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EXECUTIVE SUMMARY 
 

For the purposes of this Review, Arts Council England defines contemporary art 
as the art of our time.  It is more a way of seeing than a defined artform; the 
practice is often interdisciplinary with a range of media including photography, new 
media, artists’ moving image, live art, crafts, design and architecture.  It is a driving 
force in popular culture nurtured through creative innovation, entrepreneurial risk, 
new curatorial processes and critical debate.  While the dictionary definition of 
‘modern’ is synonymous with ‘contemporary’, in art the modern has a period, 
arguably 1860s - 1970s, a style and a theory which is both absorbed and 
contested by the plurality of contemporary art.  The Review aims to show the 
breadth of the visual arts and to demonstrate its current impact and the 
opportunities it gives for artists, audiences and organisations to respond to 
increasingly global contexts.  The Review survey includes organisations in 
England, with and without collections, which are presenting contemporary art of all 
styles and approaches, from traditional to international work about current ideas.  

Marjorie Allthorpe-Guyton, Director of Visual Arts, Arts Council England 
 

Within Arts Council England’s Review of the Presentation of the Contemporary 
Visual Arts, the Warwick team focused on employment, careers and professional 
development, including issues of under-representation.  Given the nature of the 
sector and the very limited picture of it provided from official statistics, this required 
the collection and analysis of new primary survey and interview data, designed 
specifically for the Review.  However, existing research evidence was also 
reviewed and ‘comparator studies’ were conducted which examined another art 
form (theatre), another related sector (broadcasting and the media) and the visual 
arts in another country (Germany) in order to give alternative perspectives. 
 
There were three elements to the primary research.  The Employers’ Skill Survey, 
addressed to organisations concerned with the presentation of the contemporary 
visual arts, covered four main areas: general information about the organisation’s 
workforce; recruitment and vacancies: skills requirements; and workforce training 
and development.  The Workforce Survey, addressed to individual professionals, 
covered general information about the individual’s employment; qualifications and 
training; salary and other benefits; and personal details.  The group and individual 
interviews sought to explore the views of experienced people working in the 
presentation of the contemporary visual arts on issues relating to terms and 
conditions of employment, recruitment and retention, the roles of freelancers and 
volunteers, and support for career development.   
 
About nine hundred people were involved in the collection of primary data: the 
representatives of 364 organisations who completed the employers’ survey, the 
523 professionals who completed the workforce survey and the 45 participants 
involved in the group and individual interviews. 
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The Warwick research has focused on work, careers and professional 
development.  Policy development, however, needs the contributions of other 
perspectives, as well as a review of the existing public policy portfolio, neither of 
which were part of the Warwick contribution to the Review.  However, subject to 
those caveats, some recommendations relating to policy are, nonetheless, offered 
in a companion paper on ‘Key Challenges for the Sector’ which seeks to draw out 
the policy implications of the research.  This Executive Summary is confined to 
reporting the main research findings rather than reflecting on their implications for 
policy. 
 
Employers’ Skills Survey (Chapter 1) 
 
The organisations and their resource base 
• About 70 per cent of the organisations responding were independent.  54 per 

cent had exhibition spaces, and 32 per cent had no gallery space at all, 
operating as professional associations, networks or agencies. 

 
• Their resource base drew on several business activities.  Almost two-thirds 

referred to the exhibition and presentation of visual art and 60 per cent to 
education and related outreach work.  Half commissioned and produced visual 
art and 30 per cent traded visual art through a gallery or shop.   

 
• Asked to state their main activity, 60 per cent specified exhibition and 

presentation, with education and outreach being the main activity for just 42 
per cent.  

 
• Arts Council funding contributes to the income of 85 per cent of these 

organisations.  54 per cent had funds from local authorities, 50 per cent from 
charities and 50 per cent from sales of goods and services.  For the next year, 
over half expected turnover to rise and 40 per cent expected employment to 
rise. 

 
The composition of the workforce presented in the Employers’ Skill Survey 
• The total workforce represented was 7,000 people, of whom 3,500 were 

employees.  1,200 were self-employed/freelance and 2,300 were unpaid. 
 
• About three-quarters of the organisations would be classified in official 

statistics as ‘micro-enterprises’ with 1-9 employees.  Just over half had four or 
fewer employees.  30 per cent were part of a larger organisation.  

 
• Employment patterns reflect the largely female workforce, much project-based 

work, and the sector’s exceptional openness to voluntary activity.  The first is 
associated with high levels of part-time work, the second with high proportions 
of freelancers, and the third with very high proportions of unpaid workers. 

 
• While the Employers’ Skill Survey focuses on the paid workforce of 4,700 

people, this comprises only about two-thirds of the overall workforce.  Among 
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the unpaid, many work full-time and many in voluntary trainee positions.  
Unpaid trainees outnumber paid trainees almost eight to one.  

 
• Three-quarters of these organisations had employed freelancers in the past 

year, largely because of project-based activity (70 per cent) or because they 
needed specialist professional skills only periodically (66 per cent).  

 
• The paid workforce is 93 per cent white.  Black and Asian employees each 

account for about two per cent of the workforce.   Apart from Heads of 
Exhibitions, there was a low proportion of Black or minority ethnic staff in other 
curatorial positions.   

 
• According to the responses, disabled people comprise barely 1.5 per cent of 

the workforce (but this probably under-reports the actual level). 
 
• Directors and deputy directors accounted for about 10 per cent of the paid 

workforce.  They often combine creative and managerial functions.  Curators or 
Heads of Exhibitions amounted to 10 per cent, and 15 per cent were gallery 
and information assistants.   

 
• Women dominated interpretive roles (80 per cent) but their representation 

reduces in curatorial positions (70 per cent) and deputy director or director 
posts (60 per cent and 50 per cent respectively).  Though the workforce is 
predominantly female, there are clearly constraints upon women’s progression 
to higher leadership positions. 

 
Job vacancies which were hard to fill 
• About 23 per cent of organisations reported vacancies which were hard to fill, 

especially in curatorial and administrative posts.  
 
• Where job vacancies were difficult to fill, the main reasons given were 

insufficient applicants with the required skills (68 per cent) and applicants 
lacking the required work experience (51 per cent).  38 per cent of 
organisations cited poor terms and conditions. 

 
• Lack of pension provision was given as a reason in barely 2 per cent of cases.  

This is striking and should be considered alongside the results from the 
Workforce Survey, the qualitative study and the analysis of the literature and 
existing data.   

 
Existing skills and skills to be improved 
• Asked about the skills needed in employees, 90 per cent of organisations 

pointed to good communication skills, and 80 per cent to each of good 
professional specialist skills, teamwork, problem-solving, networking and 
literacy. 

 
• Over 75 per cent of those employing managerial and administrative staff said 

that they were proficient and about 50 per cent said this of their interpretive and 
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operational/technical staff.  However about a quarter of organisations had no 
paid interpretive or operational staff.  Asked about the reasons for some staff 
not being fully proficient, 27 per cent mentioned lack of experience or their 
being recently recruited.   

 
• The skills which most need improving in the workforce were said to be 

fundraising (60 per cent) and IT professional skills (39 per cent). 
 
Training and professional development opportunities  
• Two-thirds of the organisations had provided some training and development in 

the past year, with about half offering training in professional specialist skills 
and knowledge and 40 per cent in health and safety. 

 
• Almost two-thirds formally assessed skill gaps, though more than half the 

organisations made no assessment of the performance of employees who 
received training (either before or after).  20 per cent were designated 
Investors in People. 

 
The professional workforce (Chapter 2) 
 
The Workforce Survey was based on responses from 523 individuals employed by 
or working as freelancers for 142 contemporary visual arts organisations.  These 
were among the same institutions which featured in the Employers’ Skill Survey.  
In order to collect the views of professional staff, this second survey was directed 
primarily at interpretive staff, managers, and administrators, including those 
engaged on a freelance, self-employed basis.  It was not the intention to represent 
all occupations in the entire workforce of the organisations which participated, and 
the results do not apply in this blanket way. 
 
The composition of the workforce 
• Almost three-quarters of the professional workforce were women. Roughly a 

third were aged 25-34 and a third aged 35-44; approaching 20 per cent were 
aged 45-55 and 10 per cent were aged 55 and over. 

 
• Over 90 per cent were born in the UK and almost 95 per cent were white.  The 

largest ethnic minority groups were black (1.7 per cent) and those of mixed 
parentage (1.5 per cent).   Against national workforce standards the level of 
representation should be roughly 50 per cent higher than it is currently. 

 
• Just over 4 per cent reported a long-term illness, health problem or disability, 

significantly more than the estimate given in the Employers’ Skill Survey. 
 
Educational qualifications  
• Remembering that employers were passing questionnaires largely to their 

professional staff, the survey showed that half of such people had qualifications 
at NVQ level 4, i.e. a degree, diploma or BTEC higher.   A further 40 per cent 
had qualified at NVQ level 5, with a postgraduate diploma or degree (masters’ 
level or doctorate).  
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• Subjects studied were dominated by Fine Art (about a fifth of the first and 
second subjects given by respondents).  Other areas of art and design, along 
with the History of Art, also feature strongly, and museum/curatorial studies 
come through markedly (as a second subject cited).  Substantial numbers of 
graduates in English and languages are also employed in the sector. 

 
Respondents’ experience 
• A third of those responding had been employed by the organisation for five 

years or more.  Most commonly, they had worked there for between one and 
three years: this applied to over a third of the workforce.   

 
• About 70 per cent of the workforce had under five years’ experience in the 

sector.   
 
Employment status and hours of work 
• About two-thirds of the professional workforce which responded had 

permanent contracts.  A fifth had fixed-term contracts and 10 per cent were 
engaged on a freelance/self-employed basis.  Given the focus on people in 
professional posts, these results will tend to underestimate the extent of 
insecure employment and of traineeships and unpaid voluntary work (for the 
latter, see the Employers’ Skill Survey and the qualitative analysis).  

 
• Freelancers were asked why they worked in this way; three-quarters cited the 

wish for more flexibility time-wise.  Almost a half valued the greater creative 
freedom, and a third said that their specialist skills were needed only 
periodically. 

 
• Almost half worked for 30-45 hours a week and 30 per cent for 16-29 hours.  

About one-third had another job and almost 40 per cent worked 16-30 hours in 
their second job.   

 
• Asked why they had taken their current job, two-thirds of respondents gave the 

opportunities and challenges it presented.  Career development and ‘the exact 
type of work I wanted’ were given by 60 per cent each.  Just 20 per cent gave 
salary and security. 

 
Occupation and pay  
• The findings reflect the focus on professional staff and the size of 

organisations.  To reflect more appropriately employment in the presentation of 
the contemporary visual arts, a special classification was developed.  On this 
basis, about 15 per cent of respondents were directors or deputy directors.  A 
further 15 per cent came evenly from development, finance and marketing 
managers.  Almost 20 per cent were administrators. 

 
• Within the interpretive category, about 13 per cent were curators and exhibition 

heads or organisers, with about the same proportion in education and outreach 
posts. 
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• The average director or deputy director was in his/her mid-40s.  The average 
gallery or information assistant was approaching 40:  virtually all were 
employees and these were the worst paid staff. 

 
• The figures on pay collected in this survey can be compared with economy-

wide gross annual earnings for full-time staff in early 2005.  Recognising that 
these are relatively crude estimates, it appears that 60 per cent of the 
workforce earn less than the national average for all employees of £18,000.  
This is despite the fact that the workforce surveyed here (in contrast to the 
national workforce) consists of very highly qualified people doing work of a 
professional nature. 

 
• From a different perspective, examining rates of pay per hour according to 

occupation indicates a much smaller variation in pay among individuals than is 
the case for annual pay figures.  However, about half of respondents earned 
less than £10 per hour. 

 
Pensions 
• Half of respondents had an employer who operated an occupational pension 

scheme.   However almost three-quarters of the workforce had no pension 
provision attached to their current post.  Almost 30 per cent had no provision 
beyond the basic state pension. 

 
Training and professional development opportunities 
• The high proportion of people who are relatively young and/or inexperienced 

means that the provision of high quality training and professional development 
is critical. 

 
• About 20 per cent of respondents had undertaken no work-related training or 

development activity in the past 12 months.  About  half had had on the job/in-
house training. 

 
• Only 4 per cent had supervisory and 13 per cent had management training.  
 
• Most training undertaken was funded by the employer  and was  job specific; 

half of respondents referred to professional specialist skills and knowledge and 
almost a quarter mentioned each of: networking opportunities, health and 
safety, and training in new technology.   

 
• 10 per cent were fairly or very dissatisfied with the training and development 

opportunities they had had.  Their reasons (together with those of some who 
were rather less critical) include some interesting messages relating to 
organisational support, management and development.  Nevertheless, about a 
quarter of those responding were very satisfied and almost half fairly satisfied 
with the training and development opportunities they had experienced.   
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Findings from the interview programme (Chapter 3) 
 
The following are the more significant findings from the qualitative research based 
mainly on five group interviews with people involved in the presentation of the 
contemporary visual arts.  In total 45 people contributed to the qualitative 
research.  
 
Salaries and fees for employed and freelance workers 
• The group interviews bear out the views within the sector generally that 

salaries for employed people are below what might be expected for those with 
comparable qualifications in other professional occupations.  However, unless 
it is possible to benchmark curatorial and similar posts against appropriate 
comparable roles, it is difficult to demonstrate this.  This means identifying the 
knowledge and skills of curation in such a way that this can be compared with 
other occupations. 

 
• The range of skills both curatorial and managerial needed in local authority 

posts was not reflected in salary levels. 
 
• The differential between salaries for the highest ranking jobs and those for 

beginners was noted. 
 
• Salary levels in London were seen by many as inadequate to meet the cost of 

living there, especially for people with family responsibilities. 
 
• Some spoke of recent graduates working in visual arts organisations for a short 

time then moving to better paid jobs in the more commercially orientated 
creative industries. 

 
• Freelance curators considered the Arts Council’s advisory daily rate of £175 for 

artists useful in certain circumstances, mostly for those who had recently 
qualified.  For more established practitioners, this figure would not cover their 
costs and could be counter-productive by undermining the higher fees which 
they had to charge to reflect their expertise.  They felt that it may be time to 
reconsider how to articulate the £175 daily rate in a more differentiated way.   

 
• It would be useful to draw together the experience of freelance curators on 

costs/charges and to explore alternative models of fee charging. 
 
• For some interviewees, the decision to be self-employed was a creative and 

lifestyle choice, regardless of income. 
 
Terms and conditions of employment  
• There was great variability in the terms and conditions associated with people’s 

employment.   
 
• Compliance with statutory obligations has affected the whole framework for 

employing freelance staff on a recurring or intermittent basis. 
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• For some people PAYE status causes particular difficulty. 
 
• There was great variation in pension provision by the employer: at its most 

generous, a final salary Civil Service model, at its least, no provision at all. 
 
• Where there was a pension scheme, eligible employees did not always 

appreciate its value enough to opt into it.  Employers offering pension schemes 
can take steps to bring home to staff their loss if they fail to take advantage of 
this provision.  (Some were already doing this with limited success.) 

 
• But low pay was said to mean that many people could not afford to contribute 

to a pension scheme, even if it had been put in place by an employer. 
 
• Guidelines on pay and/or conditions of employment would be helpful, including 

provision of pensions and opportunities for professional training and 
development. 

 
• There is a place for general guidance giving safeguards relating to the 

appointment of unpaid workers.  
 
• The practical consequences should be assessed of monitoring/policing any 

guidelines on pay and other conditions of employment. 
 
• Without greater union activity on pay and conditions in the sector, there is little 

way to ensure that national guidelines would be followed. 
 
• Some interviewees spoke of the inherent self-exploitation from which the visual 

arts sector benefits. 
 
• Intellectual property rights were an issue for some curators. 
 
• An organisation’s size affects the terms and conditions which can be offered.  

Smaller companies provide a seedbed for innovative practice but usually 
operate under straightened circumstances.  Yet they are part of the public-
private infrastructure which fosters the creative industries. 

 
Unpaid voluntary work 
• Doing unpaid voluntary work is seen as a necessary rite of passage to prove 

commitment and employability.  Perpetuating this rite of passage gives an 
advantage to those young people whose background means that they can 
afford to work without being paid.  It disadvantages anyone who does not have 
adequate resources to do this.  

 
• Senior staff from several organisations, large and small, in four different 

regions, described being ‘inundated’ with people asking for unpaid positions. 
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Skills for employment  
• Those interviewees who offered an employer perspective tended to say similar 

things as those emphasised by employers in other sectors – namely that new 
entrants to the profession were not adequately prepared.  They might be 
academically well-qualified but were not yet ‘streetwise’ in dealing with artists 
and had further practical operational skills to learn. 

 
• The skills which come from workplace experience can only be learned in a job 

or through freelance work.  They therefore call for training of employees 
organised by the employer to suit the organisation’s needs.  How that 
professional development is funded is an issue for the sector. 

 
• Higher education courses both undergraduate and postgraduate can organise 

placements and opportunities for students to gain a taste of the working world 
but this is not the prime purpose of higher education. 

 
• New graduates also acquire this experience by other –self-generated - routes.  

Many undergraduates if not most now work during the vacations and also term 
time during their degree courses.  They may be able to gain experience 
through internships or by unpaid involuntary work.  The costs of early training 
(in addition to the cost of academic study) are being absorbed mainly by the 
individual, not the employer or the sector. 

 
• New graduates who have worked during their time at university and/or have 

student debt are not as well placed as new graduates were in the past to follow 
traditional routes into the sector which relied on proving one’s value through 
unpaid voluntary work.  There are implications for attempts to widen access for 
students who lack family support and/or are from minority groups.  

 
Management, multi-tasking, career and organisational development 
• Interviewees from small visual arts organisations spoke especially of the 

management skills they needed and the value to them of case-studies, 
examples of good practice, mentoring and networking opportunities to support 
the development of such skills. 

 
• Large organisations have dedicated departments covering finance, marketing, 

personnel, etc. where staff are professionally qualified in these areas.  This is 
part of the infrastructure for the presentation of the contemporary visual arts.  
Ways could be found to share such expertise with smaller organisations. 

 
• Interviewees with experience outside the (contemporary visual) arts made 

critical comments on levels of competence in administrative and management 
posts within arts organisations generally (not just the visual arts).  The 
traditional approach of appointing people with an interest in the sector will not 
enhance the competence of the support system for those in presentational 
and/or creative roles.  People need appropriate training and development 
opportunities. 
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• There is a need for management training which is not short-term and which 
draws in many employees so as to address organisational culture. 

 
• Some senior staff felt that their own professional development needs were 

sidelined by immediate operational priorities and the training needs of more 
junior staff. 

 
• Participants noted a lack of a recognised career path for arts administrators or 

professional qualification route as exists in other sectors. 
 
• For most interviewees, the educational aspects of their work were integrated 

with the curatorial and the boundaries between the two were blurred.  However 
larger galleries could draw on the expertise of specialist gallery educators.  

 
• Many interviewees combined their artistic practice with curatorial or 

presentational work. 
 
Recruitment and retention 
• Job advertisements could draw attention to the whole package offered by an 

employer, not just the salary. 
 
• Advice on appointing staff to posts in Arts Council funded organisations could 

concentrate on skills rather than ‘pedigree’ to encourage applicants from less 
familiar backgrounds. 

 
• The predominantly feminised workforce in the visual arts meant that managing 

maternity leave can be a concern for some organisations. 
 
Freelancers and relationships with organisations 
• The employment of freelance staff could be investigated so as to identify 

models which would help organisations comply with the law, be fair to 
freelancers, and get the most benefit for the organisation. 

 
• Arts Council support was welcomed for small organisations which reach the 

point where the risks can no longer be absorbed by an individual.  
 
• Some organisations were seeking new ways to retain and reward familiar 

freelancers in some associate capacity. 
 
Specialist expertise  
• While curatorial skills cannot be imported from other sectors, some participants 

advocated recruiting people who can bring specialist and management/support 
expertise into the sector to strengthen the framework for the presentation of the 
contemporary visual arts.   

 
• Small organisations particularly could be encouraged and supported to train 

their more generalist staff in administrative/management positions so as to 
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develop a more professional approach.  Organisations could be encouraged to 
obtain Investors in People accreditation. 

 
Finally, some interviewees thought that traditional perceptions of ‘rural’ and ‘urban’ 
differences are outmoded because of changes in art-forms, new technology, 
easier travel and specific local social and economic factors.  They also spoke of 
the need to develop a language which enables the wider public to understand the 
value of the contemporary visual arts.  Despite increasing visitor numbers, they 
saw the need to raise the profile of the contemporary visual arts nationally. 
 
Under-representation (Chapter 4) 
 
Chapter 4 on under-representation brings together the analysis of primary data 
and of secondary sources.  The interpretation of both quantitative and qualitative 
information from the sector will inevitably suffer from special characteristics and 
small sample sizes.  Many interviewees were uneasy about discussing these 
areas, which one described as ’tokenistic’; the Employers’ Skill Survey and the 
Workforce Survey more closely reflect the position in the visual arts.  These could 
be used as a basis for follow-up studies to focus more directly on Black and 
Minority Ethnic members of the workforce.  Exploring the characteristics and 
perspectives of disabled people presents a greater problem, because of the 
tendency to under-report. 
 
Two focused studies commissioned for this Review have considered ‘Widening 
Participation’ in Higher Education Art and Design’ and the ‘Participation of Black 
and Minority Ethnic Students in Higher Education Art and Design’.  Alongside 
these, targeted studies of particular groups or initiatives provide some contextual 
information. 
 
• A survey of craftmakers shows 3.9 per cent who are ‘other than white’ in 2004, 

compared with 1.2 per cent in 1994. 
 
• Among gallery educators, 93 per cent of galleries have an equal opportunities 

policy, though it is not always applied rigorously.  Education units, rather than 
exhibition programming, are often the main area where work is targeted at 
ethnic minority communities. 

 
• The ‘Glass Ceilings’ report, a London-based assessment across different art 

forms, is relevant to this Review. 
 
• The decibel programme acted as a catalyst for change.  In the visual arts, key 

outcomes were the Free State conference and nine awards to practising artists 
and curators. 

 
• The work of the Disability Arts Forums has been influential in making disability 

visible and generally providing opportunities. 
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Some issues concerning cultural diversity 
• Terminology is itself a cause of unease for some people.  Though ‘Black and 

Minority Ethnic’ is widely used, in the 21st century contemporary artists and 
curators deal with not only culturally specific work, but also the fusion of many 
different influences.  They show work which combines different art-forms, uses 
new media and draws on diverse social and personal experience.  

 
• Commissioners and curators need to be able to understand and handle 

culturally diverse work and this expertise cannot be taken for granted.   
 
• Comment on critical debate in the area frequently referred to the work of Stuart 

Hall and others in opening up discussion about cultural diversity. 
 
• One interviewee suggested that any similar initiative to decibel could support 

new/emerging organisations. 
 
• In regions where there is a ‘monoculture’, efforts to promote diversity may be 

seen as irrelevant and face particular hurdles.   
 
• Those people and organisations already profiling culturally diverse work on its 

artistic merits can react negatively to the idea that diversity criteria must be met 
in order to secure financial support. 

 
• Some participants highlighted under-representation at the highest level of 

policy-making in national galleries and arts organisations. 
 
Education and career development for people of minority ethnic origin 
• The education system is crucial in fostering expectations and aims.  Tackling 

the under-representation of people from minority ethnic backgrounds has to 
start with inclusive curricula and opportunities in schools.  Young people also 
need straightforward guidance about the sector at the point of making 
decisions about future careers or courses.  

 
• Several participants pointed to the obstacles presented by social deprivation 

rather than ethnic factors, and saw the former as the area to be addressed to 
encourage young people from a wider range of social backgrounds.  The 
sector presents many hurdles to any young person from a disadvantaged 
background. 

 
• Others however cited the wide range of career possibilities open to young 

people from minority ethnic families which offer more attractive pay and 
opportunities. 

 
• Art History courses were considered unduly Eurocentric and were said to have 

little appeal for a young person from a minority background.   
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• Alongside course content, there are very few lecturers from Black and minority 
ethnic groups in higher education.  Similarly, there are few such role models for 
recently qualified graduates entering the labour market. 

 
• The language and style of writing about contemporary work could be seen as 

exclusive, relying on a distinctive manner of critical exposition.  A more direct 
and relevant discourse would connect better with a wider constituency. 

 
• Some participants reacted against having to ‘tick the box’ to meet cultural 

diversity criteria when seeking funding – especially if this did not reflect the 
demographic or historic cultural features of their locality. 

 
• Ring-fenced support for culturally diverse work and positive action initiatives 

were welcomed, though at the same time people wanted to be known for the 
quality of their work. 

 
• The best estimate at a detailed level from the Census of Population shows that 

people from Back and minority ethnic groups were under-represented in 
cultural occupations as a whole, in 5.2 per cent of jobs, and in visual arts 
occupations, in 4.2 per cent of jobs.  The figure for all jobs is 6.5 per cent. 

 
• In the Employers’ Skills Survey for this Review, the main issue to address is 

the low proportion of staff from such groups in curatorial posts other than 
Heads of Exhibitions. 

 
• The Labour Force Survey suggests that, in the period 2001-04, the share of 

people of Black and minority ethnic origin has risen in the economy as a whole 
to 8 per cent, but this is not matched in the cultural sector and the visual arts, 
so the degree of under-representation has increased.   

 
Disabled people in the visual arts 
• Interviewees reported the reluctance of some colleagues to define themselves 

as disabled. 
 
• They expressed mixed feelings about identifying professional practice in this 

way, and sought to soften the edges of such classification. 
 
• One visual arts director felt that small companies would benefit from more 

briefings about the consequences for the organisation and the individual of 
employing disabled people. 

 
• Another wanted more clarity about whether a person should be registered for 

particular purposes. 
 
• Adapting the workplace for those with limited mobility  was the key concern 

especially for small organisations.  The Arts Council’s role in addressing such 
matters was recognised. 
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• Estimates of employment of disabled people vary according to the definition of 
disability used and the readiness of respondents to classify themselves in this 
way. 

 
• The Census of Population shows that in 2001 7.3 per cent of those working in 

the visual arts had a limiting long-term illness, and 6.5 per cent in cultural 
sector occupations as a whole.  This compares with 6.7 per cent for all people 
in work.  

 
• In the Employers’ Skill Survey, disabled people accounted for barely 1.5 per 

cent of the workforce.  In the Workforce Survey, the figure was about 4 per 
cent.  This under-reporting is explained partly by the ‘closeness’ of these 
surveys to the situations of individual respondents, compared with national 
surveys like the Census of Population. 

 
• While disabled people are not seemingly markedly under-represented in 

cultural occupations and the visual arts, the issue for policy-makers is their 
apparent reluctance to be identified. 

 
 
Some key messages from previous research and related work (Chapter 5) 
Much has been written about the practice of curation and of arts administration, 
but there is very little material which directly concerns employment, careers and 
professional development in the presentation of the contemporary visual arts.  
Through existing research we can, however, glimpse a situation of professional 
groups coming under increasing pressure to embrace a widening agenda for 
change, involving:  
• different modes of presenting particular art forms 
• diversity of art form  
• diversity in the workforce responsible for presenting it 
• educational outreach work 
• contributions to social development and  
• contributions to economic regeneration 

Details of the references are given in full in the report. 
 
Scale of employment 
Previous research on the cultural sector emphasises discontinuity of employment, 
periods without professional work, short-term contracts, project-specific work and 
the juggling of contracts sequentially or concurrently. 
 
• Substantial limitations are apparent in existing national datasets, though these 

do point to high self-employment, under-employment, multiple job holding and 
non-permanent employment. 

 
• A 2004 survey of the museums, libraries and archives workforce points to a 

very high level of voluntary workers. 
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Earnings and fees 
• The 2004 Museums Association survey indicated that pay growth for curators 

was well below the cost of living and below that of comparator professions. 
 
• Research by engage (2003-05) recorded low salary levels for employed gallery 

workers and freelance gallery educators.  Among the former, two-thirds earned 
between 15K and 25K annually.  85 per cent of this workforce was female.  

 
• a-n The Artists’ Information Company has used recent research on pay for 

artists to develop guidance on costing work for both employers or 
commissioners and practising artists. 

 
• Work by Morris, Hargreaves and MacIntyre and by Buck has articulated 

aspects of the commercial art market and possible points for support and 
growth.  

 
• In the crafts market MacAuley and Fillis recorded that among the makers they 

surveyed the most common methods of selling work were through 
commissions (70 per cent of all makers) and through exhibitions/galleries (58 
per cent).  Almost 20 per cent had sold to a corporate buyer, this being a new 
clientele not previously identified (in the 1994 survey). 

 
• A recent survey for Arts Council London of 21 regularly funded visual arts 

organisations gives a detailed picture of salaries and personnel procedures.   
 
• From a cultural studies perspective, researchers have examined the particular 

features of making a living in London’s small scale creative sector.  Here and 
elsewhere they explore the heady environment in which many young 
professionals in the arts, including the visual arts, exist and set out the political 
and ideological context which has created this world, fuelled by the major 
London arts colleges.  This picture pieces together different elements of 
employment which is essentially precarious and relies on developing and 
maintaining networks as well as a lack of distinction between the private or 
personal and the professional.  The sustainability of such a work/life pattern is 
questioned.  

 
Education, entry routes and careers  
• Existing courses at BA and MA level have been categorised by Conrad and 

Harris.  Most define contemporary practice in terms of Fine Art practice, 
excluding new media.  Few of the courses reviewed addressed curatorial 
practice and education. 

 
• Entry routes are very diverse and, despite the numerous MA courses, Walter 

(1998) notes that there is no professional standard for senior arts managers 
and says it is unclear whether arts management training should be based in 
the arts or business sectors. 
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• Work by the Birmingham Institute of Art and Design since 1996 has tracked the 
early careers of art and design graduates.  This showed that only 20 per cent 
were doing work unrelated to art and design.  It also showed how art and 
design graduates take time to establish themselves in professional practice.  
HESA (first destinations) information is therefore treated with caution. 

 
• The paper on widening participation and higher education in Art and Design 

prepared for this Review (Hudson, C., 2005) highlights numerous gaps in the 
evidence available about students and potential students and the decisions 
they make.  It cites work by the University of the Arts (McManus, 2003) 
examining the perceptions of possible applicants from lower socio-economic 
groups.  There is a need for good pre-entry guidance and for good information 
about progression routes, to both employment and further qualifications.  

 
• The curator’s role is highly specialised.  It can also be multi-facetted, 

depending on the workplace and responsibilities.   In addition, changing 
contexts for artists and for art museums and visual arts organisations mean 
that artists are now often not just producers but mediators and stakeholders 
(Hudson, A., 2005).  

 
Professional development and support 
• Recent policy trends have given high priority to educational outputs, and 

galleries have been encouraged and required to develop new audiences.  
Education, social inclusion and regeneration aims have shaped aspects of 
professional development.  Addressing these recent policy trends has created 
tensions for some within the sector and has called for additional skills.   

 
• Gallery educators surveyed by engage, the association for gallery education, 

identified a need for professional development especially for advanced mid-
career training, including critical debate on current practice, early career 
training, and mentoring for new entrants. 

 
• Work on local government arts officers in 1998 pointed to unrealistic 

expectations of this role with little training then being available. 
 
• The contemporary visual arts act as a feeder for the creative industries, and 

where the sector places itself in relation to the creative industries is important. 
 
Messages from the comparator perspectives (Chapter 6) 
 
The three comparator studies undertaken dealt with another art form, another 
related sector in the UK and the visual arts in another country to provide 
alternative perspectives on the realities of working to present the contemporary 
visual arts in England.  Some features are shared by all four cases.  These 
concern mainly the uncertain employment contexts for professional people, 
especially in coping with fixed term contracts and the more precarious aspects of 
self-employment.  Each case offers great diversity in the types of work and 
contractual arrangements in use.  Each also offers distinct elements which could 
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inform the development of new strategies for the contemporary visual arts. 
 
Reflections on the study of theatre 
• The performing arts in England offer a framework where job content, rates of 

pay and other conditions of employment are in principle (if not always in 
practice) clear and accessible to all.  

 
• The trade unions and professional associations reach agreements with the 

employers, provide information and give support to their members.  When 
organisations and individuals agree to terms below this, they are aware that 
there is something like an industry standard on terms and conditions.  

 
• Equity and the theatre associations set out agreed standards and defined 

levels of professional competence and responsibility, and specify different 
types of work.  Negotiated pay structures, terms and conditions and job titles 
create a sense of career progression.  Equity’s Annual Report and research 
monitor some aspects of employment among its members.   

 
• The theatre associations have played an active part in promoting good 

practice, informing policy change and providing professional development in 
many forms especially the Society of London Theatre, the Theatre 
Management Association and the Independent Theatre Council.  

 
• The Arts Council’s Theatre Review boosted the sector and initiatives like BRIT 

and Fasttrack are addressing diversity. 
 
• Boundaries between the subsidised and commercial sectors have become 

blurred as productions generated in subsidised theatres have transferred to the 
commercial sector.   Despite inevitable tensions and some conflicts of interest, 
this can bring additional funding into subsidised theatre.   

 
• To date, it has been difficult for a young person to find an overview of the 

industry.  But Equity and the theatre organisations have much data on which 
the new Skills Council can draw as it develops. 

 
• While there are many very successful small visual arts businesses, and larger 

festivals and other events, especially in London, theatre has developed an 
enviable framework for professional support and activity.  Collaborative 
structures would also be possible in the visual arts.  There is a case for 
developing in the regions more opportunities to profile work by living artists 
which is for sale locally and developing the art market on a regular basis, 
building on ‘Open Studies’ and similar events.   

 
Reflections on the study of broadcasting and the media 
• Broadcasting and the Media have the advantage of a new but by now 

established sector skills council.  Skillset’s website offers a young person 
making career choices a sense of the media industry.  It is also a source of 
information on career and professional development for practitioners.   
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• In the past five years, Skillset’s Workforce Development Plan, Employment 

Census, Workforce Survey and Census Results have built up a coherent body 
of information on which anyone in the sector can draw for many purposes.  

 
• An estimated 200,000 people are employed in the audio-visual industry.  74 

per cent were employed on contracts of more than one year.  People from an 
ethnic minority group constituted 6.7 per cent of freelancers and 9.2 per cent of 
permanent employees.  3 per cent of the workforce was registered disabled.  
Since 1990 a higher proportion of women than of men has entered the 
industry.  The traditional white male domination of the industry is being eroded.  
This is a young workforce:  62 per cent of employees are aged under 35.  

 
• Many jobs in the industry do not get advertised, and there is a tradition of 

people starting at the bottom and working their way up.  This leaves aspiring 
entrants vulnerable to exploitation.  More than half the freelancers in the British 
Film Institute’s Tracking Study had worked for long periods unpaid.  
Employment in the media is concentrated in London (over 30 per cent).   There 
are however strong regional nodes of development for animation (in the South 
West), games production (Scotland, the South East and North West), and 
multi-media (the West Midlands). 

 
• The creation of NVQ standards has been an important move though take-up 

remains relatively low.  The Film and Television Freelance Training Scheme 
(ft2) is an industry-based apprenticeship scheme which offers students a 
minimal wage and placements in production companies.  In 2000, half were 
female and a third from an ethnic minority background, further diversifying the 
workforce.  

 
• Industry-led training schemes exist to train freelance technical and production 

workers.  These joint ventures between employers, unions and private training 
providers give skills to develop employability, an allowance, attachments to 
different productions and intensive short courses over periods up to 2 years.   

 
The study of broadcasting and the media details changes in the sector which have 
made the employment and self-employment scene less predictable.  Out-sourcing 
has spawned numerous micro-enterprises.  Yet, the commercial market and the 
market power of commercial TV stations and film-making for advertising 
companies is huge.  This contrasts with the overall situation in the contemporary 
visual arts.   
 
The jobs of many who work in broadcasting and the media share certain features 
with those in the visual arts.  However, there are greater economies of scale in 
broadcasting and the media and union representation has constrained employer 
strategies in ways which have no counterpart in the visual arts. 
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Reflections on the study of the visual arts in Germany  
• The German case shows a very different national economic and social context 

with (historically) good job security, high levels of training, and high wages.   
 
• Yet the presentation of the visual arts in Germany exemplifies labour market 

patterns akin to those of people working in the contemporary visual arts in the 
UK.  The debate in Germany about how to achieve greater employment 
flexibility has drawn attention to the cultural sector, including the visual arts, as 
a precursor of more appropriate future employment practices. 

 
• The German case shows first, a formal national and sectoral commitment to 

education and initial training catering for various professional and vocational 
routes at different levels.   

 
• Secondly, there is a dedicated social security scheme for artists.  Whether 

operating as an artist or as a curator, freelance curators in the UK have no 
such social security provision that seeks to meet their needs.   

 
These three comparator studies demonstrate different approaches to generic 
concerns over insecurity and precarious employment.  They suggest some ways in 
which the presentation of the contemporary visual arts could seek to address 
some of the pressures and opportunities which have been documented in previous 
chapters. 
 
The implications for policy development of this research  
 
Our research on work, careers and professional development has identified certain 
features which present particular challenges within the sector.  The policy 
implications of the research summarised in the above and some strategic 
possibilities are considered in the separate paper: Working in the Presentation of 
the Contemporary Visual Arts: Key Challenges for the Sector. 
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Introduction 
 
Within Arts Council England’s Review, the Warwick team focused on employment, 
careers and professional development, and gave attention also to issues of under-
representation.  The exploitation of existing national secondary data sources was 
complemented by the collection and analysis of new primary survey and interview 
data, designed specifically for the Review.  Chapters 1 to 3 are based wholly on 
the analysis of the new data.  
 
Chapter 1 reports on the Employers’ Skill Survey, addressed to organisations 
concerned with the presentation of the contemporary visual arts.  This covered 
four main areas: general information about the organisation’s workforce; 
recruitment and vacancies: skills requirements; and workforce training and 
development.  Chapter 2 presents the Workforce Survey, addressed to individual 
professionals.  This covered general information about the individual’s 
employment; qualifications and training; salary and other benefits; and personal 
details.  Chapter 3 draws on the Qualitative Study in which group and individual 
interviews explored the views of experienced people working in the presentation of 
the contemporary visual arts.  They discussed earnings, terms and conditions of 
employment, recruitment and retention, the roles of freelancers and volunteers, 
and support for career and professional development.   
 
Over nine hundred people were involved in this exercise: 364 representatives of 
organisations completed the employers’ survey, 523 professionals completed the 
workforce survey and 45 people took part in group and individual interviews.   
 
Chapter 4 addresses Under-representation, drawing on all the above new material 
but also on information gained from existing national datasets.  The remaining 
chapters all assess what can be learned from other sources. 
 
Chapter 5 explores a range of literature in relation to the specified themes.   
Chapter 6 uses three comparator studies to provide alternative perspectives on 
employment and related issues in the contemporary visual arts.  The comparisons 
are with theatre (another artform), with broadcasting (a different sector) and with 
the visual arts in Germany (for a cross-national comparison).   
 
The letters and questionnaires used in the collection of primary data are given in 
Annex 1.  Annex 2 gives the methodology used in the qualitative study.  Annex 3 
summarises key features emerging from the secondary analysis of existing 
statistical sources. 
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1. Organisational contexts 
 
Definition 
The ‘Contemporary Visual Arts’ is an expanded field of practice, including painting, 
sculpture, installation, artists’ film and video, crafts, live art, photography and new 
media, architecture and design, and education and critical debate.  Its nature and 
role in cultural, economic and social development is generating increasing interest.  
However, the conventional data provided by the Office of National Statistics do not 
capture adequately the types of activity, patterns of work and conditions of 
employment in the sector. 
 
Process 
In order to improve this situation, Arts Council England, as part of its Review of the 
Presentation of the Contemporary Visual Arts, commissioned further research 
from the University of Warwick.  This involved obtaining information from 
professionals working within the field, as representatives of organisations and as 
individuals, partly via survey and partly via group and individual interviews. 
 
The Warwick team, with advice from the sector, devised two questionnaires: one 
for employers - the Employers’ Skills Survey (ESS) - and one for the workforce – 
the Workforce Survey (WFS).  The lack of data from other sources means that 
both questionnaires needed to be quite substantial if some significant gaps in our 
knowledge were to be filled.  At the same time, some of the terminology used in 
the survey reflected the desire to produce data that would be as comparable as 
possible with the statistics available for other sectors and occupations. 
 
Both surveys were administered in spring 2005.  The EES covered four main 
areas: general information about the organisation’s workforce; recruitment and 
vacancies; skills requirements; and workforce training and development.  The 
WFS survey also covered four main areas: general information about the 
individual’s employment; qualifications and training; salary and other benefits; and 
personal details. The technical background for both surveys is given in Annex 1.  
This chapter presents the key findings of the ESS. 
 
1.1 The organisations surveyed 
 
Governance 
About 70 per cent of the 364 visual arts organisations responding were 
independent, 10 per cent operated within a local authority (two-thirds of these 
were part of a local authority museum service, the rest variously described as 
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being part of the arts, cultural and/or leisure services), 5 per cent were within a 
higher educational institution and 4 per cent functioned as part of an arts centre 
(Table 1.1).  
 
Resource base and activities 
As regards resource base (Table 1.2), 54 per cent had exhibition spaces; 32 per 
cent had no gallery space at all, operating as professional associations, network or 
agencies; and 6 per cent were internet-based organisations.  In addition, each of 
the following applied to roughly a fifth of the organisations: collection-based, artist-
led space or studio complex, or commissioning agency. 
 
A wide diversity of activities draws upon the various elements of the resource base 
available to a given organisation (Table 3).  Almost two-thirds refer to the 
exhibition and presentation of visual arts; about 60 per cent were engaged on 
education and related outreach activities, and almost as many were more 
generally involved in event-organising, awareness-raising and outreach.  Further 
up the supply chain, half were active in commissioning and producing visual art.  
About a fifth of organisations were active in publishing and distributing art and 
similar proportions were concerned with the care, presentation and interpretation 
of collections and with mediating between the visual artist and potential buyers or 
commissioning clients.  As regards trading in visual art, roughly 30 per cent did 
this through a gallery or shop and 10 per cent used the internet.  Almost a quarter 
of the organisations mentioned other business activities to those referred to 
directly in the survey, notably, training and professional development for artists, 
provision of studio space, and consultancy/research. 
 
When asked to identify their main activities, the percentages fall somewhat below 
those cited above, as would be expected (Table 1.3).  Exhibition and presentation 
remains the dominant activity (60 per cent) and education/outreach still follows 
(though with a much-reduced 42 per cent).  However, event-
organising/awareness-raising and commissioning/producing visual art both drop 
substantially – only about a quarter of the organisations see these as being among 
their main activities compared with roughly twice that number who do engage in 
those activities to some degree. Involvement in trade/sales of visual art through a 
gallery/shop is also put into more perspective - only about 10 per cent see this as 
a main activity compared with the 30 per cent who do some such trade; more 
strikingly, the 10 per cent trading via the internet drops to only 2 per cent when 
considering only main activities. Nonetheless, there remains considerable diversity 
of main activities.  
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Sources of income and expected changes in turnover and employment 
Among the organisations responding to the survey (Table 1.4), 85 per cent were 
funded in one way or another through the Arts Council England, 54 per cent by 
local authorities (including SRB and Neighbourhood Renewal Fund), almost 50 per 
cent through charities etc and a similar proportion through the sales of goods and 
services. As many as 40 per cent engaged in the sale of visual artists’ work, a 
quarter received income via the charging of admission fees and 7 per cent 
received support from the Learning & Skills Council for training and development. 
 
When asked to anticipate changes in turnover in the coming year, over half 
expected it to increase, a third to stay the same, with the remainder expecting it to 
decrease (Table 1.5). Responses to a slightly different question focusing on the 
implications for employment indicated a scenario in which over 40 per cent 
expected employment to increase – though the vast majority were anticipating only 
small changes, about half expected it to stay the same and only 7 per cent were 
contemplating a decline. 
 
Organisational size 
The surveyed organisations had a workforce of 7,000, of which 3,500 were 
employees, 1,200 were self-employed/freelancers and 2,300 were unpaid.  
Analysis of the size-structure of responding organisations will thus depend 
significantly on whether or not to include unpaid volunteers and the self-employed. 
 
If all these are excluded, as would be the case in official (ONS/DTI) estimates 
(Table 1.6), about three quarters of the organisations would be classified as ‘micro’ 
enterprises (with 1-9 employees), indeed, somewhat over half have four or fewer 
employees. Just over one fifth are small enterprises (with 10-49 employees) and 
the remainder, 4 per cent, are medium enterprises (all actually have 100-199 
employees, whereas the official definition would include those with up to 499).  
Even though 30 per cent were part of a larger organisation, this still represents a 
sector of very small-scale organisations.  On this issue, see also the mapping 
exercise by Burns Owen Partnership for this Review and the Overview Report by 
AEA Consulting/International Culture Development (Jackson and Jordan 2005, 
Part One, Section 5). 
 
1.2 The workforce 
 
Employment status and gender 
The patterns of employment represented in the surveyed organisations reflect the 
predominance of women in the labour force, the project-based nature of much of 
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the sector’s activity and its exceptional openness to voluntary activity.  The first 
leads to high proportions of part-time employees in the workforce, the second to 
high proportions of the self-employed/freelancers and the third to quite exceptional 
proportions of unpaid workers (Table 1.7). 
 
The focus of the Employers’ Skill Survey is on the paid workforce which represents 
about two-thirds of the overall workforce.  Among the unpaid, many are working 
full-time (amounting to 6 per cent of the overall workforce or 9 per cent of the paid 
workforce) and many are in voluntary training positions, mainly on a part-time 
basis (amounting to 12 per cent of the paid workforce).  The sector thus draws 
heavily upon large numbers of unpaid workers, some of whom are using voluntary 
work as a stepping stone to paid employment, others as a means of trying out 
work in the contemporary visual arts (or, more generally, in the cultural sector) 
and, of course, there are those whose motives are unrelated to career strategies 
but rather relate to enjoyment of the work and/or the social context it provides - 
and can afford not to be paid for it.  AEA’s report distinguishes between the 
museums sector which tends to attract older volunteers who do not wish to move 
on to work, and the different situation in the contemporary visual arts (Jackson and 
Jordan, 2005, Part One, p. 75).  
 
As regards initial training, three-quarters of paid trainees and almost all unpaid 
trainees are part-time. There are approaching eight times as many unpaid as there 
are paid trainees.  The latter barely represent as much as two per cent of the paid 
labour force.  
 
There is another potentially important group of unpaid workers – those 
professionals who form organisations in order to carry out cultural projects which 
are funded or raise income in other ways but do not remunerate those primarily 
responsible for their creation.  If the organisation is a charity, for example, the law 
precludes the payment of any of the trustees.  
 
It was beyond the scope of this research to explore this particular phenomenon but 
some rough indication of its significance among the surveyed organisations can be 
given.  When all unpaid workers/volunteers are excluded from the ‘workforce’ 
estimate, 19 organisations (5 per cent) had no paid workers; when the self-
employed are also excluded, leaving only employees, 63 organisations (20 per 
cent) record no employees.  In the first case, it is evident that the directors/ 
leaders/cultural entrepreneurs behind the project are unpaid in at least 5 per cent 
of organisations.  But it is not possible to know from the ESS how many others are 
in similar positions since their exclusion from the employment data simply reduces 
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marginally the numbers in a given organisation.  (Note that the Workforce Survey 
(WFS) of professional staff shows 2 per cent working on an unpaid basis for the 
sampled organisations concerned, though most of such workers would not have 
been sent questionnaires to complete.) 
 
Ethnicity and disability 
The paid work force encompassed by the responding organisations is 93 per cent 
white; Black and Asian workers account for about two per cent each of the 
workforce, that is, very roughly, a third each of the ethnic minority paid workforce. 
 
Disabled people account for only about one per cent of the workforce (just over 60 
workers) but the tendency to under-report disability is higher, the closer the survey 
is to the professional context of the individual, and the smaller the organisation 
setting concerned.  Thus, if the individual is faced with a questionnaire directly 
from, or received via his or her own employer, there will be a greater reluctance to 
respond than if the survey is administered through the much more anonymous 
process of a general household survey.  So the census of population or labour 
force survey (both are confidential household enquiries) are likely to report higher 
levels of disability than is the case for employer-based surveys. 
 
We must rely on official statistical sources for more insight into the extent of under-
representation in the sector in relation to both ethnicity and disability.  
Unfortunately, with the official sectoral and occupational classifications available, 
there is a lack of focus on visual arts related activity.  
 
Occupational structure 
The exploration of occupations, skills etc. focuses on paid workers - employees 
and the self-employed or freelancers (Table 1.8). Directors and deputy directors 
accounted for about 10 per cent of the paid workforce; other senior staff such as 
development managers and finance directors amounted to 5 per cent, as did other 
managers. About 10 per cent were administrative staff. 
 
For directors/deputy directors in small organisations, the creative and managerial 
roles are, effectively, combined.  About 10 per cent of the paid workforce were 
curators or heads of exhibitions and slightly fewer were professionals involved in 
education and outreach. Gallery and information assistants amounted to almost 15 
per cent, bringing the proportion of the paid workforce devoted to the interpretive 
side to about 30 per cent. Technicians, sales, security and cleaning/catering staff 
account for a further quarter of the workforce, leaving a miscellaneous category of 
just over 10 per cent. 



 7

Women are ‘over-represented’ in almost all occupational roles within the sector 
(Table 1.8) but their dominance of interpretive roles substantially exceeds their 
assumption of directorial positions: so women take 80 per cent of interpretive roles 
(on average) but this falls to 70 per cent of curatorial roles, to 60 per cent of 
deputy directors and to 50 per cent of directors.  The place of women as retail 
managers and administrators, even development and marketing managers, 
reinforces their significance in the sector but does not compensate for the 
apparent constraints from one side or another upon the progression of women to 
the highest leadership positions.   
 
The proportion of disabled people within the workforce was reported to be barely 
1½ per cent.  Temptations to highlight higher proportions in certain occupations 
need to be tempered by the small sample size that the results represent (Table 
1.8). 
 
There is no clear pattern to the representation of Black and minority ethnic groups 
in the occupational spectrum (Tables 1.8 and 1.9).  Finance directors and heads of 
exhibitions on the one hand and catering on the other are on the high side with 
roughly twice the average representation (seven per cent) in the visual arts 
workforce as a whole.  There is a low proportion of Black and minority ethnic staff 
in other curatorial roles. 
 
1.3 Skill shortages, skill gaps and future developments 
 
The scale of vacancies and their significance  
About 60 per cent of organisations reported vacancies within the last 12 months; 
this represented 950 vacancies.  The largest number of vacancies could be found 
in the occupational roles of gallery / information assistants, administrators and 
curators/ exhibition organisers  (Table 1.10). 
 
Almost a fifth of organisations reported hard-to-fill vacancies amounting to about 
160 vacancies.  The largest number of hard-to-fill vacancies was in professional 
roles as curators and administrators, though they also appear markedly in 
catering.   
 
Vacancies and the reasons for some being hard-to-fill 
The principal causes of hard-to-fill vacancies (Table 1.11) were attributed to a low 
number of applicants with the required skills (almost 70 per cent), to applicants 
lacking the work experience demanded by the organisation (about 50 per cent) 
and poor terms and conditions (40 per cent). At the same time, about 30 per cent 
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were seen to be difficult to fill because of the lack of interest in doing such work 
and 40 per cent because of the low number of applicants with the required 
attitude, motivation or personality. The lack of pension provision and career 
progression were not seen to be significant factors and issues relating to shift 
work/unsociable hours and journey to work were similarly of minor importance. 
These findings are quite striking, though they need to be put into a more 
comparative context.  They seem to play down somewhat the significance of poor 
terms and conditions, especially the lack of pension arrangements, in addressing 
skill shortages.  Yet the views of most people in the sector, as derived from the 
group and individual interviews, indicate that poor terms are a significant issue.  
Secondary data analysis reveals very considerable disparities between the pay 
and conditions offered by the cultural sector and those obtainable by similarly-
qualified people in other sectors.  It seems that poor terms are so widespread in 
the sector that a specific organisation, when responding to the survey, discounts 
this as a fact of life that cannot be changed on grounds of affordability and focuses 
on other explanations of hard-to-fill vacancies. 
 
Skill levels required and future developments 
Respondents were asked to comment on the different skill levels needed by their 
organisations, concentrating on professional staff (curators, managers, arts 
officers, etc. and excluding front-of-house staff).  There were large variations in the 
non-response to this question so the data are shown without adjusting the actual 
known responses to sum to 100 per cent (Table 1.12).  There was particular 
reluctance to answer the question in the case of IT professional skills and foreign 
language skills. 
 
Over all, the primacy of good communication skills was evident with 90 per cent of 
organisations taking this view and virtually none failing to respond.  Other skills 
where good levels were needed included professional specialist skills, team-
working, problem-solving, networking and literacy (all mentioned by 80 per cent of 
the organisations approached).  Having good general IT user skills, management, 
fundraising skills, customer-handling skills, numeracy, and technical and practical 
skills were not emphasised quite so much but were still seen to be important.  
Foreign language skills were of low priority, whilst IT professional skills were 
somewhat played down.  
 
Organisations anticipate some modest rise in employment in the coming year.  
They were also asked to consider likely changes in skill levels from the current 
position.  The proportion of organisations not responding increased substantially.  
There were no significant cases where skill requirements were expected to 
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decrease.  On average, roughly half thought that skill levels required would stay 
the same and half expected them to increase, favouring fundraising, networking 
and management skills. 
 
Skills gaps - the proficiency of current staff and reasons for lack of 
proficiency 
Organisations appear to have rather high opinions of the proficiency of their staff; 
over 75 per cent thought all their managerial and administrative staff were 
proficient and roughly 50 per cent took the same view of their interpretive and 
operational/technical staff (Table 1.13). However, not every organisation has staff 
in all staff groups.  About a quarter have no paid interpretive and operational staff. 
Allowing for this, as well as non-response (which was particularly high for 
interpretive occupations), although proficiency assessments rise as we move up 
the occupational hierarchy, ranging from 70 to 80 per cent from 
operational/technical staff to management staff, these figures are, nonetheless, 
quite close to each other in terms of the very rough indications. 
 
Half of organisations felt that all their staff were fully proficient.  By far the most 
important cause of some staff not being fully proficient, mentioned by 27 per cent 
of the organisations, was lack of experience or staff being recently recruited; 
inability of staff to cope with change and failure to train and develop staff were 
both mentioned by 13 per cent. 
 
Specific skills that need improving  
The improvement sought by the highest proportion of organisations related to 
fundraising skills (60 per cent); other priorities were IT professional skills (39 per 
cent), general IT skills, management skills, networking skills, professional 
specialist skills and communication skills (each thought to be a skill needing 
improvement by about a third of organisations). Foreign language skills and 
problem-solving skills were mentioned by a fifth of organisations. Few were 
concerned about levels of numeracy and literacy (Table 1.14).  
 
Employment of freelancers 
Three-quarters had employed freelancers in the last twelve months (Table 1.15).  
This involved almost 3,000 people which is 2 ½ times the number of freelancers 
employed currently (representing 20 per cent of the paid workforce). The main 
reasons given for engaging freelancers were the project-based nature of the work 
involved (69 per cent) and the need for specialist skills only on a periodic basis (66 
per cent); 40 per cent of organisations also mentioned the lack of funding available 
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for a regular post.  Only 10 per cent turned to employing freelancers as a response 
to problems of recruiting regular employees. 
 
1.4 Training and development 
 
Effort made to train and develop staff over the last 12 months 
Although, as noted above, the employment of paid as opposed to unpaid trainees 
was at a very low level, two-thirds of the organisations stated that they had funded 
or arranged some training and development during the past twelve months (Table 
1.16). In almost a quarter, this activity was intended to lead to the award of a 
formal qualification. About half of the organisations provided training/development 
in the area of professional specialist skills and knowledge; 40 per cent in health 
and safety and roughly a third in such areas as giving opportunities for networking, 
training in marketing and fundraising, and training in new technology. A quarter of 
organisations provided management training and a fifth, diversity training. 
 
Management practices in relation to training and development 
Underpinning efforts devoted to training and development, almost two-thirds 
formally assessed the gaps in the skills of their employees; almost 20 per cent 
went as far as becoming Investors in People, i.e. meeting standards of good 
practice for training and development that related to the achievement of business 
skills (Table 1.17). As regards the performance of employees who received 
training, in barely half of organisations was this assessed at all with a third making 
assessments before and after training. 
 
1.5 Conclusions 
 
Some of the key conclusions from the Employers’ Skills Survey are given below: 
• most visual arts organisations are independent 
• they engage in a diverse range of activities but operate on a very small scale   
• the use of freelancers and unpaid workers is extensive 
• women’s progression to leadership positions is not yet assured despite their 

dominance of interpretive roles  
• black and minority ethnic groups are significantly under-represented overall 
• disabled people appear to have very low representation but the data from the 

survey understate the real situation 
• hard-to-fill vacancies were primarily attributed to a lower number of applicants 

with required skills and to applicants lacking the work experience demanded by 
the organisation 

• future skill requirements are expected to increase 
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Table 1.1 Organisational context 
% of organisations 

Independent organisation 69 
Part of a HE institution 5 
Part of an arts centre 4 
Part of a local authority museums service 10 
  
Part of a heritage site 1 
Part of something else 13 
Base = 100 364 
Source:  Employers’ Skills Survey 
 
 
 
Table 1.2 Resource base 

% of organisations 
Collection-based 20 
An exhibition space 54 
An artist-led space / studio complex 22 
Commissioning agency 24 
Visual Arts organisation with no gallery space (e.g. 
professional association, network, agency) 

32 

Internet-based 6 
Architecture centre 1 
Base = 100 364 
Source:  Employers’ Skills Survey 
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Table 1.3 Business activities 
 % of organisations with:
 some 

activity 
main 

activities 
only main 

activity 
Exhibition, presentation of visual art  63 60 37 
Care, presentation and interpretation of 
collections 

18 15 1 

Distribution, publishing of art 21 9 1 
Commissioning and producing visual art  52 26 11 
Trade/sales of visual art in a gallery / shop 31 11 4 
    
Trade/sales of visual art using the internet 11 2 1 
Education and outreach activities 59 42 14 
Event-organising and awareness-raising, 
outreach activities 

66 26 11 

Mediating between the visual artist & 
(potential) buyer, commissioning client 

23 7 1 

Other 26 14 18 
Base = 100 364 364 91 
Source:  Employers’ Skills Survey 
 
 
 
Table 1.4   Sources of income  

% of organisations 
Direct national funding (i.e. through DCMS, DfES) 10 
Funding through Arts Council England  85 
Museums, Libraries and Archives Council (MLA) 8 
Heritage Lottery Fund (HLF) 14 
Learning and Skills Council (LSC) 7 
  
Higher Education Funding Council for England (HFCE) 4 
Local authorities (incl. SRB and Neighbourhood Renewal 
Fund) 

54 

Regional development agency (RDA) 11 
European funding 18 
Charities, foundations, trusts 48 
  
Admission fees 26 
Sales of visual artists’ work 41 
Bookshop sales 31 
Sales of other goods or services 48 
Catering 18 
Base = 100 364 
Source:  Employers’ Skills Survey 
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Table 1.5 Expected changes in turnover and employment in the coming 
year 

% of organisations 
Turnover (Base = 359)  

Increase 54 
Stay the same 34 
Decrease 13 

Employment (Base = 354)  
Increase a great deal 5 
Increase a little 37 
Stay the same 50 
Decrease a little 6 
Decrease a great deal 1 

Source:  Employers’ Skills Survey 
 
 
 
Table 1.6   Organisational size 

   % of organisations 

No. of Staff Including 
volunteers 

(trainees and 
other unpaid) 

Excluding 
volunteers 

Excluding volunteers 
and self-employed 

    
0 - 6 18 
1 2 4 9 
2 9 13 9 
3 7 9 11 
4 6 7 8 
    
0-4 25 38 54 
5-9 29 28 21 
10-19 23 18 12 
20-29 6 6 4 
30-49 6 4 5 
50-99 8 5 3 
100+ 3 2 1 
Base = 100 348 348 348 
Workforce 7087 4753 3536 
Source:  Employers’ Skills Survey 
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Table 1.7 Workforce – gender, employment status, ethnicity and disability 
Nos. in sample or % as defined 

Full-time Part-time  
Male Female Male  Female 

Total 

Employment status 
Employees 739 1092 514 1114 3459 
Trainees (employed) 6 13 22 36 77 

Total employees 745 1105 536 1150 3536 
Self employed / Freelancer  77 78 391 671 1217 

Total paid workforce 
(TPWF) 

822 1183 927 1821 4753 

% of paid workforce 17 25 20 38 100 
Trainees (voluntary) 7 20 229 327 583 
Other unpaid workers 412 12 490 837 1751 

Total unpaid workforce 419 32 719 1164 2334 
Total workforce (TWF) 1241 1215 1646 2985 7087 

% of TWF = 7087 % of TPWF = 4753  
Full-
time 

Part-
time 

Total Full-
time 

Part-
time 

Total 

Employees 26 23 49 39 34 73 
Trainees (employed) - 1 1 - 1 2 
Self employed / Freelancer  2 15 17 3 22 26 
Trainees (voluntary) - 8 8 n.a. n.a. n.a. 
Other unpaid workers 6 19 25 n.a. n.a. n.a. 
Total  35 65 100 42 58 100 
Base = 100    
Ethnicity (paid workforce) No. % 
White 4386 93 
Black 114 2 
Asian 91 2 
Other (incl. Chinese) 69 2 
Mixed parentage 63 1 

Total 4723 100 
    
Disabled (paid workforce) 63 1 

Source:  Employers’ Skills Survey 



 15

Table 1.8 Occupational structure by gender, ethnicity and disability 

 

  No. % % 
female 

% 
BME 

% 
disabled 

Director 400 9 53 7 2 

Deputy Director 106 2 60 9 1 

Development managers 129 3 84 6 2 

Finance Director 107 2 63 13 3 

Marketing managers 112 2 76 5 - 

Head of Operations 84 2 44 7 1 

Bookshop Manager 23 1 44 9 - 

Retail Manager 31 1 90 3 - M
an

ag
er

ia
l /

 A
dm

in
is

tra
tiv

e 

Administrators 508 11 81 7 1 

Curators / exhibition 
organisers 

376 8 70 5 1 

Head of Exhibitions 50 1 78 14 - 

Head of Education 63 1 89 8 5 

Education & outreach officers 317 7 81 10 2 In
te

rp
re

tiv
e 

Gallery/Information Assistants 618 13 72 8 2 

Technicians 225 5 18 6 2 

Sales and retail assistants 179 4 75 8 3 

Receptionists/ Ticket collector 162 3 71 6 1 

Security / Attendants 294 6 25 5 1 

Cleaning 135 3 77 16 2 

O
pe

ra
tio

na
l /

 T
ec

hn
ic

al
 

Catering 204 4 71 8 1 

 

Other:  
of which: 

602 13 58 5 1 

 Artists 96   44 6 1 

 ‘Volunteers’ 352  65 5 - 

 Total 4725 100 64 7 1 

Source:  Employers’ Skills Survey 
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Table 1.9 Ethnic diversity and occupational position 

BME ethnic origin 

 

No. Black Asian  Other 
(incl. 

Chinese) 

Mixed 
parentage 

Managerial / Administrative 

Director/deputy director 36 9 10 9 8 
Other senior managers 22 9 6 5 2 
Other managers 12 4 3 3 2 
Administrators 34 8 9 6 11 

Interpretive 

Curators / exhibition 
organisers 

26 7 11 2 6 

Education and outreach 37 15 9 4 9 
Gallery/information 
assistants 

50 17 8 10 15 

Operational / Technical 

Technicians, sales and 
security 

51 17 15 11 8 

Cleaning and catering 39 21 8 9 1 

Others 32 7 12 10 3 

Total 337 114 91 69 63 
Source:  Employers’ Skills Survey 
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 Table 1.10 Vacancies in the last 12 months  

 

 Number of 
vacancies 

arising 

% of 
organisations 

Number 
hard-to- 

fill 

% of 
organisations 

Director 30 8 9 2 
Deputy Director 10 3 5 1 
Development managers 30 7 7 2 
Finance Director 13 4 2 1 
Marketing managers 35 9 12 3 
Head of Operations 17 4 3 1 
Bookshop Manager 2 1 0 - 
Retail Manager 7 2 2 1 

M
an

ag
er

ia
l /

 
A

dm
in

is
tra

tiv
e 

Administrators 103 20 17 4 
Curators / exhibition 
organisers 83 15 19 5 
Head of Exhibitions 5 1 3 1 
Head of Education 11 3 4 1 
Education & outreach 
officers 78 14 9 2 In

te
rp

re
tiv

e 

Gallery/Information 
Assistants  123 10 11 7 
Technicians 34 7 4 1 
Sales and retail 
assistants 42 6 2 1 
Receptionists/ Ticket 
collector 22 3 3 1 
Security / Attendants 42 4 1 - 
Cleaning  13 2 9 1 O

pe
ra

tio
na

l /
 

Te
ch

ni
ca

l 

Catering 76 4 19 2 

 Other  178 15 22 5 

      

 Total 954 59 163 21 

 No. of organisations 182 364 75 75 

Source:  Employers’ Skills Survey 
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Table 1.11 Main causes of hard-to-fill vacancies 

 No. % of 
organisations 

Too much competition from other employers 10 13 
Not enough people interested in doing this type of 
job 

22 29 

Poor terms and conditions (e.g. pay) offered for 
post 

29 39 

Lack of pension provision 3 4 
Low number of applicants with the required skills 51 68 

   
Low number of applicants with the required 
attitude, motivation or personality 

29 39 

Applicants lack work experience the organisation 
demands 

39 52 

Applicants lack qualification the organisation 
demands 

9 12 

Poor career progression 6 8 
Lack of opportunities and prospects 5 7 
   
Job entails shift work / unsociable hours 10 13 
Seasonal work 2 3 
Excessive commuting time 4 5 
Remote location / poor public transport 10 13 
Other 10 13 
Base = 100 (organisations with reported hard-to-
fill vacancies)  

75 21 

Source:  Employers’ Skills Survey 
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Table 1.12 Skill levels required and future changes expected 
%  of organisations 

Current level of skill required Future level of skill required 
 

G
oo

d 

B
as

ic
 

N
ot

 
re

qu
ire

d 

N
o 

re
sp

on
se

 

In
cr

ea
se

 

S
ta

y 
th

e 
sa

m
e 

D
ec

re
as

e 

N
o 

re
sp

on
se

 

Professional specialist 
skills  

81 7 3 8 42 43 - 15 

General IT user skills 68 25 1 6 42 45 - 13 
IT professional skills 34 35 16 16 38 41 - 21 

Communication skills 89 5 - - 39 48 - 13 
Customer handling skills 72 14 4 11 36 46 - 18 

         
Team working skills 80 10 1 8 40 45 - 15 

Foreign language skills 7 30 48 15 20 54 - 26 
Problem solving skills 80 11 1 8 38 47 1 14 

Management skills 74 15 1 10 48 38 - 15 
Fundraising skills 60 28 5 8 63 25 - 12 

         
Numeracy Skills 64 24 1 10 22 65 - 17 

Literacy Skills 81 8 1 10 18 65 - 17 
Technical and Practical 

Skills 
65 22 4 10 32 50 1 18 

Networking Skills  79 12 3 7 50 37 - 14 
N.B. Rows = 100 Base = 100 is 364 for all Base = 100 is 364 for all 
Source:  Employers’ Skills Survey 
 



 20 

Table 1.13 Proficiency of current staff and reasons for lack of 
proficiency 

 % of organisations who regard their staff as proficient to different degrees
 All Roughly 

half 
None No such 

staff 
No 
response 

Managerial / administrative 76 15 1 3 5 
Interpretive 48 13 2 23 14 
Operational / technical 51 18 1 26 4 

Excluding ‘no such staff’ and ‘no response’ 
Managerial / administrative 82 17 1 - - 
Interpretive 77 20 3 - - 
Operational / technical 73 25 2 - - 
  
Main causes of some staff not being fully proficient: % of organisations 

Does not apply, all staff are fully proficient in their jobs 52 
Recruitment problems 5 
High staff turnover 4 
Inability of workforce to keep up with change 13 
Lack of experience or their being recently recruited 27 
Staff lack motivation 7 
Failure to train and develop staff 13 
Other  12 
Base = 100 276 

Source:  Employers’ Skills Survey 
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Table 1.14 Skills which need improving 
No. of organisations

Professional specialist skills  31 
General IT user skills 34 
IT professional skills 39 
Communication skills 29 
Customer handling skills 23 
  
Team-working skills 31 
Foreign language skills 22 
Problem-solving skills 18 
Management skills 36 
Fundraising skills 60 
  
Numeracy 10 
Literacy 8 
Technical and practical skills 21 
Networking skills 34 
Any other skill 6 
Base = 100 364 
Source:  Employers’ Skills Survey 
 
 
 
Table 1.15 Employment of freelancers  
 No. % 
Organisations which have employed freelancers in 
the last 12 months (Base = 364) 

278 76 

No. of freelancers employed 2,871  

  of organisations employing freelancers giving reasons for doing so as: 
Require specialist skills only periodically 182 66 
Unable to recruit as regular employees 33 12 
Because of project based requirement 191 69 
Lack of funding for regular post 113 41 
Other  28 10 

Total (organisations with reported employment of 
freelancers)  

278 Base = 100 

Source:  Employers’ Skills Survey 
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Table 1.16 Training and development over the past 12 months 
 % of organisations 
Funded or arranged any training and development 66 
Training and development leading to a formal 
qualification 

23 

  
Job specific (professional specialist skills and 
knowledge). 

49 

Networking opportunities 31 
Marketing and fundraising 32 
Induction 30 
Health and safety 39 
  
Supervisory 14 
Management 26 
Training in new technology 32 
Training in foreign languages 1 
Diversity training 20 
Other 14 
Base = 100 364 
Source:  Employers’ Skills Survey 
Note: 12 organisations mentioned Disability Awareness training as other 
training.  
 
 
Table 1.17   Management practice in relation to training and development 
 

% of organisations
Investor in People 18 
Formally assess whether individual employees have gaps in their 
skills (e.g. via appraisals, reviews) 

64 

Formally assess the performance of employees who have received training  
and development: 
 Before the training takes place 4 
 After the training has taken place 5 
 Both  32 
 Neither 53 
Base = 100 364 
Source:  Employers’ Skills Survey 
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2. Perspectives on the professional 
workforce 
 
After consultation with Arts Council England, the Workforce Survey (see 
Annex 1) was directed primarily at professional staff, particularly interpretive 
staff, managers and administrators and including those engaged on a 
freelance/self-employed basis.  This was because the Review was concerned 
primarily with people who make decisions about the presentation of 
contemporary work.  Including those employed in catering, for instance, would 
have confused the picture.  This means that the results will not be and are not 
intended to be representative of the whole paid workforce of those 
organisations taking part.  Almost 80 per cent of the organisations surveyed 
were willing for their employees to be surveyed and 523 people responded to 
the survey.  They were employed or worked freelance for 142 of the 
organisations which featured in the Employers’ Skills Survey. 
 
 2.1 Workforce characteristics 
 
Demographic composition 
A summary of the demographic profile of workforce respondents is given in 
Table 2.1. Almost three-quarters of the workforce respondents were women. 
As regards age structure, 7 per cent were aged 16-24 (with few under 19), 35 
per cent were aged 25-34 and 31 per cent were aged 35-44; among the older 
workforce, 17 per cent were aged 45-54 and 10 per cent were 55 and over. 
 
Over 90 per cent were born in the UK and 4 per cent in the rest of Europe, 
including the EU.  
 
Almost 95 per cent of the workforce were white. The largest ethnic minority 
groups were black and those of mixed parentage. 
  
Just over 4 per cent of the workforce reported a long-term illness, health 
problem or disability ‘which limits (or may be perceived to limit) the work’ they 
do.   
 
Workforce respondents were drawn from throughout England with 
approximately a quarter from London and the South-East and a similar 
proportion from the North (Table 2.2).  
 
Educational qualifications 
Previous research has shown how exceptionally well-qualified are those in the 
cultural sector.  For the Workforce Survey, employers were requested to pass 
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questionnaires largely to their professional staff.  There is bound to be a 
degree of variation in how they interpreted this but the outcome is that 47 per 
cent of those people providing responses were educated to degree, diploma, 
or BTEC Higher level (NVQ level 4) and a further 40 per cent to postgraduate 
level (NVQ Level 5); just 8 per cent (42 respondents) were educated to A level 
or BTEC National (NVQ Level 3) (Table 2.3). 
 
The extended routes taken to reach these qualifications - from GCSE to all 
levels of attainment up to postgraduate degree - are not explored in the 
survey but the subjects studied at degree level and beyond are recorded.  The 
textual responses are not as clear as they might be, for example, not always 
indicating the level of the degree (BA, MA, etc.), but each degree subject is 
recorded.  About 400 give one subject, half of that give two subjects and just 5 
per cent, three subjects (Table 2.4).  The dominance of fine art is apparent, 
accounting for about a fifth of both the first and second subjects given but 
other areas of art and design, along with the history of art, feature strongly 
too.  Arts management-related subjects are not prominent but 
museum/curatorial studies etc. does come through markedly when looking at 
the second subject, probably reflecting its master’s level delivery.  Graduates 
in English and languages are also employed in the sector in substantial 
numbers. 
 
2.2 Activities of the organisation and employment 
 
Business activities of the employer 
In order to provide a context for the analysis of the workforce survey it is worth 
looking at the range of business activities undertaken by the organisations 
employing the respondents (Table 2.5). Three activities were mentioned in 70 
per cent of cases: ‘exhibition and presentation of art’, ‘education and outreach 
activities’ and ‘event organising and awareness-raising’. A further 44 per cent 
were involved in commissioning and producing visual works and roughly a 
third were engaged in each of: the distribution and publishing of art, and 
trade/sales in visual art via the gallery or shop.  
 
Narrowing the analysis down to consider just main activities significantly 
reduces some of the above since many organisations engage to some degree 
in activities which they do not regard as being of central importance. This 
applies particularly to event organising etc., where the proportion of 
organisations drops from almost 70 per cent to about 25 per cent.  Education 
and outreach activities fall from roughly three-quarters to a half and, whilst 
commissioning and producing visual works is an activity involving almost half 
the organisations, this proportion in turn  
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halves when considering only main activities. Furthermore, the trade and 
sales in visual art activity drops by a factor of three to about 10 per cent.  
 
Experience in the organisation and in the sector 
A third of the professionals responding had been employed by their 
organisation in one way or another for five years or more; 10 per cent had less 
than a year’s length of service; the most common tenures were between one 
and three years, which accounted for over a third of the workforce (Table 2.6). 
 
About 40 per cent of the workforce had worked in the sector (not necessarily 
for a continuous period) for five years or more, with 15 per cent recording 10 
years or more.  Half of the workforce had had less than four years in the 
sector.  
 
Employment status 
One of the implications of the diversity of activity of many organisations 
engaged in the presentation of the visual artist is the strain it places on the 
capacity of the organisation to deliver.  This is exacerbated by the small scale 
of operation, the difficulty of making specialisation pay in a market which is 
underdeveloped, and the tendency for specialisation to take the form of self-
employment not partnerships or small enterprises. 
 
However, about two-thirds of the professional workforce responding had 
permanent contracts, 18 per cent had fixed-term contracts and 10 per cent 
were engaged on a freelance/self-employed basis (Table 2.7).  A further 5 per 
cent had temporary or casual work.  Note that since the workforce survey was 
directed at those with more professional work, these results will tend to under-
estimate the extent of insecurity of employment, the extent of traineeships and 
voluntary unpaid work. 
 
In relation to the reasons for being employed on a freelance/self-employed 
basis, only 6 per cent of respondents indicated that this was because they 
could not find a permanent post (Table 2.7).  The principal explanation offered 
was the desire for more flexibility time-wise (74 per cent), followed by the 
desire for more creative freedom (46 per cent), and the observation that the 
person’s specialist skills were only required on a periodic basis by any single 
employer.  Only 6 per cent indicated that their motive for working on a 
freelance/self-employed basis was to earn more money by that route.   
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Hours of work and multiple job-holding 
Roughly 10 per cent of those responding worked very short or very long hours 
per week, split more or less equally between those working fewer than 6 
hours per week and those, more than 45 hours (Table 2.8).  Almost half 
worked 30-45 hours, 30 per cent worked 16-30 hours and about 10 per cent, 
6-15 hours.   
 
Approximately one-third had another job and almost 90 per cent worked 30 
hours or less in it.  Nonetheless almost 40 per cent worked as many as 16-30 
hours.  No attempt was made to capture the full extent of multiple job-holding 
in the survey so some of those with second jobs may have other jobs at the 
same time. 
 
Reasons for taking current job 
The most important reasons given for taking their current job (Table 2.9) were 
to do with the opportunities and challenges it presented (two thirds), career 
development, and the ‘exact type of work I wanted’ (both 60 per cent).  Over 
half chose their job with a view to its geographical location.  Well down the list 
of reasons came salary and security (less than 20 per cent). 
 
2.3 Occupation and pay 
 
Occupations in current jobs 
A classification has been developed for this study which represents an 
attempt to improve upon the limited view of the cultural sector, including the 
visual arts and their presentation, obtained when using the Standard 
Occupational Classification.  This commentary will concentrate on the 
modified classification as given in Table 2.10  and subsequently.  Noting that 
the group identified in the workforce survey was deliberately biased towards 
professional staff, the findings here should not be taken as representative of 
the sectors’ occupational structure. In particular, about 15 per cent of 
respondents were either directors or deputy directors and a further 15 per cent 
were spread quite evenly amongst development, finance and marketing 
managers. Almost 20 per cent were administrators.  
 
In dealing with the interpretive category of occupations, we find that about 13 
per cent were curators and exhibition heads or organisers. A similar 
proportion were in education and outreach posts. 
 
The average director/deputy director was in her/his mid-40s, about five years 
older than other senior managers and curators and ten years ahead of most 
other interpretive staff. Note that the average gallery/information assistant is 
approaching 40; virtually all were employees and they are by far the worst 
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paid staff (see below). This is perhaps especially striking since organisations 
enabling their professional staff to participate in the survey will probably have 
erred on the side of excluding those assistants playing more perfunctory roles 
– yet the group remaining hardly conforms to the notion that they are likely to 
be largely younger staff en route to more substantial interpretive, 
management or administrative positions.  Indeed, it may be that the latter are 
more likely to be unpaid and therefore much less likely to be in the Workforce 
Survey. 
 
The occupational pattern across gender and employment status is further 
elaborated in Table 2.11. Over 90 per cent of organisational leaders (directors 
and deputy directors) were employees and two thirds were women. Over 80 
per cent of those in higher level interpretive occupations were employees and 
80 per cent were women. Freelance/self-employed professionals were most 
prominent among other senior managers (i.e. development and finance 
areas), curators/exhibition organisers, and, especially, education and outreach 
officers where the proportion approached one fifth. Most of those in this 
situation were women. If the survey results were to represent a sector in 
equilibrium, there is evidence of women reaching leadership/levels in 
somewhat smaller proportions (two thirds) than is the case for interpretive 
staff (three fifths, excluding gallery assistants), arguably the group from which 
the former are likely to be drawn. 
 
Gross pay 
The issue of pay is of concern to many in the cultural sector.  The gross pay 
data collected in the survey include any overtime supplements, bonuses, 
commissions or tips - however, in general, the sector does not offer significant 
opportunities to supplement basic pay.  The figure excludes deductions for 
tax, national insurance, pension contributions and any other regular items 
(such as union dues). 
 
Although the data for 2005 are not yet available from official surveys, the 
economy-wide median (i.e. the most probable value of) gross annual earnings 
for full-time adult employees will have been about £23,000 in spring 2005, 
when the workforce survey took place.  Barely 2 per cent of the workforce 
responding earn twice this figure and a third earn less than a half (Table 2.12).  
Those earning between a half of the median and the median amount to 45 per 
cent which implies that four-fifth of the workforce earn below the national 
median.  However, the latter refers only to full-time employees, whereas we 
have both part-time employees and self-employed people in the survey.  
Ignoring the latter, for whom the data are very limited, but including part-time 
employees, brings down the national median to about £18,000.  Thus this very 
crude calculation suggests that 60 per cent of the workforce earns less than 



 28 

the national median for all employees.  Not only is this still significantly below 
the figure for the average employee in the economy but it does not allow for 
the fact that the workforce in our survey is very highly qualified and doing 
professional work. 
 
It is possible to derive approximate estimates of average earnings by 
employment status cross-classified by occupation but there are limits to the 
disaggregation that a sample of 500 or so can sensibly sustain.  An alternative 
is to compute rates of pay per hour according to occupation.  The results will 
not capture such phenomena as part-time workers being paid less per hour 
than full-time workers doing a similar job or allow us to explore the disparities 
between the pay of employees and the equivalent for freelancers but the 
findings are nonetheless of relevance.  The variation in pay among individuals 
is much less than is the case for annual pay because it does at least allow for 
differences in hours worked.  About 50 per cent earn less than £10 per hour 
(Table 2.12), though note the caveat expressed in the table that this is likely to 
be an under-estimate by perhaps 10 per cent or so.  (For the latter reason and 
sample size considerations, it would be unwise to take at face value the 
apparent result that 5 per cent are being paid at or actually below the current 
adult minimum wage.) 
 
Looking at the results for different occupations, grouped together to boost 
sample size,  we find that directors /deputy directors are being paid about 
three times the hourly rate of the lowest paid occupation, gallery assistants 
(Table 2.13). However, the sample for that group is rather small and a better 
reference point would probably be administrators. Relative to them, the 
directorship is paid 80 per cent more, other senior management - 50 per cent 
more, interpretive professionals - 30 per cent more, and other managers, 
technicians, sales and security staff on average about 10 per cent more. 
Gallery assistants receive hourly rates of 60 per cent of the administrators’ 
rate. Note that these figures are the results of very crude calculations that 
could systematically under-state the actual rates. 
 
It is worth re-emphasising that the above occupational analysis is based on a 
Workforce Survey which was targeted at professional staff, leaving it to the 
discretion of the organisations as to whom to give questionnaires. They do not 
represent the full workforce and comparisons that include 
operational/technical staff need to bear that in mind (compare Table 2.10 with 
Table 1.8). 
 
Pensions 
Pensions are, essentially, ‘deferred pay’ but there are considerable 
temptations for individuals to concentrate on the immediate costs to them of 
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their own contributions and to underestimate the value of employer 
contributions to their benefits in the long run, even opting out of voluntary 
schemes and, therefore, foregoing the value of that contribution.  More 
worryingly, there has been a tendency for employers in some sectors to 
underestimate the funding needs of their occupational schemes.  Combine 
this scenario with questionable actions by both the private pensions market 
and by successive governments and there are several reasons why those in 
cultural occupations and their employers might play down this aspect of 
employment benefits.  Moreover, if at all affordable, personal and household 
financial security may be better pursued by giving priority to house purchase, 
especially in areas where house prices are high and rising much faster than 
incomes. 
 
Although half of those responding had employers who were operating an 
occupational scheme (almost two-thirds of those employees responding), only 
a quarter of the workforce had a pension provision attached to their current 
post (Table 2.14).  Barely 4 per cent had provision via employment in another 
organisation, 15 per cent were members of a private pension scheme and 9 
per cent were contributing to a stakeholder pension.  Almost 30 per cent of the 
workforce had no pension provision in prospect beyond the basic state 
pension.   
 
2.4 Opportunities for training and professional development 
 
About 20 per cent of respondents had undertaken no work-related training or 
development during the last 12 months (Table 2.15).  About half had received 
in-house on-the-job training with a further 20 per cent receiving in-house off-
the-job training.  In addition, half had received externally provided off-the-job 
training.  In reporting on the types of training/development they had received, 
the most frequently cited cases (half) related to the acquisition of job-specific - 
professional specialist skills and knowledge.  A further quarter of respondents 
each had had opportunities for networking, training in new technology and/or 
health and safety training.  Only small proportions of respondents had 
received supervisory (4 per cent) or management training (13 per cent).  
Marketing and fund-raising and diversity training were received by about 15 
per cent of respondents.  
 
In terms of the financing of the training and development received, almost 90 
per cent of respondents indicated that there were no fees payable by them for 
the training in question and about 10 per cent were supported by themselves 
or their family. Yet just 40 per cent also said that their employers paid for their 
training opportunities, 6 per cent were covered by a local authority 
organisation, 6 per cent by an arts organisation, and only 2 per cent 



 30 

mentioned a financial contribution from central government. 
This seems to leave a gap of at least 35 per cent of those receiving training 
for whom the funding body is not known. The main costs of training relating to 
its design and delivery may, indeed, be covered by other bodies.  Moreover, 
those undertaking training are often unaware of the real financial support for it 
(witness trainees on government schemes who think their employer is paying 
for everything and do not even know the name of the scheme).  However, 
those in such a highly qualified group, familiar with the need for external 
funding, are more likely to be aware of the position. One tentative conclusion 
is that those who are funding the training should make an effort to ensure that 
the recipients do know, not just to satisfy curious researchers but to gain a 
fuller understanding of the resources going into it. (Note that there is no 
reference in the questionnaire to related costs such as travel and subsistence 
which may be incurred even in the absence of fees being paid for the training 
itself.)  
 
As regards the workforce’s views on training and development opportunities, 
85 per cent responded - which was slightly more than the 79 per cent who had 
actually had some training and development in the last 12 months; about a 
quarter were very satisfied and approaching half were fairly satisfied.  The 10 
per cent who were fairly or very dissatisfied (almost 50 respondents) were 
invited to elaborate.  Reinforced by some of those less critical of their 
experience, about 60 were more than willing to explain why.  The points made 
fell into the following categories: 
(a)  lack of time available/allowed for training  
(b)  organisation unable to afford to pay for courses or in-house training  
(c)  lack of suitable provision, especially at a higher level  
(d)  scope of the job too restrictive – few opportunities for enhancing role 
(e)  poor quality of design and delivery 
(f)  lack of development training to expand future organisational capacity 
(g)  failure of management to see training as a means of ending the 

individual’s  role rather than performing existing roles better 
 
These findings from the Workforce Survey can be seen alongside those from 
the Employers’ Skills Survey in Chapter 1.  Note also that the scoping and 
consultation exercises undertaken by AEA Consulting for the Review recorded 
‘widespread acknowledgement that there is a lack of well-qualified and 
experienced applicants for senior posts’ (Jackson and Jordan, 2005, Part 
One,    p. 80).  See also Galloway and Lindley (2005), Key Challenges for the 
Sector, a report which has also been prepared for the Review of the 
Presentation of the Contemporary Visual Arts. 
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2.5  Conclusions 
 
Some of the main conclusions from the Workforce Survey are given below: 

• three-quarters of the professional workforce are women, about 5 per 
cent are from British and minority ethnic groups, and just over 4 per cent 
report a disability of one kind or another 

• the professional workforce is extremely highly qualified  with 90 per cent 
holding a first-degree-level or post-graduate qualification 

• about 70 per cent of the workforce had less than 5 years’ experience in 
the sector 

• two-thirds of the professional workforce responding had permanent 
contracts, a fifth were engaged under fixed-term contracts and 10 per 
cent were engaged on a freelance/self-employed basis 

• most freelancers preferred this form of work because of the flexibility 
and creative freedom it offered 

• the pay of professional staff was significantly below the national average 
despite the fact that this workforce is very highly qualified 

• almost three-quarters of the workforce had no pension provision 
attached to their current post; almost 30 per cent had no provision 
beyond the basic state pension 

• about 20 per cent of respondents had undertaken no work-related 
training or development in the past 12 months 

• most training was funded by the employer and was job-specific; almost 
three-quarters of those responding were either fairly satisfied or very 
satisfied with the training and development they had experienced  
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• Table 2.1   Demographic profile of workforce respondents 

 % of 
respondents 

Base 

Age  519 
16 – 24 years 7  
25 – 34 years 34  
35 – 44 years 31  
45 – 54 years 17  
55 – 64 years 9  
65 years and over 1  

Gender   518 
 Female 73  
 Male 27  
Place of birth    513 
 UK (%) 91  
 Other Countries (%) 10  
 Europe    No. 
 EU 4 19 
 Rest of Europe - 1 
 North America 1 6 
 Africa 1 7 
 South East Asia 1 3 
 Australia / New Zealand 2 8 
 Rest of World 1 4 
Ethnic 
background  

  513 

 White 93  
 Mixed parentage 2  
 Black 2  
 Asian (excl. SE Asia) 1  
 Other (incl. Chinese) 1  
 Not known/no response 2  
Long-term illness, health problem or disability  4 516 

Source:  Workforce Survey  
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Table 2.2   Region of work 

 % of 
respondents 

North West 15 
North East 8 
Yorkshire and Humberside 14 
West Midlands 9 
East Midlands 8 
East Anglia 5 
Inner London 14 
Outer London 1 
Rest of South East 10 
South West 14 
Workplace outside England, the U.K. and no response 2 
Base = 100 523 

Source:  Workforce Survey  
 
 
Table 2.3   Highest qualification 

 % of 
respondents 

Postgraduate degree or diploma, MSc, MA or PhD, NVQ 
Level 5 

40 

University degree or diploma, BTEC Higher, NVQ Level 4 47 
A-Levels, AS Levels, GNVQ Advanced, BTEC National, 
Trade Apprenticeship, NVQ Level 3 

8 

O-Levels, GCSE grades A-C, GNVQ intermediate, BTEC 
First/ General Diploma, NVQ Level 2  

4 

GCSE below grade C, GNVQ Foundation, BTEC First / 
General Certificate, NVQ Level 1 

- 

No formal qualification  1 
Base = 100 519 

Source:  Workforce Survey  



 34 

Table 2.4   Subjects studied by degree level 

 Subjects mentioned 
 1 2 3 
Fine art (incl. conservation) 94 32 3 
Others in creative arts and design 45 21 3 
English / languages (incl. classics, media, 
journalism) 

44 9 1 

Design: practice (incl. crafts, fashion, visual 
communication, interiors, furniture, 
graphics) 

40 7 0 

History of art 39 18 2 
Theatre / photography (incl. 
cinematography and stage design) 

19 11 0 

Design: history of / studies 13 5 0 
Creative / heritage management / studies 12 9 0 
Museum studies / curatorial studies / 
archive studies 

9 24 3 

Music / drama 8 2 0 
Art and design-related subjects (excl. 
English / languages) 

323 138 12 

Other subjects    
Science (incl. engineering, computer 
science, environment, geography) 

22 4 2 

History / archaeology / philosophy 20 9 1 
Business and management (incl. marketing, 
leisure, tourism) 

18 12 4 

Economics, maths, accounting 13 1 1 
Sociology, politics, law 12 8 0 
Teaching / education 4 7 1 
Urban planning / architecture 4 2 0 
Total (all responding) 416 181 21 

 Source:  Workforce Survey  
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Table 2.5   Business activities of current organisation 

% of respondents  
Any 

activity 
Main 

Activity 
Exhibition, presentation of art 70 62 
Care, presentation and interpretation of collections 23 7 
Distribution, publishing of art 33 20 
Commissioning and producing visual works 44 18 
Trade/sales in visual art in a gallery / shop 35 11 
Trade/sales in visual art using the internet 11 2 
Education and outreach activities 72 47 
Event-organising and awareness-raising, outreach 
activities 

68 27 

Mediating between the visual arts and buyer / 
commissioning client 22 8 

Other 67 11 
Base = 100 523 523 

Source:  Workforce Survey  
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 Table 2.6   Employment in relation to the visual arts 

 % of 
respondents 

Experience with current employer (Base = 517)  
0 – 11 months 10 
12 – 23 months 17 
24 – 35 months 19 
36 – 47 months 11 
48 – 59 months 9 
60 months and over 33 
  

Experience in the sector (Base = 517)  
0 –  35 months 40 
36 – 59 months 21 
  
0 – 4 years 61 
5 – 9 years 24 
10 – 14 years 8 
15 – 19 years 4 
20 – 24 years 1 
25 years and over 2 

Source:  Workforce Survey  
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Table 2.7   Contractual basis of employment 

 % of 
respondents 

Permanent contract 65 
Fixed-term contract 18 
Freelance / Self-employed 10 
Temporary or casual work 5 
Traineeship, placement or fellowships (paid) 1 
Traineeship, placement or fellowships (unpaid) 1 
Voluntary work (unpaid) 1 
Base = 100 519 
Reasons given by those working as a freelancer/self-employed in 
the visual arts  

I cannot find a permanent job 6 
I earn more money that way 6 
My specialist skills are only required temporarily 32 
I have more creative freedom 46 
The work allows time out / I am more flexible time-wise 74 
Other 24 
Base = 100 50 

Source:  Workforce Survey  
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Table 2.8   Hours worked and multiple job-holding 

 % of respondents 
Visual arts-related job  

Less than 6 hours 4 
6 – 15 hours 11 
16 – 30 hours 31 
31 – 45 hours 48 
Over 45 hours 6 
Base = 100 508 

Has a second job 32 
Less than 6 hours 13 
6 – 15 hours 38 
16 – 30 hours 37 
31 – 45 hours 11 
Over 45 hours 1 
Base = 100 (those with second jobs) 143 

Source:  Workforce Survey  
 
 
 Table 2.9   Reasons for taking current job 

 % of respondents 
It was exactly the type of work I wanted 59 
Salary level was attractive 17 
Other conditions of employment were attractive 29 
I wanted to work in this locality/region 54 
I wanted to develop my career 60 
It was likely to enhance my reputation 21 
It offered job security 17 
It offered opportunities and challenges 66 
It suits me in the short term 16 
I needed the money 20 
Other 18 
Base = 100 523 

Source:  Workforce Survey  
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Table 2.10   Occupation of current job 

  % of respondents Average age 
Director 8 44 
Deputy director 8 44 
Development managers 4 39 
Finance director 5 39 
Marketing managers 5 34 
Head of operations 2 40 
Bookshop manager - 44 
Retail manager 2 45 

 

Administrators 18 36 
Curators / exhibition organisers 8 39 
Head of exhibitions 5 35 
Head of education 2 40 
Education and outreach officers 11 36 

 

Gallery/information assistants 8 38 
Technicians 2 43 

Sales and retail assistants 1 35 

Receptionists/ ticket collector 1 26 

 

Security / attendants 2 41 

 Other: 8 38 

 Base = 100 517 39 

Source:  Workforce Survey  
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Table 2.11   Gender, employment status and occupational position 

   % of row total
  Employees Self-employed 
 No. Female Male Female Male 

Managerial / Administrative 
Director/deputy 
director 

80 62 31 4 4 

Other senior 
managers 

49 71 15 15 - 

Other managers 47 66 32 - 2 
Administrators 95 81 15 4 - 

Interpretive 
Curators / 
exhibition 
organisers 

67 69 15 12 3 

Education and 
outreach 

66 62 19 17 2 

Gallery/information 
assistants 

39 71 29 - - 

Operational / Technical 

Technicians, sales 
and security 

32 37 60 - 3 

Others 42 51 30 11 8 
Total (Base = 100) 517 66 24 7 2 

Source:  Workforce Survey 
Note: Part-time was defined as 0–30 hours per week. 



 41

Table 2.12   Distribution of gross pay and gross pay per hour 

 % of respondents
Gross pay (£) Gross pay per hour (£) 

Unpaid 2.1 Unpaid 2.1 
Less than 3,900 7.8 Less than £3 2.0 
3,900 – 5,149 2.5 3 – 4.99 3.2 
5,150 – 5,999 2.1 5 – 6.99 12.5 
6,000 – 8,999 10.3 7 – 9.99 31.3 
9,000 – 11,999 12.6 10 – 14.99 34.5 
12,000 – 14,999 11.1 15 – 19.99 8.2 
15,000 – 17,999 12.8 20 and over 6.2 
18,000 – 20,999 11.3 Basis = 100 502 
21,000 – 23,999 8.6   
24,000 – 26,999 6.4   
27,000 – 29,999 3.3   
30,000 – 32,999 3.9   
33,000 – 35,999 1.2   
36,000 – 38,999 1.2   
39,000 – 41,999 .6   
45,000 – 47,999 .8   
48,000 – 50,999 .2   
51,000 – 53,999 .4   
57,000 – 60,000 .4   
More than 60,000 .4   
Base = 100 514   

Source:  Workforce Survey  
Note:  Gross pay per hour worked has been calculated by dividing the annual 
gross pay by the reported normal weekly hours multiplied by 52. However, 
there is a case for adjusting for statutory holidays plus paid leave taken at a 
time of the individual’s choosing, subject to the employer’s agreement.  This is 
likely to increase the gross pay per hour worked by between about 8 and 13 
per cent, based on total holidays of between 4 and 6 weeks.  However, given 
the high proportions of part-time employees and/or self-employed in the paid 
workforce, the different employer practices in calculating the equivalent hourly 
rates when paying these groups, and the need to ask a fairly straightforward 
question in the survey, a rough adjustment for this would be to increase the 
gross hourly pay shown above by about 10½  per cent. 
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Table 2.13   Gross pay by occupation 

No. Average gross 
pay per hour (£) 

Managerial / Administrative 
Director/deputy director 78 16.4 
Other senior managers 48 13.3 
Other managers 52 9.6 
Administrators 98 9.0 

Interpretative 
Curators / exhibition organisers 64 11.6 
Education and outreach 59 11.4 
Gallery/information assistants 38 5.6 

Operational / Technical 
Technicians, sales and security 32 9.9 
   
Others (incl. some miscellaneous professionals) 28 11.5 
Total (Base = 100) 497 11.2 

Source:  Workforce Survey          Note:  See Table 
2.12 
 
 
Table 2.14   Pension provision and membership of trade union 

 % of 
respondents 

Employees whose employer has an occupational pension 
scheme (Base = 438 responding) 

63 

Employees and self-employed who are members of:  
Occupational pension scheme through this post 26 
Occupational pension scheme through another organisation 4 
Private pension scheme 15 
Stakeholder pension scheme 9 
Other form of pension provision 3 
I am not a member of any pension provision 29 
Base = 100 523 
Member of a trade union or professional body 26 
Base = 100 508 

Source:  Workforce Survey  
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Table 2.15   Work-related training and development 

 % of respondents
Training or development opportunities received over the last 12 
months (Base = 523) 

 

No training 21 
On the job (in-house training) 47 
Off the job (in-house training) 22 
Off the job (external training) 52 

Type of training or development: (Base = 523)  
Job specific (professional specialist skills and knowledge) 52 
Networking opportunities 25 
Marketing and fundraising 14 
Induction 12 
Health and safety 24 
Supervisory 4 
Management 13 
Training in new technology 23 
Training in foreign languages 2 
Diversity training 14 
Other 16 

Source:  Workforce Survey  
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Table 2.16   Funding of training and development and degree of 
satisfaction 

 % of respondents 
Payment of fees for training and development (Base = 413)  

No fees 11 
Employer 41 
Central Government 2 
Local authority organisation 6 
Arts organisation 6 
Self-financed, family 11 
Other  

  
Degree of satisfaction with training and development 
opportunities (Base = 445) 

 

 Very satisfied 25 
 Fairly satisfied 45 
 Neither satisfied/nor dissatisfied 19 
 Fairly dissatisfied 8 
 Very dissatisfied 3 
 No response (Base = 523) 15 
  
Reasons for dissatisfaction (58 responses)  

Lack of time for training 19 
Lack of funds for training 14 
Lack of suitable provision 40 
Management’s reluctance to expand job, supported by 
training   

3 

Source:  Workforce Survey  
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3. Voices of experience in the presentation of 
the visual arts 

 
To complement the two new surveys, the qualitative research aimed to draw 
on the professional experience of people of people who work in the 
contemporary visual arts.  It was grounded in individual reflections on their 
working lives, the routes taken to secure initial professional posts, and their 
subsequent career development.  They provide a picture of what it is like to 
work in the sector, and of the matters which most concern them.  They spoke 
of their passion for, and commitment to the visual arts as well as identifying 
pressures and frustrations.  Their own words give life and authenticity to many 
of the survey findings reported in Chapters 1 and 2. 
 
This chapter provides a thematic analysis of qualitative data collected for the 
Review about the areas investigated in this study.  It is based on a 
programme of five group interviews in four regions involving thirty-six people 
working in the presentation of the contemporary visual arts, and nine 
additional individual interviews.  A structured interview agenda was used, 
which also allowed for a particular group to develop discussion in the areas 
which most concerned those present.  Details of methodology and 
composition of the groups are in Annex 2. 
 
This chapter considers first employment issues, secondly matters to do with 
career development and then professional development.  It ends with a 
summary of issues emerging from the qualitative study.  Participants’ views on 
diversity and under-representation are reported in Chapter 4. 
 
3.1 Employment  
 
Participants included the employed and self-employed from widely different 
contexts.  The data highlight above all the diversity of employment practice in 
the presentation of the contemporary visual arts.  We consider in this section 
earnings, terms and conditions of employment, including pensions, 
recruitment and retention.  Attention is given to freelancers, volunteers and 
support for career development in the form of internships, bursaries and 
similar provision.  The section ends with reflections on location and regional 
and metropolitan issues. 
 
3.1.1 Salaries and fees 
Interviewees felt overwhelmingly that salaries and fee levels were far below 
what might be expected, given the advanced educational qualifications, 
variety of experience and specialist expertise of most people who work in 
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presenting the contemporary visual arts.  The root of this was sometimes said 
to be the low value given within society to culture in general and the visual 
arts particularly, which some characterised as a  UK phenomenon.  It also 
reflected a readiness to do poorly paid work to which one was committed, in a 
sector where there is an oversupply of such people.  The assumption by those 
outside and inside the sector that ‘We all love it so much that we will do it for 
nothing’ was raised in all the group interviews we conducted. 
 
Many participants had consultancy work, teaching contracts, and other ways 
of earning income.  One said that he could earn more as an artist than as a 
curator, another that: 
 

Out of all the things that I do… curation, which I love, I adore, is the 
thing that earns me the least money, and takes me the most time. 

(Director, small new media company) 
 
Comparability 
Interviewees often said that it is difficult to compare a particular post, role or 
job title with similar posts in other sectors.  Some also said that it is hard to 
make comparisons of responsibilities, pay, terms and conditions for staff 
within the sector, even between arts organisations. 
 
In local authority institutions where pay is based on job descriptions, it is 
difficult to ‘benchmark’ the work of a curator.  Though some aspects of the 
work may be comparable with other service areas, their specialist skills lack a 
counterpart within the conventional procedures of job evaluation. 
 

There’s something missing there that is about what curators do, and 
the skills and responsibilities that curators have that just isn’t there 
within the council structure... which is one of the reasons why curators 
have such low salaries… within the local authority pay structure… I do 
think it needs looking at.  

(Curator, local authority gallery and museum service) 
 

However within a large gallery, some participants could make comparisons 
between curators and staff in areas such as finance, where salaries were 
often higher.  
 
Taking salaries as a cost to the organisation, one well established gallery’s 
problem lay in a salary structure which promised more than the gallery could 
really afford.  This derived from a local council’s pay structure, to which the 
gallery was committed.  Staff tended to want to stay in post and benefit from 
the automatic increments, resulting in ever-increasing staffing costs.  From the 
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gallery’s perspective, they wanted high quality staff to stay for a period but 
also needed some degree of turnover. 
 
Those outside the capital sometimes commented on the fact that salary levels 
given in advertisements would preclude their living in London.  From the other 
side, an interviewee from a major London-based visual arts organisation with 
a workforce which is eighty-five per cent female observed that some 
employees wanting to buy a home and/or start a family had moved into 
another sector or moved away from London, sometimes both. 
 
Advisory fee rates for artists and others 
For those who were self-employed, setting fees could bring dilemmas.   
Discussion about recommended fee levels for artists revealed conflicting 
views.  Some participants had a hybrid professional practice which was partly 
creative and partly curatorial.  The £175 daily rate advised by Arts Council 
England for practising artists was welcomed by some: 
 

I’ve found it really quite useful particularly in [this region] when talking 
about art projects and commissions and things and saying ‘Well, this is 
the national recognised fee for an artist’, and seeing the shock on their 
face, you know, stops them complaining to me. 

(Freelance project manager) 
 

One freelance participant explained that at certain phases of a project, this 
figure might effectively be halved because it would in practice have to stretch 
over two or three days.  An arts organisation manager described how 
applications for funding sometimes provoked suggestions from funders, 
including the Arts Council, to cut a project budget.  In these cases, it was 
important to explain exactly how much time an artist was putting in so as to 
emphasise the gap between the recommended rate and assumptions on a 
sponsor’s part about what could be done for that rate.   
 
Others however thought that while the recommended daily rate for artists of 
£175 might help newly qualified practitioners, it could also be counter-
productive because it does not meet the working costs of an established 
curator, artist or consultant.  One such practitioner remarked: 
 

These benchmarks are really very, very damaging because they…can 
only be applied to particular types and categories of artists. 

 
Several participants confirmed that clients tended to see this figure as a 
maximum rather than a minimum: 
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It becomes about how little, not about how much. 
(Freelance curator and consultant) 

 
People like ourselves, with expensive overheads in terms of studio 
spaces… it’s just not enough, and it kind of functions to actually limit 
our practice and the status of what we do… the practitioners that are 
out there are not working for a hundred and fifty pounds a day. 

(Director, contemporary gallery) 
 

Another suggested that the day rate for artists of £175 was too low to 
encourage the image of a professional person.  Parallel with these concerns, 
were those voiced by people for whom the decision to be self-employed was a 
creative and a lifestyle choice, regardless of income: 
 

I don’t see myself in a job.  What I do is completely project-based so 
any money we’ve been making there, any sort of like, my pay, comes 
from project by project and that’s how we survive, and we can walk 
away from that any time, stop doing what we’re doing tomorrow, and go 
and do something else. 

(Director of small live art and cross art form organisation) 
 

Often interviewees were aware of the work done by the Artists’ Information 
Company to support practising artists with different levels of experience in 
costing their work and to explain to potential employers or commissioners 
what the basis of those costs might be.  Some made comparisons with theatre 
where, while negotiations with performers could be very complicated and 
might involve a share of the profit on an event, Equity provided a standard 
view (whether individuals adhered to this or not).    
 
The director of a small contemporary gallery preferred to pitch a contract with 
a global sum within which the work would be done without reference to any 
day rate.  Another freelancer suggested that those commissioning work could 
move away from a ‘time purchase’ model to one couched in terms of ‘a 
representation opportunity’ for an individual.  A third, who had recently left 
working as an employee to work freelance, was charging very different daily 
rates according to the appeal of the work on offer and the opportunity it 
presented.  Several freelancers emphasised the uncosted time put into 
researching and developing an idea, meeting people and making applications.   
 
A self-employed curator who works frequently with local authorities 
considered that rather than focusing on fee levels alone, it might prove more  
effective to look at contracts and to develop certain minimum standards and 
levels in terms of procedures for procurement. This would, it was suggested, 
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enable an independent curator to feel that his or her expectation of a fair 
contract for work would be met by the institution.  Another freelance curator 
cited the rates paid by the National Endowment for Science, Technology and 
the Arts (NESTA) as a useful comparator.  While some of these observations 
focus on artists, they apply also to many people involved in the commissioning 
and presentation of contemporary work, not just because they work with 
practising artists, but because they are developing concepts, generating 
exhibitions and events, and budgeting for projects which will bring recent work 
to the public.  To varying degrees, these people operate at the boundary 
between the ‘artist’s project’ and the ‘market’ outside. 
 
The case for paying properly:  ‘We’re in this kind of real double bind’ 
Making the case for more realistic fee levels and better salaries is not 
however straightforward.  Some participants pointed to the difficulty of 
conveying the quality or value of contemporary work, since this is based on 
individual professional judgment.  There was a need to develop recognisable 
skills and a language which will carry weight beyond the sector.  However, this 
might jeopardise certain freedoms: 
 

It is quite problematic because how do you measure the impact of what 
most of these organisations are doing and then quantify it in terms of 
finance?  We’re in this kind of real double bind:  if we don’t 
professionalise the sector we can’t make these sorts of decisions, and 
we can’t…properly pay people what they should be paid, we can’t 
actually establish professional ways of doing things, or you know, 
whatever – standards.  On the other hand... if we professionalise it too 
much we lose a certain degree of creativity.  

(Director, contemporary visual arts organisation) 
 
Salary and fee levels generally are here linked with the need for development, 
leadership and advocacy, alongside the wish to protect the autonomy of those 
involved in presenting the visual arts.   
 
Some spoke positively of the ability to appoint people in mid-career who ‘are 
actually paid properly’.  However, examples tended to be posts in finance, 
marketing, communications or related functions, rather than professional 
curators: 
 

I’d far rather hire a really good fund raiser from the city than … an artist 
to do fund-raising. 

(Director, contemporary visual arts organisation) 
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Large national galleries and substantial medium-sized organisations require 
and often have such specialist expertise.  Posts elsewhere in the public sector 
provide comparative salaries.  One participant also pointed to a major charity 
which had restructured to bring in appropriate staff:  ‘a whole spectrum of 
people on proper salaries’.   
 
Movement between the visual arts and other sectors 
A few interviewees had noted experienced mid-career people from outside the 
sector applying to job advertisements because of their wish to work in or 
closely with the visual arts.  Either this post was paid at a competitive rate (as 
above) or they were in a position to accept a lower rate of pay.  The director of 
one small regional organisation reported several such applicants for three 
recent posts. He observed that as long as the level of suitable applications 
remained high enough, the organisation would be able to keep salaries at a 
modest level.  What is a solution for this organisation can be seen as a 
concern for the sector as a whole.  
 
At the same time, the (mainly) subsidised sector provides valuable experience 
for those who may not decide to remain within it.  Some participants reported 
that among recently qualified employees there were those who might spend a 
year or so working in the visual arts then move out, for instance to ‘a job in 
marketing in the other side of the creative industries’.   The prevalence of 
unpaid work (see previous chapters and Section 3.1.7) and poor pay for 
beginners also tends to exclude anyone who lacks family support after 
qualifying and those burdened with high student debt.  

 
That’s actually really typical that you have to work for nothing for an 
extended period of time, to be able to qualify to work for not very much. 

(Large gallery manager) 
Three major organisations which were attractive to entrants to the profession, 
but did not pay salaries competitive with other sectors, faced an inherent 
tension in appointing people who had an affinity with or a training in the 
contemporary visual arts and who actually wanted to be curators or makers 
but who had applied for gallery assistant or junior administrative posts.  
Managing expectations then complicated the poor salary situation. 
 
In terms of movement between sectors, the AEA Report observes that the 
systematic rigidity of the visual arts ecology means that there is little 
movement of people between the independent contemporary sector and 
museums (Jackson and Jordan, 2005, p.81). 
 
Salary differentials 
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Participants made fewer comments on the salaries of senior people, though 
some intimated that directors of mid- to-large-scale publicly funded galleries, 
and some senior managers, were not too badly paid.  A large organisation 
with a Human Resources Department benchmarks salaries against others in 
the sector of similar size and against not-for-profit organisations:  its 
representative felt that at the most senior levels, these were comparable.  
They were not compared with the private sector.  When recruiting finance staff 
however, the organisation might have to consider salaries outside the not-for-
profit public sector.  Where galleries had been involved in regeneration 
programmes, this was said to have increased the salary of those managing 
the institutions because ‘these institutions need to be seen at a certain level 
for a city, or a region, to have credibility’.    
 
Interviewees focused on the inadequacy of pay in the early years and the 
difficulties of supporting a family in mid-career.   For the role of curator 
specifically they repeatedly pointed to the high degree of specialism this 
entailed and the lack of comparable jobs.  At the same time some curators 
had to take on other many tasks: 
 

Heads of buildings, like me, are actually responsible for, well, the 
artistic policy, the programme, the collections, rather a lot actually, and 
the health and safety, and all the staff, and I’m not paid very much at 
all. 

(Local authority curator) 
 

An ‘absolutely massive’ difference was noted by one participant between the 
highest ranking jobs and those for beginners, and this was compared to the 
current situation in higher education.  He further commented that the 
traditional route into the profession was through Art History, one of the least 
diverse of all disciplines in that it is highly feminised:  ‘so the low pay 
syndrome at the bottom end tends to be rather reinforced by that subject 
entry’.  Further implications of course content and lack of diversity are 
considered in Section 3.2.1 and Chapter 4. 
 
The comment which neatly captures general views comes from the director of 
a modest-sized but nationally known visual arts organisation: 
 

Actually I’m sick of earning bad money and if I was in some other 
sector I’d be earning three times what I’m earning now. 

 
Mixed feelings were expressed about the idea of national guidelines regarding 
pay: 
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• a few were clearly in favour but immediately stalled when asked to 
consider how this might operate 

• some offered national and international comparisons with other sectors or 
countries which have minimum guidelines or similar frameworks 

• some interviewees foresaw problems in setting up and administering such 
a scheme, not least because it would call for surveys and benchmarking 
which rely on comparing like with like in terms of a role in different 
contexts: 

 
A job in our area and a job in another gallery could be completely 
different in terms of composition and scope and therefore, to be able to 
come up with something that was actually meaningful across the piste 
might be quite challenging.  

(Head of HR, large gallery) 
 

While the practical hurdles figured large (including how such a system could 
be monitored) there were also one or two freelancers who resisted ‘any kind 
of restriction’ on what they chose to do.  They cherished the freedom to invest 
unpaid time in a favoured concept development or, in contrast, to work with an 
organisation which might pay much more (the example being work for a non-
arts organisation).   
 
3.1.2 Terms and conditions 
Participants spoke of the great variability in the terms and conditions under 
which people work, whether as employees or as freelancers.   
 
In discussing contracts, one participant remarked on the approach taken to 
work for an architectural department which was a regular client, where terms 
and conditions were underpinned by the principle of ‘rights purchase’ rather 
than ‘time purchase’.  This was said to address issues of intellectual property 
more directly, avoiding the complications which can sometimes arise in other 
circumstances, especially in collaborative projects or where it may not be 
clear who owns the final output.  The support given architects by the Royal 
Institute of British Architecture was praised.   
 
An independent curator who works nationally and internationally stressed the 
whole area of intellectual property as a major concern, questioning why, since 
artists are not required to hand over copyright, assumptions are still being 
made by some funders about who owns the work of curators.   
 
The prevalence of short-term project funding is so endemic to the sector that it 
caused little comment.  However, where contracts depended on project 
funding or other forms of award, their brevity could undermine their effect.  
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The director of a small visual arts organisation given funds to appoint an 
organisational development post for one year reflected on how such a task 
really needed two years.   
 
Freelancers and challenges facing part-time directors 
The director of a small organisation which employs a large bank of freelance 
artists on a regular basis to do small pieces of work saw PAYE as a key 
concern:  ‘It seems to be becoming increasingly difficult to manage to do that 
legally’.  The personnel manager of a large visual arts organisation explained 
that the first step on appointing someone was to determine whether an 
individual was a freelancer or an employee.  Another large employer had 
completely reviewed employment terms for the numerous freelancers 
engaged at any one time.   
 
Meanwhile a freelancer who often curates projects for local authorities 
observed how it is increasingly hard ‘to find an employment model for artists 
that actually suits them contractually’.  Evidence of this was cited in a contract 
from a city council which referred to ‘lump labour’ and ways in which 
obligations can be passed to a consultancy to employ people in particular 
ways rather than taking them on as council employees. 
 
Further constraints affect some people in small organisations.  One artistic 
director explained that in order to qualify for the small business rate relief, he 
could not hold a directorship with any other company, and had been obliged 
to resign from some appointments.  The companies in question were all 
charities or not-for-profit organisations, so he had no commercial interest in 
them.  He envisaged that this would amount to a ‘brain drain’ of artists’ 
representation on company boards.   
Another complication cited by this director concerned his dual role as a 
director who had, with a partner, set up a visual arts organisation, and as 
someone who works for the organisation under a Capital Arts Lottery Project.  
To date he had freelance status when working on a very part-time basis for 
the organisation but it seemed that,  because anyone with  a management 
responsibility or key role would be required to become PAYE in relation to the 
work done for the organisation, this would apply to him in the future.  Most of 
his income came from freelance commissions as an artist through a separate 
company.  He foresaw a significant extra burden on the organisation’s limited 
resources in meeting on-costs such as the employer’s National Insurance 
contributions. 
 
The employment package 
Of the thirty-six people in the group interviews, only one (the personnel 
manager for a large visual arts organisation) referred directly to family-friendly 
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policies, citing benefits such as time off in lieu as an attraction for both male 
and female employees, indeed for all staff, including visual arts professionals 
and those doing other jobs.  This London-based organisation did not offer 
relocation packages, but in other respects its policies, along with a good 
pension offer, amounted to a commitment to ‘enabling staff to work for us for a 
long period of time, even if most of them don’t!’ 
 
One interviewee explained how compensation for salaries which were not in 
themselves attractive could come through the benefits, terms and conditions 
offered by the large national museums, in this case a generous pension, sick 
pay, a welfare officer and support network for staff, and further discretionary 
benefits.  The ‘whole package’ offered by the employer should be taken into 
account. 
In contrast, a small regional organisation had recently advertised for a curator 
in a specialist field where there was a small pool of potential candidates.  The 
director reflected that, while the salary offered was not out of line with other 
posts, the company could not offer a pension scheme, nor removal /relocation 
expenses.  Though based regionally, the company works nationally, and it 
was hard to predict what the response would be.  Having recently appointed 
an administrator on a part-time short-term contract (because this was the limit 
of what could be offered) the director spoke of these restrictions as something 
which the organisation has to live with as they are inherent to the 
contemporary visual arts.  The diversity of terms and conditions operating 
makes comparison difficult, as does the diversity of job titles. 
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A seedbed for the commercial sector and the creative industries 
The size/scale of the organisation often determines the terms and conditions 
which can be offered.  Beyond institutions like the national galleries and 
large/medium sized institutions with public funding, the sector is dominated by 
small companies, not-for-profit and/or subsidised organisations and people 
working on a freelance basis.  While commercial galleries take up and 
promote the work of living artists, these small organisations provide a fertile 
seedbed for innovative practice.   
 
Some commission new work from emerging artists while others provide 
opportunities to show work which has yet to find an audience.  The 
contemporary visual arts sector depends on such risk-taking organisations 
and opportunities, but the organisations promoting them usually operate under 
straightened circumstances.  The terms and conditions of employment which 
they are able to offer their own staff reflect this. 
 
These organisations (in the regions as well as in London) comprise a 
formidable platform for the presentation of the contemporary visual arts.  The 
commercial art market (Buck, 2004) relies upon the work coming through art 
colleges and universities and through fringe and ‘alternative’ agencies.   
Setting aside debates about actual terminology, many of the organisations 
represented in the group and individual interviews could be located under the 
title ‘creative industries’.  Those who work to present the contemporary visual 
arts may see themselves as part of the cultural sector rather than the creative 
industries.  Yet under a different lens they are part of the public-private 
infrastructure which fosters the creative industries.  It might help that sector if 
this connection were more widely recognised by those concerned with policy 
development. 
 
3.1.3 Pensions 
Participants indicated that many people associated with the presentation of 
the contemporary visual arts either had no occupational pension or could not 
afford to make provision themselves for a pension.  Some spoke of the 
tension between government policy and the reality of income levels in the 
sector: 
 

The arts is so badly paid, generally, you couldn’t possibly save.. you 
couldn’t save your pension, which is what they’re asking all lower paid 
workers to do. 

(Senior manager, major gallery) 
 

One interviewee spoke of a practitioner aged over 50 who, after numerous 
fixed-term contracts with major galleries and museums had no occupational 
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pension provision.  Chapter 2 indicates that about 30 per cent of the workforce 
in the survey are in this position.    
 
Whether visual arts organisations do provide pension schemes or not, the 
employer’s contribution varied even among the limited number of interviewees 
who spoke of this, from three per cent to twenty-one per cent.  (This last very 
generous - and untypical - example applied for complex historical reasons to 
just a few employees who themselves paid 1.2 %.  It was described as 
’golden handcuffs’ for those benefiting from this provision.)   
 
Some interviewees commented negatively on the discrepancy between the 
Arts Council’s own pension fund and its attitude to pension provision or lack of 
it among those bodies or projects which it supports, and the many 
practitioners who are involved in the presentation of the visual arts.   
 
In a major organisation offering extremely advantageous pension provision 
(with an employer’s contribution of about fifteen per cent) it had proved difficult 
to persuade employees to commit to their own contributions and gain benefit 
from the scheme.  Another organisation offered a generous civil service final 
salary scheme (with an average of over nineteen per cent contributed by the 
employer, and between 3.5 and 4.5 per cent put in by the employee), but the 
representative of this gallery felt that employees did not really value this.   
 
Interviewees from three organisations spoke about how their pension 
provision schemes had become major issues for the institution’s financial 
planning.  In one case, although they were offered a very generous 
contribution by the employer, some staff did not take this up.  However, as 
one London-based participant observed, staff may be much better advised to 
purchase a house as the priority,  rather than invest in a pension, however 
advantageous the terms on offer. 
 
It was suggested that, with a few exceptions, galleries below mid-scale were 
unlikely to be able to offer pension provision to their employees.  Since these 
smaller venues are the very places which foster emerging work which may 
well feed into major subsidized and commercial galleries (see 3.1.2 above), 
there is an obvious paradox here and a possible focus for intervention.   
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3.1.4 Recruitment:  the ‘people like us’ barrier 
One interviewee felt that organisations funded by Arts Council England would 
welcome guidance on standards for recruitment which were framed in 
inclusive terms.  If the essential criteria for a post include having worked in the 
industry, this at once excludes many potentially good candidates from less 
predictable backgrounds.  Though it may be a desirable criterion to have 
worked at a gallery with a certain status, there was merit in drawing in 
expertise from outside the sector or from individuals who would bring to the 
job a particular understanding: 
 

You need more concentration on the skills and less concentration on 
…the ‘pedigree’ of people. 

(Major gallery manager) 
 

Similarly for someone employed in a nationally known organisation, the sector 
generally needed to be more open to a wider range of people: 
 

There is in the arts very much, I think, people recruiting ‘our kind of 
people’ – it’s a very difficult thing to define. 
 

In another large organisation which took care to produce systematic job 
descriptions and person specifications, and to assess applications carefully, 
this tendency persisted: 
 

Once you get people in front of you, there is still that ‘people like us’ 
barrier. 
 
If such attitudes are prevalent, this will militate against not only recruitment of 
good people from outside the sector but also the development of those within 
it, affecting especially those from under-represented groups.   
 
3.1.5 Retention 
We noted above the consequences for a renowned gallery from the fact that 
its salary structure had been adopted from a local authority framework (with 
guaranteed increments).  This meant that staff tended to stay, reducing 
turnover, and increasing staff costs for the institution.  In this case, retention 
had become a problem for the gallery (even if the better salary prospects may 
have enabled it to benefit from recruiting more able people). 
 
Alongside this, a visual arts manager working in a regional arts centre was 
aware of people who had in their early years moved out of the sector.  This 
was attributed to the level of competition, with so many entrants coming out of 
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MA courses, the lack of ‘visible mentoring’ and the inability to maintain a 
‘particular passion, and drive or tenacity’. 
 
Interviewees referred to others who had left the sector and intimated that 
people who were dissatisfied - including on occasion themselves - would 
consider looking elsewhere.  However, some recognised explicitly that, 
although very experienced in the visual arts and related areas, they had not 
acquired skills that would be sought after in other sectors.  
 
One participant’s exhibition space provides opportunities for emerging visual 
artists but does not pay those who provide and manage the space.  (A partner 
had left to train in another discipline, on the grounds that ‘my dentist doesn’t 
do work because he gets… a little bit of credit from his peer group’.)   This 
interviewee was able to continue working without a salary from the visual arts 
organisation by generating other regular/casual work: artistic, teaching and 
technical, all of which contributed to an income. 
 
Medium-sized and large organisations in a sector where the workforce is 
predominantly female face recurrent costs, as one interviewee from a large 
organisation explained: 
 

The amount of management time required to manage maternity leave – 
and about ten per cent of our staff are either on maternity leave, or 
about to go on maternity leave, or just coming back from maternity 
leave.  And they tend to be at the more senior levels of the 
organisation… 

 
Given the high level of self-employment and freelance work in the sector, it 
often happens that the costs of maternity leave are effectively hidden from all 
but the individual who personally absorbs the uncertainties and loss of 
income.   Feminised occupations like teaching and nursing where large 
employers are the norm have found ways to operate maternity leave provision 
as a matter of course.  In the visual arts however, this seems - apart from a 
few institutions - to be something which is internalised by individual women, 
other than having their rights to statutory provisions.  As with pensions, the 
sector gives much to society but little to those enabling contemporary work to 
be shared with the public.  
 
3.1.6 Freelancers and their relationships with organisations 
The most usual reason which interviewees gave for employing freelancers 
was in order to have their specialist skills to prepare a specific exhibition or 
project.  There were also budgetary reasons, as set out by the manager of a 
gallery with about thirty permanent full-time staff, which undertook numerous 
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projects of variable lengths, which could only really be managed by employing 
freelancers. However if core funding were available, the gallery would change 
the way it operated:  ‘We’d do things very differently’.   
 
One large organisation which had frequently employed lots of freelance 
curators and designers had changed its practice:  ‘because of the very 
problems of dipping in and dipping out and the knowledge never really 
embedding itself in the organisation’.   Meanwhile for companies which 
repeatedly employ the same freelancers, there are complications in complying 
with current employment law.  
Alongside this, an established freelance curator set out some difficulties facing 
people who work in this way.  Even for someone who has been curating for 
ten years or so it is difficult to ensure fees for a curatorial project which merits 
a major investment of time.  This participant recalled a period of a year when 
income from grants and fees as an artist exceeded his income as a freelance 
curator.  
 
One regionally based freelancer who had not long since moved from full-time 
employment lamented the lack of information and support from employing 
organisations and arts agencies for those working as independent curators, 
consultants and animateurs.   
 
Self-employed participants commonly had a shifting variety of relationships 
and contracts covering a range of activities, such as: 
• curating exhibitions, festivals and other events 
• project management 
• writing 
• lecturing and delivering workshop events 
• residencies with schools, sometimes through Creative Partnerships 
 
One curator who works in the UK and abroad described himself as a ’serial 
collaborator’. 
 
Having previously been self-employed, a gallery manager summarised the 
advantages and constraints of working freelance: 
 

The level of expectation as a freelancer is quite high… and you have to 
make an impact immediately, whereas if you’re in a job, you have time 
to make an impact.  It’s just an immediate pressure… depending on the 
situation, it can, it’s much better paid, overall.  If you’ve got enough 
work you can earn a lot more money, there’s no doubt about that.   
The other disadvantage is if you work in an organisation you feel that 
connection with what you’re doing, and working with colleagues, you’re 
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part of the whole process.  Whereas if you’re just dipping in you don’t 
feel that same sense of ownership. 

 
Others sometimes spoke of how it was difficult to refuse work, given the 
pressure to take any commission offered so as to secure income, even when 
this was not really the sort of work which one wanted.  Some freelancers vary 
their rate according to the attraction of a project or the appeal of working with 
a particular venue.  They also emphasised the uncosted time which goes into 
the conception and development of work which may not in the end be funded. 
 
Because of the difficulty of operating on a project-by-project basis and 
absorbing the risk of development without any assurance of funding, one 
participant who previously worked as a sole trader had set up a small 
producing agency.  Arts Council support for this visual arts organisation had 
been critical to the continuation of this work once it reached a scale where an 
individual could no longer accommodate the risk.  Support like this for 
dynamic new organisations was said to be a valuable task for the funding 
system.  Arts Council England’s 21st Century Programme will seek to address 
situations like this.   
 
Participants who worked on a freelance basis valued especially the autonomy 
they had in comparison with being an employee of an institution, like these 
two speakers: 
 

Having that choice and not being institutionalised, in a way.  It keeps 
you fresh. 

 
It’s about a greater sense of ownership and responsibility, which can be 
really exciting.  The down side of it is instability... and being afraid to 
say ‘no’ to work. 

 
3.1.7 Volunteers 
 
A rite of passage   
Most interviewees had at some time done a period of voluntary work and 
spoke of substantial voluntary experience as an essential component in 
proving oneself employable.  The director of a small company recalled having 
given up paid employment and taken the risk of working voluntarily for an 
agency in order to gain experience in public art.  A senior curator in a large 
regional gallery captured the two reasons for working unpaid: 
 

It’s something that we all have in common; we’ve all had to do it.  And 
the passion that’s behind it is what pushes you into doing the voluntary 
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work, working for absolutely nothing, but it’s also – if you come out of 
the course you don’t stand a chance of getting a job unless you’ve 
proved your passion by doing voluntary work. 
 

Another participant thought that a period of voluntary work was expected in 
order to be accepted for some postgraduate courses.   A senior curator for a 
local authority service had done lots of voluntary work to counter any 
perception among potential employers that she might be less organised or 
less competent administratively, because she had a Fine Art degree rather 
than an Art History degree. 
 
Managing volunteers: ‘shifting dynamic’ or ‘abuse in the sector’? 
It is clear that the sector still relies on the input of volunteers who make a 
substantial contribution.  The director of a small organisation which works 
largely with photography had previously been against using unpaid staff, but 
later developed a programme in which volunteers are mentored.  This was a 
very positive picture: 
 

It’s been brilliant actually.  I’ve loved it because I’ve done a lot of work 
with them and [a colleague] looks after them and it’s sort of like a 
progression route.  So you get people who’ve been volunteers applying 
for bursaries, and then coming to work on the festival, so it’s like a 
shifting dynamic, and we’ve got a huge queue. 

 
At the same time there are consequences for those who offer such 
placements.  At a very small non-profit-making artists’ studio complex, 
approaches from major institutions to offer voluntary work to trainees and 
students were not welcomed.  This participant felt that training should not be 
free:  if the space chose to take on volunteers or interns, then either the 
institutions should pay the host organisation or Arts Council England should 
do so from a dedicated fund: ‘so that it’s not always volunteer kind of stuff and 
giving away your time completely free’.  
 
The curator of a university-based gallery always had volunteers, but 
recognised that the relationship was very different from that with employees:  
experience had shown the need to allow for times when volunteers had other 
priorities like examinations.  Several participants told the same story of the 
demand for unpaid work: 
 

I get daily letters from students…. They come out with all the 
qualifications but they haven’t had any practical experience.  I’m just 
inundated with people wanting to get voluntary experience and there’s 
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only so many you can manage… actually honing it more and giving 
them set practical activities which will make them more marketable. 

(Deputy director working at two regional venues) 
 

We have huge numbers of people wanting to do voluntary work and 
really we can’t take them on… and we’re not only refusing people for 
full-time jobs, you’re refusing hundreds of people who are volunteering 
their time for free, you know.  There’s a huge demand out there of 
people who passionately want to work, and we can’t even fulfil the 
demand for voluntary work.         (Senior 
curator, major regional gallery) 

 
Our world is very good, probably better than any other profession at 
taking advantage of people and their enthusiasm, and getting them to 
work for very little despite their qualifications or what they have to offer.  
And there’s a lot of - it’s almost - abuse in the sector.. of people who 
are desperate to get on, desperate to get a job, get a career, but they 
have to do so much for nothing. 

(Director, established regional visual arts organisation) 
 

Already at this stage, the deputy director of a large regional gallery pointed to 
an imbalance in the proportion of applications for voluntary posts with black or 
minority ethnic candidates being under-represented.   
 
Having had to work unpaid themselves, our interviewees tended to talk about 
this as just another hurdle within the system.  The comments above 
characterise new entrants as having a fervent commitment to the visual arts 
and a in-built readiness for self-exploitation.  Meanwhile, current levels of high 
student debt and the uncertain effect of higher education fees change the 
future context for new graduates and also for those completing postgraduate 
degrees. 
 
The participant who spoke of ‘honing’ unpaid placements was keen to develop 
some form of accreditation to attest to the experience of volunteers.  Given 
the widespread use of voluntary workers, there is a case for generic baselines 
or contracts.  Institutions could also learn from each other and one participant 
referred to work by the Voluntary Arts Network. 
 
Finally, the representative of a large London organisation, where volunteers 
have a job description and contract, reported some resistance among certain 
colleagues to having volunteers.  Their fear was that what can be achieved 
with the help of unpaid staff leads to assumptions that the same can be 
achieved all the time, without volunteers.  This casts another light on the 
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extent to which unpaid voluntary work contributes to, or may hinder, the 
development of the sector. 
 
3.1.8  Internships, bursaries and similar support  
There is some overlap between the situation of unpaid volunteers and interns, 
some of whom may have certain expenses met.  Internships tended to 
indicate a more formal commitment to developmental opportunities.  However, 
there was considerable variation in the ways people used these terms.   
 
Those who had experienced support in the form of internships, traineeships, 
bursaries, fellowships and similar awards were positive about its value and the 
doors which it could open.  Some stressed, however, the importance of having 
a good role model or mentor and a welcoming institution. If these features 
were lacking, there could actually be a negative effect.  The effect of support 
from an interested individual applied at every level, from someone recalling a 
bursary at an early career stage, to the holder of a prestigious national award.   
 
As with unpaid volunteers, providing the right framework for internships and 
bursary-holders calls for commitment and energy from the host organisation.  
At a large organisation working across art forms, a nine-month traineeship 
had been established on the understanding that this should be an opportunity 
to learn and develop, not one where the least palatable office tasks fall to the 
trainee.   
 
The demand for internships in known organisations is high even when, as one 
gallery manager explained, the gallery pays no salary.  Taking up to twenty 
interns annually was ‘a lot of investment in terms of training people’, but the 
gallery saw this as worthwhile.  Many permanent staff had at some time been 
an intern. The manager saw this as a commitment by the organisation:  
‘Someone has to be able to afford to do it.  At that stage in my life I couldn’t 
have afforded it’. 
 
Used strategically, internships can be effective stepping stones to 
employment in the visual arts.  For one young participant, combining a part-
time internship (paid below the minimum wage) with study in the last year of a 
degree, had led to a first full-time job on graduation.  Prior to this, unpaid 
voluntary work with a major gallery had resulted in paid vacation work and the 
chance to develop additional skills.  Two further internships at high profile 
organisations, one in London and one elsewhere, had already given a basis 
for applying for the year-long internship.  Doing all this in addition to 
completing one’s degree is a demanding schedule, especially now when most 
undergraduates must earn money during vacations and many work during 
term time. 
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3.1.9 Location and job mobility 
 
Regional issues 
Location was a central issue for participants at one regional event where local 
development plans included a creative industries district.  One participant saw 
this as an opportunity to develop outside the gallery system and allow artists 
to create, for instance, larger-scale work.  Another was about to move the 
organisation to these new premises.   Despite such plans, some people were 
critical of a lack of local support structures for the contemporary visual arts.  
They were well aware of a ‘positive vibe’ locally, of many success stories and 
of the region’s ability to undercut London costs, but felt that more dynamic 
marketing and a better image would help them to compete with other regions.  
A visionary ‘champion’ at council level would help improve the climate for the 
visual arts.   
 
In a predominantly rural area, one curator saw it as especially important for a 
gallery to sustain collections and exhibitions of high quality.  Similar standards 
should apply to training staff and the provision of education work.   Alongside 
this, a freelance curator explained how ‘most of my work involves leaving this 
place, and using it as a dormitory’:  in this way, those involved in the cultural 
industries were bringing income from beyond the sub-region, not only from 
visual arts activities within it.  There was some scepticism about how far the 
local regeneration agenda really understood the visual arts.   
 
Participants in this group also challenged the conventional notion of a rural 
area and assumptions and ‘projected fantasies’ about types of ‘rural practice’ 
which they felt no longer exist’.  For artists, it was said, there is a rich 
environment, and ‘an amazing sort of melting pot, laboratory type situation’.   
This derived partly from underlying tensions over economic decline 
exacerbated by special factors, including the effect of the foot and mouth 
epidemic on the area, but also from other complex social and cultural 
influences.  Among these is what one participant described as the ‘historical 
shift’ in the way that artists now work in a modern technological environment.  
As they work increasingly outside galleries, ‘the museum has now become in 
a way an historical notion’.  Another remarked on the very encouraging public 
response to work other than traditional painting and on feedback on 
exhibitions which took the visual arts into new territory, while addressing 
issues in the community with which people can engage.   
 
Elsewhere, participants spoke of the advantageous cost of living and the 
vibrancy of the visual arts in their region.  A recent newcomer identified a very 
‘open’ attitude to the arts and to the work which one might want to instigate, 
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which encouraged constructive cooperation rather than competition between 
practitioners.  Here too, the response of the public to contemporary art, in 
terms of visitor numbers, was said to be remarkable and to create a fertile 
environment in which to work.   
 
The disparity between regions is documented in the BOP report and 
summarised in Jackson and Jordan, 2005, Part One, pp. 27-9.  
 
London issues 
The self-evident advantages of working in London provoked only limited 
comment from London interviewees, other than the observation that people 
often move from one professional post to another gallery or organisation in a 
lateral move.  Especially among marketing and PR staff, one interviewee had 
noticed that ‘people do just sort of ping around the different galleries and 
museums in London’.  This pattern can operate as a form of job rotation to 
maintain interest and develop new skills even if the move does not involve 
promotion.  It is possible simply because of the scale of activity in the 
contemporary visual arts in London.   
 
This comment provoked an interchange between three interviewees about the 
potential benefits of more mobility between sectors: 
 

A: People tend to move within arts organisations and actually, if we 
could enable people to move in and out… 
 
B:  In and out, so it’s not so ghettoised. 
 
A:  So they’re going from business to arts and back again, or to other 
charities to arts and back again, and bring in a completely different 
view of the world.  That would also be incredibly refreshing. 
 
C:  There’s too many sacred cows. 

 
In principle, cross-sectoral mobility would seem more likely to happen in 
London. 
 
While those located outside the capital spoke of the high overheads involved 
in being based there, London participants rarely mentioned these, and usually 
in relation to the cost of buying property.  One interviewee did characterise the 
capital as  
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A nightmare to live in... more and more ridiculous and expensive… we 
use London as a space in which to get things done…. It’s all too 
competitive and too kind of expensive. 

 
However this organisation continued to be based in London, even though the 
work involved a lot of travelling both nationally and internationally. Similarly a 
well established independent curator whose work was mainly outside London 
continued to be based there, citing the numerous galleries which are instantly 
accessible.   Another participant described the East End as the biggest 
cultural quarter in Europe:  ‘that’s our constituency’.   
 
A director involved in commissioning and showing performance work, video 
work and other varied practice did suggest that because London is so vast, 
‘there are kind of visibility problems for people working [in] different sectors or 
working in different ways’.  In contrast, another interviewee had spotted 
attractive opportunities for major art projects in some regions, but considered 
London the only place to get attention in terms of ‘audience and publicity and 
writing’. 
 
3.2 Careers  
 
This section addresses career issues, first the routes from education into 
professional work, especially through art history and master’s courses.  
Participants also had much to say about the qualities required of newcomers, 
sustaining and developing a career, and about educational and curatorial 
roles. 
 
3.2.1 The role of art history  
Art history as a discipline provoked divergent views.  This is not surprising 
given that some participants had done a practice-based first degree, and 
others degrees which combined subjects (see Annex 2).  Working for an 
independent trust and being responsible for collections, exhibitions and 
education, one curator strongly supported art history, lamenting the fact that it 
is rarely taught in schools and that even good degree courses may not equip 
students with an adequate knowledge of art history: 

You’ve got to kind of know something about the past before you can 
break the rules, or do something different. 

 
Others however put less stress on art history, and more on master’s degrees 
focusing on visual arts administration, museum studies, or curation.  We noted 
before comments about the predominantly female intake to art history courses 
and speculation that this gender imbalance could be encouraging lower 
starting salaries.   It was also said that students taking art history tend to be 
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from middle class and/or comfortable backgrounds, and better able to survive 
periods of voluntary work or low pay because of continued family support after 
graduation.   
The Eurocentric nature of many courses was said to exclude young people 
from minority backgrounds during the time when they were making subject 
choices in school.  Diversity had to be integral to the content of courses and 
critical debate engendered within them to make art history relevant and more 
accessible to a wider range of possible entrants.  One interviewee considered 
that any strengthening of the role of art history would simply present more of a 
barrier to creating a more diverse professional workforce. 
 
3.2.2 Masters’ courses 
The majority of these participants had an MA or equivalent qualification and 
they spoke of the MA as being almost essential for applicants to first jobs.  For 
some it had been part of a strategy to move into curatorial work after a 
practice-based first degree.  In contrast, a participant with a very academic 
background who had been educated outside the UK and had also worked in 
galleries was accepted on to one of the two courses identified by her as 
providing the necessary knowledge and skills:  ‘You have to make yourself 
employable’. 
 
A masters’ course which would help her to be ‘fast-tracked’ by getting 
experience in working in galleries had been the priority.  The support available 
to students of the Royal College of Art was seen as very advantageous in this 
respect.   
 
Recalling an arts management course, a coordinator who now works 
freelance explained that part of the reason for choosing her course was her 
awareness of ‘the disparity of language between artists and managers and the 
fact that there were a lot of problems’.  This was borne out by the fact that 
other students were predominantly from law or other disciplines which gave 
them very little understanding of how artists work.   
 
Reflecting on assessment standards, the director of a contemporary visual 
arts organisation who had also worked in higher education saw degrees and 
postgraduate qualifications as ‘an attempt to quantify something which is 
unquantifiable’.  Any judgment about a student’s work was said to be 
essentially subjective and equally most visual art practice was vulnerable to 
changing preferences because ‘the art world is driven by fashion, as opposed 
to quality’.   
 
The effects of expansion 
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There were mixed views about MAs.  Most participants had themselves 
studied prior to the growth in such courses.  The expansion in higher 
education and much wider range of master’s level provision made it harder to 
assess the value of any given course: 

Employers don’t really know what all these courses are actually 
teaching, because they seem to vary enormously.  And the students 
are not sure which is the right one to do for what they want to do… 
They’re turning out a lot of people who then get disillusioned because 
there aren’t the jobs… There’s a burgeoning group of sort of freelance 
people who find it difficult if they want to find permanent jobs in 
institutions. 

(Curator and deputy director responsible for education) 
 

A visual arts officer working in an arts centre felt that although some long 
standing courses had ‘started to evolve’, they were not really keeping abreast 
of contemporary practice.  A deputy director of a major regional gallery 
sensed  suspicion about the courses, whether justified or not.  Another 
thought that master’s courses which aimed to ‘fast-track’ students fostered 
expectations that people would soon establish themselves as curators, even 
though they still lacked the experience and sophistication which they would 
need to work with artists.  
 
Another participant saw the requirement of an MA as a raising of the 
benchmark and, while this indicates a growing professionalism, it might also 
jeopardise the flexibility and spontaneity which are essential to operating in a 
more innovative way: 

 
We are the last of a dying breed:  we are artist-curators.  Artist-curators 
don’t exist any more.  It’s like you have professional curators who have 
studied… very good MA courses, but in the past the qualifications 
attached to an institution like the Courtauld and it was a very particular 
form of curation, which was to do with collections, museums, 
conservation.  Now people on MA courses are studying the way that I 
operated in the past – just getting a space, putting a show on.  It’s all 
become very sort of established paths and ways of operating within the 
art world. 

(Director, visual arts company) 
3.2.3 Other reflections on education 
Interviewees also raised matters concerning structural change within higher 
education, such as the fact that the former polytechnics which gained 
university status had different obligations and priorities.  One participant felt 
that in some art colleges an increasing emphasis on research means that 
some MA students spend less time than before on looking at good practice 
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and more on preparing sound research projects.  A director of a visual arts 
organisation lamented a change in the expectations and attitude of 
undergraduate students once they had to pay fees.  These three participants 
were drawing on their own experience as part-time higher education lecturers.  
 
An increasing pressure on higher education was for postgraduate courses to 
address employability and the professional development needs of the sector.  
A close observer felt that the relationship between this and regional and 
national policies was still ‘fairly experimental’:  it entailed a fight to get the 
cultural sector included in regional policy documents.  It was hard to predict 
the effect of increased undergraduate debt on graduates’ ability to embark on 
masters’ level courses, but this participant predicted that higher education 
institutions will have to develop much more flexibility and plan more in terms 
of professional development, not just degree courses.  Moreover: 
 

It would be good if interview panels didn’t regard an MA, especially 
from one place, as a sort of talisman, but were prepared to look more 
broadly at what skills people have. 

 
This links to observations in 3.1.4 about the need to focus on skills rather than 
‘pedigree’.  
 
For new media specifically, one director felt that traditional routes into the 
presentation of the visual arts were less relevant:   
 

The route is more self-generated.  You tend to come in as a producer.  
It’s very much about using one’s own resources and … seeking out 
other networks of expertise.  You will often find that the practitioners 
are also the curators of media-led work….  The art/historical then 
curatorship, traineeship route doesn’t on the whole apply to media arts, 
new media. 

 
This suggests that the artist-curator is not a ‘dying breed’.  The new media 
present opportunities for curatorial and artistic activity which do not rely on 
traditional routes into professional work. 
3.2.4 New employees:  passion, commitment and steep learning curves 
Interviewees were keen to raise issues relating to new employees.  These 
included the nature of entry-level jobs, how to manage the expectations of 
part-time artist/makers, poor pay and other concerns.  Some of these have 
been indicated earlier, but here we point to particular themes articulated by 
participants. 
 



 70 

Alongside appropriate higher academic qualifications, new employees were 
said to need qualities such as ‘tenacity and insight’.  These might be gained 
through placement schemes during a course of study, but were in the view of 
one interviewee not fostered by some courses because they were 
insufficiently connected with ‘the real world’.  However an independent curator 
felt that ‘you want everyone to find the real world while they’re at college’, but 
it was difficult to ensure that the right qualities could be instilled in all students. 
 
Others spoke of the ‘passion’ and ‘commitment’ needed to establish a career 
in the visual arts and speculated on whether students who are having to pay 
fees have a greater expectation of a job and a salary after graduation.  One 
interviewee felt that this attitude did not fit well with such qualities which had 
always been taken for granted in the sector.  Many of these experienced 
interviewees saw gaps in the knowledge and skills which new entrants 
brought to their first jobs.   
 
Such views are not of course restricted to the contemporary visual arts:  a 
group of employers in almost any sector would be likely to express similar 
general opinions about the preparedness of new graduates.  One director 
commented: 
 

There’s a big jump between the knowledge base that art historians or 
artists have when they leave college and the reality of the world and 
that’s probably the steepest learning curve.  There’s a big gap that’s 
very clear between a very bookish approach, an academic approach, to 
what art is, to what it should be, to make the jump between how artists 
work, how it’s presented. 

 
For a director whose visual arts organisation employs several new BA 
graduates, it was important to address the link between low pay and the need 
for more professionalism: 
 

I’m desperate enough to think that the way forward for us at the 
moment is to try and get it to some sort of professional model … so that 
we can pay people properly…. Until we can pay people properly they’re 
always going to have a degree of flakiness. 

We heard earlier of a mismatch between the qualifications, skills and 
expectations of those applying to some organisations.  At one university-
based gallery, a gallery assistant post with a £7 hourly rate had attracted a 
hundred applicants, many of whom had an MA qualification.  At a major 
gallery , gallery assistant jobs, including voluntary posts, could attract 
candidates with PhD qualifications: the selection panel then had to discuss 
with the applicant the nature of the job.   Nevertheless this gallery benefited 
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from such knowledge and understanding.  Rather than employing armed 
security guards, it better fitted its identity to have  
 

Young, creative, interesting-looking people, albeit, perhaps, slightly 
bored… At least if someone asks a question they will be incredibly.. 
give their own opinion.  And if they’ve been walking around that 
exhibition day in day out for two months they probably know quite a lot 
about it. 

(Representative of major gallery) 
 

The gallery felt that this was an advantage.  However the example raises 
wider issues for the sector.  
 
3.2.5 Sustaining and developing a career 
We have explored the more usual routes into the profession, but some people 
create their own less conventional pathways into presenting the contemporary 
visual arts.   Here, three examples, all of very successful professionals, 
capture ways of gaining knowledge and experience from outside the sector to 
bring into the visual arts.   
 
• The curator of a well-respected contemporary gallery described how it was 

refreshing and efficient to employ an assistant curator who had a desirable 
MA but had previously chosen to work for a major retail company so as to 
benefit from their graduate trainee scheme and spend some time gaining 
experience after that.  In a small gallery, it was a boon to have an assistant 
curator who could not only curate exhibitions but also cope with business 
documentation, procedures and decisions.  This background, along with 
the opportunities given at the contemporary gallery enabled the assistant 
curator to move to a more senior position with a major regional gallery 

• The decision to pursue professional business qualifications enabled one 
participant to move later into arts management and freelance work.  This in 
turn provided a sound basis for a managerial role in a prestigious gallery 

• The director of a nationally known commercial visual arts organisation had 
qualified in the visual arts and always wanted to work in what is now 
termed the creative industries.  But leaving university ‘really broke’ meant 
that the entry-level realities were daunting: 

 
So I went into a large corporation and learned skills, which… in 
retrospect has worked quite well, because... coming into the sector, I’m 
already trained, and that’s helped me enormously… I’ve been really 
lucky, having done it that way.   
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Each of these people had a curatorial or management role in an organisation 
which has a serious presence in the presentation of the contemporary visual 
arts.   
 
Career trajectories: ‘people weave in and out’ 
For those who work as freelancers, multiple experiences feed into developing 
and sustaining a professional profile or ‘career’.   One such interviewee whose 
organisation had a national and international profile mentioned: 
 
• arts administration 
• developing one’s own creative practice in the visual and other art forms 
• having had an Arts Council Fellowship 
• running a gallery and programming 
• and being involved in live art 
 
At the same time, ‘It’s not straightforward, and I’ve learnt a lot around my 
dinner table, actually, rather than in offices’.   
 
A representative from the crafts sector indicated that when people are makers 
they tend to have portfolio careers and will have a significant strand of income 
from work as teachers, educators or facilitators.  For the organisation, finding 
ways to support this mix of purposes and skills calls for some thought.   
 
Having taken the freelance route, it could be difficult to see how to reintegrate 
into the employed sector.  A successful independent curator who also works 
outside the UK reflected that a move into regular employment could only be 
contemplated if it meant managing a large organisation, which might provide 
new challenges and opportunities.  However it was hard to see how the value 
of freelance curation expertise would be fully acknowledged.   (Even though it 
included project and business management as well as curatorial skills.) 
 
The variety of activities which contribute to a portfolio career has already been 
indicated.  One participant working outside London summarised the practice 
of others in this group interview:  
 

There’s such a range of trajectories even within this room:  people 
working within organisations, people that work independently,  people 
that work in partnership with other organisations.  It’s the collaboration 
with…a gallery or a venue.. you could slip in and out of those you 
know, you may hold a post within an organisation, become 
independent, and then go on to work with another organisation.  It’s 
quite interesting to watch how people weave in and out of those, and 
how that can follow a trajectory and that can be quite accidental.  
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(Freelancer working in the visual arts, 
with regional galleries, and on 
events)  

 
Portfolio careers are inherent to the visual arts but one participant with strong 
higher education links spoke about how university courses are seeking to 
address this, and about how far practising professionals develop such careers 
unsupported and how far they can access help within their region.   
 
Some participants knew colleagues who had left the sector, mainly for a better 
salary at the stage where they had to provide for a family.  They also spoke 
about the idea of leaving the visual arts to work elsewhere.  However some 
established participants observed that they might not now have the skills 
required to secure an acceptable post in other sectors.    
 
Moves into the sector were also reported.  Sometimes this was put in terms of 
mature people for whom a new role related to the visual arts was attractive, 
examples being people with marketing, accountancy and similar expertise.  
One interviewee expressed this as ‘trading down’ from careers in the 
corporate or academic sectors which were more demanding in terms of hours 
spent on the job and more pressurized.   
 
Are senior staff needs being sidelined? 
Discussion touched also on the varied role that senior staff perform.  Senior 
staff in small organisations need a wide range of skills and qualities which are 
acquired in a gradual, cumulative way.  The director of a new media 
organisation listed: 
 
• creative development 
• line management 
• managing a department (often a transient one involving working with 

freelancers) 
• strategic business development 
• leadership, and/or creative leadership and  
• vision for the organisation 

 
Working with a range of creative people on different projects means that, as 
one director pointed out, the management skills developed on one project 
may not always be appropriate to the next project.   
 
Moving from a small to a large organisation brings its own challenges, 
observed by some interviewees in terms of the need to delegate, especially in 
artistic direction where several projects are running concurrently. 
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Another issue for senior staff in small organisations can be the relationship 
with board members regarding professional development and training.  
Though the Chair of the board may be the line manager of the director, s/he 
may not necessarily be the best person to work with on professional 
development issues.  
 
Some interviewees pointed to challenges in succession planning in small 
organisations.  In one regional group, the director of one small organisation 
speculated that if two other participants were to leave their organisations, this 
would result in major changes.  
  
One director thought that the development of senior staff was an area which 
was easily ‘trampled underfoot’ by the process of day-to-day operational 
concerns, including developing artists, gallery assistants and interns.  See 
also comments on how short-term funding and routine exigencies affect 
leadership development in Jackson and Jordan (2005, pp. 82-8). 
 
3.2.6 Overlapping roles: the seamless web of education and curation? 
In discussing educational and curatorial roles, interviewees tended to take one 
of two positions.  For most of those who contributed to this research, 
awareness of the educational potential of their work was spoken of as an 
integral part of their daily activity as curators or presenters.   
 
For some it seemed that their professional activity was a seamless web which 
took account of the needs of new audiences and education in its widest 
sense, not just through formal links with schools, but also through community-
based projects focusing on older people, migrant communities, people in 
prisons, others with mental health problems or learning disabilities. 
 
For the curator of a local authority gallery, the aim was to get a balance in 
curating so as to interpret for visitors without compromising the artist’s 
intentions.  Another saw the role of education as ‘a huge issue’.  If the 
purpose of a show was audience development, then ‘education has to 
become completely central to the process of curation’.  However there could 
be mis-matches: 
 

There are many artists who… they’re not interested and they don’t 
want to interest an audience… when you’re trying to address the needs 
of audiences, diverse audiences, and that’s the whole point of putting 
on your exhibition, you’ve got a real tension and a problem to resolve 
there…  
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The artist potentially can say ‘I want no text panels, I don’t want any 
labels.  I don’t want anything that interferes with my artwork.’  And then 
you’ve got a problem. 

(Senior curator, large regional gallery) 
 

It was essential to take care to get agreement about such matters at the 
earliest planning stage but even this did not always prevent last-minute 
resistance by an artist to interpretation designed to help the audience relate to 
the artwork.  
 
A successful freelance curator with a practice which exemplifies cultural 
diversity described how, as soon as the initial concept for an exhibition was 
settled, it was important to work with education staff.  They could feed in ideas 
and would later deliver sessions associated with the exhibition. 
 
In contrast to the ‘seamless web’ of complete integration portrayed earlier, 
some interviewees worked in organisations where a dedicated education team 
had responsibility for structured programmes with schools and other groups.   
One felt that there may still be an issue ’around the parity or status of the 
education officer with the curator’, especially where education was an ‘add-
on’, in the form of activities to support an artistic programme which was not 
developed closely with educational staff.  While recognising such tensions and 
admitting that there were cases (especially it was suggested in large galleries) 
where curators could keep their distance from educational activity, participants 
pointed to the changing contexts within they worked: 
 

Curators now have got to be more multi-tasking, and they’ve got to be 
more accountable, and they’ve got to be more involved with their 
audience, so I think the boundary’s perhaps blurred more than it used 
to be. 
(Deputy director, regional gallery and museum organisation) 

 
For crafts particularly, one participant stressed the need to develop the market 
by the way in which exhibitions were contextualised, so that people could 
‘understand more about the process by which work is made, and therefore the 
value of it – why it is important’. 
 
Meeting educational aims 
In the group interviews no-one was dismissive about the educational purpose 
or value of the work which they presented, though participants did on 
occasion refer to an obligation to ‘tick the box’ about educational aims when 
applying for funding.   
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At its most minimal level this required an artist-led space to provide 
opportunities for visitors to discuss with exhibitors and with the studio 
manager.  He was happy to talk about the shows with student groups and 
others but resisted anything further:  ‘to go out and try to gear the shows 
towards that kind of education is frustrating’.   
 
In contrast, someone from an organisation which had worked with Arts 
Council support had been pleased at how flexible and supportive local contact 
officers had been, not interfering with the programme and plans: 
 

They did kind of push us a little bit into doing more education and 
outreach but … it could be just that the two of us have a little chat 
about what we think of what we’re showing, or some issue related to 
that.  We just advertise a little bit and whoever can come, comes, and I 
sent an email to student groups, but it’s not changing anything that 
we’d be doing.  In fact, it’s just getting us to do a bit more with our 
programme…  They’ve not made us pigeon-hole ourselves where we 
have to have this kind of diversity in our programme. 

 
At more formal levels, in large institutions ‘education’ means not just provision 
for school visits but also for talks, workshop programmes and continuing 
professional development opportunities for teachers.   Other forms of 
education and outreach work may involve artist educators or freelance 
teachers working with young people either in the gallery, or in youth 
organisations as well as schools.  There is much expertise in developing and 
managing such programmes.  At the same time, engage, the association for 
gallery education, has pointed out that the profession of gallery education is a 
young one, both in having developed relatively recently, and in the current 
composition of its workforce.  engage’s recent research has identified the 
need for professional development (engage, 2003). 
 
In some cases, practice-based degrees were useful in making the link 
between educational and curatorial roles: 
 

It’s really helpful if you’re talking to people about lithography, or 
etching, or whatever, to actually understand and to have done it.  It is 
different than knowing the theory and… just the art historical side of it. 
I understand the processes much better having… done the practical 
part as well.  

(Curator and deputy director, regional gallery) 
 
In working formally with schools, a project manager from an organisation 
which works across art forms criticised a lack of artistic activity in schools, and 
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was disappointed that when the organisation was welcomed in ‘you suddenly 
realise that you’re subsidising their curriculum’.  
 
For a small commercial gallery, education played a particular role.  While 
dealing with collectors in one way, the curator said that the large number of 
less-informed visitors which this gallery attracts had created a need ‘to find 
analogies and ways to explain what I’m doing’.    
 
Moving between roles:  poacher and gamekeeper 
There were other ‘overlaps’.   The director of a small visual arts venue felt it 
was a continual battle to retain the status of artist rather than being seen as a 
curator or building manager or similar role.  Another stressed that working as 
an artist for some of the time ‘actually adds to my role as a curator, or gallery 
director’.   The deputy director of an organisation overseeing two sites 
stressed that even in a role which had moved into managerial and educational 
responsibilities, ‘You do it in a certain way because you’re an artist, not 
because you’re an administrator…. Always a bit of you is an artist’.   
 
Some people were very comfortable with these overlaps: 
 

Whether that’s an exhibition, or curating an exhibition, or working with a 
group of artists to produce something:  it’s all kind of creative activity. 

(Director, regional visual arts organisation) 
This participant noted that artists’ working practice is becoming so diverse and 
flexible that we need to move beyond the familiar pigeon-holing and labels of 
‘art historian’, ‘curator’, ‘administrator’ and so on.  Artists’ ability to work 
outside galleries for instance in public places or through the internet and in 
other ways exploiting technological possibilities hastens the need to redefine 
such roles.   
 
In other ways too, boundaries and roles have become blurred: 
 

You can be poacher and gamekeeper, you can be the artist and you 
can be producer.  And you can move, quite easily, if you’re lucky, 
between one and the other.   

(Freelance artist and producer, visual arts organisation)  
 

This section has demonstrated how the concept of ‘career’ is being 
reformulated by particular factors within the sector as well as by individual 
aims.  
 
3.3 Professional development 
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This section presents views on professional development, first in terms of the 
needs of organisations, then in terms of support for individuals.   
 
3.3.1 Skills and training within organisations 
A few interviewees were specialists within medium or large visual arts 
organisations in administrative or managerial roles.  Those with experience 
outside the arts tended to stress the need to develop professional expertise 
among the workforce in appointing people with the right qualifications and 
background to areas such as marketing, and in developing among all staff 
better skills in, for instance, the use of IT.  People involved in curation and the 
actual presentation of contemporary work had their professional knowledge 
and expertise:  these were described as the only set of specialist skills which 
had to be acquired from within the visual arts sector.  However, interviewees 
spoke of an historical tendency to employ in managerial or administrative 
posts people who simply wanted to work in the visual arts, but did not 
necessarily have appropriate skills to the level required in other sectors. 
 
One organisation had been through a process of formally defining all roles in 
the technical and administrative areas: 
 

When we have a technician coming in to install a show they’re 
professionally qualified electricians, carpenters, etc, because  what we 
were finding was that there were - how can I put this? - there was 
‘heightened risk’ to the organisation from actually employing people 
without the requisite skills and experience. 

 
Though the focus here is on specialists in areas other than curation, the 
presentation of the contemporary visual arts requires a wide range of skills 
and support structure.  This example parallels the discussion about greater 
professionalism reported earlier.  Some visual arts organisations are clearly 
well resourced in terms of IT and indeed have staff who are working at the 
forefront of media development in their creative or curatorial practice.  
However interviewees from a variety of organisations commented on the need 
for IT resources and/or skills.  This ranged from the need in small companies 
to provide elementary facilities like a dedicated email address for each 
employee and ensuring that all staff had basic IT skills, to providing 
professional IT backup for troubleshooting, rather than simply relying on the 
most IT-literate member of staff to sort out everyone else’s problems.   
 
Organisational development 
Small organisations could have difficulty in addressing matters like skills 
development and succession planning.  One director observed that while her 
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own specialist skills could be sold on a consultancy basis, this had yet to be 
replicated among other staff in the organisation.   
 
Because of the mix of skills required and the need to create a team from just a 
few people, small organisations have to give careful thought to staff 
development and capacity building:  

 
The only way we’ve managed to fit the jigsaw is to grow people, we’ve 
never actually recruited… we’ve grown them all into their posts.. 
they’ve owned their post, they’ve made them into something else, and 
that’s how we’ve managed.   (Director, small visual 
arts company) 

 
Many of the organisations represented in this study relied on very specialist 
skills, and some interviewees recognised that to secure the skills needed to 
curate in a particular field, they tended to be searching within a restricted pool 
of talent:  ‘You’re often looking at poaching’.   
 
One small organisation was at a critical point in managing growth, having 
decided on a balance of core staff and freelance practitioners.  This was not 
just to restrict their employment obligations, but in order to get the excitement 
and ‘fresh growth’ which freelancers bring.  At the same time, the hope was to 
develop a new format for the relationship with familiar freelancers: 
 

I’m trying to look for models:  how can we retain and reward 
associates?  What would be in it for them and what would be in it for 
us?  How would they stay autonomous, and do their own bidding for 
work, manage their own work, but also be able to cope with things with 
us?   

(Director, regional visual arts organisation) 
 
This speaker was seeking case studies or alternative models for managing 
growth, while another pointed out that the notion of  ‘associates’ was similar to 
an approach taken at the Munich Kunstverein.  Examples from other sectors 
and from visual arts organisations which had been through this phase of 
development could help in defining priorities.   
 
Earlier we heard a participant elsewhere report how colleagues in a much 
larger organisation had realised that the ‘dipping in and dipping out’ of 
freelance curators meant that their knowledge was not being embedded in the 
organisation.  Getting a balance which will benefit the organisation, its regular 
staff and specialist freelance curators is not always simple.     
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Interviewees often spoke of skills which could be brought into the sector from 
outside to benefit an organisation; sometimes this point was made in fairly 
general terms:  
 

I’ve often heard in arts organisations,  ‘This person wears a suit and 
this person wears Levis’ and actually, the two things have to meet at 
some point and I think that there’s a real need for the arts to actually 
embrace other fields. 

(Director, contemporary visual arts company) 
 

Representatives of two major galleries reported, in one case, ‘a clear 
delineation’ between the curatorial staff involved in presenting work (who 
tended not to be artists) and those artists employed by the gallery in ‘non-
curating and non-exhibitions jobs’.  In the second case, though full-time front-
of-house staff tended to stay in post for a long time, the participant felt that it 
was with ‘slight disillusionment’ because they had been unable to further their 
creative practice.  
 
Moving to working practices, the representative of a major national visual arts 
organisation spoke positively about its Working Practices Document, signed 
by all staff.  This places the same obligations on all employees and promotes 
the aim of everyone having the same standards of professional practice: ‘it 
brings everybody all up to one level’.    
 
Developing ‘multi-tasking’ skills 
We sometimes make distinctions between curatorial and other responsibilities, 
but within the sector, there are many blurred areas, not only that between the 
‘artist’ and the ‘curator’.   People in small organisations have to combine 
curatorial with other functions.  It is also evident that the curatorial role, within 
a large organisation particularly, relies upon an adequate infrastructure of 
other specialists.  
 
For the director of a small visual arts organisation the need to cover every 
area of the business sapped energy.  Strategic planning, fund-raising, writing 
contracts and other tasks, described as ‘bureaucratic’, were seen as draining 
off enthusiasm and she was leaving this post.  Small visual arts organisations 
with a flattened hierarchy face the task of how to encourage development 
among staff so as to enhance their profile and quality of activity.  The director 
of one such company had observed colleagues making judgments as to 
whether to stay or to move to a large institution: 
 

They want to keep relatively independent, and relatively small scale, 
but have more… autonomy within their role, and have their name set 
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against particular streams of work, and have an impact on the sector 
and on the development of the media.  I think that’s critical. 

 
As well as seeking to provide such opportunities for individual development, 
this organisation had recently introduced a performance review system for 
staff. 
 
In order to develop a career, many participants spoke of the need for good 
business skills and good management skills, and the necessity of providing 
these.  Here the example of one London gallery in working on a long 
management training programme with staff was welcomed.     
 
3.3.2 Professional development and support for individuals  
The status of an individual will affect the support on which s/he can draw.  But 
in a sector dominated by small organisations, professional development 
opportunities cannot be assumed: 
 

The glass ceiling for the people that come in at the low level and 
haven’t developed skills…And there’s never enough money in cultural 
organisations to train people , so there’s no gallery that’s going to train 
you to be an accountant or give you Chartered Institute of Marketing 
exams, or you know you’re not going to be able to do an MBA, unless 
you’re senior management.. So you’re stuck and you’re not developing 
enough new skills, you’re just reacting to what’s happening in your 
organisation….. Unless you go and work somewhere where they will 
invest in the training, you limit your options significantly.   

(Director, visual arts organisation) 
 
Investors in People can operate as a catalyst within organisations.  A curator 
in a local authority service was positive about its effect.  It had already 
provided a framework to articulate her interest in strategy and policy to the 
director.  He had taken this on board very seriously, giving the curator much 
greater access to networks, meetings and developmental opportunities.       
 
Support welcomed by curators included opportunities to travel to particular 
exhibitions, especially with a peer group as in the regional Arts Council ‘Band’ 
schemes.  For curators working in very small venues, the chance for 
professional reflection and stimulation, along with the opportunity for 
collaborative discussion, was seen as particularly valuable.   
 
As indicated above, interviewees also spoke about bursaries, fellowships and 
so on which had helped them develop at a particular career stage: 
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The Arts Council Funding and Research and Development funding 
certainly helped me and my colleague, who’s the Arts Exhibition 
Officer, to develop expertise in contemporary art by just that basic 
funding, being able to go to other places and see things we wouldn’t 
normally .  Because we’ve got the funding it focuses us to actually go… 
We’ve got to see those things – because often you feel guilty about 
doing that and leaving all the management and things behind..  It’s 
starting to have an effect in terms of our thinking about programming.  

(Curator, local authority museum and gallery service)  
 

One interviewee from an organisation which has a national role thought that 
while some non-curatorial staff would have a professional route to 
qualifications, as in accountancy or HR or building management, the same 
could not be said for those on the administrative side of the arts:  ‘there’s no 
accepted career path/qualification for those jobs’. In other sectors or industries 
there is pressure to take professional qualifications but it was said that this is 
not the case for such posts in the visual arts.  However this is, once again, 
part of the framework of support for the contemporary visual arts.   
 
Equally, there is no accepted career path in more entrepreneurial areas, and 
the skill set for success is not always clear, as one director observed: 
 

If you made me write down what my skills are as someone who runs an 
artist-run space, I would find that very difficult because a lot is just 
interaction. 

 
3.4  Issues emerging from the qualitative study 
 
The qualitative research points to the following issues directly relevant to the 
Review: 
 
The nature of the work, salary and fee levels   
Low pay levels do not reflect the educational qualifications and professional 
expertise required for many jobs.  It is difficult to compare posts in different 
visual arts organisations, or to compare them with jobs outside the sector.  
Unless curatorial posts can be benchmarked against others, it is hard to 
demonstrate the case for higher pay:  the nature of curatorial work is not 
always understood outside the sector. 
 
Salary differentials between the highest ranking posts and those at early 
career stages were felt to be very great but there is a weak sense of 
opportunities for substantial earnings progression towards those higher levels.  
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Low pay leads some to leave London or leave the sector for better 
remuneration, especially when family responsibilities become important.    
 
There could be greater distinction between fee levels advised for artists and 
those appropriate for curatorial work.  It would be useful to explore other 
costing models.  However, combining artistic practice with presentational or 
curatorial work is inherent to the sector and to many freelancers’ work 
patterns.  This adds to the complexity surrounding employment issues.  
Employers, clients and funding bodies have limited appreciation of the real 
costs of curatorial work. 
 
Other terms and conditions 
Low earnings were said to prevent many people from contributing to a 
pension scheme.   Small organisations find it hard to offer employees pension 
provision.  Some organisations and individuals face difficulties around PAYE, 
its impact on costs and on the contractual relationship between the employer 
and the individual. Having a workforce which is largely female leads to 
uncomfortable compromises between the individual, the organisation and ‘the 
system’ in respect of handling maternity rights; these are too often stripped 
back to the basic statutory provision for professional staff employed on a 
fixed-term or freelance basis.  Intellectual property rights are also an issue for 
some curators. 
 
People’s commitment to the visual arts means that they often accept 
unfavourable terms and conditions, but many were rueful about their 
willingness to do so.  In other sectors, union representation can check this.  
 
Having a job, whatever its terms and conditions, was not how freelancers saw 
their work. For them, working in this way is a lifestyle choice and some 
stressed the autonomy and creative freedom which they had.   
 
Unpaid work and new entrants 
The traditional rite of passage through unpaid work excludes many people 
who cannot afford to work without pay.  Wider representation in terms of 
social background and ethnicity is hampered by this practice.  Senior staff 
deal with many requests for unpaid work and there is a cost in managing 
volunteers.  More scrutiny and guidelines on the use of unpaid workers could 
be useful. 
 
Those who do work unpaid are absorbing personally all the costs of early 
professional training.  The increasing financial pressure on new graduates will 
not ease this situation.  Employers, meanwhile, say that new entrants are not 
yet equipped to operate in the ‘real world’.  They therefore need opportunities 
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to learn on the job.  How that initial professional development is funded is an 
issue for the sector.   
 
Organisational and professional development  
Professional development opportunities such as mentoring, work shadowing, 
networking, travel, and access to examples of good practice are welcomed. 
Management training within a structured programme for an organisation was 
seen as very promising.  Where large organisations have professional 
expertise in areas like marketing and finance, there may be ways to share this 
with smaller organisations. 
 
Drawing in expertise from outside the visual arts would strengthen the 
framework for creative and curatorial activity.  The support system needs 
people with appropriate professional skills in administrative posts.  Some felt 
that in recruiting professional staff, more emphasis should be put on skills and 
less on ‘pedigree’.   
Small galleries and organisations could benefit from developing formal on-
going relationships with freelancers.   Various models could be explored. 
 
Most interviewees saw the educational and curatorial aspects of their work as 
integrated.  However there may be more demarcation in large organisations 
with specialist education staff.  
 
At the point where one freelancer could no longer accommodate the risks of 
the work being undertaken, the Arts Council had supported the setting up of a 
small organisation.  This kind of backing was said to be very worthwhile.   
 
Despite the dominance of London, some regional interviewees saw 
conventional perceptions of ‘urban’ and ‘rural’ as outmoded.  New artforms, 
new technology and easier travel combine with the move to take the visual 
arts into new venues.  ‘Rural’ locations can trigger socially engaged work.  All 
these features affect the ways in which organisations operate.  
 
The need for ‘multi-tasking’ puts pressure on small organisations.  Senior staff 
in small organisations are not always able to address their own needs 
because they are focused on developing the business and other staff.  
 
Under-representation 
Views on under-representation are reported alongside other relevant data in 
Chapter 4.  Briefly, participants said that diversity in the workforce begins with 
inclusive curricula in schools and in higher education.  The Eurocentric nature 
of most art history courses drew comment as did the lack of role models in 
higher education to encourage greater diversity. However, some interviewees 
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said that widening participation means tackling barriers created by socio-
economic disadvantage as much as those associated with ethnicity.  They 
expressed concern about the practical issues facing small organisations in 
providing for people with limited mobility.  More broadly, developing policy and 
practice in this area needed to come to grips with the fact that disabled 
colleagues were very unwilling to be ‘badged’ in this way (see Chapter 4). 
 
General issues 
Small visual arts organisations are the seedbed for the commercial sector and 
the creative industries.  This role is not always fully recognised, and nor are 
the links between the subsidised and commercial sectors.  More widely, many 
thought that in the UK the arts generally and the visual arts particularly are 
under-valued.   
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