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Anne Brodie, untitled, glass and white
china clay, 2003.

‘Artists and Writers’ in Antarctica is a
scheme that is jointly run by Arts Council
England and the British Antarctic Survey.
Anne Brodie will be one of two resident
artists in Antarctica as part of this scheme
from December 2006 – February 2007.

“My work usually involves lots of hot
glass, film and photography. I’ll be
building a small glass furnace at the base
and melting some of the waste glass to
make small-scale on-site glass
installations. Through film, sound
recording and photography, I’ll be
exploring the movement of ice and light
in the Antarctic and looking at its
relationship to glass making and object
ownership. There are some all too
obvious associations between glass and
ice and the avoidance of these, along
with the extreme environment, will form
the basic challenges of my trip.”
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Research within the Future forecast enquiry in 2005/061 revealed that
artists’ practices are increasingly characterised by self-determination and
personalisation, the creative friction of working between public services and
private enterprise and through multiple engagements across networks and
audiences, all whilst pursuing artistic development.
The key factor within this complex and shifting terrain for contemporary practice is the
expectation of negotiation – both in establishing terms of reference as well as within
the delivery of a project or art work. Such an attitude is enshrined in The Code of
Practice for the Visual Arts2, within the principle of ‘Prepare thoroughly’ – that is to say,
artists should expect, and allow time to, research all the aspects and conditions of a
new project or relationship and through discussion, the testing of propositions and
exchange of views, negotiate, and arrive at a mutually beneficial arrangement.

Wikipedia defines negotiation as: “the process where interested parties resolve
disputes, agree upon courses of action, bargain for individual or collective advantage,
and/or attempt to craft outcomes which serve their mutual interests”3. The size of the
artists’ community nowadays and the relatively small volume of artistic opportunities
available in which artists can demonstrate or exhibit their work publicly has the effect
of discouraging the negotiation process, usually to the detriment of the artist’s
livelihood and often to their self-esteem.

The texts in Negotiating your practice – the fifth in our Good practice series4 launched
in 2003 – have been selected to indicate the approaches and strategies some artists
have taken to define the environment for their individual practices. The underlying
feature across them is the proactive role the artist takes in thinking through, defining
and negotiating each context they are presented with or initiate, to ensure a project
has the best chance of delivering what they want and need for their artistic
development.

David Cotterrell describes his journey from a painter who was able to “abandon the
rewards and temptations of mass-communications” and become one who “found the
public realm liberating”, albeit with its inherent compromises and multiple agendas. In
effect, compromise is reaching an agreement through communication: a negotiation
that can be applied to any and all contexts, public or commercial. As Cotterrell
comments: “The potential for corruption of our agendas is in every arena of art
production from the international biennales to the collective artists’ open studios, but
within the public realm the mediation of ideas from the artist’s vision to the practical
landscape of clients, contractors, and user groups can be a challenge. Artists must be
constantly vigilant to ensure that they attempt to assess the integrity of their own
practice.”

Bata-ville, that grew from a small-scale commission for Nina Pope into complex
collaborative venture alongside Karen Guthrie, enabled the duo to experiment with
new kinds social interaction and presentation all at the same time as handling the
logistics, raising extra funds and meeting Commissions East’s requirements. They
were able to respond to the practical challenges over a two-year period not only
through their own experience as a collaborative partnership, but also through their
sensitivity to working with a large number of individuals with different needs, concerns
and agendas.

But whilst notions of ‘artistic autonomy’ may seem to conflict with the agendas of
many public funders and enablers, for her situation-specific practice intended for a
very broad range of audience, Sarah Cole looks to find “people with a similar
ideological belief and artistic ambition [as this] is fundamentally important, as is
ensuring that any commissioning organisation understands the co-dynamics between
artistic practice and social need, so that one does not become subsumed by the other. 

Taking about his approach, Graham Fagen raises the issue of ‘professionalism’ and
how it can be recognised: “It is about trust in both directions and trust as part of a
team. Building confidence in each other opens up more and more opportunities.
Whether I am making a show for a private gallery, public institution, museum, out door
commission, whatever, I try to keep the same approach. There is a job to do; I work
with other people to achieve a result.”

Maintaining professional recognition from others is also raised by John Newling, when
talking about the potential for a commissioner [or stakeholder] to limit an artist’s
intervention: “I have always found it unwise to acquiesce to others on aspects of
approach and concepts at an initial stage; an artist's ability to influence future
negotiations – and potential compromises – hinges on laying down an early marker.”

There is, nevertheless, the potential for excitement for
the artist when offered the opportunity to operate within
the ‘broader terrain’ for contemporary visual arts
practice – other people, other conditions and
constraints. Gavin Wade talks about creating “meeting
points as vital collisions of ideas towards new
unpredictable systems and structures…”.

Manoeuvring yourself as an artist in the art world also
means confronting those prosaic structures through
which art is expected to be critiqued and authenticated:
the art press and academic circles. But as much
contemporary art is either ignored completely or given
scant attention, it often falls to artists themselves to
create a critical framework for their practice. Dominic
Thomas highlights the resistance there can be from
artists themselves to “tackling [within their professional
development] the issue of the actual products of an
artist’s labours”. And although artists can go some way
to helping themselves – through collective discourse
and peer critique – he urges the commissioners,
agencies, galleries and funders to ‘prepare thoroughly’
too, and help in developing “an intelligent critical
environment in which critically engaged practices of all
kinds can flourish”.

Interaction, collaboration and the pursuit of mutuality,
then, would seem to be the characteristics we should
espouse when negotiating our practice and the
environment for it. And for some practical ideas, we
include in this publication some advice from artists’
adviser and mentor Rod McIntosh on how to politely
say ‘no’ to those opportunities that just aren’t equitable,
whilst suggesting some techniques for achieving better
terms. He acknowledges that “most [artists] feel
uncomfortable discussing money. But a successful
negotiation doesn’t only affect the fees you will be
getting – it will impact on your self esteem and
influence your partners’ perception and value of you”. 

1  Future forecast was a year-long enquiry into the future practices and resources for
contemporary visual arts practice that resulted in the publications Future space,
Social space, Curated space, Outer space and Outcomes and issues. 
See www.a-n.co.uk/future_forecast for all interviews and the key findings. 

2  The Code of Practice for the Visual Arts, with versions for artists and organisers is
freely available on www.a-n.co.uk/code_of_practice

3  www.wikipedia.org

4  The series comprises The Code of Practice for the Visual Arts (versions for artists
and organisers) 2003, Establishing a charge rate for a working artist, 2004, Good
practice in paying artists 2004 and Good exhibition practice 2005. 
See www.a-n.co.uk/good_practice.

INTRODUCTION
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form about why they wanted to take part in the next
part of the project – the coach trip to Zlín. The final
coach party included ex-Bata staff and residents of
Maryport and East Tilbury, and a small number of
interested others.

As the coach trip required a large amount of
organisation and had to be filmed for stage three, Pope
and Guthrie found Commissions East’s support
invaluable: “we had a fundraiser/budget manager,
administrative support and lots more from their staff
team. We then brought in our freelance project
manager (employed through Commissions East) as an
additional ‘hands-on’ manager for the last stage. 

A co-production agreement was drawn up between
Somewhere, Commissions East and Illumina Digital, the
media production company commissioned by Pope and
Guthrie for the coach trip and production of the Bata-
ville film. Pope and Guthrie stress the importance of this
type of contractual arrangement as it means that the
artists and their organisational collaborators’ roles and
responsibilities are clearly defined. 

Pope’s principle role as artist in the Travel Agency had
been as installation instigator and performer. The Travel
Agency event had been orchestrated at set times and
set days. On the coach trip, Pope and Guthrie were
‘performing’ for ten whole days, with no break from
their audience/collaborators. They were dressed in
costumes and so were effectively in ‘role’ all the time.
As Pope remarked, “the costumes helped us to inhabit a
different space. We were like mirror images of each
other and we mirrored each other’s movements. It was
a bit like having a type of armour”. However, in addition
to the art ‘performathon’ that they undertook, they also
maintained their organisational roles, not only for the
forty-five people, plus crew – project manager,
cameraman, sound man, crew assistant and Czech fixer
– that were on the coach, but also conducted an overall
directorial approach to the filming which was crucial for
the next stage of the project.

The final stage of the project was the editing,
production and screening of film documenting the trip

THE BATA-VILLE PROJECT
NEGOTIATING A LARGE-SCALE PROJECT

Nina Pope and Karen Guthrie have regularly
collaborated on projects that draw on their
complementary experience and skills in
performance, installation, digital media and film.
Their unique working relationship allows space
for individual projects, as well as support and
development of co-authored work.
This balance of mutual respect and understanding has
enabled them to build up a portfolio of commissioned
and self-initiated small- and large-scale work, as well as
allowing them to expand their roles as artists to
curators, producers and facilitators. They developed
www.somewhere.org.uk in 1997, creating an online
platform to expand their collaborative ideas and in 2002
developed the ambitious collaborative work TV
swansong. This involved commissioning eight artists’
projects including works by Graham Fagen, Jessica
Voorsanger, Zoe Walker and Neil Bromwich.
Broadcasting from Blackpool Ballroom to Sutton on
Sea, the project culminated in a live one-day webcast. 

In 2003, Nina Pope was commissioned by Commissions
East to make a temporary site-specific work in East
Tilbury for Thurrock Council. On her initial visits, she
was struck by the strong presence that Czech shoe
company Bata has there, and after further research
discovered that there had been many ‘Bata villages’ not
just across Britain but also worldwide. East Tilbury in
the south east of England, and Maryport in the north
west, were influenced by a 1930s model developed by
Bata in Zlín, South Moravia in the Czech Republic. 

The original project brief outlined a self-contained
project with a limited timescale. Pope had more
ambitious ideas in mind. Through her experience in
working on large-scale self-initiated projects with
Guthrie, such as TV swansong, Pope had the
confidence to pitch a more ambitious multi-stage
project that included Guthrie (who lives within travelling
distance of Maryport) as collaborative artist.

Pope was aware that there was a limited budget for the
project, and proposed that their organisation
Somewhere would help Commissions East to fundraise
for additional costs for the larger project, with
Somewhere co-managing the project. That Pope could
back this proposal up with a track record of successful
large-scale innovative projects meant that she was in a
strong position to suggest this expansion from the
original brief.

Due to the new need to raise additional funds, Bata-ville
was broken down into three stages: the Travel Agency –
a performance/installation by Pope in East Tilbury
during November and December 2003; the Bata-ville
Coach Trip to Zlín in September 2004 choreographed by
Pope and Guthrie and the Bata-ville film of the coach
trip, that was launched in 2005. This three-stage
approach allowed the installation/event Travel Agency
in East Tilbury to take place under the original brief,
whilst fundraising, planning and negotiations continued
with Commissions East for subsequent stages. 

Pope created her Travel Agency installation within the
largely disused, East Tilbury factory, recreating a
strange world reminiscent of a 1950s technicolor film
set. Residents were encouraged to visit the agency
during November and December 2003 and contribute to
the installation with their own Bata materials. They
could watch Bata-related films, and fill in an application



5

from East Tilbury and Maryport to Zlín. This way of
working was new for both artists. However, the shift,
from a collaborative team of two, to co-producers of a
much larger and more complicated process, seems to
have taken place fairly naturally. However, they found
challenges in their perceived role as artists who are
making a film. They wished to distribute the final film to
local public screening venues in East Tilbury and
Maryport, as well as at film festivals, arts cinemas, and
via a television broadcast. In positioning themselves as
artists, they found it difficult to tap into the support
network for filmmakers in the region. 

Bata-ville grew into a project that engaged many
individuals professionally and personally, it also
expanded Pope and Guthrie’s working practices as
individual and collaborative artists. They were able to
respond to the practical challenges over a two-year
period not only through their own experience as a
collaborative partnership, but also through their
sensitivity to working with a large number of individuals
with different needs, concerns and agendas. 

The visual arts development agency for the east of
England, Commissions East facilitates and supports a
range of temporary and permanent visual commissions
and projects, including innovative projects conceived
and developed by artists. It was appointed by Thurrock
Council in 2003 to facilitate a programme of public art
commissions as part of Arts Generate – an Arts Council
England East initiative pioneering new approaches to
regeneration through arts and creative industries.

Commissions East admitted that the prospect of raising
so much money was daunting and there were
challenges in dealing with a patchwork of seven funding
bodies, each with their own criteria for funding and
different application, monitoring and reporting
requirements.

Bata-ville is not a typical public art commission; notions
of scale and geographical location are challenged; the
usual roles and responsibilities are blurred as the
audience become performers, artists become film
directors, and commissioning agents temporarily

become film crew assistants. What is clear is that its
success is largely due to the commitment and tenacity
of everyone who became part of it. 

Bata-ville received funding from Arts Council England,
Heritage Lottery Fund, European Cultural Foundation
and Thurrock Council, with in-kind support from the
Czech Centre.

Jane Watt is an artist and researcher based in London. She is currently
Research Associate at the Centre for Research into Creation in the
Performing Arts (ResCen) at Middlesex University, Lecturer in Art History
and Theory at Roehampton University and commissioned artist for a large-
scale permanent site-specific work for Land Securities and Christ’s
College, Cambridge.

Pope and Guthrie
Since its premiere at the Edinburgh International Film Festival, Bata-ville
has gone on to screen at SXSW in Texas and many UK cinemas and arts
venues. Most recently a Czech-subtitled version has been shown in Zlín
and Prague. Since Bata-ville, they have continued to work with film,
making a short documentary Lifesize Lilliput as part of the Grizedale Arts
project ‘Seven Samurai’, based in the village of Toge in Japan. They are
currently editing their second feature length documentary Living with the
Tudors, due for release in early 2007.

www.somewhere.org.uk www.bata-ville.com 

Edited from a feature published in 2005 on www.a-n.co.uk

Nina Pope and Karen Guthrie,
Bata-ville: We are not afraid of
the future, film still, 2005.

Related resources on www.a-n.co.uk

Practical guides:
Budgets – guide from Cultural Enterprise Office Scotland on
how to construct and manage a simple budget.
Funding applications – guide by Lisa Le Feuvre introducing you
to the main funding sources with guidelines for winning
funding applications.
Going for grants – applying for funding? Ever wondered how
the experts do it? A range of experienced artists, curators and
arts professionals share their top tips.
Setting up an organisation – guide by David Butler and Mike
Franks on legal and management structures for artists’ groups.
Setting up an event – advice from Paul Stone on how to
successfully develop, manage and promote an artist-led
event.

Research:
Future forecast: Social space: dynamics of artists’ practice in
the social realm, interviews with Ricardo Basbaum, Kathrin
Böhm, Chance Projects, Sarah Cole, Robin Deacon, Lorrice
Douglas, Steven Eastwood, Functionsuite, Lubaina Himid,
Hewitt and Jordan, Mark Hutchinson, Richard Layzell, Rebecca
Reid, André Stitt, Una Walker and Gareth Woollam.
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years this may include: workers within the building
being able to go to a dedicated computer within an
office and type in their own messages; statistics from
the huge counter and logging systems being randomly
displayed; text poetry by Yates and Elliot; the creation
of a methodology that facilitates local community
access (thereby reversing the usual flow of the
aperture).

A project like this means working alongside a large
number of people. Sometimes this can be difficult. It
has often meant working with people who have great
skill in processes that are rarely used for the making of
art. I have found that my enthusiasm for my own
artwork is matched by the enthusiasm I feel on
discovering how something is done. This proved to be
the case with Aperture. 

John Newling is an artist and writer and is currently Professor of
Installation Art at Nottingham Trent University. Current projects include 'A
Sacred Laboratory' for Polish Museum of Contemporary Art, 'Preston
Market Mystery' for Here and Now, and 'Uncertainty' for Grace Cathedral,
San Francisco. 

First published in a-n Magazine December 2000 and on www.a-n.co.uk

Related resources on www.a-n.co.uk

Practical guides:
Agreeing a contract – outlines issues and practicalities of
negotiating contractual arrangements.
Commission agreements – checklist covering many issues
relevant to small-scale private and public art commissions.
What is a contract? – describes conditions for a legally-
binding agreement between two or more people.

Toolkits:
The artist’s contracts toolkit – an introduction to the
contractual process, enabling artists to assess contracts and
build their own.

John Newling, Aperture, commissioned by PACA on behalf of Post
Office Holdings and the Developers PLC.
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For artists whose work strives to be critically
engaged with ideas and issues beyond the four
walls of the studio, what does it mean to place
one’s practice in a critical context? Is it necessary
that one’s work be subject to external critical
responses? And for artists whose work, for
whatever reason, falls outside the primary
channels of critical engagement what, if any, are
the alternatives?
Much has been made of the apparent increase in
column inches and airtime being given to new art since
the early 1990s. Most of this was driven, of course, by
the fortuitous combination of Blair’s Cool Britannia, the
yBas phenomenon, Tate Modern and the Turner Prize,
not to mention some well paid PR companies. But, as
Patricia Bickers pointed out in an editorial (in 2005) in
Art Monthly, the almost universal glee with which the
media greeted the destruction of many yBa-generation
works in the Momart warehouse fire showed that
although coverage may have increased, the story –
personality/celebrity, titillation and manufactured
outrage – remains the same. Regardless of the level of
engagement, which is, with a few exceptions, generally
negligible, the number of artists whose work is
discussed at all in the mainstream media is rarely more
than can be counted on the fingers of one hand. The
fact that it seems almost perverse to imagine that the
media could provide any kind of critical support for
contemporary visual art is a sign of how deep rooted
the anti-intellectual and anti-art culture is in this country.

So what of the dedicated art press? Does it provide a
critical context for artists? Well, yes and no. There are a
number of fine publications whose editors and writers
strive to engage with contemporary practice and who
seek to develop contextual frameworks for the
production and distribution of new art. For many artists
working on the periphery, critical journals and art
magazines do provide a basis for critical context. These
publications can be vital not least in providing access to
a wider variety of work than the geographically isolated
artist might otherwise encounter. Also, through a kind
of parallel reading of the ideas and issues raised
elsewhere, one can construct a virtual or surrogate
context in which to test one’s own practice. But the
tendency of these publications to focus on the same
familiar players with occasional forays out to lesser-
known but generally well publicised ‘provincial’ events,
still leaves whole swathes of artistic activity
unaccounted for in published art writing.

It is obvious that if your work does not appear in venues
frequented by critics and writers, it is unlikely to be
written about. But does this mean all the work of artists
on the cultural or geographical periphery is doomed to
be critically provincial and irrelevant?

There are the simple economics of supply and demand
that will guarantee that the majority of practising artists
will not feature within the pages of the art press. But
there is a particular body of artists whose work remains
almost entirely invisible in terms of critical responses,
even though in many other ways they can view their
practice as successful through winning commissions,
exhibiting in public galleries and working internationally.
I’m talking here about artists who have developed an
expanded practice, whose work is usually project- or
process-based and often site-, context- and/or time-

CRITICAL CONTEXTS FOR PRACTICE
THE IMPORTANCE OF A CRITICAL FRAMEWORK FOR ARTISTS’ PRACTICE 

specific. It may involve live or performative elements
and more often than not, direct interaction with
audiences. The fact that these practices often fall into
the categories of community or public art, with their
attendant negative connotations, goes someway to
explain their critical invisibility.

Many artists working in this way survive and even
flourish almost entirely independently of the gallery
system, through a particular market niche. Though
many have criticised the Government’s (and in turn Arts
Council England’s) insistence that audiences and social
benefit should be at the core of arts funding, these
changes in funding policy have given many artists
working in the area of expanded practice the
opportunity to develop work which, social agendas
aside, is genuinely exploring new territory. The fact that
so little of this kind of work receives critical
acknowledgement just goes to show how much art
criticism in this country is still principally dependent on
the market-led gallery sector.

So where else can artists turn for critical support? The
idea of professional development has taken off in the
last few years with organisations, schemes, funding and
support coming from many different quarters; Arts
Matrix and the ALIAS (Artist Led Initiatives Advisory
Scheme) in South West England, the national APD
Network, plus many other local and regional schemes,
not to mention a-n’s own contribution to this area
through the NAN initiative. Whilst accepting that there is
a need for artists to develop their skills and knowledge
in relation to career development, many of these
schemes seem unable or unwilling to tackle the issue of
the actual products of an artist’s labours. Questions
about what, why and for whom, are often strangely
absent. There’s no denying these are complex
questions, involving many different issues like artists’
intentions, presentation, contexts, audiences and
markets, not to mention the history of art. But without
confronting these issues how can artists expect their
work, as opposed to their career, to develop?

Of course the tried and tested route that many artists
now follow when faced with a lack of opportunity or
support is to make their own. As your professional
development officer will tell you, the days of sitting in
your studio waiting to be discovered are now, if they
ever existed, definitely over. The mode  l of the artist-led
initiative is now a given. Don’t have a place to work?
Then set up your own studio group. No gallery to show
in? Find an empty warehouse or shop and start your
own. No commissioning opportunities? Put in an
application to an arts council and commission yourself.
It is a model I continue to happily subscribe to myself,
and one that has reaped many rewards. But if artists are
working in a critical vacuum can they simply create their
own critical contexts?

The avoidance of the core subject is not confined to
funders and professional development schemes. In my
experience, artists themselves can be equally prone to
this kind of selective amnesia. Often amongst artists
groups and networks I have found a reticence about
raising issues relating directly to members’ work. A kind
of unspoken rule which, in the interests of support and
solidarity, goes either, ‘I won’t say anything difficult
about your work if you don’t say anything difficult about
mine’ or alternatively, ‘We are all professionals here, we
know what we are doing, what is there to talk about?’
The biggest problem with avoiding this subject is that,
through a lack of practice, artists do not acquire the
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skills necessary to talk about their own and others’
work. It should be pointed out that explaining or
justifying your work through critical dialogue is not the
same as writing a statement that uses the correct
terminology and name checks the right
artists/curators/cultural theorists.

There are artists, groups and networks who are tackling
these issues. Although not a new one, the model of the
peer critique is an idea that seems to be gaining favour.
These monthly events expect a certain level of
commitment from participants who have to actively
attend a given number of sessions and give a
presentation of some aspect of their own practice. 

New artist-initiated activities like these may begin to go
some way toward filling the critical vacuum that exists
for many artists, but this alone is unlikely to affect the
larger national picture. It must also be the responsibility
of those promoters, commissioner, funders and
commentators, whose job it is to support the arts, to
ask themselves what they can do to help develop an
intelligent critical environment in which critically
engaged practices of all kinds can flourish.

Dominic Thomas is an artist looking for a context. He is currently artist in
residence on a compost heap in Gloucestershire. www.mundusloci.org 

Edited from a feature in Quo vadis www.a-n.co.uk/quo_vadis 

First published in a-n Magazine February 2005

Related resources on www.a-n.co.uk

Networking:
Artists’ networks listings – continually updated listing of a
diverse range of artists’ networks and organisations across the
UK.

a-n Collections:
Reflections on networking – collation of evidence and
feedback from artists on the NAN initiative includes
contributions from Stephen Beddoe, Catherine Bertola, Chris
Brown, Juliana Capes, Tony Charles, Graham Dolphin, Christine
Duff, Michael Forbes, Mark Gubb, Kwong Lee, Aaron
McCloskey, Guyan Porter, Marjolaine Ryley, Louise Short,
Susannah Silver, Emilia Telese, Hilary Thorn, Jonathan Waring,
Miranda Whall, Caroline Wright and Alison Unsworth.

Toolkits:
The artist’s development toolkit – includes opportunities to
review your artistic and contextual needs as part of a
personalised development plan.

My work is situation specific, depending on where and/or with whom I am
working. I am motivated by wanting to examine the areas of friction,
pleasure, conceit and conformity that social spaces have to offer. How do we
behave, why do we behave, and should we behave?
I mostly work to commission – working in complex social situations demands a well-
structured support system and an emphasis on process, if there is to be a responsive,
responsible and critically ambitious product. My process could be considered a form
of psychosocial archaeology. Work is mostly presented in the space in which it is made
with the people who helped to make it, such as in a prison, hospital, launderette, youth
centre, schools, leisure centres, toilets in a nightclub.

My audience is participant, collaborator, agitator, spectator, viewer, critic, subject, victim
and conspirator. Each situation offers a new model of co-authorship, and makes me
evaluate my own integrity as an artist and facilitator. The work is mostly disseminated
through a public event or screening, a small (free) publication and via lectures, talks to
other groups and students. I am not overly interested in the work’s validation within the
artistic community – if it is able to stand up to scrutiny by a non-art going public then that
is my intention and reward.

Networks are essential but I have never negotiated them consciously or with
deliberation. I meet people in a wide range of places, not necessarily within the
conventional circuits of the art world, and the potential for collaboration may initially
be sparked by something as simple as a shared sense of humour. Finding people with
a similar ideological belief and artistic ambition is fundamentally important, as is
ensuring that any commissioning organisation understands the co-dynamics between
artistic practice and social need, so that one does not become subsumed by the other.

Sarah Cole is currently exploring the Lie of the Land at a Basildon primary school. She also lectures on social
context at Central Saint Martins, University of the Arts, London.  

First published in Future forecast: Social space August 2005 and on www.a-n.co.uk

SOCIAL SPACES
EXAMINING STRUCTURES FOR WORK IN COMPLEX SITUATIONS

Related resources on www.a-n.co.uk

a-n Collections:
Shifting practice – focused on artist-led initiatives includes writing by Ruth Claxton, Springhill
Institute, Deborah Jackson, Peter Suchin and Susannah Thompson.

Practical guides:
Working with people – Rosemary Shirley’s guide for new artists wanting to gain experience and
develop their practice through community, outreach and educational projects.

Research:
Future forecast: Social space: dynamics of practice in the social realm, interviews with Ricardo
Basbaum, Kathrin Böhm, Chance Projects, Sarah Cole, Robin Deacon, Lorrice Douglas, Steven
Eastwood, Functionsuite, Lubaina Himid, Hewitt and Jordan, Mark Hutchinson, Richard Layzell,
Rebecca Reid, André Stitt, Una Walker and Gareth Woollam.
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NEGOTIATING A BETTER RATE OF PAY

Getting paid a fair fee is not suggestive of a revolution. So why does it
sometimes incur resistance, both from those who pay and from ourselves?
Working towards asking a higher fee should not curtail, but encourage you.
It may require some changes to your thinking and doing (behaviour). Indeed
this uncertainty might be fearful. But the returns outweigh the inertia. This
provides some ideas towards supporting this change and getting paid what
you want and indeed deserve. It is simple. It is knowing you are worth it, and
asking for it.

Something is better than nothing
The artist’s career path often goes along the route of: working voluntarily to then
becoming an intern, to getting paid something (for all the hard work that you do),
through to at some point asking for a fee. You have been gracious in accepting some
money, any money, for your time and labour. Hoping you would not lose the job to
another willing to work for less. Although in other professions unions tend to advise
members on rates of pay, most UK artists must take on this responsibility for
themselves. However with a-n’s framework for artists’ fees and payments you are
provided with the resources to champion your rights. You are worth every penny. It is
their responsibility to find the money to pay you if they want you. Not yours to
subsidise them from a loss of earnings.

Your rates
It is critical to any business (large or small) to understand the bottom line costs of
running that business. It is the same for you. What are your fixed costs and
expenditures and what is the minimum required to meet these outgoings?

Knowledge of your expenses incurred day-to-day will give you a base line cost of your
time and services. Once known it is possible to see where you are not valuing yourself
at a break-even rate. Establishing a Charge Rate for a Working Artist and the
accompanying interactive The artist’s fees toolkit clearly explain and provide a calculus
for this.

There are many costs for you in ignoring this financial detail. Knowing a daily charge
rate and what you need on a monthly and annual basis, to pay your bills and eat, can
often be a sharp awakening. And a strong driving force to encourage you to seek more
work or ask for more money from the jobs you have.

Is it worth it?
You may have worked and will continue to work for less than you are worth, seeing the
other benefits as adding value on top of the fees or expenses:

• To gain experience 

• To work for that particular profiled organisation 

• To network and make contacts 

• To see what more work it can bring 

A time does come around to stop this. The indefinite ability to accept work for less
than what your costs are will do two things:

1. You will lose money, unless you are subsidising your art practice and career with
other income/jobs.

2. You run the risk of undermining yourself and your profession.

Surely the message it sends to yourself and your partners in accepting work for less
pay is that you are worth exactly that and no more.

Value for money
A further motivating force for you in making a case for a
higher fee is to appreciate and value what your worth is.
This can come from a close examination of self.
Alongside knowing and positioning amongst peers and
colleagues. Undertaking a skills audit on a regular basis
is good practice. It assesses your current position,
identifies your strengths and weaknesses and provides
a framework to look at developmental needs. From
doing so grows confidence. Recognise what you have
in your tool kit, from past experiences and acquired
wisdom, in addition to what is required.

To start with, look at: 

• number of years experience 

• number of projects worked on, exhibitions,
residencies, commissions 

• number of groups worked with, types of groups

Next, list your hard skills: the ones that you have
learned through training, or have picked up on the job.
They are skills that you can demonstrate. For example;
plaster casting, teaching life drawing, word processing,
budgeting and planning.

Lastly, identify your softer skills or qualities. These are
ones you are less likely to be able to qualify with formal
learning. They are an invaluable asset to you and
implied through CVs or supporting letters. Name and
claim them. Such as facilitation skills, listening,
responsive to needs, flexibility.

Whilst looking at this recognise the transfer of skills
from previous or parallel professions and other aspects
of your life where appropriate. Sum up your skills and
experiences in short statements. Do not story-tell. In
marketing terms it begins to define what differentiates
you – your Unique Selling Point (USP). In this instance it
qualifies your cost with value for money.

Saying no
An experience of raising your fees is going to be saying
‘no’ to previously agreeable rates of pay. What might be
preventing you from saying ‘no’ is fear:

• Fear of losing that income 

• Fear of not being asked for work again 

• Fear of getting a bad reputation 

• Fear of annoying the contact asking you to work

The list of reasons indeed can go on! But they are fears
and not necessarily the truth. Saying no and surviving
gets easier with practice. Qualifying your rejection with
a reason has multiple outcomes and vanquishes several
of your fears.

• Saying ‘no’ to the rate of pay and not the work. If you
communicate that it is the fee you are not happy
accepting, there is opportunity to negotiate. You are
not saying an outright ‘no’ to the work: they can see
you are interested but not at the level of
remuneration offered.

• Saying ‘no’ to the rate of pay and not the person. You
are not rejecting the contact offering the opportunity,
therefore keeping this relationship open and
professional.

When you say no to something you do not want to do,
you are saying ‘yes’ to yourself and your own
importance.
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Don’t ask, don’t get
The opportunities you seek or partners you work with tend not to be mind readers and
do not know the price you have in mind. Think about it. Ask for it; manage the discussion
and your response.

• Appreciate you are worth more than you are currently being paid, and why. 

• Decide your new fee. 

• Acknowledge your lowest acceptable rate. 

• Ask what their ability to pay is (mindful that they might tell you a mid-range figure and
not the limit). 

• Ask them to qualify what they feel your skills and experiences are worth, relative to the
opportunity. 

• Pitch your new fee and await an answer. 

• Do not price yourself out of the market. 

• Emphasise your skills and experiences. 

• Be prepared to negotiate. Careful not to backtrack to accept what you initially said ‘no’ to.

Asking for what you want does not guarantee that you will get it, but you are more likely
to than if you do not ask. 

Asserting yourself
Take time to plan your negotiations. Go armed with facts and clear statements. You will
stand a better chance of success if you make your case thoughtfully and confidently. Be
an equal. Make your request or state your position in a manner that is friendly not
confrontational.

• Be specific. This involves deciding exactly what it is you want and communicating this.
It is important to be as simple and brief as possible. 

• Do your research. Know your worth at the market value and what other like
opportunities are paying. See a-n’s Opportunities section to contextualise yourself. 

• Use a-n’s Establishing a charge rate for a working artist or The artist’s fees toolkit –
and review your charges annually to ensure they don’t slip behind. 

• Draw comparisons to the salaries and skills and responsibilities of like professions.
When appropriate, the daily rate for a plumber might cloud judgement for your case. 

• Define yourself to them within their frame of reference and value system. 

• Assert and own your experiences. But tread the line of justifying too early.

• Demonstrate your expertise and mastery of your art practice. Tell of awards, exhibitions
or projects of outstanding achievement and your unique role in facilitating the success. 

• Answer for them why they want you, and should pay you more. Create the desire
from what you are telling them about yourself and the quality of your work. 

Outstanding work does not go unnoticed.

Negotiating a win:win outcome
If your requests initially get refused, do not threaten to leave or have an adverse reaction,
it is unprofessional. There may be a further workable compromise worth exploring. Head
for a ‘win:win’ result. One person does not need to win or lose if you negotiate from an
equal position and take both needs into consideration. Each person should get enough
of what they want in order to give up something without feeling resentful.

Options to negotiate with are:

An incremental increase in your fee over a set period of time. 

• Pro-rata – what can they buy of your time with the money available? 

• Barter – what value of services or facilities can they provide or procure for you at no
cost? 

• Manage the budget. Review costs elsewhere to release money available for fees. 

Most people feel uncomfortable discussing money. But a successful negotiation does not
only affect the fees you will be getting – it will impact on your self esteem and influence
your partners’ perception and value of you. Good luck.

Rod McIntosh is an artist consultant currently working with Commissions East and the University of Hertfordshire.

First published on www.a-n.co.uk 2005

Related resources on www.a-n.co.uk

Good practice publications:
Establishing a charge rate for a working artist – practical
framework for artists to calculate freelance rates of pay based
on comparator professions, taking into account their specific
overheads and experience level. 
Good practice in paying artists – aimed at employers, includes
sample fees, job description and person spec for community
based projects and FAQs.

Practical guides:
Gallery, dealer and agent checklists – addresses issues that
can arise when artists enter an arrangement with a private
gallery.
Quality on a budget – Rod McIntosh explains how to cut costs
without reducing quality.
Planning – Libby Anson’s guide suggests progressive
processes for planning your career, developing your business
and managing individual projects.

Toolkits:
The artist’s development toolkit – self-reflective material for
artists at all career stages and for art and design students,
enables them to review their position and explore ways of
developing themselves and their practice.
The artist’s fees toolkit – practical framework based on the
Establishing a charge rate for a working artist publication,
demonstrates how artists can calculate their own rates of pay
against comparator professionals, their specific freelance
costs and their experience level.

JOIN 
Through advocacy and information and from the
perspective of artists, a-n’s mission is to
stimulate and support contemporary visual arts
practice and affirm the value of artists in society.

a-n’s publications, resources and programmes are
relevant to practising artists, art and design students,
arts employers, trainers, advisers, cultural planners and
all others whose work interfaces with contemporary
artists and their practice.

• Artist subscription with AIR membership –
practising artists only, special benefits including
interaction with artists and personalised
information, plus cash benefits. UK £30 
(£28 Direct debit), Europe £38/€55 Overseas £51;

• Individual subscription – arts professionals
including independent curators, project organisers
and consultants. UK £42 (£40 Direct Debit) Europe
£48/€69 Overseas £60;

• Organisation subscription – arts organisations,
galleries, agencies, information services, libraries.
UK, Europe, Overseas £60. 

Artists and individuals can subscribe immediately on
www.a-n.co.uk or contact subs@a-n.co.uk 
+44 (0) 191 241 8000  28-day password enabling
access to all resources only £5 online. 

Prices valid until October 2007.


