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PRESIDENT’S SUMMARY
Since 2012, the SAU have been surveying the experiences of artists working in
Scotland.
We would like to thank you for your continued engagement with the survey over the
past five years. This has allowed us to gain an accurate reflection of the lives of
artists in Scotland, and also to map trends and changes over this period. Our survey
has become the largest survey of artists in Scotland, and is referenced by many arts
organisations, media outlets and the Scottish Government. This gives us an
invaluable opportunity to have our voices heard.
Our political landscape has experienced many ruptures since the survey began, and
it is therefore not surprising that this is reflected in the survey results with many of
our members expressing concerns over Brexit, welfare reform and employment
instability amongst other issues.
With 81% of members surveyed earning less than £10,000 per year from their
practice, we are often reliant on other sources of income or employment. The survey
highlights that the issues facing artists such as health, care, finance and gender
equality are a reflection of our wider society. This highlights the increasing relevance
of artist-led trade unionism that understands the particular needs of our sector
within this social and political context.
One of the main concerns emerging from this year’s survey is the lack of efficient
and affordable studio spaces. 73% of artists surveyed now work from home, with
many reporting that studio space is increasingly unaffordable, below par, and not
economically viable on a low practice income. This causes concern as many artists
report feeling isolated by working from home, due to the lack of artistic support
networks.
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Once again, this data shows a downward trend in artists’ income. Our labour
continues to subsidise the wider arts sector with Artists consistently being the
lowest paid workers in the sector, often working without contracts or adequate pay,
and far too often being expected to work for free.
Despite this, the results demonstrate that we continue to be a flexible and resilient
workforce responding well to our changing conditions. However, this resilience is not
sustainable and should not be exploited. The evidence highlights the need for our
union to respond to these changes, lobby and campaign for the rights of our
members.
This year, the union has seen many changes that will enhance the service to our
members. With our new employees, a modernisation strategy, and learning
programme, we aim to build our union and its resilience to our changing landscape.
Using this valuable feedback, we aim to continue to support our membership with
the practical and professional challenges artists face in sustaining a career from their
practice.
Sinead Dunn
Vice-President
On Behalf of SAU Executive Committee.

4

Introduction
The Scottish Artists Union launched its annual membership survey in 2012 to listen
to its members in order to gather evidence about the working conditions and
experiences of artists in the visual and applied arts sector in Scotland.
This report presents the findings from the sixth annual survey conducted in 2017 and
based on anonymous responses from 409 Scottish Artists Union members who took
part in the research.
This report sets out the 2017 results and focuses on the insights, views, examples
and first-hand experiences that artists shared in their survey responses. Additional
analysis relating to broader themes has also been undertaken. Appendix 1 provides
the full six years’ of data for reference, context and comparison.
Artists identified numerous challenges and changes that affect the sector and have
offered thoughtful suggestions for solutions to some of these issues. These
constitute a rich body of ideas for improvement and development, which will guide
the work of the Scottish Artists Union in the coming year and form the basis of
conversations within the community of the membership.
This survey brings professional and economic challenges to life and illustrates their
impact on the working lives of artists in Scotland. It also offers a route map for
moving forward. The report marshals feedback on the experiences and needs of
artists and highlights the themes of relevance providing insight into key issues
affecting the working lives of Scotland’s artists. In the conclusions we present
suggestions for a developing manifesto for action and comment on how the
evidence gathered in this survey will be used to inform our new Learning Programme
and Modernisation project. The introduction of a new learning programme and
union modernisation strategy aim to directly tackle a number of the issues raised in
this report.
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Executive summary
i.

Many artists work in isolation and face a complex array of practical, financial and
social challenges in their working lives. They practice in a range of different settings
and contexts, undertake highly specialised and skilled work and assume a multitude
of tasks. This way of working does not always lend itself easily to individuals being
able to access the practical support they need to address the challenges they
routinely face especially in the face of what can be an unsupportive sector and an
uncaring society.

ii.

This study paints a picture of a diverse profession. Overall the evidence presented in
this report demonstrates the continued need for the Scottish Artists Union to
represent the interests of members, to work and lobby on their behalf. The following
report provides insights into the makeup of the profession, highlighting some of the
consistent problems and revealing new issues, summarised as follows:
81% of artists are self-employed.
52% work as full-time practitioners.
73% work from home.
81% of artists earn less than £10k per year from their art;
64% believe they will earn the same or less next year.
73% have never received public funding.
79% do not get issued contracts for paid work.
73% often receive less than the industry standard rates of pay for paid professional
work
23% regularly receive payment according to the industry standard rate of pay.
80% do not receive an Exhibition Payment Fee when they show their work in
galleries.
45% of artists do not believe the sector is healthy and viable for their practice.
21% feel that their work has an international impact, 16% said their work has a reach
across the UK and 16% believe their work has a national impact.
46% of artists work in collaboration with others.
39% make art in/with/for local communities.

iii.

There were 409 responses to this year’s survey. The Scottish Artists Union has 1383
members in 2017 at the point of the survey comprising a membership base of 1082
Full Members and 301 Associate Members.

iv.

The membership is comprised of artists defining their careers as occupying the
spectrum across emerging, mid-career and established with the majority defining
themselves as occupying mid to established. Most of the Scottish Artist Union
membership have been working in the visual and applied arts in excess of 20 years.

v.

The survey reveals that more than half of members work in urban areas and that
they are found in every local authority area in Scotland except from Inverclyde. The
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largest groups reside in Scotland’s two biggest cities: Glasgow and Edinburgh.
vi.

The survey reveals that artistic disciplines pursued by the membership vary greatly
and occupy a broad spectrum of creative practices from painting, sculpture, socially
engaged art, weaving, curating, research-based practices, writing and sound art. The
Associate Membership occupy a variety of roles within the visual and applied art
sector from administrative roles and other positions such as curating and
programming.

vii.

The range and types of workspaces used by the membership to make their work also
vary greatly with a consensus across the group that there are significant limitations
on available and affordable options.

viii.

It has been revealed that most artists pursue their practice at home with the
majority of the membership occupying home studios. The next most common
settings are privately rented studios and studio providers. The survey reveals that
the vast majority do not work with others and results suggest an experience of
working alone.

ix.

The survey reveals that a significant lack of affordable studios is becoming more and
more prohibitive for artists. It also reveals the ability of members to adapt to these
changing conditions by showing innovation in their strategies for finding a place to
work.

x.

The survey shows that the costs of renting a studio far exceed the income that can
be made from an artistic practice. It has been identified that maintenance and
investment in studio complexes and artist workspaces is below par and there is no
sense of ‘value-for-money’. This is a major limiting factor for many in the sector and
support is need to address recurring issues such as costs, locations, size of premises,
upkeep and security of tenure.

xi.

The results show that many artists work from home and feel some degree of
isolation from an artistic support network. Member’s testimonials reveal that this
working environment is not beneficial for a creative practice and that shared spaces
can be more stimulating and inspiring.

xii.

A lot of artists do not have an individual studio practice and often work ‘on-site’ as
part of projects, sessional work or exhibitions in museums, galleries, schools,
universities, or as part of festivals and events.

xiii.

The data shows that artists are working in a myriad of different ways, in varying
locations and that they show a keen flexibility and ingenuity to use the space and
resources available to them to fit suit their needs and unique set of circumstances.
This data shows that they are also incredibly resilient and responsive to changing
conditions.
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xiv.

Artists cited a multitude of reasons for joining the Union and reveal the importance
of having their voice heard in the political sphere. Artists value union membership
to be part of a supportive community, to be represented politically and practically,
to take advantage of benefits and services and have an advocate for their
professional interests and perspectives. It is clear that being part of a network is key
for most artists for more than half of Union members belong to other formal
networks or membership organisations.

xv.

The survey shows that members are mostly content with the communications they
currently receive from the Union with some offering suggestions to improve the
format, regularity and content of contact. Most members find the current website
useful. Members show an appetite to hear more about the general work and focus
of the Scottish Artists Union; in particular their work to lobby for artist rights.

xvi.

As well as some changes made to its online communication, members suggest that
they want to see the opportunity for more events.

xvii.

Some members report that the number of exhibition opportunities has increased
since 2016 and that this increase is due to growth as an artist, professional
development and also a change in promotion/marketing strategy.

xviii.

But others report a decrease in opportunities since 2016, cited reasons such as
financial constraints, family responsibilities, caring, health factors, limited
opportunities for funding and exhibitions, other personal circumstances and a
number of external factors.

xix.

Responses from the survey show a keen interest in the new artist-led learning
programme. It is revealed that artists are already taking responsibility for their own
continued learning and that most of this development activity is self-funded.
Members want a range of practical, theoretical, ideas-based and skills-based
learning opportunities as well as opportunities for mentoring and confidencebuilding sessions.

xx.

Members consider their work to have local, national and international impact with
the vast majority citing that considering audiences is also a key part of their practice.
Three quarters of the membership present their work and participate in exhibitions
and one half of the membership deliver workshops. Almost half work in
collaboration with others and make art in/with/for local communities.

xxi.

Members use social media/website platforms to promote their work with the most
popular platforms being Facebook, Instagram and a personal website/online
portfolio.

xxii.

Artists identify a desire for their Union to create and maintain a portal for
information about resources, opportunities, funding and events as well as practical
details concerning artists rights with copyright, exporting and using agents.
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xxiii.

More than half of members have never applied for a public funding award. Among
those who have applied, as in previous years, success rates are falling. Applications
for private funding awards have increased by over 10% compared to last year.
Success rates have also fallen, with the percentage of members who have received a
private funding award 1-3 times down 9%.

xxiv.

A third of members believe that Creative Scotland’s funding structure does not
address the needs of visual and applied artists. A small minority believe the
organisation does meet their funding needs, with more than half are unsure about
the issue. Comments were largely negative on this issue, with criticisms focussed on
lack of transparency of funding decisions and allocation and lack of distribution
across art forms. Artists also voice their frustrations with the funding application
process; lacking in flexibility, not easily applicable to ideas, reductive and overly
outcome-focussed.

xxv.

Just over half (53%) of the membership indicated that their art practice is their
primary source of income. The most significant channels for sourcing income are
artwork sales (60%), commissions (55%), selling independently (46%), and
workshops (46%). Artists income comes from a range of different sources in addition
to creative practice; including selling work, teaching, delivering workshops, capital
from personal property, state welfare and pensions, partners/spouse/family support
and other arts related employment. Limited opportunities for paid work are
identified in the survey as being a source of significant stress for a lot of artists.

xxvi.

Two thirds of artists have a turnover of up to £10k, almost one quarter have a
turnover of between £10k and £25k. Half of respondents indicated that these costs
totalled between £1000 and £5000, while one fifth indicated these costs totalled less
than £1000. Results on after-tax earnings show that under two thirds earned £0-5k
last year and there were some small increases in the numbers earning between £10k
and £30k. Four fifths of members handle their own tax requirements. Roughly three
quarters indicated that either they or someone in their household is currently in
receipt of state benefits/entitlements.

xxvii.

There is increased optimism about artist’s anticipated earnings in the year ahead,
the percentage of members expecting to earn more this coming year increased by
8%. Roughly half of members believe they will earn the same. This year’s survey
shows no change in the high percentage of artists registered as self-employed this
year (81% in 2017).

xxviii.

Results from the survey reveal a profession in which many artists have multiple
roles; roughly half work full time on their practice. Approximately one third (38%)
indicated that they do obtain their other income from within the art sector/creative
industries.

xxix.

Three quarters of members consistently receive less than the industry standard
Payment Guidelines each year, while a growing minority regularly receive these
rates. A very small proportion consistently receives more than the Payment
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Guidelines. The majority of comments stated how unrealistic the Payment
Guidelines are due to the current funding climate, the state of the economy and the
lack of value placed on an artist’s time and contribution.
xxx.

Just under one third of artists are paid less than £163 per day for workshop
delivery and a similar proportion are paid between £163 and £266 per day.
Although the difference is negligible, for the first time in the history of the survey
more members receive additional pay to cover the cost of travel and/or preparation
time than must deduct travel expenses and/or preparation time from their day’s
pay.

xxxi.

The survey reveals that the number of artists who have successfully issued a
contractor/employer with their own terms and conditions is now at the highest
level since the survey began. However, the number of artists who have agreed to
what transpired to be a bad contract is also at its highest level, as is the number of
artists who had problems resulting from a lack of contract and who had problems
from relying on a verbal contract. The number of artists who have written their own
contracts has fallen since 2016 with some stating that they had successfully adapted
a contract mid-way through a project to meet changing needs.

xxxii.

80% of artists do not receive payment for exhibiting their work and of those that
did receive payment, three quarters of respondents indicated that this payment did
not include costs for production/materials.

xxxiii.

Britain’s decision to leave the European Union has impacted the practice and
working life of artists even though the full impact of Brexit is yet to be realised.
Comments mostly focussed on a generalised anxiety, a climate of diminishing
opportunity, uncertainty around citizenship for EU and non-EU nationals living in
Scotland and a number of other issues both anticipated and evident.

xxxiv.

Confidence in the sector has increased with more than half of respondents
considering the sector to be ‘healthy and viable’ for the first time in the survey’s
history. Although teamed with this there were also very mixed views on the
question of the viability of the sector. Members cited a lack of opportunities and
funding and a general poor regard for the value of the arts in wider society. A few
expressed fears about the future of the sector, how artists, particularly younger ones
will fare in the coming years. Most of the positive perceptions were on the vibrancy
of the scene and the quality of output in Scotland suggesting that again it is the spirit
and energy of artists that create this positivity.

xxxv.

Gender inequality within the sector is a dominant theme in the survey. Specifically
the barriers associated for those with caring responsibilities, which tend to fall on
women1, in accessing opportunities. A number of members made the point that they
perceived the sector to be designed to support young graduates without
1https://www.scottishwomeninbusiness.org.uk/files/The_role_and_contribution

_of_women_in_the_Scottish_economy.pdf
10

dependents, and they found the age limits for access to opportunities to be ‘sexist’
in that they exclude women who, due to childcare or other caring responsibilities,
can be at an early stage in their art career later on in their life. Other inequalities
that were raised were geographic inequality and the marginalisation of ‘self taught’
artists.
Recommendations
The survey results point to a number of specific tangible areas that could be
compiled into a developing manifesto and used to assist artists to overcome some of
the everyday challenges they face in their working lives. Whist the specifics vary for
individual artists according to their context, there are some broad themes about
needs that recur. These not only map out key areas of concern for members; they
also suggest a manifesto for action by the Scottish Artists Union.
In listening acutely to what members have identified as key issues and areas of
concern, the Union as an organisation should:
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•

Feedback the survey results to its members;

•

Use the report as a document of critical consideration and intervention into
the structure of contemporary work;

•

Make the report available through wider dissemination among the artistic
community to encourage acknowledgement of the material conditions
facing artists;

•

Share this report with key stakeholders, partners and other public bodies
that can offer extended support to members including trade unions and
Creative Scotland;

•

Encourage members to view the survey as a crucial piece of evidence about
the issues facing artists and use its records as a tool for self-organising and
activism;

•

Promote solidarity and advocate for the role of self-organising as a tool
against systems of precariousness;

•

Use the survey to inform and drive the Union’s work developing the
learning programme and modernisation strategy;

•

Continue to communicate with members and stakeholders to keep them
informed and engaged with executive decisions and actions around issues
and campaigns;

•

Use the survey results to directly inform lobbying and campaigning
strategies;

•

Represent the interests of artists in major policy and strategic changes, for
example advocating on behalf of artists through the Brexit process and
evidencing and communicating the impacts of any significant changes on
artists in Scotland;

•

Disseminate best practice in respect of artists’ solutions to finding suitable
working space to carry out their work;

•

Encourage best practice in paying artists according to industry standards
and advocating for the issuing of contracts for paid work;

•

Enhance opportunities for artists to feel part of a bigger network, the whole
being greater that the sum of the parts;

•

Help artists to benefit from a sense of belonging to a wider community, feel
less isolated for social and emotional support as well as give any practical
advice when needed;

•

Provide practical assistance to artists navigating complex funding
application processes, tax and self employment administration and other
business management;

•

Enhance and promote opportunities for artists to develop the skills needed
to support their work and navigate the industry;

•

Encourage and advocate for the importance of union membership, garner
more members and promote belief in the principles of trade unionism;

•

Make efforts to facilitate collaborative problem solving and networking
activity between artists.

•

Investigate equality issues, which will entail finding out more about the
characteristics of members.

•

Explore ways to reduce the number of survey questions to encourage more
participation and shift the focus on the survey so that it has more of an
emphasis on issues and experiences, rather than a means of gathering
profile data about members.

As representative to its members the Scottish Artist Union will seek to:
•
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Assume the basic principles of professional respect and uphold these as
paramount at all times in regards to the professional treatment of artists,

payment guidelines, contracts, exhibition payment rights;

13

•

Continue to engage with the political and arts establishment to ensure the
role of artists operating within the visual and applied arts sector is valued
and recognised;

•

Endeavour to raise its profile in order to effectively advocate on behalf of
its members;

•

Continue to be proactive in addressing challenges and barriers that impede
professional creative practice;

•

Build stronger and more effective alliances with other representative
bodies.
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Section 1: You & Your Work
1.1

This chapter outlines areas of practice and the range and types of spaces used by
the membership to make their work. Many members experience restrictions in
accessing appropriate workspace due to limitations on available and affordable
options.

The numbers of Scottish Artists Union members, their career stage and location
1.2

The Scottish Artists Union has 1383 members in 2017; comprising 1082 Full
Members and 301 Associate Members.

1.3

Nebulous terms such as ‘emerging’ and ‘established’ can mean different things to
different people, in different art forms and to different funding bodies. These
vaguely applied adjectives are most often used in arts marketing to highlight a
critical moment or to define an artist’s career development, to determine what
kind of support they need or to highlight the next phase of their development.
What exactly do these categories mean and how do you place yourself within
them, when necessary?

1.4

One quarter of members self-define as being ‘Early Career’ (26%). The remaining
respondents are approximately evenly split between ‘Mid Career’ (38%) and
‘Established’ (37%). This year’s Survey was the first to give the option of
‘Established’ instead of ‘Advanced’. For the first time this year, members were
asked to highlight how long they have been working in the visual and applied arts
as well as how they categorise themselves in terms of career stage - ‘early’, ‘mid’,
‘established’. Almost half have been working for 20+ years (44%), while the next
most common responses were 6-10 years (16%) and 11-15 years (13%). The table
below shows the correlation between responses about career stage and length of
work in the arts; broadly speaking:
•
•
•

Most people who described their career stage as ‘Established’ have been
pursuing their practice for 20+ years
There is some variation among people who described their career stage as
‘Early’; many who self categorise as early stage artists have been pursuing
their practice for between 3-10 years.
Almost half of those who described their career stage as ‘Mid’ have been
pursuing their practice for 20+ years.

Count of
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Number of years working in the visual and applied arts

Responses
Career
Stage
Early
Mid
Established
(Blank)
Grand
Total
1.5

0-2
years
15

3-5
years
38
9
1

15

48

6-10
years
27
30
7
1
65

11-15
years
9
32
12
53

16-20
years
3
22
21
1
47

20+
years
10
55
103
11
179

Grand
Total
102
148
144
13
407

More than half of Scottish Artist Union members work in urban areas, an increase
from last year’s survey results (60% 2017; 53% 2016); the remainder work in rural
areas (40% 2017; 49% 2016). We note that more members live in urban areas
(57%) than in rural areas (43%); suggesting that some pursue their practice some
way from home. Members are found in every local authority area apart from
Inverclyde with the largest groups in Scotland’s two biggest cities: Glasgow (29%),
Edinburgh (16%). The percentage of Scottish Artists Union members in Glasgow has
increased by 6% (23% 2016).

Areas of practice
1.6

This year, artists were given the opportunity to specifically identify the discipline
that best describes their practice, as shown in the table below. Every discipline
except for animation garnered some responses. The most popular responses were
painting (39%), drawing (23%), sculpture (17%), and craft (16%).

Please identify the discipline that best
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describes your practice.
Answer Choices
Painting
Drawing
Sculpture
Craft
Printmaking
Community Art
Socially Engaged Art
Applied Art
Installation
Photography
Public Art
Film/Video/Moving Image
Performance
Illustration
Text/arts writing
Digital Art
Ceramics
Arts Management
Curating
Sound Art
Arts Administration
Animation
Please highlight any discipline/specialist area
that we have missed:

1.7

Responses
39.16%
23.40%
17.00%
16.26%
14.04%
13.05%
12.81%
11.58%
11.58%
9.36%
7.88%
7.14%
7.14%
6.90%
6.40%
6.16%
5.17%
3.69%
3.69%
3.69%
2.46%
0.00%
16.75%
Answered

159
95
69
66
57
53
52
47
47
38
32
29
29
28
26
25
21
15
15
15
10
0
68
406

In terms of other discipline/specialist areas identified as being missed from the list,
the following categories were suggested:
‘3D design/ industrial design.’
‘Art Education.’
‘Art Therapy.’
‘Artist Blacksmith.’
‘Bio-art, art-science.’
‘Collage/Mixed Media Art.’
‘Ecoart.’
‘Environmental art.’
‘Glass Artist.’
‘Jewellery Maker / Metal worker.’
‘Lighting.’
‘Metal work.’
‘Mixed media.’
‘Patchwork & Quilting.’
‘Research based art practice.’
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‘Scenic artist and set designer.’
‘Silversmith/jeweller subsumed under applied art.’
‘Site-specific art.’
‘Stained Glass.’
‘Teacher.’
‘Textile Artist.’
‘Weaving.’
‘Woodwork.’
1.8

The survey reveals that Associate Members occupy a variety of roles within the
visual and applied art sector. This includes making roles, for example bespoke
furniture or jewellery and silversmithing, administrative roles and other roles
within the sector such as curating and programming. Other examples include
delivering sessional workshops, freelance facilitation and community artist roles.

Workspace
1.9

This year’s survey gave artists the opportunity to identify where their work is based
and the conditions of their workspaces. More than half (57%) pursue their practice
in a home studio. The next most common settings are privately rented studios
(13%) and studio providers (11%). Almost three quarters do not share their space
(74%) and just over half do not pay for their space (54%).

1.10

Artists conduct their creative practices in a variety of different settings. Members
described working across multiple locations, very often including working at home.
Comments centred on the prohibitive costs of workspaces and the lack of
affordable studios available. Members have adapted to these conditions by
showing an impressive level of flexibility in their strategies for finding affordable
solutions to their specific needs.

Costs
1.11

A dominant theme in the comments about workspaces was cost. The high costs of
renting a workspace set against the incomes produced in those spaces put
significant restrictions on the options available to many artists. Many are not able
to afford a workspace outside their home and for those who can, it is not always
appropriate for their needs. A few members noted that rental costs have increased
above inflation. One member highlighted that the suspension of Rural Rates had
been very helpful to her practice.
‘I really could benefit from moving to a larger space, although finances dictate
this is not possible at present.’
‘I have my own space rented from friends... still a costly process compared with
what can be made financially to pay for it.’
‘I rent through WASPS who continually raise rents outside inflation the "if you
[don’t] like it, leave” attitude is making it very difficult for artists.’
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Gaps
1.12

The biggest gap identified by artists is the availability of affordable workspace.
Some noted that investment in maintenance of spaces has reduced in recent years,
which affects the sense of value-for-money for the costs incurred. A few are
struggling to find appropriate spaces that are fit for purpose, such as facilities
suitable for practices such as stone-carving.
‘Everywhere is too expensive!’
‘Support for studio spaces from the local council, Glasgow, has noticeably
declined over the past 5 years. Upkeep of buildings owned or leased from the
council through property managers has become increasingly worse.’
‘Prices keep increasing but facilities are not as well maintained and shrinking.’

1.13

A few members identified a particular gap in the availability of local studio spaces
in West Lothian, particularly those that are affordable or shared.
‘As far as I know there are no shared studio spaces available in West Lothian.’

Home-working
1.14

In addition to the prohibitive costs of renting a studio, a dominant theme in
comments about workspaces is working from home. Many described their
strategies for making an area in their home suitable as a working space. Some use
the garage, the kitchen table, a spare room, and note that they are still paying for
this as part of their mortgage or rent and bills. For some, this working environment
is not the most conducive to a productive practice and that shared spaces can be
more stimulating and inspiring.
‘My kitchen table is my workspace.’

Working in Multiple Locations
1.15

Artists describe using a variety of different working arrangements, generally
combined with home working. Some whose work is of a site-specific nature do
their making (or filming) in situ, in museums and festivals for example. Others use a
combination of locations for their work; universities, communities, rented studios,
home studios, or places with specific facilities for example sculpture studios, print
studios, theatres and rehearsal studios.
‘I make work in-situ at museums, galleries and other spaces.’
‘I book space in fabrication studios, art centres etc. when I need more space to
enable me to put something together than I have in my own studio but as much
of my work is made on site / site-specifically this doesn't happen often.’
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‘I have many jobs within my practice, some in schools, some art centre based and
some hospital based. I also rent my own studio and try and find time to develop
my own art practice.’
1.16

A key feature here is the flexibility with which artists use spaces to fit their budgets
and needs. Some negotiate arrangements for paying for the space; by sharing with
others, or offering work in kind, or securing free access to space through personal
networks, or have set up spaces of their own.
‘I also use other venues to work on larger scale work where I get free access,
family and artist friends’ farm spaces.’
‘I pay by work in kind, by doing gardening work.’
‘The studio is mine, but another potter is sharing it. We are both running classes.’
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Section 2: Value of belonging to the Scottish
Artists Union

2.1

The Scottish Artists Union is the representative voice for visual and applied artists
working in Scotland. Artists described a multitude of reasons for joining the Union,
from accessing affordable insurance to feeling part of a community. Many want to
have a mechanism to have their voice heard in the political sphere. The responses
suggest that the Union is offering a range of benefits that are valued by artists but
aspects of services could be further developed to meet the needs of members.

Reasons for joining Scottish Artists Union
2.2

The many benefits offered by Scottish Artists Union membership are valued by
artists.
‘networking, lobbying, insurance, perks.’

2.3

Members’ responses show artists value the less tangible dividends offered by
membership of the Scottish Artists Union and recognise its role in facilitating the
growth of supportive networks and community. This allows members to formulate
a collective voice, which the Scottish Artists Union can amplify in the right settings
to move the agenda forward and achieve positive change. They also value practical
benefits such as Public Liability Insurance and discounts on materials.
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Specific professional support
2.4

A few members became involved with the Scottish Artists Union for professional
support at specific points in their career. Examples ranged from assistance with
chasing payment to helping to develop contracts and gaining support in bridging
career transitions.
‘I hoped there would evolve a usable contract between gallery and artist. Also
some way of preventing the ridiculous commission taken by more and more
galleries.’

Political representation
2.5

Members discussed the different dynamics of political representation that are
important to them that brought them to join the Scottish Artists Union, ranging
from a belief in the principle of unionisation as a political stance, to wanting their
professional interests to be heard, articulated and defended to create wider lasting
change.

2.6

There were repeated statements about belief in the principle of trade unionism as
a political stance, that it is necessary for protection and assertion of rights and as a
force for making positive change in the sector.
‘For the benefit of being part of established union, for giving me confidence to
be taken seriously for prospective clients/jobs.’
‘Belief in the concept of trade union representation and a desire to establish
standards of professional respect for Artists.’

2.7

Key themes in comments about the value of the Scottish Artists Union relate to
protection, standing up for the vulnerable and providing security. Some artists
talked about seeing the Union as a way to be louder, stronger and safer as part of a
collective body than they would be as disparate and unconnected freelance
practitioners. A few clearly valued the bespoke nature of the Union’s offer,
suggesting that it has local and relevant understanding of their professional
context.
‘To be protected and represented by a collective organisation which understands
my professional context.’

2.8

Many value the Scottish Artists Union’s stance as an advocate for their professional
interests and perspectives; someone to fight in their corner and address the
barriers and challenges faced by the group.
‘I thought it was a good idea as I move from employment (where I had access to
a union) to being freelance.’
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Supportive community
2.9

Many artists join the Union to be part of a supportive network. This community of
practitioners serves many purposes including creating opportunities for shared
learning, collaboration, problem solving around shared challenges, alongside more
indefinable appeal of being involved in a like-minded community, especially for
those who are new to living and working in the country and/or are working at their
practice alone (75% do not share their workspace with other artists/practitioners).

2.10

Additionally members talked about how the Scottish Artists Union and the
networks it facilitates create a platform for a public voice for artists in Scotland. A
few people mentioned the ‘kudos’ or ‘prestige’ of being a union member.
‘To have a connection and voice with other artists.’
‘To be part of a support and networking system where problems or good practice
could be shared.’
‘Increased opportunity for support, collaboration and contact with other artists.
Recognition and respect from other professionals.’

Insurance
2.11

The vast majority of members identified their reason for joining the Scottish Artists
Union as principally related to the need for ‘affordable and appropriate’ Public
Liability Insurance for their practice, often as a prerequisite to renting studio space.
In addition to this, many artists relayed other justifications for their membership,
reflecting on the need for political representation and being part of a supportive
professional community.
‘Because I believe in Unions and also for the insurance.’
‘I joined the SAU for information relating to working in the arts industry and for
the insurance.’

2.12

This year there was a small but significant increase in the use of Public Liability
Insurance (97% 2017; 95% 2016), which matches 2015 levels as the highest level of
use during the history of the survey. Use of studio contents insurance (15%) and
discount material supplies (44%) fell slightly. Respondents expressed interest in all
the options put forward by the Scottish Artists Union about potential additional
services and benefits, with more than half indicating interest in ‘discounted or free
entry to exhibitions and performances’ (57%), ‘free training, workshops and
courses’ (56%), and ‘professional development opportunities’ (52%).

2.13

Patterns of use surrounding Public Liability Insurance (PLI) changed this year. While
two thirds of members use PLI for exhibitions – the most prevalent activity – this
has decreased by 6% compared to last year. Approximately half of members use PLI
for teaching, which has remained steady, and open studios, which has decreased
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by 7%. Roughly one third use PLI for public events, which has also decreased by 7%
since last year.
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Section 3: Communication

3.1

Most artists report that they are content with the communications they currently
receive from the Scottish Artists Union, however some suggested improvements to
the format, regularity and content of contact that will be useful for the Union to
consider going forward. The introduction of the new modernisation strategy will
develop more effective membership management and communications through a
new and innovative web-platform and greater use of social media channels.

3.2

Artists shared a mix of suggestions and opinions about how the Scottish Artists
Union could improve its communication with the membership, ranging from giving
their preference for what kind of platforms they prefer, to the frequency, format and
content of contact. A substantial proportion of the responses implied a level of
contentedness among the membership about communications; that there is no
improvement needed.
‘I think it is currently satisfactory. I don't like being bombarded with
information, but prefer to know where to find the info when/if I need it.’
‘I feel the SAU does more than I do to maintain a relationship!’

Communication formats
3.3

Members were asked if they visit the Scottish Artists Union Facebook page or engage
with the Scottish Artists Union on Twitter. Only one quarter indicated that they do.
Significantly, 85% of members find the current website useful.

3.4

In comments artists typically expressed a preference for communication via social
media and email, with a notable weighting towards the latter.
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‘I am not fond of Facebook or Twitter… I do e-mail a lot and look at circulars
through my e-mail (yes, I know I am a dinosaur).’
‘By regular news updates - preferably on Facebook.’
3.5

While some artists expressed an aversion to social media, others suggested that the
Union increase their social media presence, promoted among members especially. A
few encouraged the Union to use more visual stimulus in their social media,
including having a presence on Instagram.
‘Not sure...are you on Instagram? That might be useful/a good way to engage
members visually.’
‘More visual stimulus on Facebook.’

3.6

Some other suggestions included using text messaging and sending out physical
booklets rather than solely online. From the range of responses and varying
enthusiasm for different formats, it seems that utilising a combination of platforms
would be prudent to make sure all bases are covered.
‘FB is the easiest way to get my attention and it looks like you post frequently
there, which is good. I would be tempted to say an email newsletter but, in
reality, I never read them. Maybe some get togethers in person?’

Regularity and content of communication
3.7

In terms of regularity of communication, the most frequent suggestions implied that
this should increase ‘weekly’, ‘quarterly’ or simply ‘more regularly’. There was more
commentary on the content of the communication, including suggestions about tone
and information of a relevant or useful nature.
‘Perhaps a more regular short online newsletter with snippets of relevant
information.’

3.8

Feedback on the content of newsletters suggest it should cover any relevant and
engaging developments that artists and makers should be aware of. It should also
provide updates on the Scottish Artists Union’s work stream and focus; in particular
their work to lobby for artist rights. A few members said they would like the Union to
adopt a less formal tone in their correspondence. Others asked for communication
about specific practical details such as reminders about insurance expiring and
sending new membership cards each year.
‘More frequent, less official newsletter.’
‘Regular email updates flagging up any developments artists and makers should
be aware of and also indicating what SAU are working at currently.’
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‘Sending more information about what the SAU is doing to lobby for artists'
rights.’

Membership Events and Networking
3.9

The suggestions above are for the Scottish Artists Union communication with its
members, but a few respondents suggested creating forums for members to
communicate between one another, either online or in regular meetings.
‘Providing more resources, training and interaction between different individuals
working in the arts. The possibility of having some sort of forum for people to
communicate.’
‘It feels like there needs to be a place for members to communicate - forum,
emailed newsletters or quarterly meetings.’

3.10

Members’ comments suggest that events are seen as a useful way to communicate
with the Scottish Artists Union, meet other artists and a valuable opportunity to
grow and strengthen their professional networks and communities, tackling the
sense of isolation experienced by some. It was suggested that the location and
timing of events and gatherings could be varied to make them accessible to
members on different schedules, and considering those living outside of the central
belt.
‘Maybe 4 meetings a year at least outside the central belt - it's lonely out here.’
‘More local events beyond the successful election hustings and usual AGM.’
‘I think SAU already does a fairly good job. But, a lot of artists are fairly isolated,
it would be good to have something to bring us together.’

3.11

A few people suggested the need for a big annual members event; a conference or
show to build connectivity, with external speakers and those from within the
membership discussing relevant issues for practicing artists. This suggests a lack of
awareness about the AGM, a key feature of the Union’s annual calendar. The main
messages about events are that they should be more frequent, with a greater variety
of format, location and timing.
‘Social, educational and cross disciplinary, and to debate and discuss issues which
relate to practicing artists e.g. An annual conference.’
‘By bringing members together at events. By encouraging members to get
involved in participating and initiating events.’

Limited awareness
3.12

A few members said that they had limited awareness of the Union’s channels of
communications, social media presence was not on their radar, or that the
membership renewal notification and annual survey was the most they were aware
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of. Some indicated uncertainty about how to contact the Scottish Artists Union;
opening hours, telephone details and access to a member of Union staff. One saw a
practical benefit of Scottish Artists Union membership (insurance) but suggested the
Cultural Enterprise Office better met their needs.
‘Don't want to encourage more emails, but it would be good to have more
instant communication with a person, emails okay, but sometimes a real
conversation is best.’
‘Apart from the insurance, I'm not clear what use or relevance it is to me. I don't
really think about it. Cultural Enterprise Office has a different remit but appeals
to the same people and is on my radar as their offering and communication is
clearer to me.’
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Section 4: Showcasing Your Practice

4.1

This chapter reflects on artists’ feedback about factors influencing the number of
opportunities for exhibiting and showcasing. For some, opportunities have increased
since the previous year, others have experienced a decline. Reasons for reduced
exhibition activity include personal circumstances such as financial constraints,
family responsibilities, health factors and limited opportunities for funding and
exhibitions. Increased opportunities were attributed to professional growth and
development and also a change in promotion strategy.

Exhibition opportunities
4.2

There has been little fluctuation in availability of showcasing opportunities including
exhibitions, commissions and fairs for the lifespan of the survey. This year, however,
59% of respondents indicated that they believe the number of opportunities
remained unchanged, and increase of 6% since last year, and only 14% believe there
were fewer opportunities, a decrease of 7% since last year. Roughly one quarter
believe there were more opportunities, which is steady in comparison to previous
years.

4.3

Roughly two fifths of members had 0 to 3 opportunities to showcase their practice
(39%). A similar proportion received 4 to 7 opportunities (38%). Only 12% of
respondents received 8 to 11 opportunities, and the remaining proportion of
respondents indicated that they received between 12 and 40 opportunities to
showcase their practice (10%). One in 20 members received 20 to 40 opportunities.

4.4

Routes to opportunities for exhibiting vary. Roughly one third of members selfinitiated all of their opportunities to showcase their practice (30%). On the other
hand, roughly one third of respondents self-initiated none of their opportunities to
showcase (30%), and one fifth self-initiated between one quarter and one half of
their opportunities (18%).
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Personal Circumstances: Financial constraints
4.5

The dominant theme in reasons given for reduction in exhibiting was responding to
financial constraints, particularly balancing time between other employment and
creative practice. Many artists described having to devote more time to the need to
make an income and cover their costs through other employment, which detracted
from the time and energy they were able to direct towards making and promoting
and making their art work.
‘Not able to gain funding so earning money to pay living expenses has prevented
me being in studio as much as I would like.’
‘I had to dedicate more of my time to earning money, plus I took up a teaching
job which was intensive.’

Personal Circumstances: Health
4.6

Several comments suggest that health issues have impacted upon artists’ ability to
work and showcase their practice. One member raised the question of what support
the Union was able to offer to its members impeded from working by mental health
issues but under pressure from the DWP to return to work.
‘I had spinal cord damage and could not travel.’
‘Illness and disability.’
‘I was off with mental health prob's from aug-dec and forced back to work/
selfunemployment [sic] from the pressure of the dwp. It would be good for the
union to support those members faced with these things. UNITE the union
community do good stuff I realise they are a huge union but I’m sure we could
do something.’

Personal Circumstances: Caring responsibilities
4.7

Several members explained how family responsibilities had impacted their ability to
put time and energy into making and showcasing work. For some this meant their
exhibiting activity and ability to showcase their practice was able to increase as their
personal responsibilities lessened. The Final Chapter looks at this issue of careerbreaks for family in more depth, from a gender equality perspective.
‘I can't do too many projects as someone has to look after the kids!’
‘Gradually reclaiming personal development time after having a family to put
first.’
‘Getting back into practice after career-break/children.’
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External factors/Opportunities
4.8

Many members described how external factors affected their ability to showcase
their work. This included the loss of some key platforms such as galleries closing and
open annual shows being cancelled. Others noted a marked increase in competition
for a decreasing number of funding and commission opportunities, and a general
atmosphere of scarcity in public and private money in the arts sector in Scotland.
‘Since last year 1 gallery has closed and 2 Annual shows have been cancelled.’
‘Less opportunities through lack of funding or funding opportunities being
limited.’

Changed strategy
4.9

Artists identified some factors underpinning successes they had had with increasing
their showcasing activity. Quite a few noted that they had changed their strategies
for promoting their work, focusing on self-promotion through strengthening their
online presence, some tried different outlets such as fairs with success, and others
received helpful mentoring support.
‘I think it's down to more internet visibility.’
‘Positive business advice and mentoring from Grow-biz East Perthshire and
Women's Enterprise.’
‘I decided it was a good year to promote my user news and lots of opportunities
came my way.’

Professional growth and development
4.10

Some members attributed their increasing success as the result of accumulated
professional growth and development. They cited key milestones such as graduation
or winning a prize. Others referenced a relationship with galleries, and the positive
impact of becoming more recognised on the presence of showcasing opportunities.
‘Wining a prize at the RSW Exhibition also brought me into contact with a new
gallery.’
‘As an emerging artist I am hopeful the opportunities will increase year on year.’
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Section 5: Learning, Impact and Engagement
Learning Support Needs Programme

5.1

The Scottish Artists Union is building an artist-led learning programme and used the
survey as an opportunity to consult members about potential areas of focus. Survey
respondents were prolific with suggestions about different kinds of learning that
would help them to navigate the industry and develop their careers and practice.

5.2

The most popular responses for learning activity already undertaken were courses
(54%), practical workshops (49%), workshops (46%), collaborative work (39%), and
research (36%). Less than one third of members sought or received funding for these
professional development activities (29%). More than half of Scottish Artists Union
members belong to other formal networks or membership organisations (58%).
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5.3

Artists were asked some new questions surrounding the reach and impact of their
work. More than two thirds (38%) consider their work to have a local impact, while
16% said it has a national impact and the same percentage said it has a reach across
the UK. One fifth (21%) feel that their work has an international impact, often
related to international sales, and fewer than one in ten said their work has an
online impact (9%). More than two thirds indicated that they consider audiences in
their work (68%).

5.4

The survey also contained some new questions surrounding artists’ public
engagement and use of social media platforms to promote and discuss their work.
Three quarters indicated that they present their work and participate in exhibitions
and one half indicated that they deliver workshops. Almost half work in
collaboration with others (46%) and 39% make art in/with/for local communities.
The most popular social media/website platform among members is Facebook (73%)
followed by personal websites (64%) and Instagram (40%).

5.5

There was enthusiastic response to the introduction of the learning support
programme and artists identified development needs in relation to skills, support,
information, and networks. These suggestions have been organised roughly as skills;
admin, computing and other technical skills, support including guidance around
approaching and negotiating with galleries, developing business skills especially
promotion, and information about opportunities and events, also support
developing and making more of existing networks. It is worth noting that the
majority of suggestions contained a combination of these themes.

Support
5.6

Artists often identified learning gaps related to business development. Common
themes included guidance and training in approaching and negotiating with galleries.
Many said they would benefit from learning more about best practice in getting
involved with galleries and working with them and how to present to and work with
potential clients. There was a strong emphasis on the need for business training;
some suggested that this be delivered by artists for maximum relevance. Others
suggested a more active role for the Scottish Artists Union as match-maker; making
introductions between galleries and members to help them get over that hurdle.
‘Best practice and building confidence to approach galleries.’

5.7

Linked to the appetite for business skills, another strong theme is a demand for
guidance and information about effective marketing. This includes: i) how to
promote work to a wider audience ii) understanding the audience and how to pitch
pricing and branding effectively and iii) using different platforms for marketing and
PR, particularly online.
‘Help / information promoting my work for a broader audience.’
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‘Managing self promotion.’
‘Practical knowledge about how to use the internet to promote and sell my work.’
5.8

Other forms of guidance requested were for the Scottish Artists Union to facilitate
mentoring relationships for its members, for general support such as building
confidence and self-reliance or for specific challenges such as applying for funding.
Different models of mentoring were proposed, from peer mentoring to being paired
with somebody more experienced.
‘Mentoring in the form of surgeries from curators working outside of
institutions.’
‘Peer to peer mentoring and crits [sic].’

5.9

Many members spoke clearly of their need for help in writing successful applications
to residencies and commissions but especially for accessing funding. Guidance could
be shared in workshops for example.
‘I struggle to write, would love to learn how to put together project proposal that
can cut though to funders.’
‘Help with grant/ funding applications.’

Networks
5.10

Comments about networks identified another role for the Scottish Artists Union in
supporting its members. They suggested a range of events, tools and forums to
establish and strengthen networks across the membership; facilitating the sharing of
learning, experience, mutual support and skills, reducing isolation and connecting
with other bodies that provide support to artists.
‘We should have huge community meals at least annually, just to network and
learn from each other. Most artists don't need top-down training, but we do
need validation.’

Information
5.11

Artists identify a role for the Scottish Artists Union in creating and maintaining a
portal for information about opportunities and events. Requests for signposting to
information about opportunities were persistent. Some suggested the Scottish
Artists Union take a more active role in creating opportunities, from exhibition
platforms to certification scheme for artists teaching arts workshops. Others
requested information about obtaining funding through alternative means, such as
foundations or crowd funding platforms, while some wanted to know more about
practical details concerning artists’ rights with copyright, exporting and using agents.
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‘A comprehensive diary of events and opportunities.’
‘By creating opportunities for exhibiting and selling work.’
‘Nationally recognised guidance or qualifications in teaching arts workshops
would be helpful.’
Development of skills
5.12

Artists most frequently expressed a demand for technical IT skills. These range from
the skills needed to promote work online effectively; being able to create, manage
and promote a website, conduct online sales and use social media well. Many people
mentioned more specific technical needs such as wanting to know how to use the
Adobe Editing suite for still and moving image and needing advice on photographing,
documenting and presenting work digitally.
‘IT courses - I use Photoshop but years behind recent versions, would like to see
some provision to help create/ update website.’
‘Best way to document and present my work- technical advice on converting
image size.’

5.13

There were a few unique suggestions for practical skills such as print-making, paper
pulp painting, casting metals, lime plastering and learning to make frames. These
were in the minority so it is recommended that the Scottish Artists Union focus on
the more general themes from which the whole membership can benefit.

5.14

Support with skills and strategies around general administration surrounding arts
practice was frequently mentioned, in particular tax and accountancy challenges and
good practice in documenting work and publications.
‘Free accountancy support for dyslexics!’
‘Archive organisation, documentation and digital skills.’

35

Section 6: Funding

6.1

Until this year, there has been little change in the percentage of artists who apply for
public funding awards; hovering around the 60% mark. For the first time this year’s
survey results indicate more than half of Members have never applied for a public
funding award (54% 2017, 41% 2016). Among those who have applied, as in previous
years, success rates are falling. Applications for private funding awards have
increased by over 10% compared to last year (65% 2017, 55% 2016). Success rates
have also fallen, with the percentage of members who have received a private
funding award 1-3 times down 9%.

6.2

Those who have never applied for public funding gave reasons such as not having
enough time to take a risk on applying with such low chances of success - it not
being worth the effort. Themes emerging from members who have an aversion to
applying for funding was not having confidence in their application writing skills or
their artwork, and feeling their chances of success were lower as they were not in
the perceived ‘clique’ who receive funding; the ‘who you know not what you know’
sentiment.
‘Too scared and too old!’
‘Don't really know how to do it and often too busy with commissioned work to
get around to do it. Knowing how hard it is to get anything I'm not sure the
effort is worth it.’
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‘I don't have the confidence that my work would be accepted.’
‘Demoralising, pointless.’

Creative Scotland funding
6.3

Since 2014 there have been small fluctuations in responses to the question “Do you
believe the Creative Scotland funding structure addresses the needs of visual and
applied artists?” At present a small minority (10%) believe the organisation does
meet their funding needs, more than half (a 6% increase since last year) are unsure
about the issue, and a third of artists believe the organisation does not meet their
funding needs. Comments on this theme were largely negative, with criticisms
directed at a perceived bias, and issues with transparency and distribution of
support across art forms.

Perceptions of decision-making processes
6.4

Some members perceive biases in Creative Scotland’s funding structure; feeling that
some art forms are particularly favoured over, that well known/familiar or ‘favourite’
artists are more likely to receive funding (however, others thought ‘emerging artists’
benefit from positive bias); a few suggested that artists in rural areas lose out
compared to those within the central belt. These perceptions indicate that artists
believe there to be a lack of transparency in decision making around Creative
Scotland funding.
‘I feel they are very biased towards certain art forms.’
‘I don’t quite understand how fairly funding is being allocated to each art form at
Creative Scotland.’
‘I feel they are biased towards so called 'emerging' artists. This kind of ageism is
extremely sexist and does not support women who have had children.’

Application process
6.5

Artists were vocal about frustrations with the funding application process on the
whole, lacking in flexibility, and how it frames their practice; reductive and overly
outcomes-focussed.
‘Been a few years since I applied but found the application process appalling.
Condescending staff, asked to commodify your practice in monetary
terminology. Reductive attitude towards art practice.’
‘There is an emphasis on outcomes, they used to focus more on artistic
development, outcomes occur anyway and I would argue are better in these
circumstances.’
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‘Extremely complex and arduous. Very prohibitive.’
Positive experiences with Creative Scotland
6.6

There were some positive comments about Creative Scotland, notably from an
international perspective. One person thought that funding on a more local level was
working well, but highlighted issues with transparency.
‘While I don't access these funds, I know and see how effective they are for
others compared to say the USA… arts is very alive in Scotland and I applaud it.’
‘The awards for applied arts/crafts are not as transparent as they used to be but
the devolved local funding schemes appear to work well.’
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Section 7: Sources of Income

7.1

Artists develop a variety of strategies to manage their incomes often in addition to
what they can make through their creative practice. These sources of income include
property, state welfare and pensions, partners and other often arts related
employment. Paucity of opportunity and income affects many of the members, who
described the stress that they experience as a result of these conditions.

7.2

This year, members were asked to indicate whether their art practice is their primary
source of income, and then to specify income sources. Just over half (53%) indicated
that their art practice is their primary source of income. The most significant
channels for sourcing income are artwork sales (60%), commissions (55%), selling
independently (46%), and workshops (46%).

7.3

For the first time, members were asked if the work they do is externally funded, i.e.
not from personal income/sales. Almost three quarters indicated it is not externally
funded (72%).

7.4

Once again, we see a continuation in the downward trend for artists’ turnover. Two
thirds have a turnover of up to £10k: (66% 2017; 70% in 2016; 70% in 2015; 72% in
2014; 71% in 2013). Almost one quarter have a turnover of between £10k and £25k
(24% 2017; 22% 2016; 23% 2015; 22% 2014; 23% 2013; 22% 2012). For the first time,
members were asked about the expenses they incurred in maintaining their career.
Half of respondents indicated that these costs totalled between £1000 and £5000,
while one fifth indicated these costs totalled less than £1000.

7.5

Results on after-tax earnings show that under two thirds (60% 2017; 64% 2016)
earned £0-5k last year and there were some small increases in the numbers earning
between £10k and £30k. Four fifths of members handle their own tax requirements
(79%). Roughly three quarters (73%) indicated that either they or someone in their
household is currently in receipt of state benefits/entitlements.
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7.6

There is increased optimism about artist’s anticipated earnings in the year ahead.
Confidence levels had been declining since 2014, yet the percentage of members
expecting to earn more this coming year increased by 8% (36% in 2017; 28% in 2016;
30% in 2015; 35% in 2014; 34% in 2013). Roughly half of members believe they will
earn the same (49% in 2017; 52% in 2016; 53% in 2015; 51% in 2014; 48% in 2013).

7.7

There was no change in the high percentage of artists registered as self-employed
this year (81% in 2017; 81% in 2016; 79% in 2015; 78% in 2014).

Other Sources of Income
7.8

Data about Members’ status of practice paints a picture of a profession in which
many artists have multiple roles; roughly half work full time on their practice. For the
first time, Members who indicated they received a “mixed income” were asked if
their other income is obtained from work within the art sector/creative industries.
Roughly one third (38%) indicated that they do obtain their other income from
within the art sector/creative industries. These ranged from gaining revenue from
property, to state welfare support, pensions, partners and teaching or other art
related employment. A theme woven throughout many of these descriptions was
one of paucity, stress, stigma and dealing with change.

Property
7.9

Some of those who own property are making use of it to generate rental income to
subsidise their practice. Additionally, members are utilizing new platforms such as
AirBnB to augment the income from their practice.
‘I am subsidised by rental income from my flat.’
‘I let my home on Airbnb, and I live in my studio.’

Partner/spouse
7.10

A few members receive financial support from a partner or spouse which enables
them to have a creative practice, for some that support influences the character of
the output; freeing them from the need to cater to a commercial audience.
‘In reality, if not for my spouse's full time income, we would struggle and I would
probably have to end my career.’
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Welfare and Pensions
7.11

Many members are able to augment the proceeds of their sales and commissions
with a pension income, either state or private. Other members described receiving
welfare support in the form of working tax credits and disability benefits.
‘As a retired art teacher my mixed income is now partly from my pension
small state retirement pension and very occasional income from sales and
commissions.’
‘As I am disabled I receive dla, working tax. Resits and access to work to support
my income and work.’

Teaching and other art-related employment
7.12

In addition to their creative practice, many members are employed in the arts and
third sector in a freelance, part-time or full-time capacity. A popular area is working
in arts education with roles varying from being a technician, lecturer, tutor or
delivering workshops. Some are involved in exhibition installation support, others
fund their practice through graphic design or photography work.
‘These questions are hard to answer properly because I make most of my money
from teaching, tutoring and running workshops. I don't see that as my practice,
but as something I need to do to make ends meet.’
‘Community education teaching and childcare bring the rest of my income in.’
‘Some of my other income is from arts management freelancing, some of it is
from other third sector work.’

Paucity
7.13

When discussing their income, many of the comments touched on an increasing
sense of hardship and the stress that was associated with this. Some perceived an
increased scarcity of work and funding opportunities, others described not being
able to cover the costs of their practice or support a family on their mixed income.
‘I'm finding it impossible to support a family this way. I'm currently seeking ways
to 'get out' of the profession, sadly.’
‘Have to take ANY part time work available to survive, my practice does not
generate enough income to pay me.’
‘I never have enough money.’
‘It's highly stressful.’
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7.14

Some described feeling judgment and stigma around their income strategies and
how they navigate the choices available to them, often involving a ‘day job’ that
wasn’t related to their artistic practice. Others talked about how they identified with
these other kinds of employment, that they didn’t undermine their identity as a fulltime practitioner but merely facilitated it. One person was keen that funders better
understood the strategies that artists, particularly those supporting a family, have to
employ in order to sustain their practice.
‘I feel that funders and other organisations are largely clueless about the different
models artists have to adapt in order to live and continue to practice. As a mature
person with kids I have had to adapt and work hard to maintain my practice.
There is a general turning up of the nose about the day job however this has been
absolutely crucial in my being able to afford a studio and develop my practice
professionally.’
‘I work part time to pay for studio rent but I still consider myself a full time
practitioner. I am in the studio most days and often 7 days a week in addition to
part time work at busy times. The wording of Q41 doesn't reflect the way artists
feel about their practice. I don't work part time out of choice. I do work as an
artist full time by choice.’
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Section 8: Payment Guidelines & Contracts
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Pay
8.1

This year there were significant changes in results about typical rates of pay (ROP). A
growing majority of members – three quarters – consistently receive less than the
industry standard ROP each year (73% 2017; 61% 2016; 59% 2015; 62% 2014; 56%
2013; 52% 2012) while a growing minority regularly receive the ROP (23% 2017; 9%
2016; 8% 2015; 8% 2014; 13% 2013; 43% 2012) and a smaller proportion
consistently receive more than the ROP (5% 2017; 2% 2016; 3% 2015; 4% 2014; 2%
2013; 5% 2012). The option to indicate a combination of the above was not offered
to respondents this year.

8.2

Members were asked if they regularly receive payment according to these guidelines
for their work. The majority of comments that this provoked circulated around how
unrealistic they were. A minority described how on some occasions they were able
to achieve the recommended rate.

Unrealistic expectations
8.3

Many respondents considered the Scottish Artists Union’s guidelines on
recommended pay to be unrealistic due to the funding climate, the state of the
economy especially in rural areas, and the value placed on an artist’s time and
contribution. One person recommended the Union have a ‘reality check’.
‘These are wish lists not realistic figures for artists working today. Incomes are
usually much, much less than this. People want everything for nothing.’
‘Most organisations don't value art and won't pay those rates. Nor do arts
organisations.’
‘Hardly anyone pays these rates.’
‘It is very hard to get anything but the lowest rate, and if you don't take it there is
always another artist happy to take it and even worse a hobbyist happy to do it
for free.’
‘Both Glasgow school of art and Edinburgh pay significantly less than union
standard.’

Hourly break down
8.4

Quite a few artists elaborated on how the fee they had charged for a project, once
broken down to an hourly rate, worked out far below minimum wage.
‘For instance, currently working on a public commission for £1000. I've kept a
note of my hours worked and calculated I'm earning about £4 per hour.’
‘On one recent residency project I was paid less than the UK minimum wage
when the fee was broken down to an hourly rate.’
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Inconsistency
8.5

Several artists noted that they were able to achieve the recommended rates with
some inconsistency depending on client, type of work or stage in the project, but
that they were a useful point of referral for invoicing.
‘1 or 2 projects per year at SAU rates, the rest all lower.’
‘I find the day hourly rates very useful and quite them when invoicing - but about
1/2 the time fund that I public commissions pay around £25-30 per hour.’
‘At the moment I am putting in the hours to develop my own work so, on
balance I earn less. However, if I am working on a predefined project /
commission I am pretty much bang on these figures.’

Parity
8.6

A minority of the comments describe achieving parity with the payment guidelines
but choosing to reduce them in certain circumstances/clients.
‘Generally receive recommended rates. Sometimes chose to charge less for talk or
workshop to a group if it is small or clearly not well funded. Would rather share
the expertise with people who are keen to learn.’
‘Although often work for less pro bono...’
‘I try to adhere to your rates, but adjust them when I think it appropriate. If
working for an agency I always use your rates, they change for private work.’

Gaps in guidelines
8.7

At different points throughout the survey, some members expressed that self-taught
artists do not have access to the same kinds of support from the Union, for example
they don’t feel taken into account in the ROP guidelines. This is something for the
Union to consider; how they can improve support and protection for their selftaught members.
‘I don't receive any payments as I'm self taught which the guidelines don't cover
unfortunately.’

Workshops
8.8

Approximately three fifths of artists facilitate workshops (63%). Just under one third
are paid less than £163 per day for workshop delivery (30%) and a similar proportion
are paid between £163 and £266 per day (31%). Although the difference is
negligible, for the first time in the history of the survey more members receive
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additional pay to cover the cost of travel and/or preparation time (14%) than must
deduct travel expenses and/or preparation time from their day’s pay (12%).

Contracts
8.9

The number of artists who have successfully issued a contractor/employer with their
own terms and conditions is now at the highest level since the survey began (37%,
up 8% since 2016). However, the number of artists who have agreed to what
transpired to be a bad contract is also at its highest level (21%, up 7% since 2016), as
is the number of artists who had problems resulting from a lack of contract (43%)
and who had problems from relying on a verbal contract (48%, up 7% from 2016).

8.10

After peaking last year, the number of artists who have written their own contracts
has fallen to 44% (down 5% from 2016). For the first time, members were asked if
they had successfully adapted a contract mid-way through a project to meet
changing needs. Only 23% indicated that they had.

Exhibition fees
8.11

Most artists do not receive payment for exhibiting their work (80%). Of those that do
receive payment, three quarters of respondents indicated that this payment does
not include costs for production/materials.
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Section 9: Broader Issues

Brexit
9.1

The membership had a lot to say about how Britain’s vote to leave the European
Union has impacted their practice and working life. Comments revealed members’
anxieties about reductions in opportunities for commissions and collaborations, both
anticipated and evident. A range of financial impacts were attributed to Brexit
including reduced sales and increased costs for materials and services. A number of
members who are non-UK EU nationals talked about how the uncertainties
surrounding their citizenship were affecting their planning around their work.

Financial impacts
Wider economy
9.2

Members reflected widely on the range of ways Brexit was impacting their ability to
practice. A strong theme was a perceived negative impact on the health of the
economy in general and the arts sector, with anxieties about the implications for
cost of living, and income margins that are often already very slim.
‘The general cost of living has risen which is having an impact on an already tight
budget. This leaves less disposable income to use to support art practice.’
‘Less commissioned work. The sector has slowed down.’
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‘Not yet, but resulting economic downturn definitely starting to bite.‘
Market uncertainty
9.3

A theme emerging from the reflections suggests that the Scottish Artists Union
artists feel particularly vulnerable to fluctuations in the economic climate, especially
the uncertainties introduced by Brexit. These are understood to be responsible for
more hesitant commissioning and purchasing behaviour, nationally and
internationally. Economic uncertainty is perceived to have adverse affects on the
contemporary art market with potential clients feeling financially cautious and
spending less on ‘luxury items’; many members are experiencing a drop in sales and
commissions.
‘Yes. My commissions have almost dried up.’
‘It has affected the economy and caused uncertainty- this adversely affects the art
market.’
‘Not directly but I think uncertainty means people are spending less on art.’

9.4

However, there are a few contradictory messages coming from different members,
some citing sales in the UK and Europe slowing whereas others describe sales being
either unaffected or even improved across the Atlantic. The overwhelming message
from across the membership on the topic of uncertainty is that much more
significant change is anticipated, and that it will affect them, but they’re not sure
exactly how.
‘The fall in the pound`s value seems to have slightly increased sales to America.’
‘UK sales have slowed (international are ok).’
‘Yes. European customers more hesitant to order. Currency rates a problem.’

Increased Costs: materials and services
9.5

Many artists described how the costs incurred in their practice had risen as a direct
consequence of Brexit, citing the drop in the value of the pound and a perceived
economic downturn in the UK. Poorer exchange rates for the GBP has increased the
cost of online fees and imported materials, with the choice of absorbing costs or
passing them on to the buyer affecting sales and profits.
‘Increased the cost of raw material - glass - because of the exchange rate. Having
to pass this on in phases as it was nearly 15%.‘
‘My framer has increased prices by 10% as his suppliers have done so, citing
Brexit as reason.’
‘The cost of materials has increased. Retailers are looking for higher margins.’
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‘The fall in the £ has raised materials costs and online fees.’
Reduction in opportunities
9.6

Many members talked about Brexit heralding a shrinking in the scope of
opportunities available to them. These took the forms of fewer commissions,
funding sources and opportunities for cross-continental collaborative projects.
Additionally, members mentioned feeling anxious about increased challenges and
complications in exhibiting on international platforms, and foreseeing new barriers
to trade with Europe in the future. Most of these suggestions were anticipated
rather than realised, but the predictions were overwhelmingly negative.
‘Not yet but expect it will make it more difficult to exhibit abroad.’
‘Yes, increased concern about reduction in potential international collaborative
projects and opportunities for development of my practice within Europe.’
‘Reduction in funding to organisations I work with. Uncertainty about working
overseas in the future.’
‘Yes - I am fearful I will not be able to study or work in Europe. Emotionally it
has affected me, but practically not yet.’

9.7

Some members described actual reductions in funding and opportunities already
emerging that they attribute to the result of the EU referendum. It is perhaps
unrealistic to see Brexit as the only reason behind changes such as reduced funding
opportunities, however a clear message from the survey responses is that this is a
time of interlaced uncertainties and turbulence for a significant portion of the
membership, with impacts interwoven throughout their work and personal lives
(which, especially given the figures on home-working, can be an artificial distinction
to make).
‘Yes. International residencies and exhibitions are an important part of my career
strategy and I'm very concerned about how these opportunities will be affected
by Brexit.’
‘… I am married to a French citizen and we expect to have to leave the UK if the
government's proposals on treatment of EU citizens go ahead as planned.’
‘I feel 'Brexit' will impose a considerably negative impact on creative self
employed status through negative attitude to spending and affect international
collaborations, exhibitions etc’.

Citizenship and artistic flight
9.8

This last quote is echoed by many others reflecting on their non-UK EU citizen status
now having an impact on their practice in Scotland. For many, they feel their rights in
49

living and working in Scotland with this profession are in question and insecure.
Current Home Office Tier 2 visa requirements for non EU citizens, for example,
demand a salary of at least £30,000 per year, which would be prohibitive for the
majority of the Scottish Artists Union’s members including the non-UK nationals
among them (see income figures in section 7). For others, it is a case of seeing more
professional opportunities in the European Union and relocating seeming the
pragmatic option.
‘Yes both. I am a EU citizen and I believe I have no choice but to look for more
opportunities in the EU in preparation for a potential departure from Scotland.
After twenty years living in Scotland I do not see this as a positive development
as my practice will definitely suffer. I don't want to leave Scotland but might have
to as will many other EU citizen I guess. I believe Scotland would be much
poorer for it.’
‘Yes I am not a British subject and after over 35 yrs in Scotland, I feel I have no
rights here.’
‘Since I am an EU national it had been harder to find additional work since
Brexit. It also makes life more uncertain in terms of planning for the future. It
has made me more interested in moving back to my own country.’
9.9

In conclusion, members have described a range of impacts from Brexit on their
work-life that they have already seen or foresee for the future. The overwhelming
uncertainty of the situation has had very real consequences affecting the Scottish
Artists Union artists’ practice in Scotland, particularly regarding the security of
finances or citizenship for much of the membership.

Viability of the Sector
9.10

Confidence in the sector has increased markedly with more than half of respondents
(55%) considering the sector to be ‘healthy and viable’ for the first time in the
survey’s history (47% in 2016; 40% in 2015; 50% in 2014; 50% in 2013; 45% in 2012).

9.11

There were very mixed views among the membership on the question of the viability
of the sector. Among those who gave comments, the prominent perspective was
that the sector was neither healthy, viable nor workable. For quite a few members
the picture was more nuanced and a few described a more clearly positive
perspective.

9.12

For those who thought the sector was not viable, the issues they highlighted centred
around a lack of opportunities to showcase and sell work, lack of funding and a
general poor regard for the value of the arts. A few expressed fears about the future
of the sector, how artists, particularly younger ones will fare in the poorer
conditions, and whether they will stay around:
‘Not at all it is under-resourced, under-funded and under-appreciated. We need a
government that recognises values that aren't preceded by a pound sign.’
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‘It is very unhealthy and seems to be getting worse year on year. Scotland trades
on it's (sic) creative industries but most recent graduates will not stay, if there is
so little opportunity.’
9.13

Other artists had more nuanced reflections on the viability of the sector.
They praised the vibrancy of the scene, and the quality of what is being produced,
but generally alluded to financial challenges. Some noted that circumstances
fluctuate, with different situations depending on discipline, locality or ‘how
connected you are’. Others spoke about the ‘potential’ viability given more funding
and opportunities.
‘Still woefully underfunded. Its (sic) vibrant and alive thanks to DIY culture
mostly.’
‘Healthy in that there is so much high quality work being done, unhealthy
regarding how many talented people work for so little financial reward.’
‘I consider the sector in Scotland very positive in many respects, however
financially not so. If I were not in receipt of working tax credits, I'm not sure I
would be able to continue with my practice.’

9.14

We highlight that a few positive responses contradict some of the comments above;
with perceptions about increasing opportunities for young artists, high levels of
respect for artists and the relative affordability of being a practicing artist in
Scotland.
‘I think there are more opportunities than ever before -especially for young
artists!’

Other issues: Spotlight on equalities issues raised by artists
9.15

Artists were invited to raise any other issues not covered by specific questions
relating to their own personal experience working in the visual arts in Scotland. The
majority of these responses were about equalities; gender, age, accessibility and
geography.

Intersecting issue around gender, caring responsibilities and age limitation
9.16

A dominant theme within the equality issues raised was gender inequality in the
structures of the sector. Specifically, a lot of members talked about the barriers for
those with caring responsibilities, which tend to fall to women2 , in accessing
opportunities.

2https://www.scottishwomeninbusiness.org.uk/files/The_role_and_contribution

_of_women_in_the_Scottish_economy.pdf
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9.17

The survey does not currently ask artists to identify their gender so a detailed
consideration of any gender impact on earning and other factors is not possible at
this stage. However we took a detailed look at the profile of those who identified
issues relating to gender inequality to find out more about their circumstances.

9.18

Some artists identified family and childcare responsibilities as limiting factors with
regards to pursuing their practice. These respondents were all 31 years of age or
older and had been pursuing their practice for at least 11-15 years and are based in
either Glasgow or Edinburgh. Of those that said their career was early or mid stage,
some specifically identified family responsibilities as hindering their career progress.
In most cases, they either worked out of a home studio or depended upon a studio
provider. For the majority of these respondents, their art practice is not their
primary source of income and all rely on either private or full time or part time
income.
‘I feel my career hasn't progressed due to time spent raising my three children.’
‘I'm finding it impossible to support a family this way. I'm currently seeking ways
to 'get out' of the profession, sadly.’
‘Being self employed is an awful way to live if you're trying to support a family.
But there are so few employed positions in the sector at the moment that many
of us are really struggling.’

9.19

One person explained how their ‘day job’ is crucial to their art practice:
‘I feel that funders and other organisations are largely clueless about the different
models artists have to adapt in order to live and continue to practice. As a mature
person with kids I have had to adapt and work hard to maintain my practice.
There is a general turning up of the nose about the day job however this has been
absolutely crucial in my being able to afford a studio and develop my practice
professionally.’

9.20

All but one of the group of artists who suggested their art practice has been
constrained by their familial duties reported a turnover of between £0 and £10k in
the last financial year (2016-17); one indicated their turnover was £10k to £25k. The
majority reported earnings of between £0 and £5k.
‘It would be great to look into gender inequality issues within the arts, if you're
not doing so already.’
‘I feel they [Creative Scotland] are biased towards so called ‘emerging’ artists.
This kind of ageism is extremely sexist and does not support women who have
had children.’
‘Age limits for awards, residencies etc. should be abolished- they are ultimately
sexist. There is a misguided notion that artists go through a linear career from
emerging to mid to established. This rigidity is very far from the way things are,
especially for women with children, and the art world needs to wake up to it.’
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9.21

In terms of the profile of this group, those artists who highlighted experiences of
gender inequality were all at least 31 years of age and described themselves as mid
career. They also indicated they pursue their art practice part time, relying both on
their practice income and part time income. All pay rent for their practice space and
do not have access to external funding. Their turnover was either £0-£10k or £10£25k, and their earnings were either £0-£5k or £5-£10k.

9.22

A number of artists suggested that they perceived the sector to be designed to
support young graduates without dependents, and they found the age limits for
access to opportunities to be ‘sexist’ in that they exclude women who, due to
childcare or other caring responsibilities, can be at an early stage in their art career
later on in their life. They wished to see a greater ‘inclusion’, ‘diversity’ and
‘democracy’ in the opportunities available in the sector.
‘It's insanely difficult to survive if you have any caring responsibilities. The whole
sector seems set up for the needs of young single people with no dependents.
This is silencing the voices of those with different life situations, sadly.’
‘Age limits for awards, residencies etc. should be abolished- they are ultimately
sexist. There is a misguided notion that artists go through a linear career from
emerging to mid to established. This rigidity is very far from the way things are,
especially for women with children, and the art world needs to wake up to it.’

9.23

A small number of participants also highlighted time-related and financial limitations
on pursuing their career stemming from non-childcare related caring duties, such
caring for an elderly family member. These respondents were over 51 years of age
and identified as part time practitioners, relying on both practice income and part
time income. Neither of them share or pay for their workspace. Both reported an
annual turnover of £0-£10k.
‘Wish there were dementia creches to help reduce cost of care while working on
art /attending courses.’

9.24

In response to the question regarding participation in working
groups/discussions around the findings of the survey, one Member said:
‘Don't have time - I also care for mother with dementia.

Accessibility, privilege and equal access to opportunities
9.25

Another recurring point was made about exclusion of self-taught artists without
degrees feeling excluded from the opportunities, and even the Scottish Artists
Union’s payment guidelines. Others noted the ‘cliqueish’ nature of exhibiting
opportunities and an exclusiveness or ‘nepotism’ regarding the funding winners. One
artist recognised that it wasn’t an even playing field; that they were in the privileged
position of having received financial help from their parents, which allowed them
more freedom to pursue their practice than others.
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‘Why are the guidelines on payment only for new graduates and up? What about
people who didn't do an arts degree?’
‘It seems very closed off to self-taught artists and those with low income
unfortunately.’
‘I had support from my parents in getting my business established (and to buy
my own home) and opt to work 3 days a week, so I have come from a privileged
position and my ability to survive on a lower income / less work reflects this.’
9.26

A few members took this opportunity to call for the Scottish Artists Union to actively
target publically funded bodies who undervalue artists’ contributions.
‘I'm very frustrated with the current treatment of artists across all sectors. An
artists fee is nominal and considered lucky if received and bears little relation to
time, Festivals like Glasgow International present a vibrant community to the
world whilst most of the participants are unfunded.’

Geographic
9.27

Other equalities issues that were raised included rural inequality, affecting access to
funding, showcasing opportunities, facilities and networks. Local authority support
reportedly fluctuates depending on region, and the perception is that the
circumstances are more promising for those artists practicing in the Central Belt.
However, a few voices from the central belt perceived the funding situation to be
much more prosperous south of the border and some others highlighted a paucity of
provision in areas such as West Lothian.
‘Not all local authorities offer visual arts assistance grants and rural artists are at a
disadvantage. There are less opportunities for artists based outside Glasgow and
Edinburgh and high profile events like Glasgow International are only open to
artists based in Glasgow.’
‘Open exhibitions (such as RSA, SSA, RGI, with urban central Scotland mentality
not taking into account the needs and problems of practitioners in the highlands
and especially the Islands.’
‘In the West Lothian area there are no artists studios i.e. Wasps.. no regular open
shows.. no artist community... feels very isolated... no money being invested by
local council.’

Other feedback
9.28

A few members took this opportunity to express their gratitude for the work that the
Scottish Artists Union do to represent and support them:
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‘The SAU's continued campaigning presence is a source of pleasure and pride.
Good luck to you.’
‘Thank you for doing that which I am unable.’
9.29

Some made suggestions to improve the survey in future:
‘This is a very long survey every year. Given the strategic review last year I would
think it would be more focused and he cause and effect of all of this be made
more explicit.’
‘I work in Performance, theatre, applied theatre and story telling, it seems there
are many cross overs to visual arts but this questionnaire hasn't been completely
applicable for my practice.’
‘I have to say that filling this out this evening has been a depressing experience.
It's hard to see how things might get better.’
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Conclusion and recommendations
10.1

This study paints a picture of a diverse profession. Overall the evidence presented in
this report demonstrates the need for the Scottish Artists Union to represent the
interests of members and work on their behalf. The report provides insights into the
make up of the profession, highlights some consistent problems and reveals new
issues, summarised as follows:
•
•
•
•
•
•
•
•
•
•
•

81% are self-employed.
52% are full time practitioners.
73% work from home.
81% earn less than £10k per year from their art; and 64% believe they
will earn the same or less next year.
73% have never received public funding.
79% do not get contracts.
73% often receive less than the industry standard rates of pay for paid
professional work and only 23% regularly receive the industry
standard rate of pay.
80% do not receive an Exhibition Payment Fee.
45% of artists do not believe the sector is healthy and viable for their
practice.
21% feel that their work has an international impact, 16% said their
work has a reach across the UK and 16% believe their work has a
national impact.
46% work in collaboration with others and 39% make art in/with/for
local communities.

10.2

This survey is a powerful tool in identifying consistent trends and deviations. Many
key survey questions have been asked since its inception in 2012, allowing for
insights and comparisons. For example, we see consistent results in terms of
reported turnover. The percentage of Members who reported a turnover of £0-£10k
was 66% this year and 70% last year, in line with an average of 71% over the first five
years of the survey. There has also been little change since the inception of the
survey in the percentage of Members’ day rates and expenses received for
facilitating workshops; the percentage of Members charging less than £163 per day
has largely stagnated, with 30% reporting this in 2012 and again in 2017.
Employment status has also stayed consistent; the percentage of Members
registered as self-employed has remained largely consistent, 78% in 2014 to 81% in
2017.

10.3

Some of the recent changes in working conditions that have been identified include
artists’ thoughts about the health and viability of the sector; which seems to be
responsive to contextual issues. This year, 55% of respondents reported that they
believe the sector is health and viable, an increase of 8% from last year. Each year
except for 2014, belief in the health and viability of the sector has moved by at least
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5% (45% 2012, 50% 2013, 50% 2014, 40% 2015, 47% 2016). With reference to
contract experiences, the percentage of Members who reported agreeing to what
transpired to be a bad contract increased by 8% to 21% this year, the highest
percentage recorded in the history of the survey. The percentage of Members who
reported issuing a contractor or employer with their own terms and conditions also
increased by 9% to 37% this year.
10.4

While members told us that they value the opportunity to communicate with the
Union, we note the decline in participation rates each year and have reflected on the
feedback from artists about the time commitment that participation in the survey
represents. There is scope to explore ways of using online tools to reduce the
number of questions asked, for example, through a one-off questionnaire about
details that are unlikely to change, which members can update if required; linked to
shorter surveys that focus on key themes in relation to their working life and
changes that affect their practice.

10.5

We have also identified intersecting experiences of inequality linked to factors such
as gender and age. In order to further explore any impacts in future, we suggest
there may be value in finding out more about the characteristics of survey
respondents; for example their gender, ethnicity and whether or not they identify as
having a disability.

10.6

Many artists work in isolation and face a complex array of practical, financial and
social challenges in their working lives. They practice in a range of settings and
undertake a multitude of tasks. This does not lend itself easily to individuals being
able to access the practical support and advice that would help them to address the
challenges they routinely face.

10.7

The creative potential of this group of the workforce, perhaps uniquely, is recognised
and has been identified as having potential to offer a positive way forward. Feedback
about the Scottish Artists Union’s services is positive; importantly members suggest
that the Union provides a valued mechanism for members to feel a sense of
collective power, and it contributes to a sense of members ‘not being alone’. Thus
we can see the Scottish Artists Union as providing a pivotal mechanism to generate a
collective voice and influence policy. Furthermore, the potential to help individuals
and groups to come together to share best practice and find practical solutions to
the everyday challenges of the workers in the sector is seen as important.

10.8

The survey results point to a number of specific tangible areas that could usefully be
focused upon to assist artists to overcome some of the everyday challenges they
face in their working lives. Whist the specifics vary for individual artists according to
their context, there are some broad themes about needs that recur. These not only
map out key areas of concern and need for members; they also suggest a manifesto
for action by the Scottish Artists Union. In listening acutely to what members have
identified as key issues and areas of concern, the Union as an organisation should:
ð Feedback the survey results to its members;
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ð Use the report as a document of critical consideration and intervention into
the structure of contemporary work;
ð Make the report available through wider dissemination among the artistic
community to encourage acknowledgement of the material conditions facing
artists;
ð Share this report with key stakeholders, partners and other public bodies that
can offer extended support to members including trade unions and Creative
Scotland;
ð Encourage members to view the survey as a crucial piece of evidence about
the issues facing artists and use its records as a tool for self-organising and
activism;
ð Promote solidarity and advocate for the role of self-organising as a tool
against systems of precariousness;
ð Use the survey to inform and drive the Union’s work developing the learning
programme and modernisation strategy;
ð Continue to communicate with members and stakeholders to keep them
informed and engaged with executive decisions and actions around issues
and campaigns;
ð Use the survey results to directly inform lobbying and campaigning
strategies;
ð Represent the interests of artists in major policy and strategic changes, for
example advocating on behalf of artists through the Brexit process and
evidencing and communicating the impacts of any significant changes on
artists in Scotland;
ð Disseminate best practice in respect of artists’ solutions to finding suitable
working space to carry out their work;
ð Encourage best practice in paying artists according to industry standards and
advocating for the issuing of contracts for paid work;
ð Enhance opportunities for artists to feel part of a bigger network, the whole
being greater than the sum of the parts;
ð Help artists to benefit from a sense of belonging to a wider community, feel
less isolated for social and emotional support as well as give any practical
advice when needed;
ð Provide practical assistance to artists navigating complex funding application
processes, tax and self employment administration and other business
management;
ð Enhance and promote opportunities for artists to develop the skills needed
to support their work and navigate the industry;
ð Encourage and advocate for the importance of union membership, garner
more members and promote belief in the principles of trade unionism;
ð Make efforts to facilitate collaborative problem solving and networking
activity between artists.
ð Investigate equality issues, which will entail finding out more about the
characteristics of members.
ð Explore ways to reduce the number of survey questions to encourage more
participation and shift the focus on the survey so that it has more of an
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emphasis on issues and experiences, rather than a means of gathering profile
data about members.
10.9

As representative to its members the Scottish Artists Union will seek to:
ð Assume the basic principles of professional respect and uphold these as
paramount at all times in regards to the professional treatment of artists,
payment guidelines, contracts, exhibition payment rights;
ð Continue to engage with the political and arts establishment to ensure the
role of artists operating within the visual and applied arts sector is valued and
recognised;
ð Endeavour to raise its profile in order to effectively advocate on behalf of its
members;
ð Continue to be proactive in addressing challenges and barriers that impede
professional creative practice;
ð Build stronger and more effective alliances with other representative bodies.
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Appendix 1. Additional quotes from Members
Section 1. You and Your Work
Costs
‘Rent has increased over the last few years well above inflation and this is
making me question whether I can continue in this set up.’
‘I have a WASPS studio and they are becoming very expensive.’
‘At present Rural Rates are suspended which is a huge help as I am semi retired
and only work part time.’
Gaps
‘I wish I could afford a workspace!’
‘Constantly having to move between different studio spaces as there is very little
that is affordable.’
‘Would love to have affordable artists studio spaces in West Lothian.’
Home-working
‘The room you need to work in adds additional expenses.’
‘Studios are too expensive, so I work from home.’
Working in Multiple Locations
‘I work in many contexts, university, community and studio.’
‘Work from home, in community centres and at festivals.’
‘My own admin and making takes place in my home. My project work happens
peripatetically.’
‘I bought a building specifically to create my studio and teaching space. My
practice pays for the building.’
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Section 2: Value of belonging to the Scottish Artists Union
Specific professional support
‘For help with getting an invoice paid.’
‘I went full time freelance and was wanting insurance, support and a network.’
Political representation
‘To improve the conditions of artists and makers through a strong union.’
‘I feel that artists have to connect better to institutions and policy makers who
make decisions that affect their careers.’
‘I believe in unions and that artists should organise.’
‘Protection in numbers.’
‘For public liability cover, advice and because it's local.’
‘To be part of an artist's union - protection and guidance.’
‘To protect myself.’
‘Because it represents and lobbies the views and interest of artists.’
‘To be supported by a representative union that understands and genuinely
supports and campaigns for the sector.’
Supportive community
‘To receive all the benefits listed below, and to have a voice in this sector.’
‘To be a part of a network supporting artists in Scotland and to have access to a
group of people who could share advice / discuss issues that arise through
working as a freelance artist.’
‘Finding an artist community.’
‘For the network, the insurance and the kudos ;)’
Insurance
‘Public Liability Insurance needed when renting studio, but it is good thing to be
part of Union.’
‘Support idea of SAU but insurance cover was the decision maker.’
‘Initially for PLI and increasingly for advice and support.’
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Section 3: Communication
‘I think you do very well.’
Communication formats
‘I get news mostly from emails.’
‘Also make it clearer that you are on social media? An active Facebook page
would be very useful.’
‘Ask your members to like you on FB and as someone who shares artist
information I will share.’
Regularity and content of communication
‘Quarterly emails; email reminders when insurance is about to expire; perhaps
including links to FB & Twitter accounts when email confirming membership is
sent.’
‘The newsletter could provide more wide ranging information.’
Membership Events and Networking
‘I haven't been able to attend meetings due to the timing.’
‘Maybe vary where meetings are held rather than in Glasgow all the time.’
‘Annual show would be brilliant. It could move around the country, all members
eligible to submit. By its nature it would attract/prioritise early to mid career
artists.’
‘Maybe an annual meeting to come in contact with all the other members!?’
Limited awareness
‘I’m only aware of this survey and annual renewal comms.’
‘Advise of opening hours/telephone lines advertised.’
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Section 4: Showcasing Your Practice
Personal Circumstances: Financial constraints
‘I have not been able to be very active in making/promoting artwork due to dayjob commitments.’
External Factors/Opportunities
‘Too many artists going for the same commissions and I am dyslexic...’
‘Lack of funding, both personal and institutional.’
Professional growth and development
‘Regular galleries keeping in touch and requesting work for annual exhibitions.’
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Section 5: Learning, Impact and Engagement
Support
‘Some basic business training and advice in approaching and working with
galleries.’
‘Business workshops aimed at artists presented by artists.’
‘Learning how to present my work to potential retail customers - how to
approach them and talk about my work.’
‘Sensible advice on pricing and publicising.’
‘Information: how to grow gallery network, how to price work effectively, how to
create your own market etc.’
Networks
A networking tool (national?) that helps find artists who are interested in
exchange and/or collaboration, engaging in similar and/or Compatible/
complementary /enriching artistic practice’.
‘I would be useful to create some kind of space for artists to share their
experience of working with different arts organisations/curators/producers, or
some kind of reviewing system.’
‘Cultural Enterprise Office is already v v useful for this. SAU collaborate with
them..?’
Information
‘Support in finding and being successful in finding international residency
opportunities for early career artists.’
Development of skills
‘Computing skills that would help promote work.’
‘Taxes, doing your admin.’
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Section 6: Funding
‘It is very difficult to get help with funding and the forms are impossible for
someone with artistic skills rather than form filling skills. I feel there is a clique or
a personal preference from the folk who hand out the funding. it's who you
know or how you fit with the fund givers.’
‘Too busy, didn't rate chances.’
‘Creative Scotland is a total clique-ey waste of time.’
Perceptions of decision-making processes
‘Unless u r [sic] a big name well known artist it is difficult to get funding.’
‘They just fund the same people –favourites.’
‘The same folk seem to get the funding.’
‘It is open to favouritism which really annoys me. This is still going on the same
people seem to get the funding and visual arts is poorly represented.’
‘Enters the usual "central belt centric" comment here.’
Application process
‘They don't seem to have much flexibility in awards that support collaborations.’
‘Writing and rewriting their application for a under 15k grant was a real
headache.’
‘It is as if they do - but there are areas which make it difficult for the painter for
example- how can you measure the impact of you work before its been seen, or
even made at times to develop work and show it is a creative out come but the
concepts are important and its not always easy to get that across in their form. A
letter of application could be good, the forms take an age to do. I have started
them and gave up as so many hoops to go through. yes its public funded so I
understand but its for artists who are often a little erm unique.’
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Section 7: Sources of income
Property
‘Like so many artists easier to make a living airbnbing.’
Partner/Spouse
‘My partner supports me financially which enables me to make work without
considering its commercial viability.’
Welfare and pensions
‘My income is via pension. So far I've given proceeds of sales to charity.’
‘I sell what I can but rely on my private works pension and Old Age pension to
support my 'habit'.’
‘I am 75 years old, so technically a pensioner but still a very active artisan.’
Teaching and other art-related employment
‘I am a full time graphic designer. This funds my ceramic work discussed here.’
‘I work within the arts, but am unable to support myself solely through my art
practice. I am lucky to be employed.’
Paucity
‘This is getting harder, as teaching and art institutions are losing funding. I have
noticed the effect of brexit already.’
‘My other income is creative training. I don't get enough work opps - I have
much more to offer than the meagre funds available.’
‘My income from teaching& sales does not even cover my expenditure far less
provide an income.’
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Section 8: Payment Guidelines & Contracts
Unrealistic expectations
‘I find the hourly rates given a bit unrealistic. If you look at the price of artworks
in galleries, work out the proportion going to the artist, then subtract from that
all the expenses involved in the production of the work, none of which is
undertaken by the gallery, I would be surprised if more than a handful of the
most well established and successful artists were clearing anything close to £32
per hour… The SAU needs to do a reality check on this in my view.’
‘It's almost normal to get expenses only these days, with the apologetic "If we
had funding...".
‘People in rural areas will not pay the recommended amount. I have 17 years
experience and have a doctorate, it is too much money for people who live in a
rural economy. To get the rates above I would have to move and I do not wish
to.’
Hourly break down
‘Rarely paid applicable artist rate. However I do work on long-term projects and
with this in mind, in order for the funding to stretch a little further i am happy to
take a lower day rate to ensure there is enough time for these projects to reach an
appropriate outcome.’
Inconsistency
‘I run my own workshops, so it could be higher or lower depending on uptake.’
‘I find it possible to earn these rates for teaching etc. but not when creating
paintings for sale.’
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Section 9: Broader Issues

Financial impacts
Wider economy
‘No direct tangible impact, but the mental stress about whether I have a viable
future here, and the rise of cost of living directly related to the weak £ after the
vote in the UK, have had a big impact on my working life. I have made some
pieces that were directly inspired by Brexit.’
Market uncertainty
‘Think the uncertainty of leaving EU has perhaps made some customers reduce
spending.’
‘The appetite for buying and commissioning has slowed down even more than
what it was previously, almost grinded to a halt.’
‘Yes. Immediate crash in sales which has recovered. Increase in costs, great worry
over ability to represent and sell my work in Europe.’
‘Created uncertainty in the market which has resulted in retail customers ordering
in less quantities.’
‘Slightly I do not think people are spending on luxury items.’
‘Yes, I sell designs in America and there has been a slump in sales.’
Increase costs: materials and services
‘Yes - cost of materials has increased due to suppliers up'ing costs!’
‘Yes- materials are getting far more expensive.’
Reduction in opportunities
‘Not yet, but I expect it will diminish the number of available commissions.’
‘Not yet, but I worked a lot on the continent in the past and this will become
harder as a result.’
‘It will complicate European art exhibitions.’
‘I think it will have a negative impact on funding for projects I am likely to
receive work through.’
‘hard to tell, but could have impact on funding opportunities/ residencies abroad
or exchanges with other art institutes.’
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‘Yes, potential difficulties and costs for selling and shipping to Europe.’
‘Future funding and opportunities through EU contacts now becoming
increasingly problematic.’
‘Less funding available so workshops and community work taking a hit’
‘Less international opportunities arise.’
‘Reluctance to engage with European contacts.’
Citizenship and artistic flight
‘Yes, I am unable to work with some international collaborators, others (mainly
based in England) are choosing to leave to other European center.’
‘It has left me feeling insecure, since I am not a UK citizen.’
‘May have to relocate abroad.’
‘Yes I felt I had to apply for British nationality for a more secure feeling at a great
cost for our household.’
‘Yes, I will leave Scotland as I am an EU state member.’
Viability of the sector
‘It is massively overstretched and taken advantage of by all institutions. Not
enough core funding is put in place and it certainly doesn't in any way match the
economic and health benefit artists bring to an area.’
‘Overall no. Funding is essential to the artists, there are very few job
opportunities, and very little if any opportunity for sales in Scotland.’
‘In terms of what it produces it is healthy but in terms of how easy it is for artists
to survive it is becoming increasingly difficult because limited funding in the
sector is having a knock on effect on artists. Jobs that artists have often relied on
to support their practices such as workshops, teaching, technician work are less
reliable and are less available.’
‘I don't know and would imagine that it would differ from region to region and
from one art discipline to another.’
‘I think it is possible to make a decent income if you are an established artist who
can supplement sales with other activities like workshops or funded
commissions. But I know of very few young artist who can make a living entirely
through painting, sculpture or applied arts.’
‘There is also more support generally for those in the creative industry
So far I am given that impression. At least artist's studio space rental are
affordable for a start.’
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‘Artists seem respected.’
Intersecting gender and age limitation
‘Lobby to abolish age limits.’
‘Wish there were dementia crèches to help reduce cost of care while working on
art /attending courses.’
‘Too strong an age bias for opportunities for young people at the start of their
career when there are many older artists who are for the first time able to focus
on their art career or have recently embarked on this path.’
Accessibility, privilege, and equal access to opportunities
‘There seems to be a lot of nepotism or similar in regards to those who
repeatedly receive funding from all the bodies.’
‘Attitudes within galleries and societies are still incredibly cliqueish in many.
Almost a closed doors self protective attitude which is fairly unhealthy.’
‘Concentrate on highlighting publicly funded bodies that expect artists to work
for nothing.’
‘Expectation in public art bodies that you work for no financial gain.’
Geographic
‘I love being an artist in Scotland, funding is still embarrassingly poor. there
seems to be way more funding in England (public & private).’
Other Feedback
‘Awesum [sic] job ;) .’
‘Just to say thank you for the work you are doing.’
‘In future surveys clarify what questions you expect associate members (Arts
Administrators) to respond to’.
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