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Introduction 

The idea of conducting an in-depth assessment of the state of authors’ remuneration is not new 
and was inspired by similar studies carried out at foreign academic centers. One such example 
is the annual, large-scale study conducted by the Centre for Regulation of the Creative Economy 
(CREATe) in Glasgow. At this point, we would like to thank the representatives of CREATe 
for their support and substantive consultation at the initial stage of developing our project. 

The aim of the Research to Society (R2S) Reports is to bring issues from the field of social 
sciences—particularly legal studies—closer to the socio-economic environment. In principle, 
an R2S Report is intended to address specific questions that concern the non-academic 
community, using tools, knowledge, and experience gained through ongoing academic 
research. Previous R2S reports have addressed issues related to copyright law in the public 
sector (e-lending; library lending; exceptions and limitations to copyright in the technological 
context). 

The broader context for the need for an in-depth analysis of authors’ remuneration has been 
public debates concerning copyright issues such as “internet royalties” and the “bestseller 
clause.” In both cases, according to some commentators, the problem concerned unfair 
remuneration and disputes between creators of copyright-protected works and copyright 
holders or users of intellectual property. In the case of internet royalties, the issue stemmed 
from the lack of appropriate provisions in Polish law that would allow for the payment of due 
remuneration for the public making available of works on the internet. The case of the bestseller 
clause referred to disputes between specific authors and their contracting parties regarding the 
exploitation of works already covered by a copyright agreement, where—according to the 
creators—the remuneration due to them was not proportionate to the commercial success of the 
work. The common denominator linking both cases is therefore the issue of authors’ 
remuneration. 

This issue also aligns with a number of other studies, including those conducted in Poland, 
which address the situation of creators. The unfavorable socio-economic situation of creators, 
particularly in the post-COVID period, was highlighted in the 2024 report Policzone i Policzeni 
(“Counted and Accounted For”), which largely addressed issues that could be covered by 
legislation on the profession of artist. The professional condition and working conditions of 
individuals active in the book market were also analyzed by the includLAB team on behalf of 
the Book Institute (a report authored by Dr hab. Mariusz Dzięglewski). Among the conclusions 
of that study is the observation that the conditions for pursuing creative work in the book market 
are very difficult and often associated with a greater-than-standard number of working hours, 
which in our view does not necessarily translate into increased remuneration. The report also 
drew attention to that only a minority of authors are able to support themselves exclusively 
through creative work; the surveyed authors attribute low authors’ remuneration to market 
conditions related to distributors and publishers, whose share in sales revenue is 
disproportionately higher in relation to the effort invested in the process of creating a book. 

This report aims to address the questions that have emerged in the public sphere regarding 
authors’ remuneration. We have focused on this specific issue for several reasons. First, the 
Polish legal system does not regulate the professional status of authors (as noted in the report 
Policzone i Policzeni). Despite initial regulatory efforts, no act has yet been adopted to regulate 
the manner of employment, remuneration, and protection of professional artists. Consequently, 
in our assessment, authors are compelled to base their paid work primarily on the Act of 4 
February 1994 on Copyright and Related Rights (hereinafter: “Copyright Act”). Second, 
previous studies indicate significant diversification in the sources of employment and 



remuneration of authors within the Polish system: ranging from employment contracts, through 
so-called civil-law contracts (contracts for specific work, service contracts, contracts of 
mandate), to running sole proprietorships with varied profiles across non-uniform sectors of the 
economy. For organizational reasons, our study could address only one type of remuneration; 
therefore, we decided to link it to copyright law. Preliminary discussions with representatives 
of artistic associations (the Literary Union, ZAiKS, graphic artists) confirmed this intuition. 

The first part of the report presents theoretical issues, outlining the legal and social context of 
authors’ remuneration. Chapter I addresses the relationship between law and culture from a 
sociological and social perspective. Chapter II presents practical issues related to setting 
remuneration rates and describes the complex system of interdependencies and the impact of 
individual solutions on the level of artistic earnings. Chapter III provides a concise and 
systematic analysis of authors’ remuneration against the background of the Copyright Act, 
together with a description of the individual legal instruments referred to in the conducted 
research. The second part of the report presents the analysis of the pilot and quantitative studies 
carried out. 

The pilot studies were organized and conducted in cooperation with Polish Chamber Musicians’ 
Association. Their aim was to identify the main problems accompanying authors’ remuneration 
in the music sector, the level of copyright awareness among performing artists (individuals 
engaged in classical music, artistic performance, chamber music, etc.), and the copyright 
agreements concluded in the music sector. On the basis of the pilot studies, preliminary 
conclusions and assumptions were developed for expanding the research scope to include issues 
of authors’ remuneration and copyright contracts in the broader creative sector (design, 
graphics, visual communication, literature, journalism). 

The quantitative research was conducted in cooperation with the BBS Obserwator office in 
Kraków: with their participation, the questionnaire, initial assumptions, and the identification 
of target groups—including sample sizes—were developed. A detailed analysis, both for the 
pilot studies and the subsequent quantitative research, is presented in the second part of this 
report. 

 

 

 

 

 

 

 

 

 



Between Law and Culture: Systemic Conditions of Creative Work 
Michalina Szafrańska, Department of Sociology of Law, Faculty of Law and Administration, 
Jagiellonian University¹ 

The relationship between law and culture is dynamic and deeply interdependent. It is most fully 
revealed within the framework of copyright law and the cultural practices and processes that 
this law regulates and co-creates. Legal norms define the rules for the use of creative works and 
the protection of creators’ interests, while cultural practices, technological innovations, and new 
models of content circulation necessitate the updating and reinterpretation of existing 
regulations. In this context, one of the most significant and currently most pressing problems—
with far-reaching social consequences—is the lack of effective mechanisms ensuring fair and 
adequate remuneration for cultural creators. Their professional activity fulfills important 
aesthetic, educational, and economic functions in society, co-creating cultural heritage, 
sensitizing audiences, and stimulating the development of creative industries and innovation.² 
And although few openly question the importance of artists’ and creators’ work for the 
comprehensive development of society, this is often not accompanied by recognition of the 
need for proper remuneration. On the contrary, as successive social studies consistently confirm 
(see below), many workers in the creative and cultural sectors in European countries operate 
under conditions of permanent employment insecurity, unstable and often strikingly low 
incomes, and a lack of basic social protection (e.g. healthcare, annual leave, maternity and 
parental leave, pensions, or benefits in the event of temporary or permanent incapacity for 
work). 

Less stable forms of employment lacking legal and social guarantees dominate here, such as 
part-time work, fixed-term or project-based employment, temporary work, freelance work, 
etc.—usually in numerous combinations. This employment model is increasingly referred to as 
a portfolio career or a squiggly career, emphasizing its advantages such as greater flexibility, 
autonomy, and a sense of agency (BBC Bitesize, 2024). However, for many creators, given 
market realities, it is often more a sad necessity than a conscious choice (European Commission, 
2020, p. 20). Moreover, compared to the labor market as a whole, creators significantly more 
often work as self-employed persons (31.7% versus 13.8%), and in comparison with other 
sectors, the phenomenon of bogus self-employment is more commonly observed here 
(European Labour Authority, 2025, p. 13). Work without a contract and undeclared work also 
remain far from uncommon unpaid or low-paid work, especially among younger creators, for 
whom unpaid work is presented as an opportunity to gain experience and contacts (European 
Labour Authority, 2025, pp. 36–37) or as a way to increase recognition or media visibility (so-
called paying in exposure; see Brook, O’Brien, & Taylor, 2020, p. 578). Another issue in this 
sector is hidden working time: from conceptual and research work related to new projects, to 
preparing funding applications, rehearsals, auditions, networking, and self-promotion, as well 
as skills development and maintaining professional readiness—all of which often remain 
unpaid, even though they are an integral part of the creative process (International Labour 
Organization, 2021, p. 3). 

The instability and variability of creators’ incomes, often dependent on the success of individual 
projects, limit their ability to plan financially, save, obtain credit, and build future security (e.g., 
retirement or sickness provisions), chronically undermining their economic security and, in 
some cases, threatening daily subsistence. It turns out that average earnings in this sector—
although varying significantly across countries and industries—are generally far from the 
perceptions shaped by media reports about the lucrative contracts of the most popular artists 
and creators. A report prepared by the European Parliamentary Research Service (2023, p. 15) 
highlights the economic vulnerability of cultural and creative sector workers compared to the 
workforce as a whole: they more often report “difficulty making ends meet” (34% vs. 26%), 



are frequently unable to predict their income for the upcoming quarter (32% vs. 57%), and are 
significantly more likely to expect job loss within the next six months (27% vs. 15%). Studies 
by Culture Action Europe and Panteia (Clarke et al., 2024, pp. 11–16) indicate that over two-
thirds (68%) of artists engage in more than one occupation simultaneously, with about one-
third of this work outside the cultural and creative sectors. At the same time, an overwhelming 
majority of respondents (84%) feel that they are not fairly remunerated for their work, and 
nearly half (46%) rate their working conditions negatively (poor working conditions). 

This rather pessimistic assessment is confirmed by the few analyses to date concerning the 
economic situation of creators in Poland. In the report prepared by the Centre for Research on 
the Creative Economy at SWPS University for the Ministry of Culture and National Heritage, 
Policzone i policzeni 2024: Artists, Creators, and Performers in Poland (2024), the majority of 
surveyed creators (58%) declared income from artistic work not exceeding the minimum wage 
(in 2023, 3,545 PLN gross), with half of them earning below the poverty threshold (776 PLN 
gross). This means that many representatives of the Polish cultural sector do not earn enough 
to sustain themselves solely from creative work. The Gini coefficient (a measure of income 
inequality) among creators was significantly higher than that of the general population (0.566 
vs. 0.432). Importantly, more than half of respondents (59%) did not receive any passive income 
from their artistic work during the period studied (including royalties). Low earnings result in 
widespread lack of financial security: 29% of respondents could sustain themselves from 
savings for up to three months, 22.7% for up to one month, and 16% had no savings at all. Only 
11% of respondents reported employment under a standard labor contract, and in only 8% of 
cases was this a permanent contract. Among employment forms, contracts for specific work 
dominated (37%), followed by self-employment (19%) and contracts of mandate (14%), while 
as many as 15% admitted to working without any contract. 

In the academic debate, there is broad consensus that this problem is systemic and structural. 
Low remuneration for creators often stems from the ambivalent social perception of artistic 
work, rooted in persistent stereotypes. On one hand, creative activity is idealized and reduced 
to a gift, passion, or calling, leading to the belief that it should not be “priced” like ordinary 
work. On the other hand, creative work is sometimes trivialized as an activity requiring no 
special skills or commitment, and therefore deemed unworthy of adequate remuneration. Both 
approaches contribute to maintaining the low economic position of creators, with the latter 
tendency appearing to gain prominence in recent years. Easier than ever access to digital tools 
and publishing platforms has significantly lowered the entry barrier to the creative market. As 
a result, in many traditional sectors of the cultural and creative market—already characterized 
by oversupply—competition has emerged from amateur and independent creators (Gardiner, 
2024). Meanwhile, the prolonged and complex nature of the creative process remains in tension 
with the mechanisms of the digital economy and content marketing models, which rely on 
cheap, fast, and mass-produced content with high viral potential. This phenomenon may 
intensify with the growing availability and increasing efficiency of generative artificial 
intelligence tools. 

The COVID-19 pandemic, which prevented many representatives of the cultural and creative 
sector from working for extended periods, exposed the flaws of the (non-existent) social 
protection system for creators and their highly vulnerable position, resulting from provisional 
forms of employment and the nature of creative work, including multi-professionalism and 
increased mobility (European Commission, 2020, pp. 54–62). As Valais (2025, Introduction, 
para. 3) summarizes: “Existing legal frameworks remain poorly adapted to atypical career 
paths, exposing many creators to precarity and economic fragility.” This conclusion remains 
valid for the situation creators in Poland. Protections arising from labor law norms (e.g., 
minimum wage, regulation of working hours and conditions, limitation of provisional 



employment, protection against bullying and discrimination, or social security) clearly do not 
align with the realities of work in the cultural and creative sectors; for the vast majority of its 
members, such protections are essentially illusory. This, in turn, triggers a vicious cycle, 
rendering even copyright law protections somewhat nominal: 

“Atypical employment models and irregular incomes lead to problems such as weak social 
protection and poor working conditions, exposing workers in this sector to abuses in the form 
of unfair subcontracting, bogus self-employment, low-paid or unpaid work, and forced buy-out 
contracts” (Clarke et al., 2024, p. 6). 

Creators’ bargaining power vis-à-vis intermediaries (studios, platforms, publishers, producers, 
etc.) is generally much weaker, as these entities have greater experience, institutional backing, 
and control over market access. This weakness is further exacerbated by creators’ financial 
instability, limiting their ability to defend their interests effectively. In countries with effective 
collective bargaining mechanisms, this negotiation asymmetry can be reduced, preventing 
abusive practices related to the acquisition of rights to works and gradually establishing 
standards for decent working conditions (Valais, 2025, pp. 52–58; UNESCO, 2019, pp. 76–78). 
However, this does not apply to Poland. Research shows that the domestic creative environment 
is highly fragmented and, within specific sectors, often insular, skeptical of the idea of 
“unionization” of culture, and dissatisfied with the activities of organizations representing 
creators and managing copyright collectively (Ilczuk & Karpińska, 2018, p. 162). Dominant 
forms of employment in practice not only prevent the use of collective agreements provided 
under labor law, but also make it difficult to establish any representation other than trade unions 
that could effectively defend shared interests. 

UNESCO estimates that due to the pandemic, approximately 10 million jobs in the cultural 
sector were lost worldwide in 2020 alone (UNESCO, 2022a, p. 33), even though societal 
demand for cultural content and art significantly increased during the same period. This 
phenomenon is aptly described by O.R. Ernesto, Deputy Director-General of UNESCO for 
Culture: 

“A fundamental paradox has emerged: global access to cultural content and people’s reliance 
on it have increased, yet those who create art and culture are increasingly struggling to carry 
out their work” (UNESCO, 2022b). 

The forced—and ultimately lasting—shift of a substantial part of cultural life to digital spaces 
during isolation also made it clear that existing copyright protection frameworks, developed in 
the analog era, cannot keep pace with technological change or contemporary models of 
distribution and exploitation of creative works. Streaming platforms, social media services, and 
content algorithmization now play a dominant role. Although in many countries In European 
countries (including EU member states), the principle of proportional remuneration gives 
creators the right to payment corresponding to the actual exploitation of their work. However, 
enforcing this right in practice often presents significant challenges. A breakthrough for Polish 
creators—primarily in the audiovisual sector—was the long-awaited implementation into 
Polish law of the EU DSM Directives (2019/790) and SATCAB II (2019/789) in 2024, granting 
some creators the right to remuneration for online use of works (e.g., streaming, online sharing, 
retransmission, or broadcasting). Importantly, the legislation established mechanisms for 
collective management and negotiation through collective management organizations, which 
took part in setting remuneration rates and methods of settlement. Although certain limitations 
of the new system are already visible (mainly platform resistance in the form of blocking access 
to data, lack of algorithmic transparency, attempts to lower rates, delays in negotiations, and 
restricting the visibility or reach of some content, as well as long delays in payment), it can be 



an important step toward improving creators’ material conditions and, above all, a starting point 
for consolidating the community and strengthening its negotiating and lobbying power in other 
areas requiring urgent change. 

The systemic undervaluation of creative work has serious consequences at both the individual 
and societal levels. Chronic economic stress resulting from poverty, lack of social security, and 
life instability increases the risk of mental and physical health disorders and professional 
burnout (Gill & Pratt, 2008, p. 17). This, in turn, leads to widespread decisions to abandon 
creative work in favor of more stable careers, or to exhausting attempts to combine both. The 
phenomenon of “talent drain” is also observed among young creative professionals and 
emerging artists, who, aware of bleak financial prospects, choose—or are forced to choose—a 
more stable professional path. Vulnerable groups are particularly likely to exit, including 
women, racial and ethnic minorities (O’Brien et al., 2025, pp. 20–23; Brook, Lee, & Park, 2021, 
pp. 313–314), and individuals from less privileged backgrounds, who cannot rely on financial 
support or passive income in the face of income discontinuity. As the Industrii report (2023, p. 
73) summarizes: 

“Ubiquitous material insecurity in artists’ lives means that those with lower levels of protection 
due to structural social inequalities are more likely to experience burnout and leave creative 
work, while those with resources shielding them from financial instability are able to persevere. 
As a result, the ‘art world’ becomes narrow and largely accessible only to the wealthy.” 

The gradual elitization of culture obviously undermines its diversity, leading to homogenized 
cultural discourses and reproducing inequalities. Finally, the combination of difficult economic 
conditions for creators, insufficient public funding for culture, and the logic of the digital 
economy encourages the production of fast, simple, and low-cost creative content. This 
phenomenon has consequences beyond the sector itself: it impoverishes the cultural offer, limits 
the cultural capital of society, and reduces the economy’s innovation potential. In the long term, 
it weakens culture’s capacity to fulfill its key social, educational, and developmental functions. 
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Artistic Remuneration: Issues and Practice 
Prof. Grzegorz Mania, PhD hab., Polish Chamber Musicians' Association; Academy of Music 
in Bydgoszcz 

Issues of remuneration in the broadly understood cultural sector are extremely complex. In the 
media, they often appear as attention-grabbing topics because they are sensitive and usually 
concern a small slice of activity—for instance, in discussions about performers’ pensions or 
occasionally regarding artists’ rates. Despite this case-specific nature, even individual cases are 
usually reported superficially, since in an era of brief, simple messages there is little space to 
discuss the many factors influencing remuneration levels. 

A comprehensive discussion requires a holistic approach, considering not only legal aspects but 
essentially all the complexities of artists’ functioning within the cultural sphere. This text serves 
as a kind of map of the issues, an attempt to outline the research field from the perspective of a 
lawyer and organizer of artistic life. It requires, at the outset, some clarification—or rather, 
narrowing. Culture is a vast and complex economic sector generating significant turnover. Even 
restricting the understanding of culture to the “production” of copyright-protected goods 
(products) is not particularly helpful, since creation and subsequent circulation of these products 
often involve large teams. Therefore, for the purposes of this text, I will focus only on the 
remuneration of those who can exercise proprietary copyrights or related rights, i.e., individuals 
whom I will conventionally define as engaged in the artistic part of the production process. 

Due to the exploratory nature of the text, for simplicity, I will not address the interesting issue 
of who among the production participants actually holds the rights, i.e., when a work is legally 
protected versus when participants only assume they have rights or, out of excessive caution, 
enter contracts “just in case.” 

One factor influencing remuneration disparities is the type of creative work performed, 
specifically the nature of the work being created. Property rights may pertain to both stable 
goods and ephemeral goods. Traditionally, the first category includes works and some related 
rights (critical editions, phonograms/videograms), while the second covers transient, ephemeral 
artistic performances (musicians, actors, dancers). 

However, technology, digitization, and the Internet have altered these traditional distinctions, 
enabling the multiplication of ephemeral goods—not only performances but also some works 
embodied on impermanent media. A key ontological question regarding intangible goods is 
their potential for use. Although a work as an intangible good is inherently replicable, since 
legal rights are detached from the physical medium, there are works whose value is intrinsically 
linked to their physical manifestation—particularly in creative fields where possessing the 
original, a product touched by the “hand of the creative demiurge,” remains important. 

When the value of a work is primarily individual and tied to a single physical or conceptual 
instance, remuneration is closely connected to its creation and, by its nature, should be higher, 

https://www.unesco.org/creativity/sites/default/files/medias/fichiers/2023/01/371790eng.pdf
https://rm.coe.int/iris-the-status-of-artists-and-cultural-and-creative-professionals-in-/488028b282
https://rm.coe.int/iris-the-status-of-artists-and-cultural-and-creative-professionals-in-/488028b282


functioning as a kind of lump-sum payment. In contrast, for works intended for multiplication, 
repeated copying, or performance, payment for creation may be low—or even often omitted—
because the work is expected to generate income over time. In practice, many creators do not 
understand these distinctions, often expecting high remuneration for simply creating a work 
while simultaneously anticipating future income from its exploitation. 

Another factor influencing remuneration disparities is the circumstances under which the 
intellectual work is produced. Several elements fall under this category. One is the number of 
contributors—i.e., how many people participate in creating or performing the work. Naturally, 
collective creations, whether in composition or performance, translate into lower individual 
remuneration, even if overall costs are higher. This applies to performing ensembles common 
in theater, ballet, music, and hybrid forms such as opera or musicals, as well as to creative teams 
or collective artistic groups. Thus, one key factor differentiating remuneration is the number of 
people who may hold (or co-hold) proprietary copyrights or rights to artistic performances. 

Other circumstances affecting remuneration include deadlines, which is not unique to creative 
work. Shorter deadlines generally warrant higher pay. To mitigate this, many performative 
fields invest in understudies or role duplication. The nature of the creative material and imposed 
constraints also matters: challenging material, difficult working conditions, or demanding client 
requirements can increase remuneration. Conversely, restrictions that limit creative freedom—
strict instructions, ready-made materials, or minimal scope for artistic input—tend to lower pay. 
This applies both to creating works and performing them. In performing ensembles, soloists, 
who naturally have more freedom, are typically paid more, while group members following the 
leader’s instructions receive lower pay. 

A major source of remuneration disparity is the multiplicity of legal arrangements operating in 
the cultural sector. This stems not only from the variety of legal forms under which entities 
operate but also from the flexibility of contractual models. The current Copyright and Related 
Rights Act avoids standard contracts; even the Civil Code does not impose templates, merely 
providing standard forms where parties have not agreed otherwise. In other words, the wide 
variability reflects the principle of freedom to conduct business (including cultural activity) and 
the freedom of contract Estimating remuneration is complicated by the fact that different 
contractual arrangements carry varying tax burdens and social security contributions. Artists 
and performers often calculate their pay “net,” i.e., after deductions. Within the artistic 
community, there is a tendency to choose arrangements that maximize net pay, which can have 
consequences for social security coverage. Media narratives about allegedly meager pensions 
for performers who have avoided social security contributions oversimplify the matter. In 
reality, the situation is far more complex, especially since creative work in many artistic fields 
is often seasonal, requiring flexible arrangements and sometimes supplementary pay. 

In cultural work, there are both continuous contracts—so-called contracts of diligent 
performance, focused on tasks or activities (e.g., artistic or creative work)—and one-off, result-
oriented contracts. Artistic work often combines both elements, covering both activities and 
outcomes. The choice of contract is often influenced less by the nature of the relationship and 
more by tax considerations. The system therefore includes employment contracts, mandate 
contracts, and contracts for specific work, sometimes under other names, such as concert 
contracts or collaboration agreements. These agreements can cover long-term collaboration, 
ongoing artistic work, or individual engagements. Some contracts relate only to artistic services, 
the creation of a work, or its performance, while others may include clauses governing the use 
or exploitation of the final creative output. 



Copyright law also plays a key role in remuneration. Two basic contractual models dominate: 
assignment of rights and licensing. The choice between these models often affects potential 
earnings. Copyright law grants parties significant freedom, allowing partial transfer of rights or 
selective licensing, specifying fields of exploitation, territorial limits, and duration. All these 
factors can influence remuneration, yet from my observations, there is often a low level of 
awareness among the parties involved—even among professionals and institutions—not only 
regarding contractual consequences but also regarding their own needs. As a result, negotiations 
in the cultural sector often resemble power struggles and carry an unnecessary emotional 
burden, with compromise that protects both parties’ interests rarely achieved. Frequently, the 
extent of rights transferred (full or partial) is not reflected in remuneration, sometimes because 
stronger entities impose a model on weaker parties. 

The principle of freedom of contract encompasses not only the matter of discretion in shaping 
obligations, deadlines, and conditions for the performance of contracts, but also the freedom to 
structure compensation models, which further complicates tracking their actual amounts. The 
simplest and most common model is a flat, one-time fee. However, percentage-based 
remuneration is also known, for example, based on sold copies or the number of reproductions. 

There are also remunerations entirely tied to the revenues generated from the circulation of a 
work, remunerations linked to the resonance of a work and its marketing package (e.g., film 
merchandise), payments in the form of artistic engagements (e.g., concerts), remuneration in 
kind (e.g., volumes of records or books), or through acquiring shares or stakes. A work may 
also generate income due to changing conditions of its exploitation, primarily technological—
musical works gain a “new life” through sampling, while films, theater works, and literary 
works may undergo adaptations. The entire sphere of derivative works thus represents a 
potential additional source of income, though tracking it requires a certain temporal perspective, 
which is difficult to define. Cultural history is replete with cases of works experiencing a 
renaissance, often unplanned and surprising. 

By its nature, the amount of remuneration is also influenced by subjective circumstances. 
Among these, perhaps the most obvious factor is the professional position of the artist—that is, 
their professional experience, artistic background, portfolio, and media recognition. Various 
strategies are employed to build this position, ranging from competitions and industry awards 
to media campaigns and controlled “leaks.” A discussion of strategies for building a personal 
brand does not fit into these brief considerations, yet it is important to note that as professional 
standing grows, so does bargaining power, which applies not only to the fee itself but also to 
the ability to influence the legal model—such as obtaining additional benefits, negotiating types 
of remuneration, or participating in supplementary income, etc. 

Subjective circumstances also include the type of entity with which the contract is concluded. 
These may be institutional or private entities; within the private sphere, they may be primarily 
profit-oriented (sole proprietorships, companies) or, one might say, mission-driven 
(associations, foundations). Institutions or large private entities may afford higher remuneration 
rates, though this is not always the case, as sometimes “large” organizations impose their 
models arbitrarily due to their position. Associations or foundations, which are numerous in the 
cultural sphere, often operate on rather fragile and sometimes uncertain financial foundations 
(e.g., grants), which frequently prevents them from offering high remuneration. However, the 
issue of grants may also be linked to political influence, which naturally affects the scale of 
funding. As a result, while the entity with which a contract is concluded affects the amount of 
remuneration, the only certainty is that the amounts are extremely varied. 



In the same category, I also include the economic situation of the artist—a factor connected to 
professional standing. This issue deserves closer attention, as in Poland it varies greatly 
depending on the nature of the creative field. It seems that the best socio-economic situation 
that musicians enjoy, not only due to the number of musical institutions (philharmonics, 
operas), the possibility of supplementing income privately through lessons, performances, etc., 
but above all thanks to an extensive network of public music schools. As a result, in this area, 
many artists have social security coverage, which is lacking, for example, for artists in dance, 
visual arts, film, or theater. The remuneration of many artists in these fields is project-based, 
and between projects, they are often forced to creatively seek employment paths—sometimes 
even nominal employment—just to obtain health and social security coverage. This issue came 
to the fore in discussions about social security for artists, and I mention it here also because 
economic circumstances can influence remuneration, often leading artists to accept assignments 
without negotiation due to financial necessity. 

Remuneration is also influenced by the social environment and the community in which an 
artist operates—the size and wealth of the locality, local and collective traditions of engaging 
with art, and perhaps most importantly, the artistic trend in which the artist functions. Clearly, 
remuneration rates differ significantly between popular and artistic (high art) spheres. Rates 
also vary between local centers and larger cities, though there are exceptions—some 
institutions, due to their position or prestige, can boldly negotiate rates even with the most 
prominent artists, knowing that these artists are eager to perform or realize a project because it 
will enhance their portfolio and serve as a tool for further promotion. 

The above considerations, though rather cursory, are merely an attempt to outline the multitude 
of factors influencing remuneration in fields that produce intangible goods subject to copyright 
or related rights. As I have mentioned, this represents only a narrowing of the research scope, 
demonstrating that analysis requires a holistic approach that takes into account social, 
economic, legal, marketing, and even political and psychological perspectives. 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

Copyright law and the creator’s remuneration 
Ewa Laskowska-Litak, Future Law Lab, Jagiellonian University 

 

Pursuant to Article 17 of the Polish Copyright Act, authors’ remuneration should constitute one 
of the components of economic copyright, unless the Act provides otherwise. The purpose of 
this provision is to introduce into the copyright system so-called absolute subjective rights, 
meaning rights that are effective erga omnes, i.e. against every legal subject, regardless of the 
legal relationship in which that subject remains with the rightholder. Nevertheless, copyright 
doctrine indicates that the status of an absolute subjective right does not apply to the right to 
remuneration, as it is merely derivative of the other economic rights. This means that 
remuneration due to the author should have a legal basis (contractual or statutory), and a claim 
for performance of the obligation (payment of remuneration) should be directed against the 
entity with which the rightholder has concluded a contract or against which there exists a court 
order or statutory obligation linked to the claim for remuneration. In practice, this may mean 
that in the case of plagiarism it is permissible to seek payment of damages on the basis of Article 
79 of the Copyright Act, whereas in the case of non-payment of contractual remuneration it is 
necessary to pursue payment through the courts under the general rules. 

The concept of “authors’ remuneration” may refer to various instruments of copyright law: 
a) remuneration paid on the basis of a relevant provision of a copyright contract (e.g. a licence 
agreement or an agreement transferring economic copyright); 
b) remuneration payable additionally, irrespective of the content of the concluded contract, 
and linked to a specific type of work exploited by the contracting party (e.g. royalties under 
Article 70(2¹) of the Copyright Act); 
c) compensation (fair remuneration; appropriate remuneration due) for the use of works 
within the framework of statutory limitations, i.e. permitted use (e.g. private use under Article 
23 of the Copyright Act); 
d) remuneration connected with the trade in a specific copy of a work (the resale right, droit 
de suite, under Article 19 of the Copyright Act); 
e) as well as post-contractual authors’ remuneration in cases of works published in press 
publications, arising from the exercise of the related right of press publishers (Article 99⁹ of 
the Copyright Act). 

In the case of contractual authors’ remuneration referred to in point (a) above, its amount is 
determined each time on the basis of a copyright contract (a licence agreement or an agreement 
transferring economic copyright). Failure to pay such remuneration does not justify a claim for 
damages provided for in Article 79 of the Copyright Act. By contrast, if it turns out that the 
remuneration once granted is disproportionately low in relation to the benefits derived from the 
use of the work, the author may seek appropriate increased remuneration before a court (the so-
called bestseller clause, Article 44 of the Copyright Act). 



The regulation of the Minister of Culture, which was intended to indicate explicitly such “blank 
media” and to set specific categories of fees for them, did not cover a number of devices which 
today, due to technological progress, in fact contribute to the exploitation of works within the 
scope of private use (e.g. smartphones, tablets, laptops). To this day, this problem appears not 
to have been resolved unambiguously, and the lack of appropriate national regulation reduces 
the effectiveness of enforcing payment of remuneration due (in this case, compensation) to 
entitled parties. 

The droit de suite (Article 19 of the Copyright Act) is a right of authors of works of visual art, 
photographic works, as well as manuscripts of literary and musical works (in principle, all those 
which by their nature require the existence of a physical original—a medium on which the work 
is embodied). As a so-called independent right to remuneration, it is nevertheless devoid of a 
prohibitive element, i.e. neither the author nor their heirs may oppose the transaction involving 
the sale of the original copy of the work. This right is, however, inalienable but inheritable, and 
enables authors or their heirs to participate in a specified percentage of the transaction price, 
provided that the resale is of a professional nature. The entity obliged to pay this type of 
remuneration is the party professionally conducting the resale of the original work (e.g. an 
auction house). This entitlement arises at the moment the original work is created by the author, 
but the claim for payment of remuneration under the droit de suite becomes enforceable only 
upon the professional resale of the work. In our research, we did not observe a significant 
increase in the share of remuneration derived from the droit de suite (see Quantitative 
Research). 

Royalties for the exploitation of works are due on the basis of the recently amended Article 
70(2¹) of the Copyright Act. This provision lists not only the acts of exploitation for which 
remuneration is payable, but also, by way of example, categories of entities that may demand 
payment. In order to afford particular protection to co-authors, the legislator also decided in 
Article 18(3) of the Copyright Act that this specific right to remuneration is not subject to 
waiver, transfer, or enforcement. The cited studies indicate that royalties as passive income 
continue to play a significant role in the creative sector, although not as high as might initially 
have been expected (see Quantitative Research). 

Compensation for the use of a work within the framework of permitted use is not expressly 
defined by the legislator as “remuneration”, but rather as, for example, a “fee” levied on 
playback devices and blank media (e.g. Article 20 of the Copyright Act). One explanation for 
the use of such terminology may be that, in the view of, inter alia, the Court of Justice of the 
European Union, such “remuneration” is treated as compensation for damage caused by the 
exploitation of works to which the rightholder cannot object (indeed, the term “fair 
compensation” appears frequently in the CJEU’s case law). To facilitate and increase the 
effectiveness of collecting this remuneration, the principle was introduced that authors do not 
direct their claims directly against the beneficiaries of permitted use, but rather against a 
collective management organisation (e.g. KOPIPOL). The amount of this fee is determined on 
the basis of statistical studies conducted by the relevant collective management organisations. 

However, in both preliminary literature studies and interviews conducted among creative 
communities, a practical problem was identified in relation to the so-called fair compensation 
regulated in copyright law, which refers to “blank media”. From the very beginning of the 
application of the new copyright law (since the 1990s), this fee applied to tape recorders, video 
recorders, photocopiers, scanners and other similar devices, as well as “blank media used for 
recording, within the scope of private personal use.” 



In some cases, the legislator has introduced additional so-called post-contractual remuneration 
as an obligation linked to a specific mode of exploitation of a particular category of works. The 
most well-known example is royalties—remuneration for performers (on the basis of Articles 
21⁴, 70(2¹) and 86¹ of the Copyright Act). However, a recent amendment to copyright law has 
added another independent example: the right to remuneration of authors of works included in 
a press publication, amounting to 50% of the remuneration due to the publisher for the exercise 
of the related right of press publishers (Article 99⁹ of the Copyright Act). 

In this case, the core issue is the possibility for authors to participate in the publisher’s economic 
benefits arising from the introduction of a new type of related right (the related right of press 
publishers), rather than from copyright itself. Unlike previously existing related rights, in this 
instance the right to remuneration is shared with the beneficiary of the related right (the press 
publisher), who is exclusively entitled to pursue payment of the amount due. In other words, 
from the author’s perspective, this entitlement is significantly dependent on the press publisher, 
and there is no possibility of individually seeking payment from any entity other than the 
beneficiary of the related right. 
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Pilot study: Remuneration in the music sector 
Monika Bolińska, Institute of Economics, Finance and Management, Jagiellonian University 

 

The study involved 49 participants, of whom 61.2% were women and 38.8% men. The average 
age of respondents was 42.4 years, with women averaging 43.1 years and men 41.2 years. The 
youngest participant was 25 years old, while the oldest was 68. 

The largest group of respondents was aged 40–49 (38.8%), followed by those aged 30–39 
(26.5%). Participants under 30 accounted for 12.2%, while those over 60 constituted 4%. The 
vast majority of respondents were between 30 and 49 years of age (71.4%), indicating a 
predominance of individuals in their prime working years. 

In this study, the largest number of respondents came from the Małopolskie Voivodeship 
(20.4%), followed by the Mazowieckie (16.3%) and Pomorskie (14.3%) voivodeships. The 
remaining regions were represented to a much lesser extent, pointing to a concentration of 
participants in southern and central Poland. 

The sample is dominated by two-person households (30.6%) and three-person households 
(28.6%). Four-person households occur somewhat less frequently (24.5%). One-person 
households account for 10.2%, while five-person households represent 6.1%. Overall, this 
means that more than half of the households (59.2%) consist of two to three persons, whereas 
larger households (four or more persons) make up 30.6% of the sample. The estimated average 
household size in the study is approximately 2.86 persons. 

The educational structure of respondents indicates a very high proportion of individuals with 
higher artistic education (93.9%). More than one third of the respondents also hold a general 
higher education degree (32.7%), which suggests a multi-track qualification profile, with 
artistic degrees often combined with general academic education. Additional levels, such as 
vocational artistic education (10.2%) and secondary artistic education (6.1%), occur less 
frequently, while primary education was recorded only incidentally, as evidenced by a very low 
proportion of respondents at this level (2.0%). When broken down by gender, both women and 
men most commonly hold higher artistic education (29 and 17 individuals, respectively). 
Among men, secondary and vocational qualifications within the artistic education system occur 
more frequently than among women, whereas among women lower levels of education are 
almost absent. 

The vast majority of participants indicated that their creative activity is connected with the 
music industry, which clearly dominates the structure of the sample. References to other 
creative sectors, such as the visual arts or film, appear only sporadically. The share of these 
industries is marginal, suggesting that the study’s findings primarily reflect the situation of 
individuals working in music. 



In addition, respondents display a very diverse length of professional experience in artistic 
occupations, ranging from 1 year to 45 years. The mean is 18.33 years, while the mode is 20 
years, indicating that 20 years is the most frequently occurring value. The data also show that 
half of the respondents have worked for at least 17 years, and the majority fall within the 10–
19 year range, which confirms the predominance of highly experienced individuals, although 
persons with very long careers (over 30 years) are also present. 

An analysis of responses concerning the weekly number of working hours in creative or artistic 
professions (after data cleaning) shows that the average is 30.6 hours, the median is 30 hours, 
and the mode is 40 hours. The most frequently declared working time falls within the 20–29 
hour and 40–49 hour ranges (24.4% of responses each), indicating two main groups of 
respondents: those working part-time and those with a full workload. High values (over 50 
hours) account for approximately 11%, and the extreme value of 95 hours suggests the 
combination of multiple activities or projects. Indeterminate responses (e.g. “I work on a project 
basis”, “not applicable”) were recorded in four cases. 

Among the respondents, contracts for specific work (umowa o dzieło) and open-ended 
employment contracts are the most prevalent (59% of indications each), reflecting the dual 
nature of employment in the creative sector: the combination of the stability of permanent 
employment with various flexible forms of project-based cooperation. Next in frequency are 
mandate contracts (umowa zlecenie, 29%) and fixed-term employment contracts (22%), which 
are typical of task-based and periodic work. Work without a contract (10%) occurs less 
frequently, while forms such as volunteering, self-employment or B2B arrangements appear 
only incidentally, as evidenced by their very low shares (2% each). 

The collected declarations of average monthly net income from creative activity (after data 
cleaning) indicate that the median amounts to PLN 4,000, the mean to PLN 4,382, and the mode 
to PLN 4,000. The most frequently represented income bracket is PLN 3,000–4,999 (28%), 
followed by PLN 5,000–6,999 and PLN 7,000–9,999 (17% each). Lower incomes (below PLN 
2,000) account for approximately 21% of responses, while the highest values (PLN 10,000–
14,999) appear only sporadically (6%). Two responses were classified as “unspecified/not 
applicable.” 

 

In the declarations regarding income from non-creative activities (after data cleaning), the 
median is PLN 5,000, the mean is PLN 4,945, and the mode is PLN 5,000. The largest group 
of respondents earns PLN 5,000–6,999 per month (45%), while lower incomes (below PLN 
3,000) concern approximately 21% of participants. High values (≥ PLN 10,000) occur only 
sporadically (6%). Additionally, a total of 16 responses were classified as “not 
applicable/unspecified.” 

The vast majority of respondents (over 80%) indicated that in 2024 they did not receive any 
passive income from artistic activity (0% or responses such as “not applicable” or “did not 
occur”). Positive values appear only sporadically and are generally very low (0.2%, 1%, and 
5%). 

Most respondents (around 80%) assess their knowledge of copyright law as average or good. A 
small proportion (about 10–15%) reported ever requesting a higher fee in cases of unreasonably 
low remuneration. The practice of receiving advances before completing a work is rare—
around 10% of respondents—and advance payments do not exceed PLN 1,500. 



Knowledge of copyright law is a key component of work in the creative sector, influencing both 
the protection of one’s own works and the proper use of others’ works. In the study, respondents 
were asked to evaluate their level of knowledge in this area. Analysis of the responses indicates 
how well individuals engaged in creative work feel prepared to apply legal regulations in their 
daily activity. The majority of respondents assess their knowledge of copyright as average 
(57%), while one in five evaluates it as good (22%). A relatively large group (about 16%) 
indicates a low level of knowledge, with a few individuals reporting very low (4%) or very 
good (2%) levels. 

The vast majority of respondents (around 80%) have never requested an increase in 
remuneration in such situations. Only 12% admitted to having done so, while 8% could not give 
a clear answer. These results suggest that renegotiating remuneration in the context of copyright 
is rare among respondents. 

Advance payments before the completion of work occur sporadically within the surveyed 
group—16% of respondents reported receiving them, all within the range of up to PLN 1,500. 
The vast majority (84%) have never received an advance. 

The dependent variable in the logistic regression model is high income in creative activity. This 
is a binary variable, taking the value 1 when monthly earnings from creative activity exceed 
PLN 4,000, and 0 otherwise. 

The threshold was set based on the median income in the creative sector obtained in the study. 
The median is a central measure that effectively reflects the typical income level in this group; 
therefore, using it as a cutoff allows the identification of individuals earning relatively high 
incomes compared to the majority of respondents. 

The logistic regression model included both binary and continuous independent variables. 
Binary variables include: 

• Gender (1 – female, 0 – male) 
• Most frequently chosen type of employment contract in creative activity (1 – permanent 

contract, 0 – otherwise) 
• Education (1 – holds higher artistic education within the artistic education system, 0 – 

does not hold such education) 
• Use of artificial intelligence tools in creative activity (1 – uses AI tools, 0 – does not use 

AI tools) 

Continuous variables include: 

• Years of experience in the creative sector 
• Total number of weekly hours worked in creative or artistic professions 
• Number of people in the household 

The logistic regression results (N = 45; Pseudo R² = 0.46; LR χ²(7) = 28.74; p < 0.001) indicate 
that the number of weekly working hours and employment under a permanent contract 
significantly increase the probability of earning more than PLN 4,000. Each additional hour of 
work is associated, on average, with approximately a 12% increase in the odds of being 
classified in the high-income group (p < 0.01), while having a permanent contract is associated 
with about 16 times higher odds (p < 0.01). 



Gender suggests higher chances of high income among women; however, the effect is on the 
threshold of statistical significance (p ≈ 0.05) and, given the small sample size, should be 
interpreted with caution. The remaining variables (years of experience in creative professions, 
higher artistic education, use of AI tools, and household size) did not reach statistical 
significance in this model. 

Overall, the results should be interpreted carefully due to the small sample size. 

Quantitative research: Remuneration and contracts in the creative sector 
Monika Bolińska, Institute of Economics, Finance and Management, Jagiellonian University 

 

In the study (sample N = 86), the majority of respondents were women (approximately 60%), 
men accounted for about 38%, and a few participants selected “other” or “prefer not to answer.” 
The average year of birth was 1979, corresponding to an average age of approximately 46 years. 
The youngest participant was born in 2000, and the oldest in 1931. The largest age group was 
40–49, followed by 30–39, indicating a predominance of individuals in their prime working 
age. 

Regarding education, the vast majority hold a master’s degree (over 60%), followed by 
doctoral/postgraduate studies (approximately 15%) and a bachelor’s degree (about 10%). 
Secondary education is less common (around 12%), and other forms of education are incidental. 
Importantly, around 65% of respondents reported having artistic education, confirming a strong 
connection of the sample to the creative sector. All participants declared creative activity as 
their primary occupation. 

The largest share of respondents work in the visual arts (25.9%) and in diverse activities 
categorized as “other” (25.9%), which includes design, multimedia projects, set design, and 
work with 3D graphics engines. Other sectors include music (15.3%), literature (11.8%), theatre 
(11.8%), architecture (10.6%), film (9.4%), while dance (5.9%) and folk art (4.7%) appear less 
frequently. The most commonly indicated role is painter (17.4%), followed by graphic artist 
(14.0%). Other frequently reported roles include journalist (12.8%), visual artist (11.6%), 
designer and writer (10.5% each). Roles related to art conservation, graphic design, and acting 
account for about 9%, while other professions such as photography, music, set design, or 
translation occur less frequently (under 8%). Various activities in the “other” category (14.0%) 
include blogging, directing, lighting design, and landscape design. 

Among 85 respondents, most (68.2%) reported having additional employment outside of artistic 
work (full-time, mandate contract, or self-employment), while 31.8% did not engage in other 
professional activity. 

Nearly half of respondents (49.4%) reported that they do not belong to any professional 
organization, such as collective rights management organizations, unions, or creative 
associations. Of those who do, the most common affiliations are artist/creator unions (21.2%), 
collective rights management organizations (15.3%), and other NGOs such as associations or 
foundations (15.3%). Less frequently, respondents indicated creative associations (14.1%) or 
other non-art-related unions (2.4%). 

Analysis of the year respondents began earning income as professional creators shows wide 
variation—from the 1980s to 2024. The largest share began after 2000, particularly between 
2000–2010 (about 40%), indicating that many respondents started their professional careers in 



the first decade of the 21st century. Significant responses also come from 2010–2020 (about 
30%), while a few began in the 1980s and 1990s (around 15%). The most recent years (2022–
2024) account for about 10%, suggesting an influx of new creators into the sector. Two cases 
were recorded as “not specified.” 

The most frequently reported form of employment is self-employment (around 28%). Other 
common forms include copyright-specific contracts with 50% deductible costs (approximately 
19%) and standard copyright contracts (around 17%). Permanent employment contracts appear 
in about 21% of responses, and mandate contracts in about 6%. Work without a contract was 
indicated by approximately 7%, and fixed-term contracts by only 2%. One respondent indicated 
“other” (unregistered activity). 

Most respondents earn average monthly income from artistic work in the range up to PLN 3,000 
(around 40%), with 16.5% earning below PLN 1,000. Other groups include mid-level incomes: 
PLN 3,000–4,999 (around 20%) and PLN 5,000–7,999 (around 21%). The highest incomes—
over PLN 10,000—are reported by 15.3% of respondents, with a few individuals earning PLN 
8,000–8,999 or PLN 9,000–9,999. The distribution indicates a high variability in financial 
situations among creators, with a clear predominance of lower and middle income ranges. 

The vast majority of respondents (over 80%) indicated that their income from artistic work in 
2024 varied from month to month, while only a small group (around 20%) reported consistent, 
equal earnings each month. 

Analysis shows that most respondents (over half) did not experience any gaps in earning income 
from artistic work in 2024 (0 months without income). At the same time, a significant portion 
reported periods without income lasting 1 to 6 months, confirming the seasonal and irregular 
nature of work in the creative sector. Occasional cases of long gaps—10, 11, or even 12 months 
without income—suggest a complete suspension of artistic activity during that time. 

The analysis also indicates that the vast majority of respondents (approximately 82%) reported 
no additional sources of income beyond their primary artistic activity (“none of the above”). 
Among those who did indicate supplementary income, the most common sources were: 

• Passive income (royalties, 14%), typically accounting for 1–10% of total income, with 
occasional higher shares (e.g., 45%) 

• Scholarships and awards (12%), most commonly ranging from 5–30%, with rare cases 
reaching 100% 

• Advertising, crowdfunding, and author events (about 9%), with contributions ranging 
from a few percent to several dozen percent 

• Permissions for translations, adaptations, or modifications of works (about 6%), usually 
in the range of 20–70% 

• Remuneration for derivative works such as adaptations and translations (about 5%), 
with shares between 20% and 70% 

Overall, additional income sources among respondents are rare and supplementary in nature. 
Scholarships/awards and royalties dominate, while revenues from advertising or adaptation 
permissions are incidental. 

Almost one-third of respondents reported having no savings, while only a small group (about 
12%) possesses financial reserves sufficient to support themselves for a year or more. These 
results indicate that most creators operate under conditions of limited financial stability. 



Nearly half of the respondents (47%) reported having no financial obligations in the form of 
loans or credits. Among the remaining participants, at least one liability was declared, most 
commonly: a mortgage (29%), credit card or revolving credit (18%), consumer loan (9%), or a 
loan from a non-bank lender (6%). Loans from relatives were indicated by 11% of respondents. 
Among those in debt, most had a single liability (34 individuals), while 11 had multiple debts 
(6 with two, 4 with three, and 1 with four types of obligations). The most common combination 
was a mortgage and a credit card (6 respondents). 

In the survey, 63% of respondents stated that they had performed artistic work without payment 
at least once during 2023, while 36% reported that this had not occurred. Unpaid work most 
often took the form of volunteering (25% of all respondents) or work done to build a personal 
brand/gain experience (24%). Less frequently, respondents indicated barter-based cooperation 
(11%), situations resulting from employer/contractor fraud (9%), or cases where only costs of 
work were reimbursed (8%). Multi-causal experiences of unpaid work affected 12% of 
respondents. 

Regarding legal or professional advice before signing contracts, 82% of respondents reported 
that they never sought it, 14% sometimes did, and only 4% always did. Knowledge of copyright 
law was most frequently rated as average (42%) or good (27%); extreme ratings were less 
common: very good 13%, low 16%, very low 1%. 

Declarations of the number of contracts signed in 2023 were highly variable—from none or a 
few contracts to extreme values (e.g., 75, 99, and even 6,000), indicating outliers and wide 
disparities in contractual activity. In many cases, the transfer of copyright matched the number 
of contracts (full transfer), but contracts without transfer were also frequent. Most respondents 
do not sign licensing agreements, although a noticeable group does; in these cases, license 
durations are usually short (1–6 years), with isolated instances of longer terms (10–12 years). 
Overall, the results suggest two profiles: (1) individuals signing few contracts, mostly without 
licensing or with full copyright transfer, and (2) highly contractually active individuals, where 
practices regarding copyright transfer and licensing are more varied. 

The majority of respondents never received an advance payment before creating a work. Among 
those who did, low amounts dominate: over half reported advances up to PLN 1,500, and 
another 34% reported PLN 1,501–3,000. Higher amounts occurred sporadically, with a few 
respondents reporting advances of PLN 3,001–5,000 and PLN 5,001–7,000, and only isolated 
cases above PLN 7,000. 

Regarding copyright contracts, clauses addressing artificial intelligence (AI) are rare in 
practice—most respondents indicated “no” or “don’t know,” and only a few confirmed their 
inclusion. Even more rarely are such clauses tied to additional remuneration, and actual receipt 
of such payment is exceptional. 

When it comes to the use of AI tools in creative work, responses are dominated by “does not 
occur at all, I do not use them” and “rarely occurs,” indicating limited AI use in creative 
practice. Occasional use (“rarely occurs, sporadically”) appears in some responses, while 
declarations of “use very frequently” are rare. 

In responses regarding changes in negotiating position over the past two years, most 
respondents indicated that their position “has not changed.” A significant portion reported that 
their position “improved,” while indications of a “weakened” position were much less common. 
Simultaneously, many respondents selected “hard to say/don’t know.” 



In 2024, most respondents (about 60%) had social insurance through ZUS based on their form 
of employment. Other forms of coverage were much less common: private insurance 
(approximately 14%), voluntary ZUS contributions (around 12%), and KRUS associated with 
agricultural activity (about 11%). Health insurance through a family member appeared 
occasionally (around 7%), while roughly 11% of respondents reported having no insurance at 
all. 

Regarding willingness to pay contributions within a system guaranteeing social insurance for 
artists, expressed as the maximum percentage of average monthly income, most respondents 
indicated low contribution levels. About 31% were willing to pay 1–5% of income, and roughly 
22% were willing to pay 6–10%. Nineteen percent declared no willingness to pay any 
contribution. Higher contribution levels were less frequent: 11–20% of income (around 11% of 
responses), 21–30% (approximately 9%), 31–50% (just under 5%), and over 50% (about 4%). 
The median contribution level is 7%, with a mean of 11.7%, reflecting a wide spread from 0% 
to 70%. 

 

 
 
 
 
 
 
 
 
 
 
 
 
 

 



Summary: Copyright Law, Remunera6on, and Contracts in the Crea6ve Sector 
Ewa Laskowska-Litak, Future Law Lab, Jagiellonian University 
 

The pilot and quantitative studies aimed to explore the relationship between the creative sector 
and copyright law. In the initial pilot study, the focus was on the music sector, examining the 
demographic structure, types of contracts, levels and attitudes toward copyright remuneration, 
as well as self-assessed knowledge of copyright law. In summary, this part of the study 
confirmed most of our hypotheses while simultaneously highlighting the challenging situation 
of Polish creators. 

The social group participating in the pilot study had a high proportion of individuals with higher 
music education. This confirmed our intuition that in this sector, creative activity is closely 
linked to significant prior intellectual and financial investment required to reach a certain level 
of professional development. Most respondents also work more than half of a standard full-time 
schedule (average 30.6 hours per week). However, it should be noted that the majority earn 
their living from activities outside the creative sector, suggesting that music-related work 
represents only part of the weekly workload for individuals engaged in this field. 

Unlike other creative sectors (as shown in the quantitative study), permanent employment 
contracts and specific-task contracts (umowa o dzieło) dominate in the music sector. This 
supports our assumption and prior conclusions that musical activity is only part of professional 
workload for those active in this sector, and the prevailing model combines stable full-time 
employment with flexible forms of collaboration (task-based or project contracts). In contrast 
to other creative sectors, self-employment is not dominant, which is worth highlighting in 
discussions about potential future standardization of professional status for artists. 

As indicated by M. Bolińska in the pilot study, the median remuneration in the music sector is 
PLN 4,000, while income from outside the music sector is higher (median PLN 5,000). 
Additionally, unlike in other creative sectors, royalties and posthumous copyright remuneration 
appear to have little impact on the earnings of those active in the music sector. This may be 
important for debates on the role of related copyright rights and the use of copyright regulation 
to generate financial benefits for music sector professionals. In other words, discussions on the 
practice, level, and relevance of royalties may not have prompted significant reactions in the 
music sector because royalties are not a primary income source. The results also suggest that 
contract renegotiations (e.g., via bestseller clauses) are rare, and advance payments to support 
an author in creating a work are uncommon. 

Respondents’ knowledge of copyright law was also rated low: the majority did not consider 
their understanding “very good,” suggesting a need for greater involvement from academic and 
legal communities in education and dissemination of copyright knowledge. 

The quantitative study targeted individuals actively participating in the creative sector. Most 
respondents again had higher education, confirming the general observation that participation 
in the creative sector generally requires substantial prior effort to reach a professional level. 
Similar to the music sector, the results indicate that respondents earn income from more than 
one source beyond artistic work, particularly through employment contracts. 

Although the study group may not be fully representative of the entire creative sector, the results 
indicate an average level of membership in organizations representing sector interests. This 



finding warrants further, in-depth consideration, particularly in discussions on the 
representativeness of creative sector interests in legislative procedures or lobbying activities. 

In the broader creative sector, the study indicated that self-employment is the primary form of 
activity. Considering previous results and conclusions, we can infer that while artistic activity 
is not the sole professional pursuit for individuals in this sector, it is generally conducted within 
the framework of business regulations. Unlike the music sector, where permanent employment 
dominated, this may create a need for legislative intervention regarding the professional status 
of artists. 

As noted by M. Bolińska, a significant proportion of contracts are copyright-based task 
contracts with 50% deductible income costs (approx. 19%) and classic task contracts (approx. 
17%). This confirms our earlier intuition that copyright regulations are often used to structure 
remuneration for professional work performed by creators. However, the study does not allow 
us to clearly define a standard contractual (business) model for the creative sector, as 
respondents’ reports on the number and type of contracts are highly variable. This variability 
likely results from the type of work performed, the diversity of services offered, and the 
diversification of artistic activities—particularly in graphic or visual arts (ranging from logo 
creation to image editing or purely artistic work). 

An important trend is the substantial occurrence of full transfers of economic copyright to 
contractors, which should be considered in legal practice and when assessing the adequacy of 
legal regulations in relation to the needs of the artistic sector. Time-limited licenses are rare, 
and when they are used, short-term licenses dominate. 

The research indicates that the average remuneration in the creative sector is approximately 
PLN 3,000 per month, with income levels fluctuating significantly throughout the calendar 
year. This confirms the seasonal and irregular nature of artistic work. We also see this as linked 
to a greater need to address social and economic security for this sector (e.g., through 
professional regulations for artists). 

A concerning trend is that a noticeable proportion of respondents (63%) declared having 
provided unpaid artistic work at least once during 2023–2024. Although copyright law focuses 
on protecting the creator and regulating their relationship to the work, it emphasizes the 
importance and function of the right to remuneration. Market conditions, however, may compel 
creators to produce work for third parties without payment, which we believe requires deeper 
legislative reflection. 

As in the music sector, advance payments for creating a work remain rare. Similarly, the vast 
majority of respondents did not report additional posthumous or supplementary sources of 
remuneration; when they exist, these are outside the scope of copyright law (e.g., scholarships 
or awards). Income from ancillary activities related to the creator—such as advertising, author 
events, or similar engagements—is incidental, underscoring the limited economic role of the 
author’s position relative to the importance of the work itself. Consequently, it is unsurprising 
that many creators rely on income from sources outside their artistic activity. 

Similarly to the music sector, the results suggest that the creative industry does not rate its 
copyright awareness highly: legal advice before signing a contract is rare, and most respondents 
assess their knowledge level as average or good. This highlights the need for greater 
engagement in building copyright awareness, promoting knowledge, and fostering 
responsibility in this area. 



A new aspect of our study was the inclusion of questions regarding the incorporation of clauses 
in contracts regulating machine learning and the use of AI in artistic activities. These questions 
were treated as pilot inquiries, in response to the growing public discussion on the role of 
artificial intelligence in everyday and professional life. The intention was for the responses to 
indicate whether copyright regulation of this issue is needed. At this stage, however, we cannot 
provide a conclusive answer. Respondents indicated that contractual provisions regarding AI 
are rare, and the question of whether such clauses are associated with additional remuneration 
for the creator came as a significant surprise to participants. We believe that, in this area, social 
awareness is still limited, and more in-depth research is necessary. 

The use of AI-based software is also uncommon in artistic activities, although we suspect that 
this result stems from the fact that the questionnaire was addressed to individuals who have 
been professionally active in the creative sector for a long time (with a significant representation 
from the visual arts) and primarily rely on their accumulated experience and skills. 
Nevertheless, we also believe that further research in this area is warranted, taking into account 
trends suggesting that the use of AI may play a more substantial role in technology-driven 
industries. 

 


