
artists survival_v2.indd   1 09/11/2012   09:31



2

artists survival_v2.indd   2 09/11/2012   09:31



3

artists survival_v2.indd   3 09/11/2012   09:31



4

Acknowledgements

We would like to thank everyone who 

has contributed their time, exper-

tise, knowledge and good-will to 

making this project happen. 

Our funders:

Our contributors:

Albert, Anthony Carry, Poppy  

Bowers, Sue Burbidge, Louise Coysh, 

Beth Elliott, Shetha Haddad,  

Charles Hustwick, Josip Lizatovic, 

Janice McLaren, Katherine Morling, 

Melanie Mues, John O’Donnell,  

Peter O’Hare and the Occupational 

Therapy Dept. (Bethlem Royal Hos-

pital), Martha Orbach, Paul Peden, 

Katy Phillips, Victoria Pomery, 

Karen Risby, Michaela Ross, James 

Tanner, Terence Wilde and all the 

artist participants.

artists survival_v2.indd   4 09/11/2012   09:31



5

4  Acknowledgements

6  Introduction to the Bethlem Gallery

8  The Project: Saturday Studio

SECTION 1:

15 Preparing Grounds/Surfaces for Painting

21 Experimental Drawing Techniques

25 Stone Carving

29 Still Life

SECTION 2:

35 Approaching Galleries

41 Preparing for an Exhibition

45 Writing an Artist’s Statement

47 Starting a Craft Business

55 Photographing Work

59 Leading Workshops

SECTION 3:

Still to come:

Decorative Ceramic Techniques

Making a Modern Day Relic

Painting Techniques

APPENDIX:

69 Detailed resource material

artists survival_v2.indd   5 09/11/2012   09:31



6

The Bethlem Gallery was founded in 1997 to showcase the 

inspirational talents of artists who have experienced 

mental health difficulties from South London and Maudsley 

NHS Foundation Trust.

Bethlem Royal Hospital, the original ‘Bedlam’ founded in 

1247, is one of the world’s oldest hospitals for the care 

and treatment of people with mental health difficulties.

For over 150 years the hospital has actively collected 

artwork created by its patients, specialising in art 

about mental illness and by those who have suffered from 

it. The Archives and Museum on site house an outstanding 

collection of paintings and drawings by artists, past 

and present. Included are works by Richard Dadd, William 

Kurelek, Jonathan Martin, Vaslav Nijinsky, Louis Wain, 

and a growing number of contemporary artists.

The Bethlem Gallery was established in 1997 by Art Co-

ordinator Karen Risby after the success of Art Beyond 

Bedlam, an exhibition organised to mark the 750th  

anniversary of the Bethlem Royal Hospital. The breadth 

of talent that emerged from the exhibition highlighted 

the need for a permanent exhibition space on site at  

the hospital. Since its inception the gallery has had 

a vibrant exhibitions programme running throughout the 

year showcasing both individuals and groups of art-

ists who have experienced mental distress from across 

South London and Maudsley NHS Foundation Trust. Over the 

years, the gallery has earned an international reputa-
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tion for the originality and talent of its exhibitors. 

The gallery provides a professional space for high-

quality artwork whilst fostering a supportive patient-

focused environment. 

The small artist-led team who manage and facilitate the 

gallery, support and encourage artists who often feel 

excluded from the art world. The gallery is an ideal 

platform for experimentation, collaboration and skills 

exchange. There have also been many successful artist-

in-residence projects involving patients and staff to 

improve the hospital environment. This develops people’s 

skills and confidence by focussing on their strengths. 

With this approach you can help people to develop their 

careers and equip people with the experience and exper-

tise to increase their potential and opportunities.

“Pills are ok, counselling is ok and it will get 

you back on the streets, but what keeps your mind 

alive is what you learn here. That’s what it’s 

about – keeping your spirit alive.” 

– Lee, Bethlem artist.
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‘Saturday Studio’ has been a year-long professional de-

velopment programme for artists who have left the in-

patient care of South London and Maudlsey NHS Foundation 

Trust (SLaM). It has been made possible by the gener-

ous support of our funders: the Maudsley Charity and the 

Lankelly Chase Foundation.

The project is a collaboration between the Bethlem Gal-

lery and the Bethlem Royal Hospital’s Occupational 

Therapy Arts Studios. Beginning in September 2011, the 

course has offered a range of studio-based sessions with 

guest artists and speakers, including demonstrations 

of practical skills, advice from arts professionals, 

mentoring and peer support. Sessions have provided ad-

vice on the professional aspects of working as an art-

ist, such as pricing, selling, exhibiting and document-

ing artwork, self-representation and career-development, 

alongside workshops in specific art skills such as paint-

ing, printmaking, stone carving, experimental drawing, 

still life, kiln firings and decorative ceramic tech-

niques. Course content was suggested by the participants 

and was devised to bridge gaps in knowledge, bring in 

external expertise and work with the existing skills and 

strengths of participants and staff.

The project recognises the wide range of experience of 

our artists: for those who have already completed fur-

ther and postgraduate education it offers the opportu-

nity to try out new techniques and revisit ideas and 

processes with others; for those who have not yet stud-

ied and are contemplating pursuing further education, it 

prepares them for that choice; for those who are moving 

straight into professional practice and are not contem-
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plating education, it provides a supportive social net-

work, peer critique and access to art-world expertise.

The aim from the outset was to bridge a gap in provi-

sion, supporting service-user artists from across SLaM 

during that difficult period of transition between leav-

ing the hospital and achieving independence as artists 

working in the wider community. The project recognises 

that finding an environment in which to share practice is 

a common issue for all artists. The social and peer-led 

aspects of the project were therefore emphasised, allow-

ing artists to contribute and participate on their own 

terms. High quality provision, professional advice and 

critical debate were made available in a relaxed envi-

ronment and the course sought both to support and chal-

lenge participants. 

The Artist’s Survival Manual documents the first year of 

the project and brings together all the useful informa-

tion collected over this period. We envisage the manual 

will continue to grow and be added to, creating a legacy 

of the project and enabling artists from across SLaM and 

beyond to survive and thrive.
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TOP TIPS (RECIPES)

A support is the surface on which the medium is applied.  

For paint the support is usually canvas, panel or paper.

Size is the first coat applied to the support - a glue 

solution, several versions of which are given below.  

Size is most commonly used under oil paints.

A ground is also a preliminary coating, but in this case 

its purpose is to create a luminous base for the paint.  

It can consist of:

 

·   a white oil/water-based paint

·   a traditional gesso mixture - glue, water, whiting, 

and titanium white powder

·   a ready-mixed synthetic (acrylic) gesso

1. SIZE

Be precise in measuring the amounts of water and glue 

- glue sizing that is not sufficiently thinned with wa-

ter makes the canvas buckle and crack.  Rabbit skin glue 

should be thinned with at least 10, but preferably 12 

parts water to 1 part glue. To prepare rabbit skin glue, 

soak in water overnight.

APPLICATION

Warm until fully dissolved in a double-boiler (do not 

boil). Apply while liquid in one thin coating. Apply  

the glue economically but be sure to cover the whole 

surface.  Do not let the glue soak through the fabric. 

 

USEFUL SOURCES:

Atlantis has a range 

of supports & grounds:

www.atlantisart.co.uk
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2. HALF-CHALK GROUND

Adding boiled linseed oil to the gesso mix while it is 

being heated and stirred renders the ground flexible 

enough to apply to canvas.  

This mixture is composed with: 

·  1 measure of chalk or gypsum 

·  1 measure of titanium white 

·  1 measure of glue water

·   Optional amount, 1/3, 1/2 or 2/3 of a measure of 

boiled linseed oil 

It is very important to mix the ingredients in the right 

order. The oil is stirred in drop by drop

APPLICATION

Apply a coat of size with glue water 1:20 

Once dry, apply the Half Chalk Ground 

Apply the first coat with a brush and scrape off any  

surplus with a spatula, allow to dry for about half  

an hour then continue with other coats again at right 

angles to each other in order to fill all the pores.  

Two to four coats should be applied. 

ACRYLIC GESSO

Acrylic gesso can be brushed directly onto the canvas 

without prior sizing.  It will produce an extremely ab-

sorbent ground that transforms the normally shiny sur-

face of oil paints into a relatively flat one.  If such 

absorbency is not desired, you should add to the canvas 

surface a thin coating of turpentine mixed with dammar 

varnish or another resin over the gesso.  

Extras:

Marble Dust: a hard, 

inert pigment for add-

ing tooth to grounds.

Pumice Powder: like 

marble dust only finer. 

Also used for produc-

ing toothed ground for 

pastel.
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DISTEMPER

Hide glue and gelatine both provide a low cost, easily 

formulated paint which is called distemper. Diluted with 

water, it is good for colour sketching and painting.   

 

INGREDIENTS 

·  1 part hide glue (dry) 

·  10 parts water

·  Leave the glue in water overnight or for a full day.

·   Let the glue absorb as much water as it can, then 

pour off the excess water.

·   Warm this swollen glue in a double boiler or glue 

pot. This will cause it to melt. 

APPLICATION 

Work the dry pigments with water into a heavy paste with 

a palette knife, then grind the pigment into the warm 

solution of glue. Keep the paints warm enough to remain 

in solution while painting with them, and use warm water 

to dilute them. Use a bristle brush for painting, apply-

ing the paint in thin layers to glue-sized paper, card-

board, panel, or canvas.  
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Inspired by Martha Orbach’s workshop – 

testing the boundaries of what is normally 

considered drawing.

8 Drawing Exercises 

http://todayinart.

com/2009/12/22/8-drawing-exer-

cises-that-every-artist-should-

practice/

Useful sources

Find a range of mate-

rials to draw with:  

twigs, nails, sticks, 

string – odds-and-ends 

you find indoors and 

outdoors – make your 

own drawing implements.

Try to let something 

emerge from the marks 

you make rather than 

make the marks resemble 

something.

Draw with your ‘wrong’ 

hand.

Draw without looking  

at the paper.

Draw collaboratively 

with a partner (a draw-

ing conversation).

Draw by placing objects 

on a photocopier – move 

the objects around as 

the copier is scanning 

them.

Draw an object by touch 

rather than sight.

Don’t abandon a draw-

ing until you’ve found 

out what it’s trying to 

tell you.

Top tips
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Stone carving is all about materials and tools. There 

are a few main disciplines within stone carving; ar-

chitectural stone masonry, sculpture stone carving and 

monumental stone masonry i.e. grave stones/public monu-

ments. Stone carving is an important part of the human 

story; it has a long and rich history dating back to an-

cient societies like the Egyptians and the Roman Empire.

It is quite a specialist medium so if you want to try  

it out or explore it as a hobby I would recommend doing 

a taster workshop or two first. 

You don’t need to be super-strong you just need good, 

sharp tools. Begin with the soft stones such as bath 

limestone, alabaster, or soap stone. If you want to 

practice first you can always use plaster or breezeblock. 

Portland or bath limestone are the most common and are 

very good to work with.

Once you feel more confident with your skills you can pro-

gress to the much harder stones like marble and granite.

Sketch out your idea on paper or make a 3D maquette and 

then draw the areas onto the stone that you wish to re-

move. Keep chipping away until you have the shape you 

want then use a variety of tools to make the finishing 

marks and textures.

by Anthony Carry
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Working conditions and recommen-

dations - Find a good source of 

light (preferably outside as it’s 

a messy business!) so you can see 

clearly what you are doing. Wear 

goggles to stop chips flying into 

your eyes. Wear steel toe-cap 

boots if you are moving around 

large pieces of stone. If you’re 

working with small bits of stone 

support them underneath with sand 

bags (preferably made of denim) 

to stop the carving from flying 

off the bench. Work with a piece 

of carpet underneath the stone to 

prevent it from getting scratched 

or damaged. This also stops the 

stone from slipping.

Tools – The pitcher, punch, 

claw and boaster form your es-

sential tool set. If you want 

to get rid of big lumps to make 

your sculpture’s form, use a 

pitcher. The claw is used for 

surface detail and texture.  

Every other tool in the stone 

sculptor’ s box is a variation 

on these four essentials

Carving methods - Work in from 

the edge of the stone when 

carving. Try to be careful with 

the finer detailed bits. How-

ever if you do accidently chop 

off an essential feature try to 

incorporate it into the final 

design like it was  

always meant to be that way!

Top tips
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Where to get the tools: 

BL Crawshaws - stone doctor: 

www.crawshaws.co.uk 

Tiranti: www.tiranti.co.uk

Where to get the stone:

There are quarries all over 

the place particularly  

in Bath and Portland. 

Albion stone – Portland Ire-

land and Stone companies ltd.

Where to learn: There are 

workshops available in Bethnal 

Green, Stratford (East Lon-

don), the City and Guilds of 

London Art School, Kennington,  

Weymouth, and Bath.

Stone carving weekends in Tout 

quarry, Dorset. Stone carv-

ing festival at the Square and 

Compass pub in Woth Matrav-

ers, Dorset is stone carvers 

heaven!

Useful sources
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Still life is a topic most artists will encounter and 

experiment with in their careers. It is a very accessi-

ble medium and I would encourage you to look at the eve-

ryday objects in your life as well as the huge variety 

of artistic approaches to the subject that are out there 

in order to inspire you. 

I always find that it helps to choose a subject the you 

feel strongly about and that you really want to draw 

whether it is food, clothing, electrical equipment… any-

thing, as long as it doesn’t move it can be considered 

still life! Dedicate some time to sketching it, don’t 

worry if it takes several attempts. I usually allow my-

self two hours drawing time. The next important decision 

is what materials to use. If you are using colour choose 

the colours/palette you wish to work with, I often in-

clude complementary colours when selecting my palette. 

Another bit of advice is practice, practice, practice!  

I was taught that by constantly drawing all sorts of 

objects this self-discipline will lead to the mastery of 

your chosen subject.

Most importantly enjoyment of the working process is es-

sential, together with your own originality and person-

ality this passion will then shine through in your work. 

Be true to yourself and keep practising as it is better 

to make mistakes and continually learn as you go along. 

by John O’Donnell

‘I learnt more from looking 

at paintings in the museums 

than in front of nature.’ – 

Paul Cezanne

‘We are not good artists, 

we’re not bad artists  

but by God we are artists’ 

– Gilbert and George.
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Enjoy it - work all the time 

with a light-hearted approach, 

expressing yourself by means 

of observation with your  

chosen materials.

Your subject - Choose  

objects that you are really 

interested in/inspired by and 

play with the composition.

Chose your medium/materials 

you wish to work in (paints, 

pencils, collage, pastels 

etc…) – Personally, I like 

to use colour and am always 

aware of complementary col-

ours and I choose a subject 

with contrast, but you will 

find your own preference.

Top tips
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Style - Experiment with how 

you want to represent the  

objects by using approaches 

like figurative, abstract,  

surrealist, impressionist,  

realist and indeed your very 

own style!

Artists to inspire you:  

Vermeer, Rembrant, Jean Bap-

tiste Simeon Chardin, Vincent 

Van Gough, Paul Cezanne, George 

Braques, William Scott, Patrick  

Caulfield, Michael Craig Martin.

Lighting - Consider you light-

ing source, i.e. where your 

light is coming from and how 

this affects the colours, mood 

and composition of your work.

Useful sources
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What is the best way to approach a gallery? 

Should I research galleries and the type  

of artists they represent/turn up with a 

portfolio/email images/send a CD/set up  

a website?

Research galleries that you’re interested 

in and see what artists they represent (re-

search the artist’s backgrounds and exhibi-

tion history) - understand its remit and  

the type of artists it works with, and how. 

Be aware that galleries get a lot of unso-

licited proposals, especially via email.  

Ask yourself how you want to present your-

self, and look at other examples of CV/ 

websites by other artists you’re interested 

in to get ideas.

If possible, try to visit the gallery dur-

ing a private view or event and informally 

get to know the people working there – it’s 

easier to request a meeting to present your 

work if the gallery is aware of you on a 

more personal level.

Don’t be disappointed if your approaches 

aren’t returned - galleries are usually  

under- staffed and under- resourced! 

Are there other ways of getting my work into 

the public domain?

Online! It’s free and easy to set up your 

own Blog (online website) where you can post 

up images of your artwork, a statement and 

your email address. (One example is Blogger 

via Google) – this means you have ultimate 

control over how your work is presented.  

You can also search and view blogs by other 

artists, with the possibility of setting up 

/discussion with them

The best way of getting your work into the 

public realm is making your own opportuni-

ties. Safety in numbers is useful, so look 

into whether there are any other artist 

groups in your local area who you’d like to 

join up with. Maybe there’s a local communi-

ty venue (library, community centre) or cafe 

that already shows artwork, or has some free 

wall space – who you could approach with the 

idea of presenting an exhibition (often, if 

it doesn’t cost the venue anything then they 

may be interested as it makes their space 

more interesting). However, do consider 

whether your work is appropriate for the 

venue, and vice-versa!

The Artist Information Company (an.co.uk)  

is a UK-based magazine and online informa-

tion service for practising artists – sub-

scriptions are reasonably priced (you could 

MEET THE CURATORS: 
Louise Coysh, Art on the Underground
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also share the cost with friends) but it 

gives you access to different opportunities 

– i.e. commissions, exhibition calls outs, 

networking events. They can also provide le-

gal contract templates for a range of areas 

that are useful to artists.

How do I develop contacts?

 

As above, easiest thing to do is to 

start researching your local area – what 

art venues/groups might already exist. 

Also, start exploring different types of 

galleries, maybe attend the private views 

with a friend. 

 Maybe there’s an evening class at 

a local college – you may find other like-

minded artists there.

What use is an Artist’s Statement? How 

should I write it and what should it 

include? Should I mention biographical/

background details?

 

– Name

–  Where studied, if appropriate  

(i.e. Art Degree)

–  List any exhibitions you’ve had work in, 

starting with most recent first.

–  Statement: In a brief paragraph, summarise 

the drive behind your work, think about it 

in some ways as an introduction to your 

work, something that will provide the 

reader with a sense of what you’re trying 

to achieve in your work. Once again, look 

up other artists’ website for examples of 

what they’ve said and how they’ve said it. 

How do I avoid getting ‘labelled’?

With regards to above [artist’s statement], 

it’s totally up to you how you present 

yourself. If you wish to, make a selective 

choice about which biographical/exhibiting 

opportunities you wish to share with others. 

How do I present my work for exhibition?  

On the whole, do galleries expect work  

to be delivered ready to hang or do they 

sometimes support framing/presentation 

costs?

Once again, there is no general rule – if 

it’s an Open Exhibition, i.e. Southwark’s 

Cafe Gallery Projects Annual show, then 

there are specific rules about framing 

work and having it ready to hang. Unless 

you have a very established relationship 

with a wealthy gallery, then I’d suggest 

factoring in framing/presentation costs, 

if appropriate. If in doubt, then ask the 

gallery/venue you are approaching.
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How should I price my work? 

There are no hard rules on this – pricing 

is often down to the reputation and demand 

for an artist’s work, and also the type 

of buyer who might be interested. If you 

have an exhibition opportunity, have an 

open discussion with the gallery/venue. Be 

realistic about what to expect, but don’t 

under-sell your work either. Maybe ask to 

see a sales list of other exhibitions at 

that the same venue to give you an idea too. 

 

 

 

 

 

 

 

Are there are any links they 

would recommend, e.g. Arts 

Council opportunities, etc?

Arts News Weekly Summary

(free listing by Arts Council 

England – sign up on their 

website)

Look out for professional 

practice events in your area 

– e.g. New Cross in March 

2012 : 

www.artsjobs.org.uk/arts-

news/post/creative-practice-

seminarlets-be-professional

www.a-n.co.uk

See if your local council has 

an arts team – there might be 

local opportunities on offer.
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What is the best way to approach a gallery? 

Should I research galleries and the type  

of artists they represent/turn up with  

a portfolio/email images/send a CD/set up  

a website?

Do as much research as possible before you 

approach the gallery – try and find out if 

they even consider work from artists who  

approach them. Try and get a personal  

introduction. Don’t turn up at a gallery  

unannounced. 

Are there other ways of getting my work into 

the public domain?

Use the press and media

Have a website/use social media

How do I develop contacts? 

– Network

– Go to private views

– Meet artists/curators 

–  Keep up to date with what is happening – 

visit websites, read magazines

What use is an Artist’s Statement? How should 

I write it and what should it include? Should 

I mention biographical/background details? 

Artist’s statements are not always useful. 

If you feel confident write your own, if not 

perhaps ask somebody else to do it. Artist’s 

statements slightly depend on the work you 

make. Sometimes a very clear CV is more 

helpful. 

How do I avoid getting ‘labelled’?

This is a personal decision and depends how 

pertinent the ‘label’ is to the work 

How do I present my work for exhibition?  

On the whole, do galleries expect work  

to be delivered ready to hang or do they 

sometimes support framing/presentation 

costs?

Different galleries have different expecta-

tions. Find out as much as you can in ad-

vance. Some galleries will provide financial/

technical support.

How should I price my work? 

Tricky but discuss with your peers. Don’t  

under value yourself but be realistic.

MEET THE CURATORS: 

Victoria Pomery, Turner Contemporary

Are there are any links they 

would recommend, e.g. Arts 

Council opportunities, etc?  

 

Arts Council 

Local galleries

Artist Newsletter

Art Monthly
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Caption to go here 
probably quite 
short, names etc. ?
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It’ll be alright on the night!

Putting on an exhibition can feel quite 

stressful at times but if you prepare  

it well and get help where you need it 

then it can be a positive experience for 

you, and can help with the development  

of your practice.

by Beth Elliott

Top tips

Work to realistic deadlines - There is 

plenty to do in the lead-up to an exhi-

bition… and on top of that you’ve got 

to make the art too! Try to finish your 

work in good time for the exhibition to 

reduce the last minute pressure.

Choosing work to exhibit – It can be 

useful to think of a theme, context or 

narrative to your show to help you to 

choose what work you want to put to-

gether. If you don’t want to have a 

theme running throughout the show you 

also have the option of exhibiting work 

that you have done over a number of 

years or over your art career which is 

called a ‘retrospective’.
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Ask for help – Some galleries will 

provide a more supportive service 

than others, don’t be afraid of ask-

ing them for help, but if they can’t 

provide it look to your peers and 

supportive art communities.
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Useful sources

www.artquest.org.uk

www.artscouncil.org.uk/

Please find the detailed  

information on this subject  

in appendix ‘a’.

Make sure you know your rights – some 

galleries will be more directive than 

others. Remember you don’t have to 

comply with all their requests and can 

negotiate terms and conditions of ex-

hibiting. Never sign a contract until 

you have read it and consulted someone 

if necessary.

artists survival_v2.indd   43 09/11/2012   09:32



44

artists survival_v2.indd   44 09/11/2012   09:32



45

Top tips

Content

Things you might mention: 

Subjects/ themes 

Approaches/ philosophy

Education (formal or informal)

Significant (for you) exhibitions/

awards/events/collections

I Find It Impossible to Describe 

My Work...

Think about how you would describe your 

work to someone who didn’t know you.

Could someone else provide you with a 

quote (it’s always easier for someone 

else to talk about your work)?

Be patient. Be prepared to rework it 

several times.

How Long Should It Be?

It shouldn’t try people’s patience  

– it should whet their appetite.  

Aim for about 100 words.

Have different statements for different 

occasions

You should revise your artist’s  

statement for each exhibition, event, 

or audience – don’t simply recycle  

the same one.

Useful sources

Sample artists’ statements:

www.artstudy.org/art-and-design-ca-

reers/sample-artist-statement.php

Templates:

www.c4fap.org/exhibitors/

2009NewVisions/Template%20for%20Art-

ist%20Statement.pdf
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Katherine Morling – Ceramic Artist

Top tips

When First Starting Keep Your Costs to 

a Minimum

1.  If possible work at home in a shed 

or spare room.

2.  You can always put a tarpaulin on 

the floor to keep things clean.

3.  Get a table and other things you may 

need from freecycle 

http://uk.freecycle.org/

4.  Look on e-bay - people are often 

looking to get rid of things cheaply.

Selling and exhibiting your work.

1.  There are a lot of craft fairs and 

markets - you can find one that is 

near you - look on the internet and 

in your local paper. It won’t cost 

much to get there and you can put 

your work, well-wrapped, in a suit-

case and get on a bus.

2.  Always explain to a fair or market 

that you are just starting out and 

that you don’t have much money - 

they may give you a discount on a 

stand or give it to you for free.

3.  E-bay – try taking pictures and 

loading them onto e-bay to see the 

reaction to your work. 

www.ebay.co.uk

4.  Craft and gift shops - if you  

approach a shop, be ready with  

a retail and wholesale price.

Retail price – this is the price that 

the shop will sell the work for.

Wholesale price - this is the price 

that you will receive for the work.
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Pricing Example

I have a ceramic figure and I would like 

to get £20 for it, this is the 

-––> Wholesale price. 

The Shop or Gallery will probably sell 

this for £40 which is the 

-––> Retail price.

The gallery needs to make a living so 

will double the price of your work and 

give you half the price it sells for.

Most galleries will want the work on 

a S.O.R (sale or return) basis. This 

means that they will have it in their 

shop - if it sells then they will give 

you the agreed amount, if it doesn’t 

sell then they will return it to you. 
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Keep a record

When you are first starting up it can 

be considered a hobby. If you start to 

sell your work then it becomes  

your job.

1.  You should keep a record of all the 

things that you buy for your work – 

so keep receipts for clay and tools 

(basically anything you spend on 

your work).

2.  You should keep a record of every-

thing that you sell so you can see 

how much you are making.

 

3.  If you start to sell your work you 

must register as a sole trader - 

this means that you will have to 

give your accounts to the Inland 

Revenue at the end of the financial 

year.(www.hmrc.gov.uk)

I have two tins: one is for receipts 

(things I have bought); the other is 

for invoices (receipts I have given  

for things I have sold). 

Every month I add these up and make 

this a sum.

Example

Things I have sold adds up to £1000

Things I have bought adds up to £300

Profit £700

This shows the true amount of money you 

have made in this month.

There are plenty of people that can 

help you with the business-side of 

selling your work.
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Pricing your work

–  At first ask the advice of friends and 

family 

–  Look at other people’s work in  

galleries and the prices they are 

selling for.

–  Look at work by people that are just 

starting out and who are using the 

same materials as you/ making the 

same type of work. This will give you 

a clue as to how to start pricing.

–  After a year or so you may want to 

refer to a pricing guide – for exam-

ple those provided by AN magazine or 

the Arts Council. 

*Be wary of people that may contact you 

and say they can advertise your work in 

a magazine or website where you have to 

pay a fee. There are enough places that 

you can put your work up for free - you 

don’t need to pay anyone.
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AN magazine 

www.a-n.co.uk

Arts council

www.artscouncil.org.uk

(They have tool kits to download) 

Craft Council

www.craftscouncil.org.uk

(Also with tool kits to download)

Craft Potters Association

www.cpaceramics.co.uk

(Lots of useful links to other  

associations here)

London Potters 

www.londonpotters.com

Art Jobs

www.artsjobs.org.uk

Useful sources

Suppliers of Materials and Tools

CTM pottery supplies

www.ctmpotterssupplies.co.uk

Pottery crafts

www.potterycrafts.co.uk

Tiranti

www.tiranti.co.uk
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Contemporary craft fairs to visit 

Contemporary craft fairs are a good  

way to reach a wider audience. Some 

good ones:

Origin

www.craftscouncil.org.uk/whats-on/view/

origin-2011-the-contemporary-craft-fair

The Contemporary Craft Fair at Bovey 

Tracey

http://craftsatboveytracey.co.uk 

Great Northern Contemporary Craft Fair

www.greatnorthernevents.co.uk

Made by Hand

www.madebyhand-wales.co.uk  

MADE

www.made.uk.com
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Selling your work online 

Folksy

http://folksy.com

Etsy

http://folksy.com

UK Handmade

www.ukhandmade.co.uk

Craft publications 

Crafts Magazine  

Selvedge

Ceramic Review 

Embroidery
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Photographing artwork is an essential part 

of an artist’s practice. It serves both the 

artist and the galleries that you will work 

with. It’s good practice to document your 

work so you can keep a record of what you 

are doing as you develop and keep track of 

the work you sell. The images will be use-

ful for putting in a portfolio and on-line, 

sending off to galleries and using in the 

publicity and promotion of your work. This 

session documents the use of digital pho-

tography. However, if you have a film camera 

many of the same rules apply.

Top tips

Resolution – Put your camera’s settings 

on the highest resolution available. 

You can always make images smaller in 

Photoshop if you want to email them or 

put them on the web. However, you can’t 

make small images bigger after they are 

taken. Therefore it is always best to 

shoot in high resolution so your origi-

nal file is big enough to use for a  

variety of purposes.

Lighting – The ideal lighting condi-

tions are flat daylight, or diffused 

studio lighting. Avoid direct sunlight 

and strong contrast. Make sure that 

the image is evenly lit throughout and 

there are no ‘hot spots’ or cast shad-

ows. Do not photograph work through 

glass as you will see reflections inter-

fering with the image.

Lenses – For people who have an SLR 

camera it is recommended to use a  

50mm lens or the 50mm lens setting as 

this is closest to the human eye’s 

view. You can also use a zoom lens if 

you need to get in closer. Do not use 

a wide-angle lens as this will warp the 

image. If you have a ‘point-and-shoot’ 

camera you may not have as much control 

over this. The main point is to mini-

mise the distortion of straight lines, 

you can do this by zooming in until you 

see the lines are straight.
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Use a tripod – It is highly 

recommended to use a tripod 

when photographing artwork. 

This steadies your camera and 

minimises blur and shake if 

using long exposures.

Photographing sculpture – Choose your 

background carefully. You may want to 

put up non-reflective sheets or shoot  

in front of something plain. If the 

surface of the sculpture is reflec-

tive you will need a ‘light tent’ made 

of light-diffusing muslin. You sim-

ply place the object inside the tent 

and use it in conjunction with studio 

lights or daylight.

F-stop – The f-stop is more complicated 

as it depends on many variables; amount 

of light available, distance from the 

object, and the effect you want. Ba-

sic f-stop rules: the lower the number 

(i.e. 2.8 – 5) lets in a lot of light 

and has a short focal range, the higher 

the number (i.e. 5.6 – 22) lets in very 

little light and has a much longer fo-

cal range. For photographing artwork 

you will probably be using between 4 – 

8 to get an even and sharp image, de-

pending on the effect you want and the 

lighting conditions at your disposal.
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ISO – Try to use a low ISO 

such as 100 - 400. This means 

that the image will be less 

affected by digital ‘noise’/

appear less grainy. This does 

mean, however that you will 

need bright lighting condi-

tions so the image doesn’t 

come out too dark.

www.cambridgeincolour.com

www.kenrockwell.com

www.shortcourses.com/use

www.sweet-pixels.com/Phot-

graphArt.html

www.amateurphotographer.co.uk/

www.jacobsdigital.co.uk

Photography courses:

London School of Photography

City Lit

Useful sources
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STAGE 1 : PREPARATORY RESEARCH AND 
IDENTIFYING YOUR TARGET GROUP

The first thing to ask is ‘Who is the work-

shop for ?’ ‘Who is your target audience?’. 

Take children of school age as an example. 

You may be offering a workshop to a neigh-

bourhood community group, or a school adver-

tising for an artist to develop a project, 

or a gallery wanting workshops to complement 

their exhibitions program

·   You may want to pitch something that  

is outside the National Curriculum (an  

opportunity to widen horizons)

·   You may  want to pitch something that  

accords with the National Curriculum  

(an opportunity to ‘go deeper’  and  

complement an already existing framework)

·   Or you may be pitching to an adult group 

– Who want to develop practical and tech-

nical skills

·   Who  are looking for a workshop to devel-

op creative thinking, doing and making, 

reflecting

·   Who want to complement an already speci-

fied content (an exhibition or collection, 

an exhibition of an individual artist’s 

work, an already identified theme, a one-

off event like a Festival).  

Keep a lookout for ‘niche markets’ you may 

be interested in working with – a Single 

Parent and Child group or the Gay and Les-

bian community for example.

Whichever group you are aiming at, do some 

research of the venue, its past programs, 

the context into which your workshop propos-

al is being placed.

If you are taking a group to a gallery or 

museum collection but not using their de-

partmental resources and facilities, make 

sure you or the organization you are working 

for gets permission to do so for the day and 

times and numbers you specify, especially  

if you are planning some small practical  

activities in the gallery spaces. Remember 

you will not be able to use any wet materi-

als in the gallery.

You will also probably need to find out if 

funding for your workshops is already in 

place (i.e. they have advertised for an art-

ist/workshopper) or whether you will have to 

work with the target organization to raise 

the funding yourselves, once they have ex-

pressed interest . If it is the latter, pay 

special attention to highlighting the out-

comes of your workshop – what are the poten-

tial benefits to the participants? Remember, 

many organisations obtain funding for broad-

ly educational projects by arguing a case 

for exactly these same outcomes.

The more you think through this first stage 

of the planning process, the more honed your 

Workshop proposal will be and so the more 

by Charles Hustwick
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likely you are to be given serious consid-

eration. Don’t expect to be successful at 

the first attempt. Maybe ask a friend to look 

through your proposal before you send it 

off. You may be asked to provide a CV or  

a biographical statement too, so work on  

refining these documents ahead of time so 

your workload doesn’t all arrive at once. 

Think about what you can bring to the organ-

ization or group you are pitching at, what 

is unique about you, what in your interests 

or experience is especially relevant to  

the organisation’s needs? What, in your own 

art practice can you take on the road and 

share with others?

STAGE 2: THE NUTS and BOLTS of the 
WORKSHOP

You will want to demonstrate that you have 

thought through the detail of 

·   the What

·   the How

·   the Why. 

Let’s break down a workshop into its con-

stituent parts. Not every workshop design 

will include all these components, but col-

lectively they constitute a Toolkit on which 

you can draw

·   Ice-breakers

·   Small group work

·   Main activity

·   Materials required for the practical

·   Supporting material/ visuals

ICEBREAKERS

These are quick-fire initial activities to 

get things rolling. The people in your group 

may not know each other, maybe they already 

do. Especially if they do not, these activi-

ties should be non-threatening and fun and 

engage the participants in a ‘can’t fail’ 

and ‘feel good’ experience. Here are a cou-

ple of examples:

One word reactions: Hold up an image or look 

at an artwork and ask everyone to make a 

single word comment on what they are look-

ing at, offering their first reaction. This 

exercise can also provide a useful diagnos-

tic to the level of the group and provide 

a vocabulary on which to build. Pick out a 

few of the reactions and ask a supplementary 

question: ‘ What in the image or artwork 

gives you that feeling?’ Icebreakers also 

serve the function of breaking the ice so-

cially as well as providing a starting point 

for further exploration. Don’t underestimate 

this aspect -  participants will be feel-

ing anxious about if they are in the right 

place, if they will ‘fit in’, will others in 

the group be ‘better’ than they are and have 

they signed up for something that is going 

to be useful, or that they will enjoy?
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A Memory Game:  Choose an artwork or image 

and invite the group to look at it for  

a very short time – 20 seconds maximum and 

ask them to remember what strikes them in 

this first looking. Then ask them to turn 

their backs on what they were looking at  

and collect their memories of what stood 

out. Gently probe why they think they remem-

bered this rather than that (colour, drama, 

detail, skill, etc.). Use these ideas to 

start a discussion of the form and content 

of the work.

SMALL GROUP WORK

You want to develop the idea in the indi-

viduals in your group that they do not have 

to be dependent on the workshop leader, but 

that they themselves are a learning resource 

for fellow participants. Participants can 

learn from each other as well as the leader 

– they can form a learning community. Us-

ing small group work is an ideal strategy to 

engender these attitudes. What you are look-

ing for here is an activity, lasting no more 

than 10 minutes, in which people can combine 

their efforts. This could be a discussion, 

collecting ideas from the group members, or 

better still, a doing or making activity 

that acts as a prelude to the main activity 

coming up next. Ask each mini-group to elect 

a spokesperson to feed back on their group’s 

findings. During this small group activity, 

the workshop leader should stand back, only 

intervening when requested for assistance or 

clarification. The more fun and ‘throw-away’ 

you can make this activity the better.

·   Using plasticine, make something in the 

palm of your hand

·   Using cardboard, construct a slot-togeth-

er structure

·   Create a box, inside the box create a world

·   Use drawing in a non-precious way – use 

the ‘wrong’ hand, blindfolded, put ob-

jects in a ‘feelie bag’ and draw using 

the sense of touch, try ‘exquisite corps-

es’ drawing, etc.

·   Use collage to bring unusual combinations 

of images together

·   Use a limited selection of materials 

which complement the objective (e.g., 

black paper, white chalk  for a focus on 

light and dark)

THE MAIN ACTIVITY

This section of the workshop will extend and 

develop some of the ideas and process al-

ready met in the icebreakers and/or small 

group activities. It is the main event, and 

should take up the majority of the time in 

the workshop. It is important to give simple 

and clear instructions so the participants 

know what is being asked of them, what the 

task is, what materials they have at their 

disposal, and how much time is being allo-

cated for the activity.

 

People learn in different ways, through 

experimenting, through imitating, through 
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understanding first before action. At this 

stage, you may find it useful to perform a 

practical demonstration. 

 

A practical demonstration should model an 

activity, but not lay down a series of steps 

to copy; you want the participants to take 

in just enough information for them to be 

able to ‘run with the idea’ and improvise 

their own individual solutions.

STAGE 3: MATERIALS AND RESOURCES

This needs some advance planning

·   How many participants have you in your 

group?

·   What is your budget limit (and are your 

requests realistic)?

·   What materials will each person need?

·   Which materials are already supplied by 

the venue?

·   What materials need to be ordered in  

specially?

·   Is there an existing procedure for or-

dering the materials (some organizations 

have accounts with selected suppliers  

for example)?

·   Arrangements for delivery or collection

Your list will be tailored to your work-

shop’s requirements, but as soon as you 

have confirmation that the workshop is going 

ahead, you will need to work on your materi-

als checklist for the workshop to make sure 

everything will be in place in time.

STAGE 4: SUPPORTING MATERIALS/VISUALS

These are the things you want to show your 

group participants to help you give a clear 

exposition of what they are going to be 

asked to do and make in the workshop. These 

artworks are to provide inspiration. They 

are the springboard from which all other 

things take off. Your choice of visual ex-

amples to put before your participants is 

therefore crucial. 

If you are working with a gallery collection, 

or temporary exhibition, make sure you make a 

reconnaissance visit as part of your planning 

process. On that visit, choose a small group 

of pieces that are best for your purpose - 

don’t plan to show everything on display. 

Focus on the artworks that best provide ex-

amples to your group participants, and plan 

your icebreakers and possibly small group 

work activities to be done in front of the 

artworks before going to the studio accommo-

dation for the main activity. 

If you are working in a venue where you have 

to take in the supporting visuals, you will 

artists survival_v2.indd   62 09/11/2012   09:32



63

artists survival_v2.indd   63 09/11/2012   09:32



64

need to think through the format you are go-

ing to use to present these images.

A word of advice – keep it low-tech if you 

can! Do you really need to show a video? Do 

you really need a projector with an internet 

connection? The higher-tech spec you go for, 

the more chance that something will go wrong 

on the day, the machine is broken, the tech-

nical assistant is not available, the format 

you’re using is not compatible, to name but 

three . 

You can’t go wrong with a few images printed 

off google images to hand round the group - 

or a set of postcards - or a few samples of 

your own artwork - or some objects or props. 

Work out in advance what you need to take in 

to the workshop on the day.

Even taking a laptop loaded with images or 

with an internet connection might not be the 

best solution: computer screens are rather 

one- to- one, but not very effective when 

you want to show a group of people the same 

thing - not everyone will be able to access 

a good view.

STAGE 5:  EVALUATION PROCESSES

This bit can put people off, but if it’s 

done well it can both give you honest feed-

back on the strengths and weaknesses of your 

workshop design, but also provide you with 

evidence to take forward to your next pro-

posal. It’s a moment to reflect on the work-

shop in all its aspects, from planning, 

through design, to outcomes.

What you want to examine is the relationship 

between your objectives and what the work-

shop participants actually experienced.

On an informal level, if they made the thing 

you were encouraging them to make, the work-

shop worked well. But maybe you want to dis-

cover a bit more detail. 

If you are commissioned to deliver a work-

shop, the venue may have its pre-designed 

evaluation form all ready for use.

Of course, you may devise your own.  

STAGE 6:  OUTCOMES

This bit is potentially really exciting. 

It’s a matter of thinking what might come 

next, what your workshop might lead to. Here 

are a few possibilities.

Your workshop was a success. The organiza-

tion/group decide they would like more.

On an individual level, participants make 

take your workshop as a starting point and 

go on to develop further work related to 
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what they produced in the workshop. The 

ideas they encountered in your workshop  

may trigger the development of a series  

of works. The group you work with may ask 

you how they might develop a series under 

your guidance.

If the group coheres and grows in confidence, 

they may want to take their work to an audi-

ence and so making an exhibition may emerge 

as a new objective.

And if they are thinking of an exhibition, 

they will want to think through how it will 

be structured, how it might be presented, 

what context might prove most supportive? 

Once at this stage, new considerations will 

come in to play: do they want to produce ex-

planatory labels or some kind of text to me-

diate the exhibits on show to its audiences? 

Maybe they would even like a publication, a 

small booklet or catalogue?

With the right organization and backing, 

a workshop can become the first stage on a 

journey for artists to find new audiences for 

their work.
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Still to come:
Decorative Ceramic Techniques
Making a Modern Day Relic
Painting Techniques
Printmaking
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