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Abbreviations and Glossary
Arts Council England / Department of Culture Media and sport (DCMS) / Local Authorities:
The UK funding system is complex. The government department with responsibility for the arts
sector is the Department of Culture Media and Sport (DCMS). The DCMS provides funding to the
arms length body, Arts Council England, who in turn disburses funding to National Portfolio
Organisations (4 year agreements), strategic funding through schemes such as Creative People and
Places and the Strategic Touring Fund and project funding through Grants for the Arts. In Scotland,
the Scottish Parliament (funded by Westminster) directly funds the National Companies and also
provides funding to the arms length agency, Creative Scotland. In Wales a similar situation exists
with the Welsh Parliament providing support to Arts Council Wales and in Northern Ireland Arts
Council Northern Ireland is funded by the Northern Ireland Executive. In addition, local government
supports the arts sector across the UK. In England there are 353 total local authorities – 27 County
Councils, 201 District Councils, 32 London Borough councils, 36 Metropolitan Boroughs and 57
Unitary authorities – in Wales (22), Scotland (32) and Northern Ireland (11) there are only unitary
authorities,
Business Models:
A business model is the way that a company sells products to its customers. It describes how a
business creates, delivers, and captures value. In the ‘for profit’ sector there are four broad types of
model that one finds – manufacturer, distributor, retailer and franchise. However, in the cultural
sector many businesses are ‘not for profit’ and are experiencing increasing pressure
to become more business-minded and to achieve economic sustainability. The most important
characteristic of a successful business model is that it is viable and sustainable. Non-profit
organisations operating in the arts and culture sectors have traditionally had some traits that could
still be considered characteristic today: they are driven by a mission and not by profit-making, they
have difficulties generating a surplus from their core activities, they are dependent on public funding
and they are undercapitalized. Being undercapitalised as well as undermanaged adds complexity to
the task of innovating working practices and business models which is perhaps why we see little
innovation in our business models despite the system appearing to be ‘broken’.
Continuing Professional Development (CPD):
The process of continuing to develop skills, knowledge and experience both formally and informally
as you work, beyond your initial training. Or alternatively it could be seen as being what you
experience, learn and then apply to your practice. It ensures you continue to be competent in your
profession. It is an ongoing process and continues throughout a professional's career.
Initial Training:
This is the general or vocational education and training carried out in the initial education system,
usually before entering working life. For most artists, this entails tertiary education at undergraduate
and/or postgraduate level in Universities or specialist conservatoires.
Federal and State Government:
Federal relates to a form of government where states recognize the power of a central government
while still keeping certain state-level governmental powers. In both the USA and Australia these
different levels of government offer different support structures for the cultural sectors in each
country and state governments have far greater autonomy than in the UK.
Participatory Arts;
The ‘practice’ is called many different things - Socially Engaged Arts Practice, Relational Art,
Dialogical Art, Community Art, Collectivism, Participatory Arts – to name but a few. This reflects
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recognition of the varied contexts, artforms, approaches and methodologies that are at play. The
nuances, complexities and subtleties is perhaps why we have so many terms and descriptors for
variations of participatory arts practice. Artists who locate themselves within these practices engage
with people, work collaboratively and connect with a variety of voices in the creation of work.
Increasingly more and more artists are choosing to work in this way and this makes it more
important that, as a sector, we address the needs of artists in a collective way.
Philanthropy:
Literally, philanthropy means ‘the desire to promote the welfare of others, expressed especially by
the generous donation of money to good causes.’ The term is often also used to define a
philanthropic institution or a charity. So, philanthropic support may come from individuals or
organisations. This is of course, a rather strange concept in the cultural sector when many
institutions are themselves charities, dependent on financial support from other charities.
Self Employment:
Self-employment is the state of working for oneself rather than an employer. Self-employed people
generally find their own work rather than being provided with work by an employer, earning income
from a trade or business that they operate. In the United States and United Kingdom governments
are placing more emphasis on clarifying whether an individual is self-employed or engaged in
disguised employment, often described as the pretense of a contractual intra-business relationship
to hide what is otherwise a simple employer-employee relationship. Generally, someone will be
considered self-employed for tax purposes if that person is running a business as a sole
proprietorship, independent contractor, as a member of a partnership, or as a member of a limited
liability company that does not elect to be treated as a corporation. While all forms of selfemployment offer independence and autonomy for self-employed individuals, the rewards and
income generation vary dramatically by industry. In the cultural sector it is the predominant form of
employment for artists and for many producers, managers and consultants.
Subsidy:
A subsidy is a form of financial aid or support extended to an economic sector generally with the aim
of promoting economic and/or social policy. Although commonly extended from government, the
term subsidy can relate to any type of support and in the UK it comes from a range of different
sources as outlined above. Most cultural organisations working under a not for profit business model
will be in receipt of subsidy of some sort to render their work economically viable as well as socially
accessible.
Sustainability:
Sustainability refers to the ambition to survive over time and continue providing value in a successful
manner.
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Executive Summary
Artists are largely self employed portfolio workers – micro businesses – providing services to
organisations, commissioners and public agencies. There are more than 250,000 of these artists
across the UK providing services that enable others to participate in artmaking and they are largely
unsupported and self sustaining as businesses. Their work lacks both economic and social stability
and yet, society depends on them to deliver impact in health, criminal justice, education and
community settings. In 2017, a Winston Churchill Memorial Trust Travel Fellowship enabled me to
visit the USA and Australia to explore entrepreneurial solutions that supported artists
working in participatory settings.
Social and Civic Impact …..
We are living in times when the role of the artist in civil society is arguably more important than ever
before. But artists can only play their role if they are supported by the other players in the system –
the funders and policy makers, commissioners and employers and institutions. As a complex ecology
no player can operate in a vacuum and thus, social and civic impact can only be achieved when all
components are working to the same end.
Funders and
Policy Makers
Commissioners
Institutions
Artists

Social Justice
Social/ Civic Impact

Requires sustainability …
The importance of the role that artists play means it is imperative that we find ways to render their
working lives more sustainable, stable and supported. But, for artists to thrive we also need our
institutions and organisations to thrive and be sustainable. I have concluded that the key to this will
sit in the area of overlap where the interests of the two coalesce, where organisational interest and
the interest of the individual artist are focussed on social impact and the needs of the participant.

Organisations
and
Institutions

Artists

Participants
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Artists can only play their role if they are supported by the other players in the system – the
funders and policy makers, commissioners and employers and institutions. So, if we are to
generate the system and ‘field’ change needed we must generate field wide partnership working,
communality, collaboration and collective action.
The learning is presented as a series of observations and case studies which illustrate observations
and learning in several key areas:
•
•
•
•
•
•
•
•

A Movement: Teaching Artistry;
Approaches to supporting the thriving hybrid artist;
Higher Education approaches;
Providing and Supporting Infrastructure;
Institutional approaches;
Collective Solutions;
Alternative Business Models;
Long term commitments to place and community.

Learning
The learning can be summarised as follows:
• The pillars of sustainable artists careers are a stable income, a supportive infrastructure and
vibrant creativity;
• The key to achieving this sustainability lies in the area of overlap between the interests of the
artist, the organisation and the programme of work/ participants – social impact;
• Long term commitments to programmes, partnerships, place and communities embed artists
and organisations within the communities they serve so that value is clear and this generates the
required social impact and value and therefore supports sustainability;
• Relevance and social impact sit at the heart of the sustainability agenda;
• The language we use to describe the practice is important in generating consensus, value,
respect and identity;
• There is an important role for the tertiary system in initial training but also in research and
evidence;
• There is a need for advocacy for artists not just for the sector;
• Collaboration, collective capacity and working and asset based working seem to support longterm sustainable solutions;
• New business models are needed - the ‘not for profit’/ company model appears to be broken.
Individual entrepreneurial or ‘solopreneurial’ approaches, social enterprises, non-transactional
and collaborative developments appear to be the way forward. More nimble, porous and agile
organisations working across the ecology also appear to support long term sustainability.
Transferring the Learning
There are challenges in implementing this learning within a UK context.
•

Some progress is already evident in relation to collaboration and collective capacity, despite the
fact that we work in a predominantly competitive system where resources are becoming
increasingly scarce and competition therefore becomes more fierce. But, our business models
are entrenched and organisations are underresourced, undercapitalized (very few have
reserves) and undermanaged. Change is therefore slow to emerge in this area.
(Recommendations Five, Six, Nine and Ten)

8

•

Our funders remain predominantly concerned with content generation and more attention need
to be given to more multi-dimensional approaches to the achievement of artistic, financial and
organisational sustainability – one dimension is not enough. Without organizational and financial
stability, either at the level of the individual artist or the institution, this will never be as good as
it could be. We ignore infrastructure at our peril. (Recommendation Seven and Eight)

•

Our tax systems mitigate against our organisations taking responsibility for the pool of artists
upon whom they depend, ensuring that duty of care is taken, professional development is
available and accessible and rather than emphasising ‘self care’ we adopt an approach to
‘shared care’ that is sector wide. (Recommendation Two)

•

There is resistance to consensus on the language used to describe the practice in the UK. It is
called many different things - Socially Engaged Arts Practice, Relational Art, Dialogical Art,
Community Art, Collectivism, Participatory Arts – to name but a few. It is arguable that this is a
barrier to generating greater value for the work but if we are to support ‘thriving’ artists, not just
those that are surviving, we must place (and generate) a higher social value being placed on art,
artists and creativity. (Recommendation One, Three and Four)

Recommendations
Drawing from this learning and the case studies, I make a series of recommendations targeted at
myself, artists, employers, HE providers, funders and policy makers.
I found shared challenges rather than solutions and this confirms the value of the notion of a greater
cross border exchange in the practice through an international community of interest and practice.
Recommendation One
An international think tank be created that will generate thought leadership through the
establishment of an international community of practice that will be launched in 2018 and could
potentially grow over time.
I feel strongly that if we are to support ‘thriving’ artists, not just those that are surviving, we must
place (and generate) a higher social value being placed on art, artists and creativity and we must
foster collaboration between artists and decision-makers in all sectors and support the broadest
possible range of connections between artists and communities.
Recommendation Two
Lobby for better support for self employed artists at the highest political level. For example, changes
to the taxation system are needed to encourage institutional support for the self employed.
Recommendation Three
Sector lead bodies, such as ArtWorks Alliance and its partners, should play a role in advocating for
greater value to be placed on the work at all levels and across all sectors.
Recommendation Four
The field should consider whether its use of different language to describe the practice affects the
way in which it is viewed.
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This requires system and ‘field’ change and industry development which will depend on the
generation of traction and leverage created through a ‘movement’, bottom up action and field wide
partnership working, communality, collaboration and collective action.
Recommendation Five
Artists, Funders and Employers consider how to encourage, develop, establish and support artist led
solutions and movements.
Recommendation Six
HE institutions must consider real world preparedness in initial training particularly skills in
entrepreneurship and facilitation of creativity in others – emerging artists need skills in facilitation,
an understanding of the civic role of artists and how they might contribute as citizens to social and
civic life. 1
The research pointed to the need for more multi-dimensional approaches to the achievement of
artistic, financial and organisational sustainability – one dimension is not enough. Our funding
systems tend to focus on funding ‘content’ but without organizational and financial stability either at
the level of the individual artist or the institution, this will never be as good as it could be. We ignore
infrastructure at our peril.
Recommendation Seven
Funders must consider how they can support better conditions for self employed artists. Funders
must consider how they might support infrastructure and business support as well as content to
support increased capacity in the small to medium sector and that they consider the needs of self
employed artists as much as the institutions and organisations they support. A starting point would
be to require all funded institutions to have a duty of care policy for their self employed artists.
Recommendation Eight
New business models are needed - the ‘not for profit’/ company model appears to be broken.
Individual entrepreneurial or ‘solopreneurial’ approaches, social enterprises, non-transactional and
collaborative developments appear to be the way forward. More nimble, porous and agile
organisations working across the ecology also appear to support long term sustainability.
The research highlighted many example of how organisations are supporting the freelance pools of
artists upon whom they depend and was able to identify some key learning for the UK context which
I am already sharing. It is imperative that our organisations take responsibility for the pool of artists
upon whom they depend, ensuring that duty of care is taken, professional development is available
and accessible and rather than emphasising ‘self care’ we adopt an approach to ‘shared care’ that is
sector wide.
Recommendation Nine
Institutional models explored in the research are shared with UK based leading institutions to
influence change.
Recommendation Ten
Employers of freelance artists should collectively consider how they can best support the pool of
artists upon whom they depend to ‘thrive’.

1

I am presenting a paper at the Reflective Conservatoire Conference in February 2018:
https://www.gsmd.ac.uk/about_the_school/research/whats_on /reflective_conservatoire_conference/
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Introduction
Background
In the Summer of 2016 I was speaking at an international conference in Edinburgh about the artists
who works in participatory settings. I had a lightbulb moment when I realised that, although we in
the UK could be said to be leading the world in innovating in this field of artistic practice, we have
not found the entrepreneurial solutions to monetising and stabilizing it to generate greater social
and intellectual capital and greater stability for the artists upon whom it depends. As a result, we are
neither sustainable as a sector or as individuals. A later session that I facilitated at the same
conference brought together self employed artists to talk about ‘self care’ and the pressures of
working as a self employed artists in the 21st century in the UK.
Artists are largely self employed portfolio workers – micro businesses – providing services to
organisations, commissioners and public agencies. There are more than 250,000 of these artists
across the UK providing services that enable others to participate in artmaking and they are largely
unsupported and self sustaining as businesses. Their work lacks both economic and social stability
and yet, society depends on them to deliver impact in health, criminal justice, education and
community settings.
In February 2017, I was fortunate to be awarded a Winston Churchill Memorial Trust Travel
Fellowship to visit the USA and Australia to explore entrepreneurial solutions to support artists
working in participatory settings. I wanted to make connections with key leaders and practitioners
who are engaged in developing and supporting artists who carry out participatory arts practice. I
wanted to explore new solutions and approaches to the question of how we can collectively
generate more sustainable models of working in the sector that will enable artists to effect greater
social impact through this work whilst also generating greater stability and economic value in the
supply chain. I wanted to explore how organisations and institutions are supporting the freelance
pools of artists upon whom they depend for this socially engaged work and meet entrepreneurs who
are creating new ways of thinking about how we create value. I wanted to explore and understand
barriers to the implementation of solutions and approaches and stimulate new thinking around
them upon my return.
All of this stemmed from my belief that greater sustainability and capacity and a more economically
stable workforce will grow the market and the work and thus generate greater long term social
impact for civil society.

Aims
•

•

•
•
•

To explore and examine entrepreneurial solutions to monetising and stabilizing support for
artists who work in participatory settings and thus help to generate greater social and
intellectual capital;
To explore how organisations and institutions are supporting the freelance pools of artists upon
whom they depend for socially engaged work and meet entrepreneurs who are creating new
ways of thinking about how we create value and support them better;
To exploit my leadership role in the field of participatory arts practice to share this new
knowledge, stimulate debate and influence change;
To help to develop new ways of creating sustainable support structures for artists into the
longer term;
To help to generate greater cross border exchange in the practice through an international
community of interest;
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•

To expand my networks and obtain new perspectives that will refresh and enhance my practice

I felt that through the exchange of ideas and best practice we can build greater understanding and
generate debate. I hoped to bring my learning back to the UK so that my community of practice can
benefit from these shared experiences. After working in the sector for more than 35 years, I felt that
I was in a position of leadership in the field with a unique platform provided by my work as a
consultant to major funders that can support macro level change making in the sector.

Approach and Methodology
The research was seeking to examine and explore new solutions and approaches, consider barriers
to their implementation and generate deeper understanding of the similarities and differences in
our practices across the UK, the USA and Australia.
It therefore needed to involve artists, employers, academics and training providers as well as
funders and policy makers. This enabled me to examine the issues through a range of different
lenses.

Funders

Academics

Artists

City
Small/Medium
Companies

Large
Institutions

Figure One: The Sample
I had learned that in both the USA and Australia there are strong independent artists’ communities
carrying out socially engaged participatory work. In the USA, where there is less dependence on
public subsidy, there is a stronger entrepreneurial culture. In Australia, recent cuts to public funding
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and a growing emphasis on socially engaged art making has generated the need to look beyond the
old paradigms. It therefore felt like a useful comparative sample. I visited the USA from September
23rd until October 16th 2017, where I visited, New York, Philadelphia, Boston, San Francisco and Los
Angeles. I then flew to Australia, where I visited Melbourne, Sydney and Brisbane. I returned to the
UK on 18th November after an eight-week trip.
I had an outline itinerary in place before leaving the UK but kept some flexibility to be able to
respond to contacts that emerged whilst travelling. I kept free time for sight seeing and recording/
blogging/ editing images and thinking. I had a balance of one to one meetings and round table
gatherings that were facilitated by key contacts and these proved to be a fascinating way to
generate conversations and were welcomed by those attending. I also gave a presentation whilst in
Melbourne for over 60 people as part of the Creative Victoria, Creative Exchange programme. I
blogged throughout my journey.

Report overview
The report will contextualise the journey, comparing the systems in the three countries. It will
extract themes and illustrate these with examples of models which exist within organisations and
institutions as well as independently of them and will suggest ways in which we might create
sustainable support structures as we move forward.
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The UK, US and Australian Cultural Fields: Systems, Political Change and the Artists World
of Work
I feel like I have walked into a hall of mirrors and am seeing distorted reflections of the UK situation
as I progress. The issues we are facing are so similar and yet, in some ways, it seems that Australia
might be lagging four or five years behind the UK. This made me wonder why we are not exploiting
the potential for cross sector international learning more. (Blog:
The System
The cultural field in any country will be a diverse ecology comprising individual artists, producing and
presenting companies and institutions, employers and commissioners, funders and policy makers
and training providers and supporting agencies.
The publicly funded ecology can be depicted at as follows:
1.
Independent Artists making work and trying to make a living;
2.
Project based unfunded work being made by small groups;
3.
Small/ medium scale companies that receive some public funding;
4.
Large organisations funded in perpetuity.

Figure Two: The System (Cox/ DHA, 2015)
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I am grateful to my colleague, Tamsin Cox of DHA Associates for this emergent model of the system
within which self employed artists work and survive. She conceptualises the system as having the
following parts:
•
•

•

•

•

Artists at the centre, as the object of support, and navigating the system. Artists are also sources
of knowledge about the practice.
Training providers – FE, HEIs, arts organisations, other providers – providing training
opportunities. Some of these training providers are also knowledge producers about the practice,
and involved in developing understanding and critical dialogue about it.
Employers/commissioners working with artists to deliver practice taking place in participatory
settings – arts organisations, local authorities, direct commissioners from other settings. Some of
these may also be training providers. Some also produce knowledge about the practice.
Sector development and representative organisations – membership bodies for individuals and
organisations, networks, Sector Skills Councils (CCS), and so forth. Some of whom may also be
training providers; some of whom may work with artists to deliver practice in participatory
settings; some of whom also produce knowledge about the practice.
Funders and policy-makers. Some of whom may fund/commission artists directly; some of whom
may provide training programmes; some of them may also overlap with sector development and
representative organisations. They also have a fundamental responsibility to beneficiaries, and a
political interest in settings. (DHA, 2015)

Viewing the sector as an organisational field is useful in this context:
“By organisational field we mean those organisations that, in the aggregate, constitute a recognised
area of institutional life: key suppliers, resources and product consumers, regulatory agencies and
other organisations that produce similar services or products.” (Di Maggio and Powell, 1991 p 64)
In understanding any one individual organisation within a field, it is crucial to understand how it
relates to other actors in its environment. (Pfeffer and Salancik 2003) Using this approach a field can
be viewed as a network of organisations in constant struggles for autonomy and discretion, dealing
with constraint and external control. Given the above dependency of key sectors of the dance field
in England on public funding, this perspective termed the “resource dependence perspective”, is
potentially critical in understanding the dance environment, the ecology and resulting economy.
Pfeffer and Salancik examine the phenomena of “externally controlled organisations” those that are
dependent on their environments:
“To survive organisations require resources. Typically acquiring resources means the organisation
must interact with others who control those resources. In that sense organisations depend on their
environments. Because the organisation does not control the resources it needs, resource acquisition
may be problematic and uncertain. Others who control resources may be undependable, particularly
when resources are scarce.” (Pfeffer and Salancik 2003 p 258)

Political Change and Disruption
This perspective is an important one as it highlights the fragility and the uncertainty that the field
experiences as a result of its external dependency. Political change and resulting policy shifts render
resource dependent organisations vulnerable. Across all three countries in question we have seen
radical and unprecedented political change over the last few years and this has had a major impact
on our field.
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The impact of political change has been structural but also cultural. In our current political situation
there is a perceived need for “disruption”. As one person said: “We have a disrupter in Washington
DC – just crash and burn – but that has leveraged local disruption to take action for social justice. We
have a moment and must grasp it.”
So, is the role of the artist to ‘disrupt’? Is my role as someone servicing artists to support
‘disruption’? I feel that there is little ‘disruption’ here in the UK in our troubled times. We are not
rebelling and marching, we are saying sorry and continuing to queue whilst our public assets are
being sold, our public services being decimated and our economy blasted. When I talked about the
sale of parts of our public transport system to other governments people thought I was joking. When
I said we had evidence of impact coming out of our ears but government doesn’t want to hear it or
make policy based on evidence, they shake their heads in disbelief. I am confirmed in my belief that
the UK has a broken system.

The UK, US and Australian Cultural Sectors
In the UK, the ecology is heavily dependent on public subsidy in the form of grants from the major
funding agencies that operate at arms length from government – Arts Council England (ACE), Arts
Council Northern Ireland, Creative Scotland and Arts Council Wales. Westminster controls central
funding to the two devolved countries of Wales and Scotland as well as the allocation of funding to
Northern Ireland and in turn, the separate parliaments in these countries determine the allocation
to the cultural sector. In England the allocation to ACE is determined by the Department of Media
and Sport (DCMS).
The UK system is messy and unequal across the four countries of the union. Local funding has been
rapidly eroded over the last 8 years as the government’s policy of austerity has impacted on
allocations of funding to Local Authorities and thus, local authority funding often plays a relatively
small role in the funding mix of cultural organisations. Nor is philanthropic giving by individuals a
major contributor to the income of UK based organisations. Individual giving is likely to figure in the
income profiles of the large national institutions but outside of London features less. The reliance on
Trusts and Foundations has also been impacted recently due to lower income from investments in
the current economic climate. Earned income similarly has been affected because of the economic
downturn where families and individuals are making hard choices about how to spend what income
they have. The sector is facing serious economic challenges.
In Australia, the system is similar. As in the UK, the is industry is complex and multilayered. The
cultural industries employed 311,000 workers at the 2011 census, and account for around 7% of
Australia’s economy. At the core of this enterprise, federal funding catalyses huge amounts of
cultural activity. The main vehicle until 2015, was Australia Council, founded in 1975 to support
artists and arts organisations on a similar model to ACE.
A shift to this arrangement came in 2015, when Arts Minister, Senator George Brandis, took $105
million from the Australia Council budget and put it in the arts ministry where it would be directly
distributed by the arts minister himself - the National Program for Excellence in the Arts (NPEA) was
introduced. The bipartisan approach to arts funding, that it must be arms-length and free of
ministerial control was under attack. At a state level, the state cultural agencies – for example,
Creative Victoria and Arts Queensland - are playing an increasingly critical role in supporting the
sector. Philanthropic giving is limited to the major cities where there are wealthy donors and a small
group of private trusts and foundations contribute to sustaining the sector along with earned
income.
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In the USA we see a similar relationship between federal and state support for culture. But unlike
Australia and the UK, the U.S. arts system has no single benefactor, no overarching arbiter or
agency, no Ministry of Culture. There is no real Federal system of subsidy – the National Endowment
for the Arts contributed 1.2% of overall income to the sector in 2012 and is now under threat from
the Trump administration. Funding stems from three major sources: direct public funds awarded by
the NEA and by state, regional, and local arts agencies, funding from federal departments and
agencies other than the NEA and private sector contributions, which make up the lion’s share – 40%
- of contributed income for arts organisations.
Therefore, in each country the system is comprised of public and private entities but also different
tax policies and legislative frameworks, education mandates, and social agendas. The hierarchy of
government agencies, composed of city, county, state, regional, and federal strata is complex and
unlike the highly centralized, state-directed systems of some other countries. It’s no wonder that the
financial mechanisms of arts policy and practice are poorly understood by the general public.
The Artists World of Work
Our artists exist within these frameworks and as individual freelance, self employed individuals are
working within rapidly changing systems with very little power to lobby for change or to have their
voices heard.
Across all three countries it is possible to model the artists ‘world of work’ as comprising:
• Creative work - defined as the artist’s core creative practice, located primarily in his or her
central art form;
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•
•

Arts-related work - defined to include teaching in the artist’s artform, arts administration,
community arts development, writing about the arts, etc;
Non-arts work including paid work not related to any artistic field and unpaid work such as
volunteering or studying outside the arts. 2

Australia Council has commissioned some excellent research over a number of years from Maquarie
University - Do you really expect to get paid? An economic study of professional artist in Australia.
Apart from the scale of the occupational field (the USA is much larger than the estimated 44,000 in
Australia or the 250,00 in the UK) the research highlights factors that are broadly reflective of the
situation in both the UK and the USA:
•
•
•
•

•

On average highly educated, with 65 percent of them holding a tertiary qualification, compared
to 25 percent educated to this level in the workforce at large.
Learning on the job is their most important form of training.
Many artists work or have worked in several different artistic areas both within their own
artform and beyond.
The most important factors holding back their professional development nominated by the great
majority of artists are a lack of time to do creative work due to other responsibilities, lack of
work opportunities and lack of financial return from creative practice. It is notable that, in
contrast to the factors advancing an artist’s career, all of these inhibiting factors are extrinsic.
Just over 25% of all artists work as employees, on a permanent or casual basis, and are paid a
salary or wages. The remaining three-quarters operate as freelance or self-employed
individuals.

Artists report many positive benefits of this independent and ‘hybrid’ form of working but there are
also many shortcomings. The self employed condition can be summarised as follows:
•
•
•
•
•
•
•
•
•
•

Lack of economic and social stability;
Working alone, outside major institutions;
Travelling a great deal with the lack of stability and home life that this brings;
Working across multiple projects and roles;
Working long hours;
Work life balance is hard to attain;
Working alone with little support;
We may find it hard to switch off as our home is often our workplace too and distinguishing
between our professional and private life is often hard;
We are ‘only as good as our last job’ we are always in danger of taking on too much through a
fear of being left behind;
Retirement is often not an option due to the lack of financial security and we may feel even
more pressure to continue to ‘perform’.

In the UK, self employment is increasing dramatically and not just in the cultural field:
•
•
•
•

2

Self-employment in the UK increased from 3.8 million in 2008 to 4.6 million in 2015 (ONS);
The growth rate in part-time self-employment grew by 88% between 2001 and 2015, compared
to 25% for the full-time mode;
Average income from self-employment fallen by 22% since 2008/09;
There has been a 40% increase in micro-businesses and one in seven of the workforce are now
self-employed;
Throsby, Zednick, 2010
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•
•
•
•
•

Pension changes - The number of over 65s who are self-employed has more than doubled in the
past 5 years to reach nearly half a million (ONS);
The number of women in self-employment is increasing at a faster rate than the number of men
(ONS);
So, both the part-time and full-time self-employed have aged considerably over the last ten
years and in excess of that indicated by simple demographics.
‘Gig’ economy developing within mainstream industry with zero hours contracts and growing
self employment across the workforce;
Parliamentary work and pensions committee calls on the next government (May 2017) to bring
laws up to date so that workers are better protected from exploitation. Given concerns about
the rising number of workers classed as self-employed contractors with no access to sick benefit
or holiday pay, it wants the default status for people in the gig economy to be “worker” rather
than “self-employed”;

The economic downturn is likely to have accentuated the rise in self-employment, with employers
reluctant to take on more staff in uncertain economic conditions. Limited and reducing resources
lead to a need to keep the core workforce small and a reliance on self employed contracts which
reduce ‘responsibility’. But, is this sustainable? It brings risks to skills development, health and well
being as well as organisational culture.
So, how can we establish an environment where the artists can thrive and not just survive?

19

Observations and Case Studies
Social and Civic Impact …..
We are living in times when the role of the artist in civil society is arguably more important than ever
before. But artists can only play their role if they are supported by the other players in the system –
the funders and policy makers, commissioners and employers and institutions. As a complex ecology
no player can operate in a vacuum and thus, social and civic impact can only be achieved when all
components are working to the same end.

Funders and
Policy Makers
Commissioners
Institutions
Artists

Social Justice
Social/ Civic Impact

Figure Three: Generating Social/ Civic Impact
Requires sustainability …
The importance of the role that artists play means it is imperative that we find ways to render their
working lives more sustainable, stable and supported. But, for artists to thrive we also need our
institutions and organisations to thrive and be sustainable. I have concluded that the key to this will
sit in the area of overlap where the interests of the two coalesce, where organisational interest and
the interest of the individual artist are focussed on social impact and the needs of the participant.
This can be depicted as a venn diagram. The area of overlap between the three is where the key to
sustainability is to be found

Organisations
and
Institutions

Artists

Participants

Figure Four: Sustainability:
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The research highlighted several key approaches being adopted and these are presented along with
case studies from my visits:
•
•
•
•
•
•
•
•

A Movement: Teaching Artistry
Supporting the thriving hybrid artist;
Higher Education approaches;
Providing and Supporting Infrastructure;
Institutional approaches;
Collective working;
Alternative Business Models;
Long term commitments to place and community.

A Movement: Teaching Artistry
In both the US and Australia, the artist who works in participatory settings is referred to as a
‘teaching artist”. There is some consensus that the term had brought greater respect and
professionalism to the field. What appears to have happened is that the use of the term “teaching
artist” has generated more value for the work than that which preceded its use. It is arguable that
language is important in stamping an identity on the practice. In a round table in LA, there was a
general feeling that the Teaching Artist term had helped to unify a profession – even make it one –
and had created an umbrella through which change could be effected.
Eric Booth has defined the teaching artists as follows:
“A teaching artist is a practicing professional artist with the complementary skills and sensibilities of
an educator, who engages people in learning experiences in, through and about the arts.”
(http://ericbooth.net/what-is-a-teaching-artist/)
In the UK our artists work across so many settings that it is argued that the use of the term ‘teaching’
is neither appropriate or correct. Many different terms are used to describe the work in the UK –
community artist, socially engaged artist, animateur, collaborative artist – but fundamentally
facilitation and collaboration sit at the heart of the work artists deliver in the UK regardless of the
language used to describe the work. It seems to me that the undervaluing of the practice here in
the UK is potentially partially about the lack of consensus about the work and what it does.
Teaching Artists Guild
Jean Johnstone is Executive Director of the Teaching Artists Guild.
“TAG is strengthening our field by advocating, honoring, supporting, and convening artists who
teach.”
TAG advocates, creates networks and provides resources representing a burgeoning profession
which has “grown from relative obscurity to become the backbone of arts education delivery.”
Recently, the organisation has started to develop statewide chapters that can cater more specifically
to the needs of teaching artists in distinct and diverse regions. The first of these chapters is actually
an evolution of some fantastic work that has been going on for years. The Teaching Artists Support
Collaborative of California is now becoming TAG of CA. Membership of TAG is free – 3,000 members
approx. - but you pay for the services you want to access. TAG is trying to encourage organisations
to buy their services for their teaching artists but this is a hard battle. The organisation is currently
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developing a Pay Calculator and a certification system for Professional Development providers as
well as piloting some mapping work in California.
As a membership organisation it is clear that relationships between artists and TAG are
transactional, it is not a colleaguial or collaborative structure and nor is it artist led. However, it does
represent a growing field of practice and provides it with a voice and advocacy.
https://teachingartistsguild.org/

Supporting the thriving hybrid artist
“Our industry is being propped up by independent artists who are not being properly paid, who have
no security, no superannuation plans and whose health and well-being are suffering.” (Employer)
“We are the agents of change that we need and we need to start valuing ourselves more.” (Artist)
We know that thriving artists contribute to the creation of thriving communities. But what do we
mean by ‘thrive’? The notion of ‘hybrid professionals’ was mentioned in our conversation – artists
who maintain their artistry whilst working as teaching artists.
In recurring conversations with artists the notions of balance emerged as people talked about the
need to have some secure income that supported the less stable income of their artistry. I
encountered many artists who balanced their creative work with two days week contracts to teach
in HE or in schools.
Tiffany Bong
Tiffany is a great example of the hybrid artist and balances her own work with several part time
contracts in HE as well as community and schools. She is the founder and executive director of
UniverSOUL Hip Hop and an international, award-winning Hip Hop/Street dancer and educator. She
has a Professional Designation in Arts Education from the Los Angeles County Arts Commission. She
is a Hip Hop dance lecturer at the USC Glorya Kaufman School of Dance, a master teaching artist for
The Music Center of Los Angeles County, and an arts education specialist, panelist, and consultant
for arts agencies throughout the nation. She also runs the “Art of Teaching” - a rigorous, 25-hour
Teaching Artist Training Program for Hip Hop/Street dancers to develop and deepen their
knowledge, skills, and practice for teaching.
http://www.universoulhiphop.com/
Artist, Madeleine Dore was Deputy Editor for Arts Hub – http://www.artshub.com.au/ - a really
valuable resource for the arts sector in Australia and she now contributes regular articles. She is
dedicated to communities that encourage entrepreneurial and artistic careers. We talked about the
freelance dilemma and the nature of self-care and lack of shared care. She is herself struggling with
finding a balance in her freelance work and she talked about the ideal scenario where she has a
couple of stable days work each week to support the rest.
In Philadelphia I met with Andy Simonet a dance artist who had founded Artists U as an incubator for
changing the working conditions of artists. He is the author of Making Your Life as an Artist and
other open-source tools for helping artists build sustainable lives. We explored the notions of agency
and power – how we can make artists the subject and not the object, push for artists to organise
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around sustainability and create thriving artists’ movements from the bottom up. Andy’s theory is
that it needs to focus on thought leadership and a reverse in power so that artists are themselves
empowered to be the agents of change. However, I did come across examples of artists led
initiatives that had failed due to lack of infrastructure and resources. For example, the Teaching
Artists Support California – concerned with supporting the individual artist - had recently merged
into the Teaching Artists Guild – field concerned and advocacy orientated.
This was a theme to remerge in Los Angeles in a conversation at the LA Arts Commission. The Arts
Education Innovation Lab that was launched in January 2017, brings together arts and education
leaders to imagine and bring forward the next level of systems change in arts education, ensuring all
students in LA County engage in the arts as part of a complete public education. A new Vision,
Theory of Change and some exciting prototypes developed over the past 8 months have been
shared and new prototypes - experiments that brings a minimally viable idea into the world with a
mindset of experimentation and learning. They are using a methodology developed at MIT called
Theory U – interesting - https://www.presencing.com/theoryu. It is seeking to ensure that artists
have power to effect change:
“The piece that is missing is artists feeling like they are a part of a movement and that they have
power and the ability to effect change in the field.” (Funder)
This recurring theme of system change, of empowered artists feeling part of a movement and taking
agency to effect change was borne out in a later discussion with two LA based artists. Tiffany Bong
and Beth Peterson both talked about their experiences as artists and highlighted the benefits of the
‘mosaic’ career where they juggle their own art making with teaching artistry and in Tiffany’s case
teaching in HE and Beth’s leading a community arts provider LA Commons https://www.lacommons.org/programs/community-arts/. Both liked the fact they could balance
‘employment’ with self employment and that they wore different hats and carried different titles.

Artists Thrive
Artists Thrive is designed to support ongoing engagement, collaboration, and alignment around
activities, practices, language, visions and values of what it means to succeed and thrive as an artist
– and what it means to have a thriving arts sector and overall creative world.
It seeks to support the development of a movement to raise the value of arts and creativity in each
and every community and to help everyone from every sector be equipped to help artists thrive.
Simultaneously, a movement, an organising approach and a “rubric,” – a dynamic measurement tool
exists that invites a holistic valuation of artists. “It helps us see what we are doing now, and what we
could do differently to improve conditions for artists. It is aspirational, not judgemental. It outlines a
spectrum of performance to spur continuous improvement among artists, arts professionals, and
others who work with—or want to work with—artists.”
The movement asks that we subscribe to a set of standards:
• Support the thriving of artists;
• Be intentional and accountable about matters of equity;
• Place a high societal value on art, artists, and creativity;
• Foster collaboration between artists and decision-makers in all sectors;
• Support the broadest possible range of connections between artists and communities.
http://www.artiststhrive.org/
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The notion of thriving and sustainable careers appears to be two dimensional – several interviewees
referred to the need to create both;
• a ‘liveable’ field where artists earn enough to live and afford decent housing, healthcare etc;
• a field where artists who are cultivating the creativity of others are supported in their own
creativity and well being and don’t burn out.
So we are concerned with both the practical circumstances and the emotional well being of the
independent artists.
“I think sustainability is about the artistic sustainability of the artists own practice, the emotional
sustainability (and cost) of their work with people and the financial sustainability of their living
conditions. Here in SF you cannot live on less then $160,000 so we have some serious challenges.
Whose responsibility is it to address those challenges? Which employer given that artists work for
more than one?” (Employer)
Nara Hernandez of HOLA talked about the need for the employer to adopt flexibility with artists.
This was a view supported by many interviewees. Whilst, stability for participants is important,
creating more flexibility for the artist to be able to take creative opportunities that emerged led to a
longer term commitment from that artist to the employer and therefore long term stability:
“It is important that we allow them to be artists and to hold, develop and sustain dynamic hybrid
careers. Their value is as artists and without flexibility we cannot guarantee that.” (Employer)
In addition to this notion of flexibility, I came across practical approaches such as offering retainers,
an industry norm in both countries of paying for time spent of professional development and
training and for time spent on planning and regeneration and reflection. None of these practices are
common in the UK.
I came across examples of cross organisational learning and collaborative training provision.
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Community Word Project
“We are pulling back from competition and reaching out. The level of training, conversation and
reflection is raised through collaboration. This strengthens the field not just our own organisation”
Community Word Project is a New York City based 501(c)(3) arts-in-education organisation that
inspires children in underserved communities to read, interpret and respond to their world and to
become active citizens through collaborative arts residencies and teacher training programs.
The Teaching Artists Project is an intensive course taking place over a 30 week period that has now
run for 20 years and has supported more than 500 artists. The business model is mixed income but
the programme relies on partnerships between organisations demonstrating the value of shared
resources, skills pooling and collaboration. Community Word project work with 15 partners to
deliver the programme and letters of agreement control the partnership. The partners meet
regularly and contribute their complimentary skills and different artforms and contexts for the
training. So, the programme is cross sector and collaborative.
Teaching Artist Project is a comprehensive training and internship program designed to prepare
practicing artists to bring their craft to the classroom. The programme entails a rigorous, 8-month
curriculum, rich in social justice based pedagogy that also provides supervised on-the-job
experience. Formerly known as the Teaching Artist Training and Internship Program
(TATIP), Teaching Artist Project (TAP) was the first of its kind and remains today the only
comprehensive training program for working Teaching Artists. Teaching Artist Project Alums have
gone on to serve over 250,000 students throughout the world.
Through the 8-month long Teaching Artist Project training, participants will:
•
•
•
•
•
•
•

Expand teaching through experiential, inquiry and reflection processes
Investigate social justice education, pedagogies and philosophies
Explore creative processes and critical thinking
Implement strategies for classroom management
Aquire and utilize teaching methods for multiple learning types and levels
Create collaborative arts lessons
Build community with artists, teachers and organizations across New York City

http://communitywordproject.org/.

Protocols and Pedagogies
In each case artists are working within a framework and this embeds them in the organisation and
creates a degree of continuity and stability. In each case the institutions support their pool of artists
with differing approaches to remuneration, retention, training and flexible working that allows them
to accommodate their artistic practice and means they are part of a ‘community’ within which to
work and to be supported.
Performing Arts Workshop
PAW employs more than 30 artists on short term contracts and 3 full time artist mentors. All
teaching artists are on employment contracts to enable the development of a community of artists
through intensive CPD, morale and consistency in ethos and delivery. Health benefits are paid as
well as sick leave and holiday entitlement.
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Cycle of Artistic Inquiry
“Our artists come from diverse artistic backgrounds, and train to use Performing Arts Workshop’s
Cycle of Artistic Inquiry to build students’ critical thinking skills. The Cycle of Artistic Inquiry is a
teaching method developed in Workshop classrooms over the last 50 years. It consists of
four processes: expression, reflection, revision, and technique. In other words, students don’t just
learn the dance steps or write a poem or act out a scene; they learn to creatively problem solve,
reflect, and revise their own artistic creations while consistently honing technique. Our classrooms go
beyond “exposure” to the arts; they are places of deep engagement with the creative process.”

http://www.performingartsworkshop.org/our-work/

Powerhouse – Museum of Applied Arts and Sciences, Sydney
An underpinning ethos and approach to open enquiry based learning characterise this museum. The
immersive Lab and the intergenerational conversations that were happening and the notion of ‘see,
think, wonder’ and the use of the work from Project Zero Harvard - to inform their ethos and
approach was inspiring. Teaching Artists are all trained in the approach and techniques and work as
a close knit team to develop the provision.
http://www.pz.harvard.edu/projects/visible-thinking
https://maas.museum/powerhouse-museum/.

Higher Education Approaches
The role of Higher Education in developing artists of the future appears to be key – it emerged in so
many conversations as people talked about the role of initial artist training and the responsibility of
HEIs to support the wider ecology as careers developed and needs changed. For a long time in the
UK we have been challenging the role of HEIs in meeting the needs of the employment market. The
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mismatch between ‘supply’ and ‘demand’ has created major issues across artforms. Without change
in the conservatoires that recognise the reality of the worlds of work which students will enter on
graduation the system will continue to suffer from a mismatch between ‘supply’ and ‘demand’.
Berklee School of Music
A new VP Innovation and Strategy, Panos Panay heads up the Berklee Institute for Creative
Entrepreneurship (ICE). Developing the entrepreneurial mindset across the Berklee community is at
the heart of every Berklee ICE activity. This is achieved in three ways:
• Learning - On-campus and online courses, our minor in creative entrepreneurship, research
projects, and our high school summer programme - provide educational opportunities for
students to familiarize themselves with and practice the entrepreneurial process.
• Inspiring -Immersive student trips, sponsored internships, our Music as a Catalyst for Change
series, and our Creative Entrepreneurs Conversations featuring successful innovators,
disruptors, and entrepreneurs challenge students, alumni, staff, and faculty to redefine what's
possible with a music degree.
• Launching - Partnerships with global design firm IDEO, the Massachusetts Institute of
Technology Media Lab, and other prestigious academic institutions provide access to cuttingedge tools and design approaches such as BerkleeICE's Open Music Initiative and our Summer
Labs, empowering the Berklee community to put theory into practice, and explore and
implement "moonshot" ideas.
I attended a class led by Mike Hendrix from IDEO – https://www.ideo.com/- and I came away with
three things that seemed to have huge relevance to my journey:
• Collaboration is crucial to innovation – “Being an entrepreneur is a group activity not an
individual one”;
• Synthesis is an activity that puts different things in the same place – etymologically meaning
composition – that is what I am doing on this journey;
• Synthesis requires an openness to possibility as well as the ability to see the underlying potential
in something, the ability to park bias and hypothesis and remain open to stories, patterns,
tensions and themes and extract insights from them to create frameworks.
https://www.berklee.edu/focused/ice/managing-founding-director

Queensland Performing Arts Centre and Queensland University of Technology
Inaugurated in 2014, QPAC and Queensland University of Technology (QUT) announced a
partnership to jointly establish the position of Chair in Arts Education. The inaugural Chair was
Professor Judith McLean, currently QPAC’s Scholar in Residence. Judith’s role is to link policy, art
making and teaching and support both QPAC and QUT in bridging complex thought and practical
application. Putting ideas into practice. Professor McLean’s current research centres on brain based
learning and its relationship with the arts with a particular focus on how cultural institutions like
QPAC can collaborate with audiences to heighten the significance of art in everyday life. She also
leads an Australia Council funded Leadership programme and several key business facing
programmes with the Queensland Ambulance Service and other Creativity in Business clients. She
also acts as a mentor to many sector leaders in the City. This is a unique post in my experience and
one that appears to bring rich rewards to the city’s cultural ecology and its artists.
It appears that the collaboration between the two institutions brings a degree of exchange and
energy that supports experimentation and innovation. The two institutions are also partnering with
LA based Kadenze to develop an on-line course in Teaching Artistry working with Sydney Opera
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House and Lincoln Center. The course will be launched in late 2018 and will generate significant
income for the partners.

Providing and supporting infrastructure

Artists need places to live and work. The increasing gentrification of our cities endangers the ecology
as it can ‘push out’ artists from areas where they have lived and worked. The cost of living in many
of our cities is prohibitive for artists. For example, I learned in San Francisco that there is a ‘missing
middle’ - a gap between the wealthy who can afford to live in the city and those that live on the
streets. I was told that it was hard for some organisations to recruit teaching artists as they had had
to leave the city and move east to afford to live. In Boston I spent time in East Boston where
development was pushing out indigenous populations and therefore affecting the artists population
who lived there.
I spent time with the Arts and Business Council of Greater Boston whose business model had
evolved greatly in recent years from the original mission of supporting voluntary input from lawyers
into the arts. The organisation is now developing The Creative Campus – a series of multi use spaces
for the arts using limited equity cooperatives as the business vehicle.
The Creative Campus; Arts and Business Council of Greater Boston
A healthy and resilient arts ecosystem includes affordable, long-term multi-use space for artists,
cultural organizations, and their communities. Gentrification is putting such spaces within
Massachusetts at risk; if not preserved, invested in, or expanded, they will be lost forever. The
Creative Campus initiative will serve as a fully capitalized cultural community development
corporation with the goal of preserving and developing vibrant and sustainable cultural and maker
spaces. We intend to develop and own a network of Creative Campuses throughout Massachusetts
that leverage the accumulated resources, human capital, equity, and development infrastructure
toward the development of future projects.
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Properties are identified via needs analysis, mapping, and partnerships and can be standalone
buildings or a multi-building concept. Projects are identified and programmed with the following
priorities: shared office space including incubator space for small organisations, rehearsal spaces,
black box performance spaces and maker spaces. Each space will be site and community specific and
located in a community where the arts are under-resourced or at risk, community activated and
accessible, close to transportation and mixed use.
Tenants will have access to services provided by the Arts and Business Council. The funding packages
are mixed with philanthropic investment supporting the equity portion of between 20 – 30%. In
addition, private foundations, corporate support and sponsorship, government/municipal funding
and bank loads may complete a package.
https://artsandbusinesscouncil.org/the-creative-campus/
Several conversations with funders raised the issue of infrastructure and it was clear that there is a
turning tide towards a consideration of where ‘investment’ is best placed.
“I have been thinking for some time that there is a need to rethink our investment in content. Should
we be investing in the back end, in business development and infrastructure to generate the systemic
change we need in the field? Live-work spaces for example, shared back offices for artists’ collectives,
hubs etc. If we were to shift our support away from content to the infrastructure that supports them
might we develop a more sustainable ecology?” (Funder)
“We need to rethink how we invest in the system itself, as well as investing in individual
organisations.” (Funder)

Institutional Approaches
In the USA, I visited many institutionally led solutions to supporting artists including an extensive
programme of support offered by Lincoln Centre, one of the leading institutions in the world in
supporting artists to carry out this work.
The commitment of the institutions to their pool of artists was noticeably different to the support
offered in the UK. In both contexts, the tax rules mitigate against professional development being
provided and facilities offered to self employed individuals. What is different is that many
institutions in the USA choose to contract artists on part time employment contracts so that they are
able to provide this support whilst in the UK, this is less likely to be the case.
Lincoln Centre Education: Teaching Artistry
LCE started to use the term Teaching Artists more than 40 years ago. They are defined as
“professionals whose disciplines include visual arts, music, dance, theater, and much more. We have
trained them to lead LCE classes and workshops using the Learning Framework. They also help
educators integrate our teaching methods in their classrooms. Our Teaching Artist training program
provides learning opportunities in such integral areas as artistry, lesson/activity design, facilitation
and environment, student engagement, questioning and inquiry-based instruction, reflection, and
collaborations/partnerships.”
It is an inspiring set up at LCE – there are at least 58 Teaching Artists on faculty – 8 of them full time
– and the others practicing artists with portfolio careers who are totally committed to participation.
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This pool of artists service a wide range of LCE programmes in schools and communities and the
approach ensures that there is a consistency in ethos and approach and a community of practice
that supports the TAs.
I was able to attend the Teaching Artists Retreat at the beginning of the term in mid September. The
day focused on partnership but ended with a sharing of artistic work to remind us that these artists
are ARTISTS – they make work, run their own companies and combine this with the participatory
work that feeds them and their art. My conversations with artists Heather Bryce and Jon Kinzel
focused on ‘balance’ within the weeks and how one area of work can feed and support the other
when it is complementary.
Teaching Artists are contracted part time and contracts are negotiated with the TAs every four years.
The contract covers working conditions, rates, timelines, policies and all procedures which are all
also contained in a handbook. Payment rates are based on 0.5 day (3 classes/ 3.5 hours) or full day
(5 classes/ 6 hours). TAs are paid to attend the CPD provision and artists are supported throughout
the year in their work. Full time TAs have 59 ‘art days’ a year to enable them to continue to make
art. The team at LCE provide extensive CPD support at different career stages and they have
developed a pedagogy, ethos and approach that is distinctive.
Lincoln Center Education's Teaching Artist Development labs take place every summer and are
custom-designed for Teaching Artists of all experience levels: introductory, intermediate, and
advanced. The labs support TAs at all points in their careers, from just entering the field to positions
of leadership and advocacy. This training generates earned income for Lincoln Centre.
http://lincolncentereducation.org/about#teaching-artists

Performing Arts Workshop, San Francisco; Community of Artists
“Logistically, we are more responsive with a designated workforce.”
PAW has been in existence for 50 years and provides an extensive service to schools and young
people across the Bay Area whilst providing secure employment to more than 30 teaching artists
either as core full time artists or temporary artists. All artists are contracted as employees and are
supported with extensive Professional Development programmes, health benefits and rates of pay
that are competitive in the San Francisco environment.
All artists are brought in to work for PAW through the internship programme regardless of the stage
of career and levels of experience. There is a very clear pedagogical approach and ethos which
makes this important. They are supported by the Artist Mentors and are observed and obtain
feedback. Monthly staff meetings bring the whole team together and regular ongoing support is
offered throughout the year to all TAs by the Artist Mentors and programme staff.
This approach is felt to be crucial to the effective delivery of contracts and commissions which is
what the organisation depends upon for sustainability. The costs of supporting the TAs are built into
contracts and funders and commissioners are happy to pay for professional development
recognising its value in quality delivery. PAW aspires to be the sole employer of each TA as this
would generate greater morale and commitment as well as more flexibility.
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“Artists need artistic, emotional and financial sustainability. Because they work across multiple
organisations, there should be a shared responsibility for supporting this.”
http://www.performingartsworkshop.org/our-work/
Sydney Opera House: Learning and Engagement/ Creativity Pedagogy
I was lucky to be able to attend the launch of the 2017/18 learning and engagement programme at
the Sydney Opera House and was impressed by the value being placed on the work by the
institution. It was akin to a season launch of main house presenting or production in the UK and
brought together teachers and educators with the artists and the programme team.

Bridgette Van Leuven, Head of Children, Families & Creative Learning for the Sydney Opera House
talked to me about the extensive programme of engagement and learning that is developing in
relation to its partnerships with schools. The programme is in a pilot year of partnership building
that looks to develop long term relationships with a smaller number of schools as well as developing
skills in the teachers. A strong digital presence and partnership with ABC means the programme is
reaching young people across Australia and increasingly Asia.
A small team of 5/6 ‘teaching artists’ deliver the programme supported by a full time staff of 3. The
TAs are retained with a retainer payment to ensure their availability for planning and professional
development.
https://www.sydneyoperahouse.com/events/sydney-opera-house-presents/children-and-familiesand-creative-learning.html

Queensland Performing Arts Centre: Open Systems working
This major institution is playing a key role in the wider Brisbane ecology and is impacting beyond its
organisational boundaries in an exciting way.
QPAC is located in the vibrant cultural and educational precinct at South Bank which encompasses
the Cultural Precinct (QPAC, Queensland Art Gallery | Gallery of Modern Art, Queensland Museum
and State Library of Queensland) as well as Griffith University, Queensland University of Technology,
Opera Queensland, Queensland Symphony Orchestra, Queensland Theatre, Merivale Street Studio,
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Australian Broadcasting Corporation and Brisbane Convention and Exhibition Centre. This precinct is
unique in Australia in size and character.

Brisbane is a relatively small arts community where everyone seems to know everyone else. A
community that collaborates and mentors one another and supports the overall ecology. BUT - it is
also a community that is grappling with a policy vacuum at both state and federal level and with
funding cuts that have decimated the small and medium scale and are affecting the larger
institutions that have to be increasingly commercial in their business models.
In this context support for individual artists will inevitably suffer. QPAC is seeking to support this
sector in a range of ways.
It runs the biennial Out of the Box festival for children eight years and under that takes place at
QPAC and across the Cultural Precinct. Out of the Box is a cultural festival crafted to celebrate and
support learning, play, curiosity and discovery for children and their families as they learn and grow
together. Recent cuts have decimated the small scale sector particularly with theatre being made
specifically for young people so QPAC is having to adopt a different approach to Out of the Box by
supporting artists to create, produce and then present work for children and young people.
The Merivale Street Studios, owned and managed by QPAC, house Camerata along with several
other companies. The partnership with QPAC offers Camerata in kind support with office spaces,
studios and performance spaces at QPAC which in turn enables them to run their extensive
programme of art making, commercial ventures, education and professional development.
https://qpac.com.au/
Metro Arts; “Incubator Hubs are vital to the future of the industry”
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Metro Arts plays host to a range of artists, providing space, guidance, and creative provocation to
further their practices and development of new work. Artists enter at various stages of their
processes to receive bespoke creative mentoring to extend and expand new projects.

Metro Arts provides a range of services for artists:
• Quality professional development and market positioning.
• Subsidy, time and space to develop work, with appropriate expectations.
• A place to exclusively experiment with contemporary arts practice
• Intellectual and creative capital to help frame and push their work and artistry.
• Collaborative partners and industry links to develop a pathway for their works to their audience.
Metro Arts Development artists have access to Metro Arts space and equipment and are able to
develop work in a supported environment which enables them to draw on the benefits of working in
a dynamic arts hub, planning and preparing for the future life of their independent work.
A lack of producers led to the development of Managing and Producing Services (MAPS) which
Metro Arts led for 6 years between 2008 –2014. It was a jointly managed scheme between Metro
Arts and Powerhouse and had a theatre and dance focus.
Metro Arts follows a curatorial developmental model that is of interest and is contained in Figure
Five below.
http://www.metroarts.com.au/
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Figure Five: Metro Arts: Curatorial Model

Collective solutions
“Industry impact is key. We need collective conversations about the workforce. Competition is the
key mode because of funding but we have to move beyond this. Artists are struggling in Australia and
they don’t just work for one organisation but across organisations. We are underfunded and
potentially set up to fail because of our dependency as a sector on public subsidy which breeds
competition and not collaboration.” (CEO)
“Through partnerships we are better able to serve our artists.” (CEO)
Throughout the research there was a recurring theme of moving beyond individual to collective
impact. In both the USA and Australia there was a recognition hat the new paradigms needed within
the field required a move away from the competitive to the collective. That the systemic changes
needed in the sector were not going to occur without this recognition that we are interdependent
and that no one institution exists in a vacuum.
“Moving beyond competition to a more ecological approach, moving to places where our common
interest and concern leads to shared solutions, where collective impact and collaborative solutions
create the key shifts that are required in the field must be our goal.” (Employer)
“The funding system mitigates against this collaboration because of its reliance on contestible
funding - it creates competition rather than encouraging collaboration.” (Funder)
Despite the recognition that this was needed, I came across very few collaborative working models
and those that I did encounter were not as well advanced as those we have developed in the UK. We
seem to be ahead of the other countries in developing such models. However, in the UK there are
several examples of funders who have specifically encouraged collaboration: ACE developed the
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Thrive programme and the Paul Hamlyn Foundation have supported several collective working
models including the development of One Dance UK a merger of 4 dance development agencies.
Two particular initiatives emerged in Melbourne one supporting artists and employers in meeting
the wellbeing needs of the workforce and one which had a geographical remit and brought providers
together to look at a specific area of the city.
Arts and Well Being Collective
The Arts Wellbeing Collective comprises a consortium of Victorian arts and cultural organisations
whose shared vision is to effect better mental health and wellbeing for Victorian performing arts
workers.
Based at and led by Melbourne Arts Centre (MAC), the Arts and Wellbeing Collective was a pilot
programme that sought to address the collective needs of its 140 members (individuals as well as
large organisations).
The Pilot Program featured workshops, training, resources, and this dedicated website – all
specifically tailored to the needs of the arts sector, incorporating tools and strategies from positive
psychology, as well as resources from clinical psychology to help improve understanding of mental
health issues, their prevention and treatment.
As well as being an example of collective working to resolve problems, it also demonstrates the role
that a large organisation can potentially play in supporting the wider field. “MAC is one of the
largest employers of performing artists in Australia and understands the eco-system. This enabled
the institution to offer something to the wider sector because they have the capacity to do so and
can deliver it.”
https://www.artswellbeingcollective.com.au/
Arts West Alliance
The Arts West Alliance is an alliance of arts organisations who together reflect the exciting, vibrant
and ever expanding arts and culture thriving in Melbourne’s west. Members are: 100 Story Building,
cohealth Arts Generator, Footscray Community Arts Centre, Snuff Puppets, The SUBSTATION,
Western Edge Youth Arts and Women’s Circus.
Collectively Arts West delivers the bulk of arts and cultural activities and engagement throughout
Melbourne’s west locally and also regionally, nationally and internationally. Through deep,
emotional and historical connections, Arts West has an extensive and diverse reach, providing
cultural services to over 200,000 people annually. With an anticipated 32% population growth across
the region before 2023, Melbourne’s west is one of Australia’s fastest growing areas with over 130
cultural groups and 150 languages represented – the demographic and cultural diversity is deeply
informed by gentrification, liveability and community well-being. Arts and culture plays a significant
role in framing the next generation of community engagement, health, wellbeing and cohesion – as
an alliance, Arts West aims to better understand and engage with the diverse communities and
audiences that this unprecedented growth will bring.
Their recent publication: Arts West: Collaboration in Practice explores the formation of Arts West,
the alliance’s structure and processes, and how collaboration is sustained. The guide reveals insights
from the past 5 years of formal collaboration between Arts West member organisations: It contains
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key learnings for organisations wishing to undertake a similar project, with links to resources that
will assist in establishing collaborative projects. It also demonstrates to potential funders of similar
projects the experimental nature of the collaborative process, and the appetite for risk and trust
that is required of partners.
https://artswest.com.au/

Alternative Business Models
“The company structure is broken …”
A recurring theme throughout the research focused on the predominant business models used in
the cultural field suggesting that the traditional company structures used was broken.
Public Matters
Public Matters is a social enterprise which designs and implements long-term, place-based, socially
engaged art, media, education, and civic engagement projects that advance social change. The
team—made up of artists, educators, media professionals, cultural planners and Fellows—works on
projects across disciplinary boundaries to build social, creative, economic, and civic capital in
communities. I spoke with Mike Blockstein and learned of his strong commitment to social practice
and community based work which when combined with his studies at Kennedy for a Masters in
Public Administration led him to to explore new business models.
The work is multi disciplinary and cross sectoral and embeds the group within neighbourhoods for
long periods of time. The organisation is more like a consultancy - porous and able to scale up
quickly for project delivery.
The Urban Futures Programme is a paid two year fellowship programme which supports young
people (18 -26) to develop as adaptive leaders and change agents. Apart from the obvious
commitment to longitudinal presence in communities, it is clear that Public Matters Group is also
exploring the responsibility of the artists in social contexts.
https://publicmattersgroup.com/

Fractured Atlas
We created Fractured Atlas to give artists the tools and help they need. Now you can shift your focus
back to the important things — like making art! Artists are our priority, not a side business. We
understand what you need to get your work done, from insurance that makes sense to advocacy on
the issues that impact your life. Fractured Atlas is here for you.
Fractured Atlas is an an arts service organisation that “empowers artists, arts organizations, and
other cultural sector stakeholders by eliminating practical barriers to artistic expression, so as to
foster a more agile and resilient cultural ecosystem.” It was formed 20 years ago by theatre
practitioner Adam Huttler and now employs 70 staff many of whom are practicing artists. With a
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$25million turnover the organisation is a not for profit company with $20 million accounted for as
restricted contributions.
As an IT innovator/ arts service organisation it is currently supporting its membership with
insurance, audience development tools, visa support, fiscal sponsorship and space - other new
programmes including a credit union and a venture capital programme are currently in the R&D
pipeline. An online learning website, Fractured U., provides continuing education for D.I.Y. artists
and accidental administrators.
Fractured Atlas is a national organization that supports people at every level of the cultural
ecosystem - individual artists and arts organizations — from one-person outfits to the biggest of the
big. Importantly it is non curatorial. At present it has in excess of 70,000 members who pay to access
services. The team are passionate about innovation in business models that create a sustainable
business whilst supporting artists.
The business model is simple. Fractured Atlas's business model is based on a mix of earned and
contributed revenue. The model helps ensure that Fractured Atlas remains a resilient organization,
squarely focused on the needs of the community it serves. Core operations are sustained by earned
revenue drawn from membership dues and programme fees. “This is by design. We believe that if
the services we provide create real value for our members, then they will be willing to pay a
reasonable amount for them. This approach also provides a built-in evaluation gauge for our work,
meaning that our members will tell us — quickly and unambiguously with their buying power —
whether our work is having a positive impact on their lives.” Seed funding for organisational growth,
including new programme development and the expansion of existing programmes' scope, comes
primarily from grants made by institutional and/or government funders.
https://www.fracturedatlas.org/

Long term commitments to place and community
“ Urgency (why now?) and relevance are the two key messages - if we are not both we shouldn’t be
doing it.”
“We can’t have YOLA without the LA Phil and HOLA – one without the other just would not work.”
Sustainability is about much more than money. It suggests a willingness to learn and a commitment
to the long-term. I met organisations making a long-term commitment to supporting sustainable
programmes and creating stability for the participants, the artists and the community being served.
The notion of partnership, social impact and cross sector working emerges as being key to such long
term programmes.

Zumix, Boston
A core belief is that music is the most powerful means of developing adolescent self-identity. Our
award-winning music and creative technology programming is designed to equip youth with the
tools necessary to reach their full potential, while creating a safe space for youth to explore who they
are and who they want to be. Through community events, ZUMIX provides access to top-quality arts
experiences for a low-income, under-served neighborhood.
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Based in an old fire station in East Boston, the organisation has seen lots of change in its 26 year life
time as gentrification takes over the area and the local community becomes marginalised. Led by
Madeleine Steczynski, the organisation delivers free and low-cost after-school group and individual
programming as well as in school provision in two local schools.

Working with a team of more than 20 full and part time artists, young people aged 12 – 18 can
access songwriting and performance, creative technology, radio and dance. Reaching more than
1000 young people each year, the programme has a strong community presence and impact and is
developing partnerships with private trusts to provide support to families in need in the local
community.
Sustainability is a real commitment if a significant challenge. There is frustration at not being able to
support their artists better – even to pay them better. But, the long term commitment to the
community cuts deep despite changing political and social contexts, challenging communities,
declining resources and frustration at not being able to meet the needs of the community as fully as
they would like.
https://www.zumix.org/about
Heart of LA - HOLA
HOLA has existed for 29 years and is clearly sustained through its long-term commitment to its
Rampart neighbourhood and community. The organisation provides young people with academic
programmes, arts and athletics within a nurturing environment, empowering them to develop their
potential, pursue their education and strengthen their communities.
The organisation has grown organically over time with significant changes over a five yearly cycle.
HOLA works in partnership with many other deliverers and 8 years ago they became a delivery
partner for YOLA working with the LA Phil. They are now developing a new building in Park which
will extend their existing campus significantly. I met with Mitch, the founder ED, and the current ED,
Tony, on the building site and was inspired by their enduring commitment to the community they
serve. Their mission statement is displayed in English, Spanish and Korean reflecting the diversity of
their community.
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The neighbourhood is ‘unstable’ and therefore it is important that the provision offered is stable.
This is often about retaining consistency in the artists delivering the programme. They are a
significant employer of artists – visual artists delivering the visual and ceramics programme and
musicians delivering YOLA. However, in order to develop artists from within the community they
have developed an alumni programme (age 19 -25) and an Artists Mentorship programme that
provides employment for young people. They provide college preparation sessions, support alumni
who have gone to college and provide job training and are close to families.
https://www.heartofla.org/

Youth Orchestra of Los Angeles – YOLA
"It has been a dream to see YOLA grow and to watch how these students have changed on an artistic
level, and also as citizens."
The YOLA programme is now 10 years old. Inspired by Venezuela's revolutionary El Sistema - the LA
Phil and its community partners provide free instruments, intensive music training, and academic
support to students from underserved neighborhoods, empowering them to become vital citizens,
leaders, and agents of change.
The programme is delivered with three delivery partners:
• YOLA at HOLA is located in the Rampart District, one of L.A.'s most densely populated and
diverse neighborhoods. Founded in 2010, the program engages over 250 students ages 6-16.
• YOLA at EXPO Center engages over 325 students ages 6-18.Located east of downtown L.A.
Located in South Los Angeles and founded with the Harmony Project in 2007 as the first YOLA
site.
• YOLA at LACHSA engages 140 students ages 8-12. High school students at the Los Angeles
County High School for the Arts act as mentors to their younger YOLA counterparts.
I observed sessions at HOLA. The longevity of the programme and impact on the young people was
astonishing and I was totally blown away when observing sessions. Gifted teachers, beautiful young
people – 17 year old Nana showed me some of her photographs, described her approach to
documenting her diverse community and then continued to play Double Bass beautifully. Their
behaviour was impeccable, attendance was high and some of the young people are making a major
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commitment to attend between 3-4 times a week after school for up to 6 hours. LA Phil do not
employ the musicians who deliver the programme – their delivery partners do and that raises
questions around consistency and ethos. Juan Phillippe conducts the Youth Orchestra and he works
across all three sites ensuring a degree of consistency.
In addition, With YOLA sites at the heart, the YOLA Neighborhood Project brings music into the YOLA
communities by creating concentrated networks of musical activity in South Los Angeles, Rampart,
and East Los Angeles. Thousands of school children experience music by connecting to the LA Phil
through in-class residencies and concerts, as well as fieldtrips to Walt Disney Concert Hall.
Additionally, students and family members enjoy free concerts from LA Phil Musicians in their
schools, churches, and community centers. Among the LA Phil’s fifteen partner schools in
neighborhoods surrounding YOLA at EXPO, YOLA at HOLA, and YOLA at LACHSA, over 6,000 students
are engaged in music making annually. LA Phil Teaching Artists work with students in their
classrooms for 6- to 9-week residencies and classroom teachers attend professional development
sessions.
The long term sustainability of this extensive programme is attributed to the core commitment of
the institution to the communities, the partnerships with institutions and organisation as equally as
committed to sustainable provision in the communities they serve and the fact that such
commitment generates success and therefore attracts funding.
https://www.laphil.com/education/yola.

It seems clear that commitment to a place and a community and the delivery of programmes of

work that are relevant and valued by that community sits at the heart of the sustainability issue.
Footscray Community Arts Centre
Footscray has been in existence for 46 years and serves the community in West Melbourne. I met
with Jade Lillie, outgoing CEO, who pointed out that community arts is not a term in common usage
in Australia, it is more commonly known as Community Cultural Development (CDD). She defines
the work of FCAC as being “a community engaged, contemporary arts centre working with local,
regional and international communities to drive social, cultural and artistic vibrancy.”
Building capacity, driving social change and creating opportunities are the common threads through
the work and the centre provides extensive arts learning programmes reaching more than 3800
participants a year. Characterised by long term, multidisciplinary, culturally relevant programmes
and social impact, the core programmes include ArtLife, Indigenous Cultural and Emerging Cultural
Leaders programmes. Industry initiatives support the development of the industry whilst
professional development supports the artists and companies and artists in residence programmes
creative development is supported and new work developed. Open call programmes ensure the
centre is not ‘closed’ but remains available and democratic.
Engaging more than 600 artists, providing more than 47 mentorships and internships and 22
residencies, FCAC is a considerable supporter of a pool of freelance and independent artists upon
whom its programme depends. Partnership working is crucial to them and last year more than 80
partners were involved in the programme. Programmes are sustained through a combination of
public subsidy and other grants.
http://footscrayarts.com/
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C3 West: Museum of Contemporary Art, Sydney
In Sydney I met with Gill Nicol of MCA and we talked about one of the museum’s long term
programme - C3West - that creates opportunities for artists to work strategically with business and
non-arts government organisations in Western Sydney. Since 2006 C3West has developed a range of
partnerships with companies and communities in Penrith, Liverpool, Goulburn, Blacktown and
Hurstville, aligning corporate social investment strategies with community development.
It originated in 2001, when MCA asked Jock McQueenie to develop a feasibility study for a
programme based on his 3 ‘C’s model – culture, commerce and community. A steering group in
Western Sydney was formed and the belief that artists can bring unique value beyond the gallery or
museum has now run for more than a decade demonstrating the role of the artist in civic society and
the public realm. This work is not unique but builds on public space practices.
It is however, uniquely grounded in the rich cultural territory of Western Sydney. It is underpinned
by the most critical context in which public space practice occurs in Australia, that of the unresolved
consequences of the colonial invasion upon Aboriginal and Torres Strait Islander peoples and
culture.
https://www.mca.com.au/artists-and-works/c3west/

DreamYard
We believe that young people in the Bronx need a continuous set of supports to help them towards
positive outcomes as they navigate their educational pathway. We have every expectation that
through offering sustained and meaningful supports our youth will develop the necessary tools to
become creative and engaged citizens, life-long learners and the leaders and innovators of the 21st
century.
Established in 1994, DreamYard started as an idea sparked by a group of young people who wrote a
play about a place where children could go to dream. Young people remain at the centre of the
mission and vision. In 1999, DreamYard chose to work entirely in the Bronx because of the
generational need and the belief that the organisation could most effectively impact change with
limited resources if they focused their work in one community.
Since then, DreamYard has grown to not only become the largest arts provider in the Bronx but a
nationally recognised community arts organisation that uses the arts, digital tools, and social justice
to transform students, schools, and communities. It employs 70 teaching artists (employed on full
year contracts and provided with health care), 3 Master Teaching Artists who support the team with
a coaching model and critical friend support, 3 Directors and 35 administration staff.
DreamYard has invested deeply in the Borough, developing an arts learning pathway for young
people in preK-12th grade called the Bronx Arts Learning Community, a one-of-a kind network of 45
partnering public schools developed in collaboration with the New York City Department of
Education and the Ford Foundation. In 2006 they opened the DreamYard Preparatory High School
and in 2009, in collaboration with BronxPro Real Estate (a unique, mission-driven affordable housing
developer), developed a multi-arts and digitally integrated Community Art Center that serves over
300 students weekly. In 2012 they began to expand beyond the walls of the classroom, leading
community development across the Bronx including the Gaudi-inspired Hayden Lord Park.
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I was inspired by a visit to the amazing Dreamyard Prep High School School where Brandon Majit
inspired me with his vision and passion for what is being achieved there by artists working within a
public school system.
Dreamyard are doing incredible work in an immersive way with the Bronx communities. This is an
organisation passionate about social justice, community development and the power of art to
change lives. The longitudinal nature of their commitment has created pathways to employment,
internships support young people on their journeys and they generally are developing their own
teaching artists.
http://www.dreamyard.com/

Learning
The learning can be summarised as follows:
•
•
•

•
•
•
•
•
•

The pillars of sustainable artists careers are a stable income, a supportive infrastructure and
vibrant creativity;
The key to sustainability lies in the area of overlap between the interests of the artist, the
organisation and the programme of work/ participants;
Long term commitments to programmes, partnerships, place and communities embed artists
and organisations within the communities they serve so that value is clear and this generates
social impact and value and supports sustainability;
So, relevance and social impact sit at the heart of the sustainability agenda;
The language we use to describe the practice is important in generating consensus, value,
respect and identity;
There is an important role for the tertiary system in initial training but also in research and
evidence;
There is a need for advocacy for artists not just for the sector;
Collaboration, collective capacity and working and asset based working seem to support longterm sustainable solutions;
New business models are needed - the ‘not for profit’/ company model appears to be broken.
Individual entrepreneurial or ‘solopreneurial’ approaches, social enterprises, non-transactional
and collaborative developments appear to be the way forward. More nimble, porous and agile
organisatons working across the ecology also appear to support long term sustainability.

Transferring the Learning
There are challenges in implementing this learning within a UK context.
•

Some progress is already evident in relation to collaboration and collective capacity, despite the
fact that we work in a predominantly competitive system where resources are becoming
increasingly scarce and competition therefore becomes more fierce. But, our business models
are entrenched and organisations are underresourced, undercapitalized (very few have
reserves) and undermanaged. Change is therefore slow to emerge in this area.
(Recommendations Five, Six, Nine and Ten)

•

Our funders remain predominantly concerned with content generation and more attention need
to be given to more multi-dimensional approaches to the achievement of artistic, financial and
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organisational sustainability – one dimension is not enough. Without organizational and financial
stability, either at the level of the individual artist or the institution, this will never be as good as
it could be. We ignore infrastructure at our peril. (Recommendations Seven and Eight)
•

Our tax systems mitigate against our organisations taking responsibility for the pool of artists
upon whom they depend, ensuring that duty of care is taken, professional development is
available and accessible and rather than emphasising ‘self care’ we adopt an approach to
‘shared care’ that is sector wide. (Recommendations Two

•

There is resistance to consensus on the language used to describe the practice in the UK. It is
called many different things - Socially Engaged Arts Practice, Relational Art, Dialogical Art,
Community Art, Collectivism, Participatory Arts – to name but a few. It is arguable that this is a
barrier to generating greater value for the work but if we are to support ‘thriving’ artists, not just
those that are surviving, we must place (and generate) a higher social value being placed on art,
artists and creativity. (Recommendation One, Three and Four)
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Conclusions and Recommendations
Artists can only play their role if they are supported by the other players in the system – the
funders and policy makers, commissioners and employers and institutions. So, if we are to
generate the system and ‘field’ change needed we must generate field wide partnership working,
communality, collaboration and collective action.
“I have experienced the serendipity of travelling – meeting people with whom you can connect in the
moment and enjoy the conversations and connections for what they are – transient moments. I have
reconnected with old friends and made new ones and am feeling hugely thankful. (Blog: October
21st)
“It has been an incredible journey and one that will take some time to process and reflect upon. I
have seen amazing things, visited places and seen sights that will stay with me forever and, most
importantly, learned a lot about my field, my practice and myself.” (Blog: November 18th)

I have learned so much about the field in the USA and Australia and the new perspectives have
enabled me to reflect on the practice in the UK and contextualise it. The field of enquiry widened
early on in the trip as I realised I could not separate the needs of artists working in participatory
settings from those of all artists and indeed the institutions that they work with and for. The fact
that my visits used different lenses to examine the field – artists, institution, funder and policy maker
– and that they took me into art-forms and disciplines that were not as familiar to me, meant that
the learning was rich. I feel like I have begun to scratch the surface of some of the potential learning
and hope that I can sustain what is the beginning of an international community of practice moving
forward.
I visited eight incredible cities on three continents. I relaxed on a Pacific island, enjoyed the beauty
of the Great Ocean Road, the Joshua Tree National Park and the Blue Mountains and at the other
extreme, I experienced the traffic of Bangkok and the scale and pace of LA and NYC.
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“This is a different kind of questioning and listening – more open ended and with no predetermined
output or end result. I am used to framing questions and listening in my work as a consultant but I
suppose that active listening is usually directed to a specific purpose – what did the 6 year old feel
about what they did, how did the artist develop as a result of the intervention? This experience is
very different.” (Blog: September 30th 2017)
The Fellowship gave license to ask questions, to take time out and to really listen and delve. I did not
need to keep switching between projects, modes of thinking and clients and for a freelance
consultant working for more than eight clients at any one time, that was a great luxury. I was able to
focus, to take the time to slow down and focus on an area of enquiry, to take time to process the
inputs, views and perspectives of others, to truly absorb, listen and most importantly hear patterns,
threads and connections. The new environments meant that everything felt fresh and stimulating. I
was able to ditch my preconceptions, check in on my biases and challenge my own assumptions. I
expanded my own networks and returned with new perspectives that will refresh and enhance my
practice for many years to come.
I approached the Fellowship with a series of questions. Did I answer them? Possibly not. In fact it is
possible that the journey raised more questions than it answered for me. Did I find the solutions I
was seeking to the challenges we face in the UK? Do I now know how can we establish an
environment where our artists can thrive and not just survive? I have some hunches …….
I achieved my aims as I was able to explore and examine many models and types of provision.
However, I did not really unearth solutions to monetising and stabilising support and creating
sustainable support structures for artists. Instead, I found shared challenges rather than solutions
and this confirms the value of the notion of a greater cross border exchange in the practice through
an international community of interest and practice.
Recommendation One
An international think tank be created that will generate thought leadership through the
establishment of an international community of practice that will be launched in 2018 and could
potentially grow over time.
I feel strongly that if we are to support ‘thriving’ artists, not just those that are surviving, we must
place (and generate) a higher social value being placed on art, artists and creativity and we must
foster collaboration between artists and decision-makers in all sectors and support the broadest
possible range of connections between artists and communities.
Recommendation Two
Lobby for better support for self employed artists at the highest political level. For example, changes
to the taxation system are needed to encourage institutional support for the self employed.
Recommendation Three
Sector lead bodies, such as ArtWorks Alliance and its partners, should play a role in advocating for
greater value to be placed on the work at all levels and across all sectors.
Recommendation Four
The field should consider whether its use of different language to describe the practice affects the
way in which it is viewed.
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This requires system and ‘field’ change and industry development which will depend on the
generation of traction and leverage created through a ‘movement’, bottom up action and field wide
partnership working, communality, collaboration and collective action.
Recommendation Five
Artists, Funders and Employers consider how to encourage, develop, establish and support artist led
solutions and movements.
Recommendation Six
HE institutions must consider real world preparedness in initial training particularly skills in
entrepreneurship and facilitation of creativity in others – emerging artists need skills in facilitation,
an understanding of the civic role of artists and how they might contribute as citizens to social and
civic life. 3
The research pointed to the need for more multi-dimensional approaches to the achievement of
artistic, financial and organisational sustainability – one dimension is not enough. Our funding
systems tend to focus on funding ‘content’ but without organizational and financial stability either at
the level of the individual artist or the institution, this will never be as good as it could be. We ignore
infrastructure at our peril.
Recommendation Seven
Funders must consider how they can support better conditions for self employed artists. Funders
must consider how they might support infrastructure and business support as well as content to
support increased capacity in the small to medium sector and that they consider the needs of self
employed artists as much as the institutions and organisations they support. A starting point would
be to require all funded institutions to have a duty of care policy for their self employed artists.
Recommendation Eight
New business models are needed - the ‘not for profit’/ company model appears to be broken.
Individual entrepreneurial or ‘solopreneurial’ approaches, social enterprises, non-transactional and
collaborative developments appear to be the way forward. More nimble, porous and agile
organisations working across the ecology also appear to support long term sustainability.
The research highlighted many example of how organisations are supporting the freelance pools of
artists upon whom they depend and was able to identify some key learning for the UK context which
I am already sharing. It is imperative that our organisations take responsibility for the pool of artists
upon whom they depend, ensuring that duty of care is taken, professional development is available
and accessible and rather than emphasising ‘self care’ we adopt an approach to ‘shared care’ that is
sector wide.
Recommendation Nine
Institutional models explored in the research are shared with UK based leading institutions to
influence change.
Recommendation Ten
Employers of freelance artists should collectively consider how they can best support the pool of
artists upon whom they depend to ‘thrive’.
Moving forward, I intend to directly respond to these recommendations in my own work.
3

I am presenting a paper at the Reflective Conservatoire Conference in February 2018:
https://www.gsmd.ac.uk/about_the_school/research/whats_on /reflective_conservatoire_conference/
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I am developing a response to Recommendation One. I am developing plans for a web based think
tank that will offer webinars, position papers and thought leadership bringing together thinkers,
advocates and consultants from across the world. The intention is to launch this at ITAC4 in New
York in September 2018.4 There is scope for further focused distillation of key areas of enquiry - for
example, relationships between grass roots and larger institutions, the potential shift of emphasis in
funding from content to infrastructure, the impact of porous relationships between HE and
institutions, the spectrum of practice - that could inform the development of such a think tank. 5
I also intend to:
•
•

Encourage ambition and commitment to long term programmes of work with the clients with
whom I work and share models of practice through my blog and on my web site;
Disseminate the learning through articles in journals, conference presentations, circulation of
the report, blogs and my own web site and through shorter essays on key areas of learning. I
have already presented at the Reflective Conservatoire Conference in London, published a blog
in the Artworks Alliance newsletter and an article for the US based Teaching Artists Guild
newsletter.

Further Research
I have some questions that have emerged from the research which will provide a starting point for
this work.
• As artists engage directly in communities they are at the front line. Is it because we have failed
to support them that we’ve fallen into crisis as a sector?
• Fields (and organisations) change and evolve either through crisis or through a more enlightened
model through the work itself and through reflection. How do we encourage our artists to be
the agents of this enlightened change?
• There is a spectrum of practice at play in this work. Can we model this in a way which is
meaningful to our emerging artists?

Art Making

Engage others in own art

Hybrid/Teaching Artist

Facilitation of Others

The journey is far from over!

4

5

http://www.itac-conference.com/

I have been influenced by other think tanks like Demos and International Future Forum but also by the on line think tank
I came across in the USA, Createquity - http://createquity.com/about/ - the emphasis on rigorous evidence review and
lively writing seems to me to provide something very different for the sector. “Rather than 100-page PDFs, we present our
insights in engaging multimedia articles that bring the stories and challenges of each topic to life.” Createquity makes
sense of research that we might otherwise miss. As a think tank and online publication it investigates the most important
issues in the arts and explores what we, collectively and individually, can do about them.
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Appendix One: Itinerary
TRAVEL
22nd Sept

Train to London 12.28 arrive 16.05
NEW YORK - 5 hours behind

23rd Sept

Fly to New York - Delta DL1 - 10.30 - 13.30 - T3

28th Sept

Philadelphia 8.10 Train from Penn Station
BOSTON - 5 hours behind

1st Oct

Amtrak to Boston - 9am - 1.15pm
SAN FRANSISCO - 8 hours behind

4th Oct

Fly to San Fransisco - 16.55 - 20.45 - Delta Logan International DL 2566
LOS ANGELES - 8 hours behind

10th Oct

Greyhound to LA - 9.30 - 17.25pm

16th Oct

Fly to Fiji - depart LAX at 23.30 - Fiji Airways T B - FJ811

17th Oct
FIJI - 11 hours ahead
18th Oct

Arrive Nadi 05.50
MELBOURNE - 10 hours ahead

22nd Oct

Fly to Melbourne - 18.10 - arrive 23.00 - FJ 931
SYDNEY - 10 hours ahead

29th Oct

8.30 train from Southern Cross to Sydney - arrive 19.53
BRISBANE - 10 hours ahead

6th Nov

Fly to Brisbane 2pm arrive 2.30pm - Jetstar JQ 814

11th Nov

Fly to Bangkok - depart 22.45
BANGKOK - 7 hours ahead

12th Nov

Arrive 5.25
LONDON

18th Nov

Fly to Heathrow - depart 13.05 - arrive 19.20
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Appendix Two: List of People Consulted
NAME
Eric Booth

ROLE
Artist

LOCATION
NYC

WEBSITE
http://ericbooth.net/

Employer

NYC

http://www.urbanarts.org/

NYC

http://www.urbanarts.org/

Employer

NYC

https://nyphil.org/education/learningcommunities?clicklocation=main_nav_learning_coms

FE/HE
Provider
Employer

NYC
NYC

https://www.manhattantheatreclub.com/education/

Employer

NYC

http://communitywordproject.org/

Patricia
Chilsen
Chris
Giordano
Jose Velez

JOB
Teaching
Artist
Urban Arts
Partnership
Urban Arts
Partnership
New York
Philharmonic
City College of
New York
Manhattan
Theatre Club
Community
Word Project
Community
Word Project
Teaching
Artists
Lincoln Centre

Employer

NYC

http://communitywordproject.org/

Artist

NYC

Employer

NYC

http://lincolncentereducation.org/about#teachingartists

Jean E Taylor

Lincoln Centre

Employer

NYC

http://lincolncentereducation.org/about#teachingartists

Diane Ramo

Lincoln Centre

Employer

NYC

http://lincolncentereducation.org/about#teachingartists

Tim Lord

Dreamyard

Employer

NYC

http://www.dreamyard.com/

Tim Cynova

Fractured
Atlas
Artists U

Agency

NYC

https://www.fracturedatlas.org/

Artist

Philadelphi
a

http://www.artistsu.org/

Bartol
Foundation

Funder

Philadelphi
a

https://bartol.org/

Dreamyard
High School
Carnegie Hall

Employer

NYC

http://dyprep.org/

Employer

NYC

https://www.carnegiehall.org/Education

Bryce Dance
Company
Massachusett
s Cultural
Council
Massachusett
s Cultural
Council
Massachusett
s Cultural
Council
Arts and
Business
Council
Arts and
Business
Council

Artist

NYC

http://www.brycedancecompany.com/

Funder

Boston

http://www.massculturalcouncil.org/

Funder

Boston

http://www.massculturalcouncil.org/

Funder

Boston

http://www.massculturalcouncil.org/

Agency

Boston

https://artsandbusinesscouncil.org/the-creativecampus/

Agency

Boston

https://artsandbusinesscouncil.org/the-creativecampus/

Katrena
Perou
Rhiannon
Murphy
Ted Wiprud
Sobha
Karanakudiyl
David
Shookhoff
Katie Rainey

Andrew
Simonet
Beth
Feldman
Brandt
Brandon
Magid
Sarah
Johnstone
Heather
Bryce
Rodrigo
Guerrero
Eric
Holmgren
Dan Blask

David
Holland
Jim Grace
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Ruth
Mercado
Zizzo
Madeliene
Steczynski
Panos Panuy

Ed Vestors

Agency

Boston

http://www.edvestors.org/

Zumix

Employer

Boston

https://www.zumix.org/about

Berklee

Academic

Boston

Mike Hendrix
Doris
Sommer

IDEO
Cultural
Agents/
Harvard
University
Performing
Arts
Workshop
Teaching
Artists Guild
San Francisco
Arts
Commission
Artist/ Arts
Education
Alliance
Youth in Arts

Artist
Artist/
Academic

Boston
Boston

https://www.berklee.edu/focused/ice/managingfounding-director
https://www.ideo.com/eu
http://www.culturalagents.org/

Employer

San
Francisco

http://www.performingartsworkshop.org/our-work/

Agency

San
Francisco
San
Francisco

https://teachingartistsguild.org/

Artist

San
Francisco

http://theartdontstop.com/

Employer

http://www.youthinarts.org/

Hewlett
Foundation
Hewlett
Foundation
YOLA

Funder

Artist

San
Francisco
San
Francisco
San
Francisco
LA

Leni Isaacs
Boorstin

LA Phil

Employer

LA

https://www.laphil.com/education/yola.

Jennifer
Haren
Mike
Blockstein
Phil Bravo

YOLA

Employer

LA

https://www.laphil.com/education/yola.

Public Matters

Agency

LA

https://publicmattersgroup.com/

LA Phil

Employer

LA

https://www.laphil.com/education/yola.

Keith Wyffels

The Music
Centre
LA Arts
Commission
LA Arts
Commission
HOLA

Employer

LA

https://www.musiccenter.org/

Funder

LA

https://www.lacountyarts.org/

Funder

LA

https://www.lacountyarts.org/

Employer

LA

https://www.heartofla.org/

LA Arts
Commission

Ex
Teaching
Artist/
Funder
Funder

LA

https://www.lacountyarts.org/

LA

https://www.lacountyarts.org/

Funder

LA

https://www.lacountyarts.org/

Funder

LA

Funder

LA

https://www.lacountyarts.org/

Artist

LA

http://www.universoulhiphop.com/

Emily Garvie

Jean
Johnstone
Liz Ozol

Todd Berman

Miko Lee
Jessica Mele
Emiko Ono
Juan Philippe

Denise
Grande
Gillian
McCarthy
Nara
Hernandez
Gregg
Johnson

Megan
Kirkpatrick
Matt
Augustine
Tom
McKenzie
Layla
Postlethwait
e
Tiffany Bong

LA Arts
Commission
LA Arts
Commission
LA Arts
Commission
LA Arts
Commission
UniverSOUL

Funder

Funder

http://www.sfartscommission.org/

https://www.hewlett.org/
https://www.hewlett.org/
https://www.laphil.com/education/yola.
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Beth
Peterson
Tony and
Mitch
Victoria
Lanier
Kirsten
Freeman
Hilary Glow

LA Commons

Artist

LA

http://www.lacommons.org/

HOLA

Employer

LA

https://www.heartofla.org/

Education
through Music
AEON

Employer

LA

https://etmonline.org/

Agency

Melbourne

https://aeon.co/about

Professor

HE

Melbourne

Jo Caust

Associate
Professor/
Consultant
Arts Hub

HE

Melbourne

http://www.deakin.edu.au/about-deakin/people/hilaryglow
http://jocaustarts.com/
https://theconversation.com/profiles/jo-caust-123875

Artist

http://www.madeleine-dore.com/

Creative
Director,
Melbourne
Fringe
Creative
Victoria

Employer

Melbourne/
Sydney
Melbourne

Funder/
Policy
Maker
Funder/
Policy
Maker
Employer

Melbourne

https://creative.vic.gov.au/

Melbourne

https://creative.vic.gov.au/

Melbourne

http://footscrayarts.com/

Producer/
Artist
Agency

Melbourne

http://nextwave.org.au/

Melbourne

https://www.artswellbeingcollective.com.au/

Funder

Sydney

http://www.australiacouncil.gov.au/

Funder

Sydney

http://www.australiacouncil.gov.au/

Funder

Sydney

http://www.australiacouncil.gov.au/

Funder

Sydney

http://www.australiacouncil.gov.au/

Funder

Sydney

http://www.australiacouncil.gov.au/

Employer
/ Artist

Sydney

http://www.moogahlin.org/

Agency
Agency

Sydney
Sydney

http://diversityarts.org.au/
http://ice.org.au/

Employer

Sydney

http://c-a-c.com.au/

Employer

Sydney

http://c-a-c.com.au/

Agency
Employer

Sydney
Sydney

Employer

Sydney

http://thinkanddotank.net.au/
https://www.blacktown.nsw.gov.au/Services/Blacktown
-Arts
https://www.mca.com.au/artists-and-works/c3west/

Employer

Sydney

Madeleine
Dore
Simon
Abrahams

Jane Crawley

Jeremy

Creative
Victoria

Jade Lillie

Footscray Arts

Erica
McCalman
Tracey
Margieson

Next Wave
Festival
Arts and
Wellbeing
Collective
Australia
Council
Australia
Council
Australia
Council
Australia
Council
Australia
Council
Moogahlin
Performing
Arts
Diversity Arts
Culture
Exchange
Campbelltown
Arts Centre
Campbelltown
Arts Centre
Think and Do
Blacktown
Arts Centre
Museum of
Contemporary
Art
Sydney Opera
House

Jeremy Smith
Winona
Steve
Thomson
Guy
Caitlin
Lily Shearer

Lena Nahlous
Yamane
Fayed
Adam Porter
Mouna
Zaylah
Jane Stratton
Paschal Berry
Gill Nicol

Bridgette Van
Leuven

https://www.melbournefringe.com.au/

https://www.sydneyoperahouse.com/events/sydneyopera-house-presents/children-and-families-andcreative-learning.html
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Peter
Mahoney
Jo Thomas
Judith
McLean

Powerhouse

Employer

Sydney

https://maas.museum/powerhouse-museum/

Metro Arts
Queensland
Performing
Arts Centre
Queensland
Performing
Arts Centre
Queensland
Performing
Arts Centre
Queensland
Performing
Arts Centre
Queensland
Performing
Arts Centre
Queensland
Music Festival
QUT

Employer
Employer

Brisbane
Brisbane

http://www.metroarts.com.au/
https://qpac.com.au/

Employer

Brisbane

https://qpac.com.au/

Employer

Brisbane

https://qpac.com.au/

Employer

Brisbane

https://qpac.com.au/

Employer

Brisbane

https://qpac.com.au/

Employer

Brisbane

https://www.qmf.org.au/

Academic

Brisbane

https://www.qut.edu.au/

Employer

Brisbane

http://www.slq.qld.gov.au/

Rebecca
Atkinson

State Library
of Queensland
Arts
Queensland

Brisbane

https://www.arts.qld.gov.au/

Adam Tucker
Jonathon
Parsons

Camerata
Experimenta/
Robotronica

Funder/
Policy
Maker
Employer
Artist/
Producer

Brisbane
Brisbane

https://camerata.net.au/
http://experimenta.org/
https://www.qut.edu.au/institute-for-futureenvironments/about/news/news?news-id=93282

Artist
Producer

Melbourne
Melbourne

Artist
Artist
Employer

Melbourne
Melbourne
Melbourne

https://www.mso.com.au/

Artist

Brisbane

https://creativerecovery.org.au/

Agency

Melbourne

www.performingartistsguild.com

Brett Howe

Katrina
Torenbeek
Rebecca
Lamoin
John Kotzas

Erica Hart
Brad
Haseman
Lone Keast

Paul J Ryan
Chloe
Weavers
Corinna Jane
Ellen Burton
Lucy Rash

Scotia
Monkavich
Elspeth
McIntosh

Melbourne
Symphony
Orchestra
Creative
Recovery
Network
Performing
Arts Guild
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