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Continuing a series of reports initiated by a-n in 2007 and intended to 

provide ongoing evidence and insight on changes in the context for, 

and nature of, employment for visual artists, this Research paper by 

Susan Jones analyses data drawn from a-n’s Jobs and opps site over 

the calendar year of 2016 and provides commentary on the current 

conditions for artists’ practice in the UK. 
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Introduction 

This Research paper forms part of a series initiated by a-n in 2007 intended to provide 

on-going evidence and insight on changes in the context for, and nature of, 

employment for visual artists.  

The Key facts arising from analysis of 2016 data are first outlined, followed by the 

Context for the Research paper. Scope of opportunities amplifies the evidence and 

includes illustrations of opportunity and employment types from 2016 and explanatory 

diagrams that position the new data against prior years.  

In Matters arising, the evidence is extended into commentary on the current conditions 

for artists’ practice. It identifies implications for artists’ employment and livelihoods in 

future and raises two questions for consideration by those in the UK’s arts and creative 

industries who formulate policy and measure the economic and social impact as well 

as the myriad of organisations who commission and employ artists. The Conclusion calls 

for reassessment and reconfirmation of what constitutes good practice between artists 

and public-sector employers. Also included are Method and References sections. 

Key facts 

 In 2016 the total value of openly-offered work increased by 15%. In 2013 the 

overall value was £19.3m and in 2016 it had risen to £22.18m.  

 The total value of commissions and average value of a commission declined. In 

2016, the total value of all commissions represents a reduction of 59% against 

2013 figures which also show that the average value of a commission in 2016 

reduced by 63%.  

 More residencies were on offer in 2016 but the average value was less. In 2016 

while the total value of residencies increased by 32% when compared with 2013, 

the average value of a residency in 2016 at £2,126 represents a 27% reduction. It 

should also be noted that the average value of a residency in 2016 represents a 

reduction of two-thirds of its average value in 2007, when it was £6,342.  

https://www.a-n.co.uk/resource/artists-work-in-2016
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 In the category of awards, the total value and the average value of an award 

reduced. In 2013, the total value of the awards was £8.8m and the average 

value was £55,366. By 2016 the overall value had reduced to £6.7m and the 

average value to £42,350. 

 There were fewer exhibition opportunities but the average value increased. While 

the number of exhibition opportunities in 2016 was reduced by 5%, the average 

value of an exhibition at £1,078 represents an over four-fold increase from 2013 

figures. 

 There was less value in the competitions category and the average value was 

lower. When compared with 2013, the total value of competitions and prizes in 

2016 at £751,004 represents a reduction of 20% in overall value, and the average 

value at £6,056 is a reduction of 8% on 2013, when the average value was 

£6,593. 

 The decline in employment for artists from local authorities has continued. In 

2016, the total value of work from local authorities was just 2%. In comparison, in 

2010 and 2011 local authorities provided 10% of all opportunities by value, in 2012 

the value reduced to 9% and in 2013 to 3%.  

 In 2016, 31% of the value of UK employment of artists came from arts 

organisations. Notably however, work from arts organisations in 2016 provided an 

average value of only £5,305, while work from local authorities from whom 

employment for artists is shown to be in decline provided an average value of 

£11,800. 

 28% of all awards, commissions, competitions and residency opportunities 

openly-offered in 2016 didn’t offer any money to artists. 

 2016 data shows a substantial decline in the value of work for artists since 2007 – 

the UK’s pre-recession year. In 2007, the total value at £26.8m was 17% higher 

than the 2016 value of £22.18m. Furthermore, if this 2007 figure was translated 

into relative value for 2016 in order to match the purchasing power of 2007, 

rather than £22.18m, the total value would need to be £34.16m. 

https://www.a-n.co.uk/resource/artists-work-in-2016
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Context 

Artists work in 2016 forms part of a series initiated by a-n in 2007 which by demonstrating 

the scope and value of openly-advertised work and opportunities for visual and 

applied artists and making comparison with prior years, provides important evidence 

and commentary on changes in the nature and scope of employment for visual artists.  

By drawing on and analysing data from a-n’s long-standing and well-respected Jobs 

and Opportunities service, these Research papers which track the key opportunities 

categories of awards, commissions, competitions, exhibitions and residencies, can 

identify and raise awareness of trends and variations in patterns of employment, and 

contextualise these within prevailing arts, cultural and economic contexts. 

The intention is to offer nuanced insights which are otherwise unavailable about the 

nature of openly-offered employment and artistic opportunity and by doing so, to 

support not only the ambitions of artists as they seek to move their practices forward, 

but those in higher education charged with preparing the next generation of artists to 

join the sector, the diverse commissioners and employers of artists, as well as the UK 

institutions who formulate and measure the economic and social impact of arts, 

cultural and creative industries policies. 

Scope of opportunities 

Volume and value of opportunities 

While between 2007 and 2013, the volume of opportunities remained similar with only 

minor fluctuations, in 2016 it increased by 36%. However, it is not possible to draw any 

particular conclusions from this.  It might not be that more opportunities were offered in 

2016 than in prior years. The increase could be attributed to more assiduous collection 

by a-n’s opportunities team, higher levels of self-posting of opportunities by employers, 

or due to variations in the data analysis process. 

https://www.a-n.co.uk/resource/artists-work-in-2016
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Figure 1 Volume of opportunities 2007-2016 

In 2016, the total value of openly-offered work at £22.18m represents an increase of 15% 

against 2013 when the total value was £19.3m. Note however that in 2007 – the UK’s 

pre-recession year – that the total value at £26.8m was 17% higher. Furthermore, if the 

2007 figure was translated into relative value in 2016, that is to match the purchasing 

power of 2007, it would need to be 54% greater at £34.16m.  

 

Figure 2 Value of opportunities 2007-2016 
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Figure 3 2016 value by opportunity type 

Commissions 

In 2016, the total value of commissions and average value of a commission declined, 

with the total value of all commissions 59% lower than in 2013 and the average value of 

a commission reduced by 63% to £12,208 (from £19,445 in 2013). Note also that the total 

value of commissions in 2016 is only 8% of the total value of commissions in 2007, which 

was the UK’s prerecession year. This could be one indicator of how the austerity across 

the arts and public sector in the intervening period has impacted adversely on the 

employment prospects of individual artists. 

Even at 2016’s reduced average value, commissions command higher budgets than 

residencies or exhibitions, and because they provide for a sustained period of research 

and development, commissions are important to artists at mid-career stage when the 

need to consolidate their practice is greater.   

https://www.a-n.co.uk/resource/artists-work-in-2016
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Figure 4 Value of commissions 2007-2016 

COMMISSION TYPES - ILLUSTRATION   

Public art: ‘Gateway features’ at £10,000 for Leeds City Council via The Tetley, site-

specific sculpture or installation for community centre at £16,000 via LeftCoast, a 

major public art work at £450,000 for the Tinsley Locks/Blackburn area via Sheffield 

City Council; small scale works “to delight visitors and residents” at St Luke’s Park via 

Alison Turnbull Associates at £70,000, works for 3 themes within the Leavesden Country 

Park Heritage Trail at £74,000 each; mural commission at William Farr School  Lincoln 

at £600. 

Site specific installation: Off-site commissions in 3 places offered by Newcastle’s 

Hatton Gallery at £10,000, £400 for a new sound work for B-Side Festival. 

Moving image: Short film commission for My Future York at £1,500, narrative films by 3 

artists for Channel 4 Random Acts via Northern Film and Media at £5,000 each.  

Exhibition commission: Fermynwoods online commissions for 1-7 artists with a total 

budget £1,400. 

Note that within this category, no exhibition commissions were on offer otherwise from 

galleries. 
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Awards 

In 2016 in the category of awards, both the total value and average value had 

reduced since 2013 when the total value of awards was £8.8m and the average value 

£55,366. In 2016, the overall value reduced to £6.7m and average value of an award to 

£42,350. Although the 2016 average value is broadly similar to 2007 when it was £43,567, 

to match the purchasing power of 2007, the average award in 2016 would need to be 

£49,126 or 13% greater. 

  

Figure 5 Value of awards and average value 2007-2016 
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AWARD TYPES – ILLUSTRATION 

Fellowships and awards from charitable trusts and foundations including Daiwa, 

Pollock Krasner, Stanley Picker, Elizabeth Greenshields and Elephant Trust give artists 

artistic refreshment by ‘buying time’ to research new directions and approaches.  

The Elephant Trust offers New Work Grants usually limited to £2,000 but sometimes up 

to £5,000 “to make it possible for artists and those presenting their work to undertake 

and complete projects when frustrated by lack of funds. It is committed to helping 

artists and art institutions/galleries that depart from the routine and signal new, distinct 

and imaginative sets of possibilities.” Past recipients have included Rachel 

Whiteread, Vong Phaophanit, Gillian Wearing, Steve McQueen, Mona Hatoum, 

Richard Deacon, Phyllida Barlow, Stephen Willats, Mike Nelson, Daria Martin, Cathy 

Wilkes, Enrico David, Daria Martin, Simon Martin, Elizabeth Price, Bonnie Camplin, 

Emily Wardill and younger emerging artists such as Sean Edwards, Anja Kirschner, Kim 

Coleman & Jenny Hogarth, Tom Woolner, Mike Cooter, Jason Dungan, Nina 

Manandhar and Megan Fraser. 

Within awards for artists’ professional development, The Baltic Centre for the Arts 

Woon Foundation Prize offered a final year undergraduate £20,000, studio space, 

mentoring and final exhibition. Small awards included a-n bursaries of £500-£1,000 

and Glasgow Life’s mentoring scheme with £1,500 attached. Cockpit Studios, Mark 

Tanner and Lewisham Art House awards took the form of free studio space and 

related support. 

 

Residencies  

The total value of residencies in 2016 increased by 32%, although when compared with 

2013, the average value of a residency in 2016 at £2,126 represents a reduction of 27%. 

Note also that the average value of a residency in 2016 represents a reduction of over 

50% of the average value of a residency in 2007 when this was £4,861. If the figure was 

to reflect the purchasing power of 2007, the average value of a residency in 2016 

would need to be £5,638. 

https://www.a-n.co.uk/resource/artists-work-in-2016
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Figure 5 Value of residencies and average value 2007-2016 

In the UK, the term ‘residency’ has become widely interpreted, as demonstrated in the 

opportunities on offer in this category in 2016. At one end of the interpretation scale is 

the residency which offers a fee and other benefits to enable an artist to spend a 

reasonable period of time taking stock and reflecting on their practice with an 

expectation of some kind of public output at the end, and at the other the micro 

residency in which in a short time for a small fee, the artist is charged with responding 

through their practice to social needs.  

The 2016 data provides instances where the term ‘residency’ is applied to what are 

exhibition opportunities, in that applications were solicited from artists to propose how 

they would spend a period of time in ‘in residence’ at gallery space, in order to make 

new work for exhibition. However, although artists may gain ‘exposure’ which may aid 

career development, when neither fee nor expenses budget are offered, application is 

limited to artists who have the financial resources to undertake it at their own expense.  

Even when fees and expenses are provided, applying for a residency may not be an 

option for all within the artists’ constituency who are looking for work. Artists who may 

feel excluded from such opportunities include those who cannot work away from home 

unless there is a fee which reflects the realistic costs of doing so, artists with family 

responsibilities who need an additional budget for child or other carer costs, artists with 
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existing regular contracted work commitments such as teaching, and those who 

require individualised support such as personal assistant or interpreter to carry out their 

art practice.   

RESIDENCY TYPES - ILLUSTRATION 

VARC (Visual Arts in Rural Communities) offered a twelve-month residency with a 

£9,000 fee, plus studio, accommodation and additional exhibition and materials 

budget for an artist to undertake community projects and make new work for 

exhibition.  

The six-month Bridget Riley Fellowship at the British School at Rome for “exceptional 

artists at an early to mid-point in the career” is worth £9,000 plus board and 

accommodation. 

As a direct response to the many residency opportunities which don’t acknowledge 

artists’ family commitments, artist and mother Nicola Smith (aka We Are Resident) 

researched and developed a model of practice for a ‘family-friendly’ micro artist’s 

residency. Supported by Arts Council England and Finland’s Tampere Artists’ 

Association, a two-week, research-based opportunity which included fee, travel and 

access expenses, and studio and family-friendly accommodation was offered in 2016 

to a male or female artist from North-West England whose participation in the usual 

residency opportunities would otherwise be limited due to family or personal 

circumstances. 

 

Exhibitions 

In 2016, the volume of exhibition opportunities reduced by 5%, although the individual 

value of each exhibition opportunity increased to £1,078, this representing an over four-

fold increase in value against 2013 figures. However, a trend of reduction in the volume 

of openly-advertised exhibition opportunities since 2009 becomes more apparent by 

reviewing the period 2007-2009. 

https://www.a-n.co.uk/resource/artists-work-in-2016
https://www.a-n.co.uk/blogs/we-are-resident
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Figure 7 Reducing exhibition opportunity for artists  

EXHIBITION TYPES – ILLUSTRATION 

Within artist-run ventures, KARST and Platform Arts Belfast called for proposals to 

exhibit in the gallery programme, and Airspace Gallery to show work in the gallery 

window space. Within temporary or short-term ventures, Centrespace Gallery Bristol, 

Hidden Studios Altrincham, Edinburgh Art Festival, Fringe Arts Bath and Glasgow 

Open Houses sought artists’ applications for pop-up or temporary shows or festival 

projects. With the exception of Airspace which offered a £100 artist’s fee, 

opportunities in both artist-run spaces and temporary projects, made no mention of 

paying fee or expenses. 

Although artists’ proposals were invited by Oriel Davies in Wales for inclusion in the 

‘Imaginary Worlds’ group exhibition, the exhibitions category contained no entries 

inviting artists to apply for selection for the exhibition programmes of galleries in the 

funding portfolios of the arts councils of England, Scotland or Northern Ireland. It is 

thus not possible within this Research paper to ascertain either the scope or levels of 

fees paid to artists in 2016 for exhibiting in publicly-funded galleries. 
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Competitions 

Open competitions and prizes are valued by artists at all career stages, as being 

selected on artistic merit provides them with exposure to art world and public interest as 

well as to potential income from prizes and sales. However, in 2016 there was less value 

in the category of competitions and the average value of a competition was lower. 

When compared with 2013, the total value of competitions and prizes in 2016 reduced 

by 20% and the average value by 8%. 

 

Figure 7 Value of competitions 2007-2016 
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COMPETITION TYPES – ILLUSTRATION 

The 20th National Open Art Competition in 2016, open to amateur and professional 

artists, attracted 3,200 entries and provided £60,000 in prize money in various 

categories. In the Fine Art Prizes £5,000 went to Juliet Robertson, £3,000 to Kate 

Mieczkowska and £2,000 to Michael Calver.  

The Jerwood Drawing Prize offered a £8,000 first prize, £5,000 second prize and two 

£2,000 student awards. “Selected from original drawings, the exhibition provides a 

platform to showcase the work of UK-based drawing practitioners, from student to 

established, and as a project helps to define a wider understanding of the role and 

value of drawing in creative practice.” 

Open to painters at any career stage, The Marmite Prize selected 39 artists in 2016 

with winning artist Mary Heilmann awarded a 4-week residency in London and £500 

expenses and runners-up Emma Cousin and Sheila Rennick getting “a pat on the 

back”. 

The Young Sculptor of the Year award is open to North East artists aged 18-25, is 

sponsored by the Gillian Dickinson Trust and offered by Cheeseburn Sculpture. The 

2016 winner Dan Gough was awarded a £6,500 commission to make new work with 

mentoring support, spending nine months at the National Glass Centre producing 

Scurry, an outdoor installation of 2,000 ceramic squirrels temporarily sited at 

Cheeseburn. 

 

Arts employers 

In 2016, the HE/FE sector which offered 42% of all paid work was the largest UK 

employer type. Arts organisations which provided 31% of all opportunities by value were 

in second place. Although between 2009 and 2011 employer patterns remained fairly 

steady, with the HE/FE sector the major employer, by 2012 arts organisations and the 

HE/FE sector were neck-and-neck, with local authority employment in third place.  

https://www.a-n.co.uk/resource/artists-work-in-2016
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However in 2013, employment from arts organisations had grown to 33% while 

employment from local authorities, which in 2010-12 had provided 9-10% of work, 

dropped to just 3%. In 2016 employment from local authorities reduced to 2%.  A factor 

in this trend of decline is likely to be the reduction in local authority arts budgets, which 

between 2009 and 2014 were cut by 11%. Note also in terms of the future employment 

of artists from this sector, a survey in 2016 of local authorities in England and Wales1 

revealed that 37% of them had neither a dedicated arts officer nor directly delivered 

arts services.  

 

Figure 7 – Major employer categories by value 2009-2016  

In terms of future trends in artists’ employment, analysis of the 2016 data reveals that the 

average value of employment from arts organisations at £5,305 is considerably less 

financially lucrative for artists than that coming from local authorities, where the 

average value was £11,800. 
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Figure 8 – Employment average value 2016 
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financial security. Thirdly, realising income expectations and artistic development are 

premised on visual artists being able to demonstrate certain attitudes and behaviours, 

in that they need to have an interest in, and ability to go wherever the work is, to 

continually adapt their practices to the needs and expectations of employers, and be 

capable of managing multiple personal and professional priorities while navigating the 

differing types and weights of artistic employment.   

These factors in combination form the operating conditions for contemporary visual 

artists which affect not only the scope and quality of artistic practices, but impact on 

artists’ ability to forge and sustain their lives and careers over a life-time have informed 

the key questions which follow.  

 Is portfolio working undermining artists’ creativity and their livelihoods? 

It was Summerton5 who first suggested that some visual artists have an active 

preference for portfolio working, although Galloway6 concluded that the inherent 

unpredictability and financial uncertainty of it can undermine artists’ creative activity. 

McRobbie7 found that within the creative industries as a whole, portfolio workers were 

holding down three, or even four usually short-term projects at once, these alongside 

other jobs taken on to cover gaps in work. However, research by the Creative Industries 

Federation2 concluded that the creative freelancer’s portfolio is now wider, with most 

doing contracted work, and over half taking on an average of one to 10 contracts 

each year, some doing this alongside part-time employment, and others combining 

different sorts of freelance work over the year.  

However, the nature of portfolio working presents both financial and cultural 

disadvantages. Research by Ball8 into arts graduates, of whom nearly half were 

portfolio workers, showed that livelihood was undermined because the more of a 

portfolio worker they were, the less they earned. It should be noted in this respect that in 

2016, 28% of all the openly-offered awards, commissions, competitions and residency 

opportunities didn’t offer any money to artists, and that the average value of work from 

arts organisations, is low when compared with work offered by HE/FE, local authorities, 

trusts and healthcare.   

https://www.a-n.co.uk/resource/artists-work-in-2016
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A  economic impact report in 20139 showed that although full-time earnings in the arts 

had risen by 6.8% in the five years prior, part-time earnings – one might surmise these to 

include freelancers and artists – decreased by 5.3%.  As indicated in this Research 

paper, there has been a 17% decline in the value of work for artists since 2007. 

Furthermore, for individual artists and their livelihoods, the decline is more significant 

when the relative value or purchasing power is taken into consideration. In order to 

match the purchasing power of 2007, the 2016 overall value figure of £22.18m would 

need to be 54% greater at £34.16m.  

This suggests that it is appropriate to refine and enhance the scope of publicly-funded 

commissions and residencies in particular and to realign arts budgets and allocation of 

artists’ fees to better reflect contemporary costs of a freelance practice and the value 

artists contribute to the success of the visual arts.  

 Should publicly-funded opportunities be openly-advertised? 

This report shows a trend of decline since 2009 in the volume and value of openly-

advertised exhibition opportunities and competitions. These opportunities which enable 

artists to submit examples of their art work are of particular benefit to those with studio-

based practices including painters, printmakers and applied artists, whether at early or 

mid-career stage, who haven’t achieved sufficient visibility through exhibitions or gallery 

representation. Once selected, even if the artist doesn’t win a prize, being exhibited 

amongst peers enhances public and art world profile, contributing to career 

progression and increasing the potential for sales in future10. Notable past examples of 

this ripple effect on career trajectories include Tracey Emin who was selected for the 

1989 Royal Over-Seas League’s exhibition and Chris Ofili winning the £300 prize in that 

year’s Young Contemporaries11. 

Research within a-n’s Paying Artists campaign12 to reaffirm good exhibition practice 

and fair pay for artists in publicly-funded galleries indicates that opportunity for artists to 

submit their work for consideration by exhibition curators is rare.  Exceptions include 

galleries such as Cardiff-based g39 which “invites submissions from artists throughout the 

year” and Brighton-based Fabrica which selects artists through “a variety of methods, 

including open calls for submissions and limited calls”13. 

https://www.a-n.co.uk/resource/artists-work-in-2016
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Although a-n first reported on this phenomena in 200814, no attempt has as yet been 

made to track or systematically analyse the volume or value of ‘nominated’ 

opportunity. Anecdotal evidence suggests that the trend to identify artists for publicly-

funded exhibition and commission opportunity by recommendation may be on the 

increase.   

RECOMMENDATION ROUTE – ILLUSTRATION 

Meeting Point 2 supported by Arts Council England’s Museum Resilience Fund used 

the recommendation route to identify 30 artists who were invited to submit proposals 

for ten commissions of £10,000 for new installations in ten museums in the North of 

England in 2017.  

The Liverpool Biennial International Showcasing scheme, funded by Arts Council 

England, provided ten artists working in the North of England with Associate status 

and £12,000 expenses each to participate in showcasing opportunities and improve 

their visibility through mentoring and networking, including showing during the 2016 

Liverpool Biennial. 

 

However, being on the radar of nominators is dependent on artists first having the 

opportunity to become visible. To ‘get noticed’ and achieve artistic success on merit, 

artists need to have their work in exhibitions and discussed by peers, other artists, critics, 

curators and academics. The decline in openly-offered exhibition and competition 

opportunities in favour of the recommendation route inhibits this. By doing so, it 

contributes to the inequality of opportunity which prevails in the creative industries 

where research shows that because employment opportunities are handed on within a 

‘club culture’, the ability for individuals to ‘get on’ is dependent less on their merit and 

more on their ‘network sociality’7. 

Furthermore, this Research paper demonstrates that while the volume of work deriving 

from arts organisations is on the increase, there has been a notable decline since 2009 

in artists’ employment from local authorities whose policies specifically uphold equality 

and diversity through offering opportunities openly. Although the recommendation 

https://www.a-n.co.uk/resource/artists-work-in-2016
http://www.artsandheritage.org.uk/news/
https://www.a-n.co.uk/news/new-liverpool-biennial-programme-supports-northern-artists-to-work-internationally
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route helps to control administrative time and costs in cash-strapped arts organisations, 

if the trend in publicly-funded visual arts organisations to favour this route over open 

application were to become more prevalent, for some constituencies of artists it is likely 

to contribute to amplifying the inherent disadvantages the creative industries create for 

creative careers and livelihoods.   

A policy which expects that publicly-funded opportunities are openly-offered would 

ensure that those artists worthy of support and exposure, whether they are located 

outwith the urban conurbations the creative industries inhabit or unable for any reason 

to participate in the ‘sociality’ and networking which can make artists visible within 

selection and curatorial networks, do not suffer greater degrees of disadvantage as 

they seek to develop artistic careers and sustain livelihoods15. 

Conclusion  

Research has already concluded that the prevailing conditions of the creative 

industries are more conducive to workers under 35, and present inherent disadvantages 

for those from ethnic minority groups and for disabled people, as well as for women 

with or wishing to take on family responsibilities16, 17. However, the commitment to 

reducing social and economic disadvantage and inequality across the publicly-funded 

arts is clearly stated and the impact of remedial strategies are measured both at policy 

and delivery levels18. 

Within this imperative, and in parallel with the Paying Artists and Valuing Artists 

ambitions19 to devise a fair and flexible solution for artists exhibiting in publicly-funded 

galleries, it would be timely for the visual arts sector to reassess and reconfirm what 

constitutes and demonstrates good practice across the gamut of arrangements 

between artists and public-sector employers, to ensure that the constraints which have 

been identified in this Research paper, such as portfolio working and what may be a 

trend to favour the recommendation route over open submission, do not undermine 

either the quality of the visual arts or the livelihoods of artists in the future. 

 

 

https://www.a-n.co.uk/resource/artists-work-in-2016
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Method  

The data source and analysis in this Research paper is the database of opportunities 

and jobs as published by a-n for a membership of 22,000 artists and arts professionals, 

over the calendar year of 2016. References and comparisons are made to prior reports 

in the series which have used this same method of data collection and to related 

published material, as cited in References.  

Each of the entries in the 2016 database has been assessed individually, to capture 

details of the nature, scope and financial value and to calculate volume whether the 

entry contains more than (for example) one prize, residency, award or commission and 

the overall financial value. In instances where data is unclear or too brief to glean these 

details, further checking is done back to original sources, provided these are accessible 

online. While material in all categories are noted, the emphasis in these reports since 

2005 has been on tracking changes within the key categories of awards, commissions, 

competitions, exhibitions and residencies. The employers’ analysis follows the categories 

first established in 2009, segmented into UK HE/FE, local authorities, trusts, healthcare 

bodies and arts organisations. Falling into this latter category, which encompasses both 

publicly-funded and commercial ventures, are galleries, independent art agencies, 

cultural institutions and other arts projects including those which are artist-led.  

It should be noted that the data and analyses do not represent the full gamut or total 

volume of employment opportunities there may have been for artists in that period, as 

many of these are not subject to open submission or application. 

 

Susan Jones 

PhD researcher on artists’ livelihoods and arts policy (2015-18), commentator on artists' 

practices, employment and development, artists’ adviser and mentor, contributor to 

arts advocacy. www.padwickjonesarts.co.uk 

 

 

https://www.a-n.co.uk/resource/artists-work-in-2016
http://www.padwickjonesarts.co.uk/
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