvikens konsthall
Stockholms läns museum
Sundsvalls museum
Tomelilla konsthall
Vetlanda museum
VIDA museum

THE PROJECT
Isn’t it odd that curators and artists pushing progressive agendas,
like ourselves, keep ending up creating and working
under the most exploitative conditions?
Tirdad Zolghadr, curator and art critic

The idea was simple: why is there no description of goods for art exhibitions? Something that tells the visitors under what conditions the art
they are looking at has been produced? Contemporary art excels at
revealing social structures, injustices and invisible power relations.
But its own economical context is rarely scrutinized. What happens if
the working conditions for the artist are brought to light and become
part of the reception of an exhibition? Can the concept of a “Fair
Trade label” be imported into the art sector?
Reko is an independent art project. We have created a Reko Mark for
art institutions that exhibit contemporary art, and we have ranked the
Most Reko Art Institution in Sweden 2010. Based on data from 2009 we
have examined the working conditions behind the art at 86 art museums and public art galleries in Sweden. We have asked questions like:
do the artists have written contracts? Are their expenses covered?
What is the policy and attitude of the institution regarding the artists’
working conditions? All art institutions that offer good enough terms
have been Reko Marked. We have also created a Reko Index of the art
galleries and museums in the report.
There are plenty of opinions but few facts about the working conditions of artists. Sometimes the issue feels hopeless since the problems
seem to stem from an interminable and unchangeable situation.
Everyone knows that the conditions are bad. But what actually are the
problems? Where are there in fact good conditions? Reko describes
the present-day situation, and points in the direction of possible solutions. We lay the foundation for a constructive discussion. A special
focus is to highlight the art institutions that provide decent working
conditions for artists, and can act as examples for others.
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A main aim of the project is to put art in an economic context. One
thing that defines art, according to the philosopher Jacques Rancière,
is that it causes us to change the way we experience, organise and
divide the world around us; art can therefore be political (“Aesthetics
as Politics”). From this perspective, Reko is an art project with political effects. It is about changing ingrained patterns of thought in the
art sector.
Here we report the results of the examination. Of central importance
is the Reko Index, which crystallizes all the information gathered in
2009. The index is based on a points system and shows how close the
various art institutions are to the Reko Ideal. Seven institutions are
Reko Marked. The appendix called Method shows how the calculations were made. Relatively small differences affect the index. A few
rungs up or down could be due to chance. However, we definitely
claim that institutions at the top of the scale offer substantially better
working conditions than those in the middle or lower regions.
The Reko Mark and Reko Index make it possible to overview a complex issue, and lay the foundation for further discussion. This involves
simplification, at the risk of missing certain details and nuances.
Many aspects of artists’ working conditions are worthy of consideration – and Reko cannot claim to cover them all. Neither do we claim
that economic factors are all-important; there are of course other relevant aspects of making art exhibitions. However, it is necessary to
limit the scope of an investigation such as this. Information about the
economic conditions in the art sector is hard to come by, despite the
fact that most Swedish art institutions are part of the public sector.
The economic aspects have to be emphasized to assess the situation,
and stake out a path toward change.
During the process we have had a dialogue with many different players in the art sector. It was essential that the methods and results were
examined by an independent reference group: Katja Lindqvist, PhD,
researcher in artists as entrepreneurs and the organisation of the
cultural sector, Linus Elmes, director at Unge Kunstneres Samfund
in Oslo, and Frida Cornell, freelance curator. We have also involved
18

an outside statistics expert as an advisor. To gain another perspective,
we asked culture economist Tobias Nielsén to write a freestanding
analysis.

Realization
Reko’s public activity started in January 2009, when the new state MU
Agreement came into force. The project was launched in February the
same year with the seminar “A new framework for the visual arts
2009” at Kulturhuset. The Reko Report is largely based on the MU
Agreement. As of today, the MU Agreement is not binding for all art
institutions, but it has a potential to become a point of reference for
the entire art sector.
First, we chose 86 art institutions for the examination. The selection
includes practically all institutions that meet two criteria: 1) They
exhibit living Swedish artists, and 2) they are run on a professional
level. By this we refer to institutions that have paid employees and
exhibit professional artists. We have chosen to disregard non-profit
initiatives and amateur activities. With a few exceptions Reko examines art institutions that are mainly financed with public funds.
A survey was sent to all selected institutions to collect basic data about
their budget, type of activity and policy regarding artists’ compensation. If the survey despite a number of reminders remained unanswered, we tried to obtain the facts from other sources, e.g. the
Swedish Arts Council. The list of basic data is available at Reko’s website, www.projektreko.org.
The heart of the project is the creation of an index over the working
conditions for artists when they exhibit at the art institutions covered
by the report. We gathered information based on four criteria:
1. Written contracts. Are written contracts established?
2. Paid expenses. Are all expenses for an exhibition paid for?
19

3. Exhibition fee. Are artists paid for exhibiting according to the
MU Agreement?
4. Other conditions – pay for directly working with the exhibition
(participation fee), artists’ overall judgements, policy,
collaboration. This category includes:
a. Are artists paid for their participation (hourly pay for directly
working with the exhibition)?
b. The artists’ comments about the institution.
c. Does the institution have a policy for artists’ working
conditions, and, if so, what does it entail?
d. Does the institution provide economic information about its
activities (which mostly fall under the Swedish principle of free
access to public records), and what is its attitude toward
the process of improving the working conditions of artists?
To facilitate the collection of data we developed a web survey which
can be filled in online at Reko’s website. Both artists and institutions
can fill in the survey. Many were also sent the survey as a separate
e-mail. Reko double-checks instances of contradictory or possibly
incorrect information. The web survey is based on the structure and
content of the MU Agreement.
During 2009, approximately 340 exhibitions by living Swedish artists
were produced at the examined institutions. We limited the Reko
Report to exhibitions with artists living or working in Sweden, since
the MU Agreement only applies to artists from Sweden.
Apart from the staff of the institutions, we also approached freelance
curators and exhibiting artists. We personally contacted 400 artists
and in collaboration with KRO (The Swedish Artists’ National
Organization) had e-mail contact with its approximately 3,000 members. The survey was e-mailed twice to all institutions. All parties have
been asked to answer the survey, and to contribute comments, visions,
and suggestions.
Reko’s statistics are based on replies concerning 228 artists and exhibition occasions.
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Results and conclusions
60 of the 86 selected art institutions are ranked in the Reko Index. In
some cases no data could be obtained. One reason could be that the
institution had no exhibitions by living Swedish artists in 2009.
The report underlines that exhibiting artists at the Swedish art institutions generally have very poor working conditions. Only seven (out of
60) art institutions were considered Reko: Göteborgs konsthall,
Färgfabriken norr, Riksutställningar, Moderna museet, Nationalmuseum, Konsthall C, and Örnsköldsviks museum och konsthall. The
Reko Prize 2010 goes to Göteborgs konsthall, which has been ranked
the Most Reko Art Institution in Sweden.
The results show that one out of four exhibitors lacks a written contract. Four out of ten institutions allow artists to work at single occasions or repeatedly without a contract. One out of seven exhibiting
artists has to pay for part of the production cost. Only four out of ten
exhibiting artists receive an exhibition fee at the minimum level stipulated by the MU Agreement. Artists hardly ever get pay for directly
working with the exhibition (participation fee), i.e. an hourly wage for
adapting an artwork, installing, working with the catalogue, opening,
artist talks etc.
The statistics also show that female artists get less pay than male
artists, and more often have to pay for some of their production costs.
Even if these differences are not statistically significant, they cannot
rule out that female artists have worse conditions than male artists.
The economic side of the art industry lacks transparency, and, as
is often the case, informal decision processes and invisible power
structures seem to lead to inequality.
On the other hand, many institutions work actively with artists’ working conditions. A number of producers, directors for art museums and
public art galleries, and politicians advocate change. The MU
Agreement has started discussions at Sweden’s art institutions. The
comments and reactions we have received indicate that things are
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moving in the right direction. Now we have to follow the lead of those
institutions that have come furthest on the path to a Reko art sector.
An important conclusion of Reko’s examination is that the size of the
art institution has little effect on the working conditions for artists.
Smaller art museums and public art galleries give basically the same
working conditions as larger and/or state institutions.1 In other words,
the deciding factors are attitude, priorities and degree of professionalism. Among the seven institutions that were Reko-marked the number
of visitors varied between 2,600 and 500,000, while the size of budget
spanned from 0.9 to 173 million SEK.

something about the situation. Reko, together with the new MU
Agreement, has a real potential to make a difference. One of the novelties in the MU Agreement is that it distinguishes between the exhibition fee (“rent” for exhibiting works of art), and the participation fee
(an hourly wage for directly working with the exhibition). The focus is
thereby shifted from the works of art to the artist’s time. A new standard can be implemented. If the tariffs for exhibition fee come into
widespread use, it would be a major step forward. But it is important
to stress that the tariffs state a minimum level – the representatives of
the institutions often interpret them as a maximum. The next step is
for institutions to pay more when this is called for, and to start paying
artists for their working time in the production of exhibitions, which
has been far from standard procedure until now.

Reflection
Reko aims to lay the foundation for a constructive discussion of the
traditional methods of evaluating artists’ work. Our examination of
the working conditions of exhibiting artists provides institutions and
artists with a factual basis for this discussion.
Reko sparked the curiosity of many institutions. The directors and
producers are interested to know how other institutions handle exhibition and participation fees. Almost all of them also express their
desire to pay better, but claim that they are back-bound by budget
constraints. A typical comment is: “I want nothing else than to pay
well, but we just don’t have the money. It’s the politicians you should
try to influence.” A pervasive impression from Reko’s experience is
that there is a continuous shift of responsibility for non-existent or low
pay. Accountability is always one step away.
Many feel that Reko is a good idea, and agree that it is time to do

1) The MU Agreement divides art institutions into four categories depending on their
size. All the state institutions, even the smaller ones, are in Category 1, which also
includes the big museums and public art galleries. There is basically no correlation
between category and ranking in the Reko Index.
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We have met negative reactions from the staff at some institutions,
even though they are exceptions. However, there has been a general
resistance to divulging information (this also applies to some of the
artists we have contacted). The resistance seems to stem mainly from
lack of time, but is also because the staff is unused to providing the
kind of facts we asked for. For example, many institutions do not separate artists’ fees from other accounts in their budgets. Some institutions have repeatedly ignored our requests, despite that the law governing free access to public records should be applicable in most cases.
A few institutions have questioned why we wanted to gather facts
about costs for staff and premises, in order to compare them with
artists’ fees. They maintain that one cannot compare artists’ fees,
which are a part of the fluctuating costs, with the permanent costs for
premises and staff. From Reko’s perspective it is important to put the
artists’ compensation in a budgetary context, to clarify the kind of
sums that the discussion is about in relation to other costs. This
requires a comparison with the other costs of the institution.
Another doubt concerned the project’s focus on economy and figures.
Isn’t artistic creativity threatened by written contracts and standardized terms? This is a misgiving we have heard from the representatives
of several institutions – even those who are basically positive to Reko.
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“Are we supposed to hear the ticking of a taximeter when we’re trying
to have a creative meeting with the artist?” Or: “[Does Reko] want to
politicize and bureaucratize the production process in the field of art?
What happens to a factor like creativity? Are conditions always more
important than quality?”
Reko does not want to bureaucratize the art sector. There is a conception that art and creativity can be suffocated by too many formal
rules, or even the slightest mention of money. We do not concur. On
the contrary, both time and energy would be set free if there were simple and transparent guidelines for written contracts and fair pay. It is
something you want to get over with quickly in order to move on to
essentials. The artist should not have to be a veteran negotiator to get
a written contract from a publicly financed art institution.

Continuation of the project
This first Reko Report is akin to a pilot study. It has entailed building
up databases and systems, and establishing contacts with concerned
parties. If the project can continue the structure is largely reusable and
would require less work to maintain. We hope the project will be perceived as important, and that there is an interest in its continuation.
Reko has to carry on for a few years at minimum to develop its full
effect. We have already received a new grant, and we are looking for a
new partner who can run the project in the long-term.

We realise that a Reko Marked art institution does not necessarily produce better exhibitions than a non-Reko. But the reverse is not true
either. Trust, creative dialogue, and other undefinable qualities are
important prerequisites for the production of successful exhibitions.
But there is no conflict between trust and creativity and good working
conditions, or between good conditions and quality. On the contrary,
good conditions can be a better breeding ground for creativity, and
a written contract increases the trust and security in a collaboration.
Today the monetary compensation for the artist is like the pot of gold
at the end of the rainbow. Everyone talks about it, but it always backs
further away as one gets closer. It is therefore important to found a
new principle: that exhibitions in state-financed art institutions are a
job-market for artists, not showcases for hypothetical future sales of
art. The artist is a professional whose job is to create exhibition experiences, which the public can take part of at our museums and public
art galleries. For this work the artist should be paid.
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INTERVIEW WITH THE WINNER
Göteborgs konsthall has been awarded the Reko Prize 2010 as the
Most Reko Art Institution in Sweden. We spoke with the director Lene
Crone Jensen.
Reko: – Congratulations! You have been ranked the Most Reko Art
Institution in Sweden 2010. How does it feel?
Lene Crone Jensen: – It feels very good to receive the Reko Prize! It’s
an encouragement, and recognition of the work we have done, and
also through the prize we can contribute to the discussion about
artists’ working conditions. I feel that it’s very important to create
good working conditions for artists, partly because artists should get
paid for their work like anyone else, and partly because giving artists
better conditions also boosts the status of art in society. It is important to stress that art plays a big role in today’s society, and we have to
create good conditions for its development.
– Why has Göteborgs konsthall done better than other institutions?
Have you worked consciously with the issue in planning exhibitions and
the budget?
– We have worked very consciously and passionately for good working
conditions for everyone. I’d rather do fewer exhibitions with good
working conditions. Compensation for artists has always concerned
me, and it’s something I have been involved in throughout my career.
And it’s an issue in which we’d like Göteborgs konsthall to state a clear
position.
– Which experiences can you communicate to other art institutions?
– Different institutions have different prerequisites and work in different contexts, so it’s impossible to generalize. There are many factors to
consider. But the basic message is to invest more in fewer projects.
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– What are your plans for the future? How will you go on with these
issues?
– We want to maintain the standard we have today, and I don’t believe
this is negotiable even in the midst of a financial crisis. So you have to
cut back in other areas. It would also be interesting to move the discussion to the level of council politics, to demonstrate the need for a holistic view of the art sector, and promote an understanding that all
aspects have costs. There are constantly increasing demands on institutions, we’re supposed to expand but the economical side isn’t.

MENTAL BARRIERS – UNTO EVERYONE
THAT HATH NOT, SHALL NOT BE GIVEN
TOBIAS NIELSÉN
Low or non-existent fees for exhibiting artists have nothing to do with
the budget constraints of art institutions, but stem from built-in
mental conceptions in the budget allocation process. It is considered
standard procedure to give artists extremely low pay. Therefore, it becomes a miniscule budget post. But it does not have to be that way.
No price levels are self-evident. They are the result of traditions and
ideas. The prices of various objects and services have a history of ideas
like everything else, with its pivotal moments. The price of airplane
tickets had a certain level before Ryanair changed the market. No one
knew what a download of a song should cost before Apple’s iTunes
store set the standard of 0.99 dollars.
But once standards are set, there is an incredible inertia that requires
a structural shift for them to change. The reigning attitudes are carved
in stone: since we create our world view through comparisons – points
of reference – we often get stuck in certain preconceptions about what
things should cost, what compensation is reasonable. These points of
reference constitute our measure for what is right and reasonable.
They have a dramatic effect, and don’t just concern prices, but all our
preconceptions.
There is an illustration of the power of points of reference in Dan
Arley’s book Predictably Irrational. In an experiment, he reads a poem
to a group of students. He tells them he doesn’t know what the reading
should cost, and divides the students into two groups. He asks one
group if it’s worth ten dollars to hear him read poetry. He asks the
other group if it is sufficient to pay them 10 dollars to hear him read
the poem. As a follow-up question he wonders what the prices should
be for reading a short, intermediate or long version of the poem (Walt
Whitman’s Leaves of Grass, for the record). The group that first was
asked if it was reasonable to pay 10 dollars to hear the reading
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answered that the reading was worth 1, 2 or 3 dollars depending on the
version of the poem. On the other hand, the group that was asked if it
was reasonable to be paid 10 dollars to listen answered that receiving
between 1.30 and 4.80 was enough depending on the version of the
poem.
Artists get paid by the same logic, according to what is considered
“reasonable”. It has nothing to do with budget constraints, but stems
from built-in mental conceptions in the budget allocation process.
If we handed out a survey to all the art institutions in Sweden, some
would answer that it is natural that artists pay to be exhibited by selffinancing their working time and production costs.1 Others might say
that artists can be compensated for certain expenses such as travel and
renting equipment, but not for their time. Only as an exception from
the rule, some might say that artists should receive compensation for
their expenses and their time.
These are the attitudes found in the Reko Report, which is based on a
survey that actually was handed out. Among the 86 art museums and
public art galleries there are highly diverse positions. Some would
rather shelve an exhibition than not follow the MU Agreement negotiated by the Swedish Artists’ National Organization (Konstnärernas
Riksförbund, KRO).2 Others lay down their own terms.

tion topic in the arts and culture sector?
The Swedish Arts Grants Committee’s report from 2009,
“Konstnärernas inkomster” (“The incomes of artists”) showed clearly that artists, especially visual artists, on average have lower incomes
than the rest of the population. Even if the spread among the visual
artists is wide, half of the group earns less than 10,850 SEK per
month.3
But these figures are often met with a yawn, because after all don’t
they just confirm what we already knew? The facts can also be interpreted in two different ways: with a nod of acceptance that this is how
it is and always will be, or with a reaction which leads to reflection over
how it came to be this way.
This report – like the Reko Project that has produced it – is the result
of the second type of reaction. The focus is on what the art institutions pay the artists, an adequate delimitation, judging by the results.
This is partly because the definition of the problem emphasizes how
old traditions continue to rule despite the changes in the art scene – or
rather in the works of art. In this day and age artists have moved away
from the traditional practice of selling works of art, i.e. paintings and
sculptures. But let me get back to this.

On the whole, however, there is a common point of reference for
artists and art institutions alike: the status quo is that artists generally
have very poor earnings. If the artists felt differently, they would never
have agreed to the offered terms, and done something else instead.
This is not to say that everyone – or even anyone – approves of this
state of affairs. Lack of money must be the most common conversa-

It is also partly because the report underlines that artists have a hard
time getting paid even when they exhibit at publicly funded art institutions, which we presume give the artists fair compensation.4 In another report from the Swedish Arts Grants Committee, “Konstnärerna i
kulturpolitiken” (“The artists in cultural politics”), the author, Per
Svenson, states: “Only three of the institutions that are accountable to
the government paid artists for exhibitions in 2004–2005: Moderna

1) This is the sentiment even if it is not stated outright.

3) According to the same report, the median income in Sweden is approximately 18,200

2) The MU Agreement, which stipulates terms for artists’ compensation for exhibitions

SEK per month.

and participation, was negotiated by the Swedish Artists’ National Organization and

4) Privately financed art galleries are also included in the report, but they obviously are

the Swedish Arts Council, as representatives of the artists and the state respectively.

outside the domain of cultural politics.
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museet, Nationalmuseum and Riksutställningar. The average sum of
the fee was approximately 4,000 SEK per artist.”5
The Councillor for Culture in Stockholm, Madeleine Sjöstedt (FP),
has advocated that the city’s public art galleries should follow the MU
Agreement. In a debate article she has also encouraged other municipalities and regions to follow suit, and has received no answer. Don’t
they care?
The lack of response to her debate article about artists’ fees probably
reflects that it is considered a minor issue, and does not even reach
other politicians. Talking to local politicians about culture, it is obvious that there is scant knowledge about artists’ compensation. We
have to bear in mind that most members of Sweden’s regional or
municipal Committees for Culture are politicians in their spare time,
and that most budget deliberations are decided by routine: the
Matthew principle “Unto everyone that hath, shall be given” is the
dominant principle in cultural politics.6

Low or non-existent pay also has a very direct effect on artists. Artists
who are not paid end up outside the social security system and get
minimal sickness benefits and childcare support, and minimal pension.
***
At the same time as the usual reports about low salaries and fees, we
also hear other reports that might cause us to believe that change is on
the way. There is talk about artists as entrepreneurs in the creative sector, and how this sector is growing faster than the economy in general,
and also about how art can contribute with innovation and creativity
to other sectors, and that new public art galleries and cultural centres
promote the identity of cities and regions.
In this respect, art and culture are important building blocks in the
service of society. Art is supposed to make us more creative, and at the
same time advertise places.

If this principle is interpreted the other way around, the result is
“Unto everyone that hath not, shall not be given”. So someone has to
lift the debate about artists’ compensation to a principal level for political change to be possible.

It is easy to surmise that artists automatically benefit from this situation, but there are several reasons why this is not the case. The question about exhibition fees for artists is also part of a bigger problem:
why is it so hard for artists to get paid?

“This is a big issue”, says Madeleine Sjöstedt. “The level of quality in
the cultural sector is in the hands of the artists, and they rarely have
full-time salaries. Someone has to make sure that the systems for compensation that exist are actually used. If you understand this – then
you also realise how important this issue is. Because it doesn’t matter
how many bureaucrats you have in administrations and institutions, if
no one produces any culture they will have nothing to do.”

There are many answers. Let me try to discuss some of the factors
from a cultural economic perspective.

5) Per Svenson, Konstnärerna i kulturpolitiken. En utredning om konstnärer, kulturpoli-

Getting back to why not even the public institutions pay artists decent
wages, it is important to be aware that institutions and government
agencies, not artists, are the tools of culture politics. The reason of
course is that agencies administer and plan culture politics, and institutions carry out projects and act as an interface to the public; the
financing of individual artists is much more tightly held. The arm’s
length principle is strong and in fact relevant.

tik och arbetsmarknad, Stockholm: The Swedish Arts Grants Committee, 2008. Our
translation.
6) Not only in Sweden but in all Europe, as research shows.
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But analysis shows that what actually happens when a budget is allocated – and this holds true for privately owned art galleries as well –
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depends on a deeply human factor: you always put yourself first.
Madeleine Sjöstedt claims that this is something she has learnt during
her soon-to-be four year period as Stockholm’s Councillor for
Culture: “It is always easier to find arguments for yet another whitecollar worker, as opposed to more money to others. Organisations
work like that: they are self-serving and self-preserving. Not necessarily because they want to deprive someone else, but because they are
most clearly aware of their own needs.”

10,000 SEK, and to fill an entire exhibition requires much more.

There are exceptions where a principal decision to follow the MU
Agreement has been made. Pernilla Lesse at Färgfabriken says: “We
would never say to an artist that we want to exhibit you, but we can’t
pay you anything for it. Everyone who exhibits should be paid according to the MU Agreement. If we can’t pay, we don’t do the exhibition.”

The value of time also concerns the production process. Karin Willén,
the chairperson of KRO, spoke about the need to document your time
in a seminar at Kulturhuset. “Not in every detail, but to gain more
control over your situation. Quantification isn’t really a problem, but
an opportunity.”

At Göteborgs konsthall, director Lene Crone Jensen says that artists
should always get paid: “I believe that artists should have different
position in society from the one they have had until now. Everyone
should be rewarded for their work and efforts. All of our exhibitors get
paid according to the MU Agreement. We try to adhere to KRO’s
guidelines. If that means a reasonable pay is up for debate.”

There is yet another reason why artists fail as negotiators. Artists
rarely or never say “No thank you” if the price isn’t right. Partly
because – to quote an artist who wishes to remain anonymous –
exhibiting entails so many benefits on other levels; it is a privilege to be
able to live the dream of being an artist. But also because if you say no,
there is a number of artists just like you standing in line.

What is the responsibility of the artists? From conversations with
artists it’s obvious that there is a fear of negotiations, at least if the
exhibition is at stake.

Economists might describe this as a surplus of supply, that the “natural resource” is endless. But there are many lawyers and craftsmen as
well, and somehow they manage to get paid? Yes, but if they say no
there are plenty of other buyers (and if not, they can get another job).
The problem for artists is that there are too few “buyers”, public art
galleries and institutions. Therefore the feeling is that you have to
make do with what you get, and if you negotiate – and now I also refer
to artists I have spoken with – you get a reputation for being difficult.

We also have to remember that artists do not choose art in order to
be negotiators or make money. Often there is an adverse attitude
to money and the market. Art is based on a non-commercial logic, but
the price for working with “the immeasurable” is that it’s hard to get
the proper pay. This is why the commercial galleries have such an
important function, as brokers between the market’s logic and that
of art.
To this we add the idea of the artist as a person who doesn’t need
money. But, as one artist pointed out in conversation, art has huge
production costs nowadays. Just making a copy of a photograph costs
34

Also, the artist I conversed with continued, it is taken for granted that
the artist has unlimited time to work with exhibition production. This
thinking is skewed, because if the pay is low and we exclude the few
artists who sell their art, artists need to have a day job. In this case,
they don’t have endless amounts of time to help out with exhibition
production, for example hanging.

So that is why there is no negotiation. Just a nod to acknowledge that
this is the way it is.
The director of Göteborgs konsthall, Lene Crone Jensen, has some
words of consolation. “I don’t consider artists who negotiate troublemakers. Of course we have to let them state their case, then it’s up to
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us as an institution to set our boundaries.”
One solution is for artists not to put themselves first, and actually say
no if certain conditions are not fulfilled. This assumes that no one else
puts up with bad conditions either. In game theory this is known as the
“Prisoner’s dilemma”, but nowadays it is more commonly illustrated
with rush hour traffic as an example. For the individual it is faster to
take the car than catch the bus, but if everyone takes the car you get
traffic jam. If there is no cooperation, everyone takes the car, but the
travel time is much longer than if most people had caught the bus. In
this situation, there is even less incentive to catch the bus since the
queues are there regardless.
***
Artists still have to realise that they cannot get compensation for all
their time and expenses. No one does.
But everyone pays their electrician. Or do they?
Yes, in a sense, but not for every service. When you buy a house, you
might get an electrician’s inspection for free. This could be because the
electrician hopes that you will hire him for future work, but this is not
certain. He might have employees whose salaries he has to pay, regardless if there is work or not. In most markets you have to invest in marketing and development before you can make any sales. The pay
comes at a later stage, not only for artists.
What is essential, however, is that you can get sufficient pay at some
stage. This is what becomes a problem for many artists today: what
used to be a functioning logic doesn’t work anymore. What made it
possible to pay artists very little or nothing for exhibitions – apart
from the factors already mentioned – was the fact that the exhibition
served as a showcase for both the artist and the works of art. The
money came in at a later stage, when the works were sold. This of
course assumes that the works can be sold. For a long time the record
industry subsidized musicians’ tours, which made it possible for festi36

vals and organizers of concerts to book them for a low price. But since
fewer records are sold today, the subsidized tours are gone, and musicians too have to compensate the loss of income by making money
from live shows. Like we said, at some stage the money has to come in
for a business to break even.
The art market has changed too. Previously, artists sold paintings and
sculptures, items that people could put on their walls or coffee tables.
Today, an increasing number of artists work with exhibit specific
works like installations, video art and performances on the verge of
theatre. This is why it is increasingly more relevant to value art in
terms of time and material costs, and to incorporate exhibitions into
culture politics as a “market” of their own, with fair conditions. So
putting the pressure on institutions to follow the MU Agreement is an
important step.
Can the art museums and public art galleries afford this? Yes, if they,
and especially the politicians, take this into consideration at the planning stage. Attitude is the most important factor. This is the striking
realization from the examination presented in the Reko Report. The
bigger or state institutions do not generally perform the best. As Erik
Krikortz, one of the initiators of the Reko project, states in his analysis: “It’s possible to be ambitious and work professionally even with
a small budget and few visitors. And the reverse is also true, you
can be unambitious and unprofessional with a big budget and many
visitors.”
But higher fees mean fewer exhibitions, is a recurring reaction. And
that surely cannot benefit the artists?
As I see it, this reaction rests on two misconceptions, one stemming
from an isolated view of their activity, and the other from an ignorance of what actually costs in exhibition production. In this mode of
thinking, only the variable costs are considered. This is reasonable
from the perspective of a director of an institution, but not from the
perspective of a politician or, for that matter, an investor in a private
art gallery. The artists’ fees are a small budget post compared to the
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costs for employees and premises. According to Reko’s figures, the
costs for employees are 40–55 percent of the budget, costs for premises are 20–35 percent, and the artists’ fees are 0.5–5 percent. A mediumsized art institution generally has a budget of 1–11 million SEK.

so important, as a starting point for a discussion. What is a reasonable
standard? No prices are self-evident.

This is not to say that art museums and public art galleries are too
expensive to run, but to emphasize that the major costs are for staff
and premises. Not making full use of the premises – for instance by
producing fewer exhibitions – is a waste of resources. It is comparable
to renting or buying a house, and only living in it for two months of the
year. Quibbling over a few thousand SEK more or less for artists’ fees
is ridiculous from this perspective.

Tobias Nielsén is a cultural economist, international affairs analyst and publisher at the
research-supported knowledge company QNB Volante. He writes the blog
Kulturekonomi.se, and gives talks in the areas of cultural politics, creativity and changing societies. In 2009 he was nominated for the European Cultural Policy Research
Award.

Tobias Nielsén

Another aspect is that one has to take a holistic view of the issue about
how and when artists should get pay, especially in the context of cultural politics. If the art market has changed, so must the compensations for artists. And we must make sure that these are included in the
system for sickness benefits, pensions, and so on. It is also illogical to
fund costly education programs for artists and not lift a finger to
improve the labour market.
On a finishing note, one must consider how more administration and
strict rules for compensation could affect the creative process, both in
respect to the creative relationship and the willingness for risk (sometimes the results of a collaboration are uncertain and there might be
reluctance to start new projects). Is there risk for artists and institutions to become adversaries, undermining the trust between them? I
think not. In contract discussions there are of course opposing interests, but if the contracts are respected, unproductive manoeuvring
and conflicts can be avoided, administrative ambiguities can be
cleared up, and everyone can concentrate on the art.
In short, the point is to create a smoothly operating practice in the art
sector, with fewer obscurities. So far both a clear problem definition
and information have been lacking. Many producers and artists wonder how things work in other institutions. Despite that most art institutions are public, there is little transparency. This is why this report is
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OTHER STATISTICS
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Diagram 2: Written contracts

Diagram 4: Exhibition fee

Was a written contract made in connection with the exhibition?

Was there exhibition fee according to the minimum level stipulated in
the MU Agreement?

Yes 75 %
No 25 %

Yes 44 %
No 56 %

Diagram 3: Paid expenses
Were all expenses in connection with the exhibition paid for?
Yes 86 %
No 14 %
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Table 5: Statistics divided by sex – Paid expenses
Were all expenses in connection with the exhibition paid for?

Women
Men

Yes

No

83 %

17 %

90 %

10 %

P=0,16

Table 6: Statistics divided by sex – Exhibition fee
Was there exhibition fee according to the minimum level stipulated
in the MU Agreement?
Yes

No

Women

43 %

57 %

Men

46 %

54 %

P=0,66

APPENDIX 1: METHOD
HOW THE REKO INDEX WORKS
The Reko Index is based on information about the working conditions
of artists who exhibit at the art institutions in Sweden, divided according to four criteria:
1. Written contracts. Are written contracts established?
2. Paid expenses. Are all expenses for an exhibition paid for?
3. Exhibition fee. Are artists paid for exhibiting according to
the MU Agreement?
4. Other conditions – pay for directly working with the
exhibition (participation fee), artists’ overall judgements,
policy, collaboration.
We have transformed the information from the diverse criteria into a
points system, in order to show how “Reko” the working conditions
are at the art institutions in the form of the Reko Index. The calculation method is inspired by American university rankings. 100 points is
the maximum score in each criterion. The points from the four criteria
are then added together to get a total score.
1. Written contracts
The score is based on yes or no answers to the question if written contracts have been made. The points correspond to the percentage of yes
answers: if all artists have written contracts, that gives 100 points. If
half the artists have them, 50 points, three quarters, 75 points etc.
2. Paid expenses
The score is based on whether expenses in connection with the exhibition have been paid or not. The points correspond to the percentage of
yes answers: if expenses always are paid, that gives 100 points. If three
out of four answers are yes, that gives 75 points.
3. Exhibition fee
The calculation of points for this category is more complicated. Points
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are allocated in relation to the tariffs stated in the MU Agreement.1
Since we want to highlight that the MU Agreement only states a minimum level, pay at the minimum level does not correspond to 100
points, but to 80 points. If the pay is higher than the minimum level,
this gives extra points.
4. Other conditions – pay for directly working with the exhibition
(participation fee), artists’ overall judgements, policy, collaboration
The fourth criterion is an overall assessment, which weighs in four
different aspects in both qualitative and quantitative ways.
a. Are artists paid for their participation (hourly pay for directly working with the exhibition)?
b. The artists’ comments about the institution.
c. Does the institution have a policy about artists’ working conditions,
and, if so, what does it entail?
d. Does the institution provide economic information about its activities (which mostly fall under the Swedish principle of free access to
public records), and what is its attitude toward the process of improving the working conditions of artists?

Requirements for a Reko Mark
For an institution to be Reko Marked it must meet the following
requirements:
1. Written contracts – 100 points
2. Paid expenses – 100 points
3. Exhibition fee – 80 points
4. Other conditions – pay for directly working with the exhibition
(participation fee), artists’ overall judgements, policy, collaboration –
65 points
The goal of Reko is to highlight the institutions that do offer good
working conditions. An institution can be below the Reko Level in a
certain criterion and still be Reko Marked, if the total score is high
enough, and the divergences are small.

Since pay for directly working with the exhibition (participation fee)
was not an established practice in 2009 – and since the MU
Agreement does not stipulate that artists always should be reimbursed
for this – we decided against making this kind of pay a separate criterion in the first Reko Index.

1) The tariffs can be found in the MU Agreement, which is included as an appendix in
the report.
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APPENDIX 2: THE MU AGREEMENT
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Reko is run by the non-profit organisation c/o konst. The project
is supported by The Foundation for the Culture of the Future, The
Swedish Arts Council and the Västra Götaland Region, and sponsored by Hoodboard. The initiators are Erik Krikortz, Jan Rydén and
Tanja von Dahlern. Project coordinator: Peder Wennersten. Project
assistant: Maja-Lena Johansson. Trainee: Pernilla Regnér Nordlund.
Translator: Hannes Nordholm. Statistical advisor: Jan Kowalski.
Reference group: Frida Cornell, Linus Elmes and Katja Lindqvist.
For more information:
www.projektreko.org
info@projektreko.org
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