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Abstract 

The present economic climate is unstable and public funding for the arts is currently 

under review. Arts organisations will almost certainly be affected which will potentially 

impact on organisations which have artist-in-residence programmes as part of their 

activity. It is therefore a timely moment to reassess the impact that UK artist residency 

models have on artistic practice to ensure the best use of resources and continued 

provision of opportunities for artists to develop in this way. 

In order to address this I undertook a literature review and qualitative research in the 

form of a questionnaire survey, and loosely structured, yet in-depth interviews with artists 

who have participated in artist-in-residence programmes.  

Research indicated that artist-in-residence programmes respond and cater to the current 

needs of artists, however there are elements which can inhibit progression and place 

social and physical barriers upon artists. These areas were investigated in more depth 

and include: the aspirations of the artist and the expectation of the organisation; 

outcomes of the residency experience; and the partners involved in executing the 

residency programme. 

I have provided a number of recommendations for future residency programmes and 

created a matrix for artists to identify the most suitable residency programme to best suit 

their needs. A heightened awareness of the opportunities that are available, a 

strengthened residency programme and the demonstration of best practice would 

reinforce an organisations status, make value for money evident to funders and appear 

attractive to potential future partners. 

 

 

(Word count: 13,110) 
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Artist Residencies 

An examination into current artist-in-residence models within UK organisational 

frameworks and their impact upon artistic practice 

 

1. Introduction 

In recent years, artist-in-residence programmes have grown in popularity within the 

visual arts. Increasingly, the traditional model of an individual artist working more or less 

alone in the studio does not apply; advances in technology and a rise in international 

mobility have meant artists are no longer limited to practising in isolation. More artists 

are embracing opportunities for exchange and dialogue with other practitioners, a shift 

which has altered the shape of what constitutes a residency programme. Originally, the 

experience saw artists withdraw temporarily in order to create work in seclusion; today 

however, residencies enable artists from different backgrounds to interact and gain 

inspiration through encountering a world of cultures and influences. This exchange takes 

place through the artist leaving their usual place of work, whether a studio space or the 

public realm, and spending a period of time in a different environment in order to 

progress artistically. 

At the turn of the millennium, the value of artist-in-residence programmes were 

acknowledged within the UK when the Year of the Artist 1(YOTA) saw 1,000 artists 

commissioned to work in 1,000 residencies in 1,000 places across England. 

Encompassing all forms of art, the residencies were in part, to “extend opportunities for 

artists to experiment and replenish their creative energy” (Hutton and Fenn 2002, p.v). 

Since then, the past decade has been deemed a ‘golden age’2 for the arts, with 

museums becoming free at the point of entry, lottery funds directed to individual artists 

and arts organisations, and public investment in culture doubling (Kettle 2007). 

Residencies have benefited from this investment and have consequently become an 

established strand of activity within the infrastructure of many arts organisations. 

However, the global economy is currently unstable, and with fast-approaching spending 

reviews, the arts will inevitably be affected. Artist-in-residence programmes can be 

financially intensive for organisations and have a low impact in contrast to other arts 
                                                           
1 The Year of the Artist ran from June 2000 to May 2001 and was core funded through Arts Council England. 
‘Artists’ were defined as ‘professional practitioners involved in the creation of work in any art form’.  
2Tony Blair (Prime Minister in England at the time) gave a speech at Tate Modern on 6th March 2007 whereby he 
described the previous ten years of success, to be at the heart of UK arts and culture. 
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activities, as focus is placed solely on individual artistic development. Financial cutbacks 

for arts organisations may well therefore have a knock-on effect for artist-in-residence 

programmes. 

The current economic climate necessitates that organisations which host artist-in-

residence programmes ensure the best use of their resources in order to continue 

providing opportunities for artists to develop their practice in this way. With this in mind it 

is timely to reassess current residency models within the UK in order to identify strengths 

and weaknesses that can inform future residency models, and to think more creatively 

about how the residency experience can function successfully. 

Do residencies suitably respond and cater to the current needs of artists operating in the 

present artistic climate? What recommendations can be made for organisations in the 

UK when developing future artist residencies? In order to address these questions it is 

important to first consider the current needs of individual artists and how they are 

provided for through residency programmes. To begin, the needs through the viewpoint 

of artists practicing in the UK today will be discussed. The UK artist-in-residence models 

will then be examined followed by the opportunities and outcomes that residency 

programmes provide for artists.  

 

 

2. Methodology 

In order to examine the role that artist-in-residence models play within UK organisational 

frameworks and the impact they have upon artists’ practice, a mixture of desk research, 

a questionnaire survey, and loosely structured yet in-depth interviews were conducted. 

Although limitations associated with each research method are discussed here, they will 

be examined in greater depth at the beginning of each chapter. It is important to note 

that methods of artistic production are constantly evolving and therefore this study and 

the examples given will represent a snapshot in time.  

In order to map the present needs of artists, I collected online research from artists’ 

blogs, websites, online forums and social networking websites, representing the breadth 

of artists presently working in the UK. I used websites of organisations which host artist-

in-residence programmes to look at the landscape of residency models currently active 
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within the UK. Considering both these areas of research I was able to better understand 

the dichotomy between what artists need and what residencies provide.  

To inform this research and uncover the opportunities that currently exist within UK 

organisational framework for artists to develop practice, I formulated and distributed a 

questionnaire to find individual artist-in-residence experiences. Three organisations were 

included in this research: Cove Park based in Kilcreggan, Scotland; Grizedale Arts 

based in the Lake District; and Gasworks based in South London. Each organisation 

adopts a different approach to the execution of their artist-in-residence programme; 

however, the artist-in-residence model is the core activity. I distributed the questionnaire 

to a random sample of UK based visual artists who had participated in residencies over 

various years since the programme’s inception. It is important to take a random sample 

because every artist is different, and their experience will impact on their practice in 

different ways and over different periods of time. Questions were a mixture of open-

ended and tick-box options and were designed to identify: the opportunities artists 

themselves perceived to be available to them; their thoughts before, during and after the 

residency; the nature of the experience itself; and the difference it had made to their 

individual practice (see appendices). There was a good level of response from the 

organisations that I approached, receiving nine responses from artists at Cove Park, 

three from artists at Grizedale Arts and two from artists at Gasworks. 

Out of this research, a number of common areas affecting the residency experience 

emerged: the aspirations of the artist and the expectation of the organisation; the 

outcomes of the residency experience; and the partners involved in executing the 

residency programme. To investigate deeper, I broadened the focus by conducting a 

series of interviews with individual artists about their experiences, this enabled me to 

build case studies from which to draw evidence. I conducted two separate interviews 

with Alan Kane and David Blandy, who have both previously completed residencies at 

Grizedale Arts. This enabled me to examine the aspirations of both artists and the 

expectations of the host organisation. In order to look closer into the impact that 

partnerships have upon artistic practice, I conducted an interview with artist Ania 

Dabrowska, who is currently participating in a pilot residency programme organised 

through SPACE1 at Arlington House in Camden, London. Each interview provided 

qualitative data that enabled me to examine comparable points in the development of 

                                                           
1 SPACE is a London based arts organisation founded in 1968 which provides support and resources for artists. Its 
core activity is to provide affordable studio space for artists. SPACE also programmes exhibitions, events, 
screenings and talks. 
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the artists’ practice, and gave a narrative from which to extract the factors, 

circumstances and characteristics that were common amongst artists. By completing the 

questionnaire, consent was obtained from each interviewee for their data to be used 

within this paper (see appendices). 

Using research collected throughout the study I was able to construct an artist-in-

residence matrix for artists to use as a tool to identify which residency programme would 

best suit their aspirations. The opportunities detailed in the matrix have been formulated 

using findings from this study. 

When measuring impact within the arts it is important to note that both physical and 

pastoral examples hold significance; each artist will experience impact on their practice 

in different ways. I also take into consideration throughout this study that artists 

undertake a form of research by taking part in a residency, either as a preliminary stage 

in the making of a piece of work, or in a broader sense, as an ongoing activity aimed at 

developing the framework that constitutes the visual arts. 

 

 

3. Literature Review  

This chapter details the key literature which proved invaluable resources for my study. 

Both Artquest1 and a-n: The Artist Information Company’s (a-n)2 proved important 

literature in understanding the infrastructure available for artists in the UK today; 

information from both of these resources is analysed throughout this study. In particular, 

Artists Talking, a space developed by a-n that explores artists’ insights and perspectives 

on contemporary practice, offered significant insight into how artists currently operate. 

Two other key pieces of literature which allowed me to explore the technological, political 

and economic operations of artists workings were: Life is more important than Art, edited 

by Gilane Tawadros, and The Artists Yearbook 2010/11 published by Thames and 

Hudson. 

To support these voices, I used the findings from the report, An overview of research 
undertaken or commissioned by Arts Council England on the needs of the individual 
                                                           
1 Artquest is a visual arts organisation which provides critical engagement and practical support to London's visual 
artists and craftspeople, working with practitioners in London throughout their careers. 
2 a-n The Artist Information Company support contemporary visual arts practice and affirm the value of artists in 
society through advocacy and information and from the perspective of artists. 
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artist1 (Jeffreys 2004). To my knowledge, this report represents the most recent and 

extensive research commissioned within the UK to date that focuses on the individual 

artist’s needs. In light of this, it is important to highlight that this evidence base appears 

frequently throughout chapter 4. Through this report I was also able to examine evidence 

obtained from the Year of the Artist (YOTA).  However, the YOTA research covered all 

forms of art production and was not specific to the visual arts and therefore I did not 

analysis these results in depth. 

To gain additional understanding of current issues that both the organisations and artists 

face with residencies programmes, I obtained transcripts from two conferences which 

took place earlier this year. Although not directly referenced in the study, both 

conference transcripts, Residencies and other Research Models2 and Future Thinking3, 

have provided vital stimulus to grapple with the issues currently found within residency 

programmes, and have informed the paper throughout. 

 

 

4. The needs of the individual artist 

‘Life is more important than art, that’s why art is important’ 

James Baldwin, 1961 interview with Studs Terkel 

Many artists speak of a continuous link which joins their artistic practice to the everyday 

world, seeing one as a dependent upon the other. Raimi Gbadamosi, a contemporary 

British conceptual artist and writer whose practice addresses themes of identity and art 

theory, explains, “I have realised that I can’t separate my art practice from my existence, 

so it’s a continuum […] it is always difficult to then say it is more important, in that one 

can’t actually exist without the other” (Tawadros 2007, p.17). With this concept in mind it 

is apparent that for many artists their lifestyle choices have a significant influence on the 

                                                           
1 An overview of research undertaken or commissioned by Arts Council England on the needs of the individual 
artist (Jeffreys 2004) was a study undertaken to identify and present an overview of research undertaken or 
commissioned by Arts Council England over the previous three years into the needs of the individual artist. The 
report is structured around three areas, the impact of economic factors on the arts; creative research and 
development and professional development; and space for artists.  
2 Residencies and other Research Models was facilitated by the Contemporary Art Society and hosted at Wysing 
Arts Centre in February 2010. The discussions were based around artists who had been given generous amounts 
of time to develop their work from specific contexts. 
3 Future Thinking was co-hosted by Visiting Arts and Artquest and was held in July 2010 at Tate Britain. The 
discussions were based around the theme of sustainable international residencies. 

http://en.wikiquote.org/wiki/Studs_Terkel
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approach they adopt to their individual practice. Accepting this notion of a connected 

life/practice experience also means accepting the significant impact the former will have 

on the approach adopted in the latter. 

As well as there being a constantly adapting variety of lifestyles, the conditions and 

opportunities for creating art are always evolving. With a broad range of tools and 

methods accessible, contemporary artists can have many different needs. Weintraub 

(2003) explains,  

“No topic, no medium, no process, no intention, no professional protocols, and no 

aesthetic principles are exempt from the field of art. Such artistic license grants to 

artists an exceptional opportunity. They are free to originate new cultural 

possibilities. Indeed they are uniquely unencumbered by methods, rules and 

requirements” (p8). 

As Weintraub conveys here, each individual artist is unique and therefore positioned with 

their own personal agendas and individual needs when engaged in the production of art. 

With this in mind and reflecting upon technological, social, political and economic 

influences, this chapter will discuss the needs of the individual artist when involved in the 

creation of art. The instances discussed in this chapter will illustrate the needs of the 

artist in today’s society and are by no means exhaustive, but provide a snapshot of the 

ecology today.  

In the current artistic climate it is necessary for an artist to have a platform from which to 

promote themselves. In 2003 Weintraub discussed the work lifestyle of how artists then 

operated: “Today’s artists typically meet in cafes and then return to their studios where 

one may plug into a bank of computers while the other sorts scavenged debris and a 

third sketches the origins of the universe” (p8). Since that time the technological 

platforms in which artists operate have expanded immensely. Social networking sites 

such as Youtube, MySpace and Facebook have made it possible for artists in different 

cultures throughout the world to forge global connections and find new audiences for 

their work. These pioneering websites, and similar models which have been created 

specifically to cater for artists, allow them to promote their work either with or without the 

endorsement or support of experts and professionals within the arts. For instance, Axis 

is a non-profit charitable organisation which describes itself as an ‘online resource for 

contemporary art’, giving users the opportunity to create their own profile to be part of an 

online directory of artists and curators. It is currently exceeding a membership total of 
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2,500 (Axis 2010). a-n: The Artist Information Company offers an alternative model 

wherein users can blog about their practice and contribute to an online space called 

Artists talking (a-n 2010a). The Saatchi Gallery also hosts a non-profit website of a 

similar type, called Your Gallery, which is currently used by over 20,000 artists and gives 

artists opportunity to upload images, information about themselves, their work and 

contact details (Wilson 2009, p.206). This material is accessible to anybody browsing the 

internet, granting artists the ability to function in an immediate and easily accessible 

manner. Users are able to post images, blog about their work, receive feedback on their 

practice, exchange skills and make contact with peers. All of these opportunities give 

valuable exposure to an artist’s practice and accessibility to an expanded knowledge 

base (Wilson 2009, p.206). This expansion in information exchange has allowed 

communication and collaboration within the arts world to escalate (Wilson 2009, p.206). 

Indeed, these information systems have become crucial to artists interaction. With this 

evolving state of how artists function in society, comes an ever-changing specification of 

their needs. Therefore the requirement for artists to embrace new technology has 

become ever-more important for them to thrive and progress their practice (Wilson 2009, 

p.206). As new online platforms are formed, a new space to create art has developed. 

This virtual space brings with it opportunities for artists to produce work without a 

physical studio. Digital media arts organisations such as LUX and Onedotzero provide 

support structures for artists of this ilk. However, when considering the physical nature of 

producing a finished piece of art, whether this is a sculpture or painting for instance, the 

majority of artists practising today still need a physical space to create work. 

Artists require studios to allow for space to think and for exchange between peers. 

Studio spaces can range from isolated rooms to open access facilities where work can 

be produced and artistic practice can evolve (Palmer 2005). Faisal Abdu’Allah explains 

the psychological value of her studio, located beneath a barbers shop, “...the barbers 

shop is a social space and a space where real life collides with every story you can 

imagine of love, death, beauty, joy, sorrow. […] the space underneath almost helps me 

to make sense of that...” (Tawadros 2007, p.19). Jeffreys (2004) acknowledges the 

importance of the provision of time and space to develop artistic work and it was 

revealed that criteria such as finance, location, time and work patterns can be influential 

factors for an artist when considering where to have their studio (Jeffreys 2004, p.16). 

Painter Roland Hicks discusses the space his residency is based at, through Acme 
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Studios1 in London, providing insight into how financial viability affects studio practice: 

“Most studio blocks I’ve worked in, there’s nothing but tumbleweed rolling down the 

corridors except at evenings and weekends. The reality is that many artists need to 

finance their studio practice by other means and have to grab studio time when they 

can” (Palmer 2005). Financial implications often have a significant effect on where the 

artist’s studio space is located and the often high cost of premises can affect artists’ 

success in creating a viable professional life (Jeffreys 2004, p.14). Many artists do not 

receive an adequate income from sales of their work to allow the lease of a studio at 

open market prices in addition to having a separate space to live (O’Reilly 2007, p.11). 

To address this need for financially viable spaces for artists, there are a number of 

subsidised studio providers located throughout the UK which function to offer artists 

reduced-cost spaces in which work can be produced, examples of which will be 

discussed in chapter 5. 

It is important for an artist to match their needs to the right space for them to create their 

work. There is no single solution to the provision of artists’ workspace with each 

individual artist’s situation requiring a different approach, taking into consideration such 

questions as: What is my lifestyle? What do I make?; What will I need in the space?; Do 

I work best with people, or best on my own?; Do I want to work somewhere I can also 

exhibit work?  

Artists who work in particular disciplines may require technical facilities to develop their 

practice. Spike Island is an arts organisation based in Bristol which, amongst other 

facilities, has seventy artist studios which separately cater for artists who need good 

quality light, and/or heavy or noisy equipment, and offer a space with a print facility for 

printmakers (Spike Island 2010). As well as studios based within institutions, alternative 

spaces can be found in a variety of locations or environments depending on the 

requirements of the artist. The geographical location can play a significant role in the 

decision making for artists wanting to acquire a studio. For example, Green Close 

Studios is a small collective workspace housed in a converted barn in North Lancashire 

with space for up to five artists at any one time. Its rural location allows artists to 

immerse themselves in the locality and surrounding area of countryside to inspire their 

practice. Artist Ally Wallace, who has had studios based in both rural and urban 

locations, describes a studio space which was part of a farm building in Northumberland: 

                                                           
1 Acme Studios is a London-based charity which provides affordable studio space, residencies and awards for non-
commercial fine artists. 

http://www.acme.org.uk/residencies.php
http://www.acme.org.uk/studios.php
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“The space was not designed to be a studio, it was a bit manky and I had to do it up. The 

farmer wasn’t bothered about rent or money for electricity as the building used the same 

power supply as the other huge farm buildings” (Palmer 2005). Rural locations can be 

cheaper due to lower land prices in comparison to cities. However, accessibility to 

facilities which are needed for the production of artwork can be limited in comparison to 

cities provision where there are also potentially more opportunities to make contact with 

other artists.  

To assist with creative development, artists need financial support structures which take 

into consideration the conditions of living as an artist. In a recent blog entry, Gateshead 

based sculptor and installation artist Yvette Hawkins, provided insight into how having 

both a professional and creative life impacts on her practice: “The past few weeks have 

been difficult.  Working full time at The Shed means having to switch off my creative 

mind and switch on my organised, spreadsheet focused mind” (Hawkins 2010). Later in 

her blog, Hawkins continues to explain, “I'm keen not to get too absorbed into my 

organisational role, to remember that I am an artist too, that I have places to go, things to 

say and make” (Hawkins 2010). Hawkins situation is not unique; artists often have a 

separate job to aid financially and help sustain the development of their practice, as well 

as covering everyday living expenses (Jeffreys 2004). Lack of financial support can be a 

strain on creative development, especially for young and emerging artists who have not 

yet attracted support from a gallery or started making an income from their practice to 

support its creation. Both publicly funded and commercially driven sectors in the UK 

have different financial support mechanisms for the individual artist. Jeffreys (2004) 

provides an explanation of how artists’ finances are affected by the art market: “The art 

market is focussed on outcomes and products which are not reflected in artists’ fees or 

prices, therefore funding in the form of grants or bursaries are seen as invaluable, 

allowing freedom to focus on creative research and development (p.6).  

Having time to create is clearly a fundamental requirement for an artist to progress their 

practice. American-born artist Susan Hiller describes the support that she received from 

Artangel1 when conducting site research for a project she was developing with them: 

“…I didn’t have the resources or contacts to know what properties were vacant in 

boroughs all over town. The deadline was getting closer and closer because they 

had already got other projects booked in after mine…they were incredibly patient. 

                                                           
1 Artangel is an international arts organisation that commissions and produces projects by contemporary artists. 
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I think it was on the last possible day that we found the chapel space” (Tawadros 

2007, p.97). 

The organisational support that is demonstrated here can be invaluable for artists, 

allowing them more time to spend developing their practice. Developing artistic practice 

is not a consistent process; if artists aren’t inspired then practice development can be 

staggered. Equally, time for experimentation is needed, as Boo Ritson (2009) explains: 

“It hasn’t been what went right that has been the best part of the last three years since 

graduating, but the unimaginable and unexpected (and just plain wrong) that has shaped 

my practice” (Ritson 2009, p.11).  

Lifestyle commitments such as family life and having a professional job can also impact 

on the time that is available to devote to making art. Artists often need to balance their 

time accordingly to maximise opportunities available. Mexican artist Gabriel Kuri 

understands the practice of being an artist as the process of setting aside time apart 

from the material and social implications of daily life (Tawadros 2007, p.36). Artists may 

also need time to nurture inspiration and ideas as part of their practice, through travel 

experience of different cultures and areas, as well the exploration of different art scenes 

and methods of working.  

Artist Gabriel Kuri argues that it is part of the task for artists to be continuously aware of 

how art is assimilated into other fields of visual culture (Tawadros 2007, p.35). Being part 

of a network provides an artist with a useful point of enquiry to embrace and accomplish 

this problem, through the exchanging of ideas and dialogue concerning the practices of 

other practitioners. Jeffreys identified the importance of networks and clusters within the 

cultural sector, which are particularly beneficial to individual artists in that resources, 

facilities, and opportunities for professional development, mentoring, and artistic practice 

and ideas can be shared and traded (Jeffreys 2004, p7).  

Networks are increasingly becoming more and more important to the success of an artist 

and their developing practice. In an article written by Becky Shaw, collaborative artists 

Neil Cummings and Marysia Lewandowska contextualise the important role that 

networks play in the visual arts ecology: “The social, economic, aesthetic and political 

networks of art are what we practice with and through; and they tend to congregate 

(although not exclusively) in institutions. No one is outside of these networks, so for us 

they are vital part of our practice” (Shaw 2005). However, not all artists are comfortable 

operating within these situations and their practice does not always fit into the current 



17 
Ross Head 

social, political and economic agendas that surround them (Fox 2006). Conversely, 

Jeffreys identified that many artists develop through contact with more experienced 

practitioners in their field and are positive about the value of mentoring and informal 

learning networks (Jeffreys 2004, p.6). Importantly, the dialogue with other practitioners 

can prove inspirational for artists and bring valuable feedback to influence artistic 

practice. In an online blog, recent graduate Edward Lawrenson (2010) explains the merit 

of a recent visit he made to the New Contemporaries exhibition at the Fairfields Art 

Centre in Basingstoke: “I am now hungry and tired and I should probably spend the 

evening socialising or making work, but the seven-hour trip was worth it. If only because 

the director of the Art Centre said that he liked my piece because it was painting about 

painting.” Lawrenson proceeds to explain: “this swift but uplifting conversation gave me 

enough self-confidence for the next few days” (Lawrenson 2010). 

As we can see here, every artist is unique and for many their practice is interlinked with 

their everyday life. Support structures in the form of subsidised studio space as well as 

technological platforms, help to sustain artistic practice and enable artists to continue 

creative development in way that is more financially accessible. However, without 

sufficient time and space to practice, artistic development can be inhibited. Having 

explained and established artists’ needs it will now be relevant to investigate the current 

UK residency models in order to establish what they provide for artists to develop. 

 

 

5. The UK artist-in-residence model 

At the heart of a residency programme is the idea of an exchange. This may take the 

form of a physical exchange of equipment and space or alternatively the exchange of 

skills, knowledge, culture or expertise. Artists at various stages and disciplines of 

practice pursue residency programmes, whether emerging, mid-career or established; 

different models offer different stimulation for development. There is no single formula 

that may be adopted to develop an artist-in-residence programme; however, there are 

common patterns on which organisations choose to structure their own programme, 

depending on their mission and the aims for the organisation. This chapter will review a 

selection of the current artist residencies that are active in the UK, to allow for the 

identification of models of best practice and a strengths and weakness analysis for the 
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development that residencies provide to artists. There are numerous variables which 

characterise the different programmes, and an exploration of these forms the basis of 

this chapter. The residencies discussed here, represent a selection of programmes 

which are available to artists in the UK today. 

All artist-in-residence programmes vary; each has its own background and identity, 

offering different expertise and facilities for artistic development. The Digital Arts Studio1 

(DAS) based in Belfast was formed in 2003 and characterises an arts organisation which 

delivers extensive technical support to resident artists specialising in digital media. Each 

artist-in-residence is given their own G5 Processor Apple Mac computer programmed 

with relevant software to use throughout the residency, as well as 24-hour studio access, 

unlimited broadband internet, and access to technical support (Digital Arts Studios 

2010). A residency of this nature necessitates that specific, relevant equipment is 

provided for the artist. For artists embarking on residencies whose practice falls within a 

less specific definition, which does not require such equipment, it is usual practice 

(where funds are available), for the host organisation to allocate a sum of money for the 

artist to spend on materials throughout the residency (Digital Arts Studios 2010). 

The provision of space that is allocated for the artist when taking part in a residency 

depends on the host organisation and the medium in which the participating artist 

operates. Beyond everyday studio provision for artists, many studio providers offer 

opportunities for artists-in-residence programmes within their organisational framework. 

The studio providers in the UK represent a diverse variety of approaches to workspace 

provision and the artist-in-residence programmes are predominantly run in established, 

mainly charitable, multi-building provider-developers such as Wasps Artist’s Studios, 

Acme Studios and SPACE (Axis 2009).  

Artist residencies can take place in any space, whether in the public sphere or privately 

institutionalised; in a used or disused space; indoors or outdoors. Safle is an arts 

consultancy operating within the public domain based in Cardiff, Wales. It was formed in 

2007 with the mission to advocate, develop and implement art in the urban and rural 

public sphere (Safle 2010). Artists are chosen through an open selection process and 

once enrolled into the programme are given a dedicated workshop or studio space for 

the duration of the project. A comparative organisation which predominantly sees artists 

producing work within the galleries confinement is Sheffield-based Site Gallery. The 

                                                           
1 The DAS programme annually provides professional multi-media facilities for four UK-based artists working in 
new media for a period of four months at any one time. 



19 
Ross Head 

artist-in-residence programme, Site Platform invites artists to apply to the programme 

through open-submission. The residency lasts for a two-week period during which the 

artist creates work within the gallery space (Site Gallery 2010). The length of time that 

artists can potentially spend on a residency programme depends on their individual 

needs and the organisation’s mission. The residency period generally lasts anything 

between a couple of weeks to a year, although has potential to be any amount of time. 

Artist-in-residence programmes have long been a common and useful way for artists to 

make a living and contribute visibly to society (Arts Council England North East 2004, 

p.4). A number of small; medium; and large-scale art galleries throughout the UK have a 

residency programme strand integrated into their organisational framework which allows 

them to embrace the opportunity to engage artists in society. The Whitechapel Gallery, 

based in East London, has an active artist-in-residence programme incorporated into 

their education department. In order to forge relations within the local community the 

artist is required to work with local primary and secondary schools, conduct practice-

based research into art education, and be involved in an artist-led young people’s 

programme at the Royal London Hospital. It is often the case that community-based 

residencies run for a longer residency period and will have an exit strategy in order to 

leave a tangible legacy for all participants integrated into the programme due to the 

socially engaged nature of the activity.  

Whereas the Whitechapel Gallery incorporates a dedicated strand of residency 

programming into the organisational framework, other galleries’ core programming can 

solely rely upon the artist-in-residence model of operation. Beaconsfield is a London-

based arts organisation which regularly commissions artists to use the organisation’s 

physical structure to take up residence and transform the space for an exhibition at the 

end of the residency.  In both the Whitechapel Gallery’s and Beaconsfield’s 

programmes, the galleries do not provide accommodation for the artist-in-residence; 

however the artist is paid a fee and the organisation covers expenses such as travel, 

materials, and publicity.  

Artist-in-residence programmes are not exclusive to the visual arts. Other disciplines 

such as literature, music, and the performing arts have similar programmes.  London-

based dance group the Michael Clark Company took residency in the Tate Modern 

Turbine hall during July and August 2010, collaborating with filmmakers, artists and 

designers Charles Atlas, Peter Doig and Torry Clark to create a dialogue with 

contemporary art through a site-specific dance event (Michael Clark Company 2010). 
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This is a rare example of a choreographer invited to take residency within a visual arts 

organisation. However, there are various organisational frameworks which solely 

function around the artist-in-residence experience within a cross-discipline context, 

enabling multiple platforms for crossover and collaboration outside visual artistic 

practice. For instance, The Society for Curious Thoughts residency based in Whaplode 

Drive in Lincolnshire provides residencies across disciplines such as curating, film, 

literature, music and photography. Residents are given the freedom to develop their own 

ideas without interruption during the course of their residency. Other organisations 

specialising in cross-platform art activity provide a series of talks or workshops 

programmed to actively encourage residents to engage with one another’s practice, 

ideally acting as a catalyst for collaborative ventures. 

On occasion, artist-in-residence programmes will cover all costs associated with the 

residency. The most coveted models offer an artist’s fee, accommodation, and expenses 

for materials, however, a considerable proportion require the artist to contribute a fee for 

their own provisions during their stay (Artquest 2010). The long established artist-in-

residence programme at Durham Cathedral in North East England, conceived in 1983, is 

a model whereby the artist is set up with a high level of social and financial support as 

well as enhanced opportunities for career progression beyond the duration of the 

residency. Lasting for a period of nine months, the participating artist is given a fee of 

£17,000, studio space, twenty-four days paid teaching at the University of Sunderland 

Faculty of Arts and Design and Media, and is also invited to hold a solo show at the Reg 

Vardy Gallery and at Durham Art Gallery (subject to the availability of the galleries). This 

model also demonstrates how an artist residency can take place outside the traditional 

contemporary art institution. Here the artist is free to respond to the Cathedral and the 

community of stone-masons, joiners, gardeners and office workers, as well as vergers, 

musicians and clergy that are based there (The Chaplaincy 2010). In contrast, certain 

residency programmes do not cover any costs associated with the residency and the 

individual is required to financially support the residency themselves or find alternative 

sources of funding in the form of grants or sponsorship. Whilst financial support over a 

residency is beneficial and in some cases crucial, it is not the only incentive for practicing 

artists to become engaged. Many who are able will self-fund for the wider benefits 

through pleasure or the need to be involved in the production of art.  

As demonstrated in the Durham Cathedral model, the artist-in-residence model can have 

many different partners involved to provide financial and physical support to the structure 
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of the residency as well as give support to the participating artist. In return for teaching at 

the university, the artist receives access to the facilities that the school provides. This 

includes specialist workshops in metal, wood, clay, plaster, photography, ceramics, 

glass, printmaking, and digital media (The Chaplaincy 2010). It is significant to note that 

from this particular model partnerships have enabled the programme to sustain itself 

over the past two decades, enabling it to continue through shared resources and at the 

same time offering a heightened experience for the artists involved. 

Particular artists-in-residence programmes will have an expectation built into the 

residency in the form of prescribed outcomes that the resident must meet during their 

stay. Many residency programmes do this in the form of a final exhibition in a gallery 

space once the residency has come to an end (Artquest 2010). For example, Spike 

Island based in Bristol, provides exhibition and studios space for visual artists. In 2007 it 

launched the Arts Council England: South West Residency which annually offers a UK-

based artist a three-month production residency and solo exhibition at Spike Island after 

the residency draws to an end (Spike Island 2007). Other outcomes which increase 

visitor attendance or draw in additional income streams are predominantly externally 

focused and may include a publication based upon work produced during the residency, 

a series of artist talks, related events or educational workshops. On the other hand there 

are many organisations that allow the artist to work completely free of any expected 

outcomes. ISIS Arts is an artist-led, visual arts and media organisation based in 

Newcastle upon Tyne whose primary focus is directed towards artist residencies and 

support for artists. In contrast to previously discussed models, ISIS Arts mission explicitly 

advertises the residencies they host as focussed on research and not on finished art 

work (ISIS Arts 2010). The residencies last for a three-week period at any one time and 

the participating artists are offered a self-contained city-centre studio space as well as a 

fee of £1,200, which includes travel and accommodation costs, and access to equipment 

and technical support (ISIS Arts 2010). 

Internationalism is often a focus for organisations with an application procedure which is 

open to artists from all countries, with or without deadlines. Each organisation which 

follows this procedure sets its own parameters with artists generally required to submit 

evidence of practice, a current curriculum vitae, a cover letter detailing their motivation 

for applying as well as a project proposal. The Berwick Fellowship programme1 was 

                                                           
1 The Berwick Fellowship programme sees the artists receive a fee of £6,000 for a period between four and six 
months, and a materials budget of £600. The fellowship artists are expected to live and work in Berwick for a 
minimum of four months with accommodation provided free of charge (English Heritage 2010). 



22 
Ross Head 

conceived in 1993 with an open application process aimed towards professional artists 

who have demonstrated an on-going commitment to developing their practice. Their 

procedure requires artists to apply according to the requirements previously outlined 

here. Alternative organisations invite the artist to be part of the residency, and therefore 

there is no application procedure. Camden Arts Centre (CAC) in London adopts the 

same approach to its residency programme as it does with its exhibition programme. 

That is, there is no application process for residencies, and artists are generally invited 

to undertake projects as a result of the in-house programme team’s research (Camden 

Arts Centre 2010). The practice of the artist who is selected will need to compliment the 

current exhibition or relate to other stands of the programming at CAC.  

There are many organisations which partner with organisations outside of the UK to offer 

artists a basis for exchange on an artist-in-residence programme. The Delfina 

Foundation was founded in 2007 and is an independent, non-political arts organisation 

with charitable status. It has a residency programme which builds collaborations with 

communities and institutions based in the UK and the Middle East & North Africa (Delfina 

Foundation 2010).  On average, ten artist-in-residence programmes take place per year 

and residents are invited to take part in the programme for a maximum of three-months 

at any one time. Previous artists have come from Syria, Palestine, Saudi Arabia, Jordan 

and Lebanon (Delfina Foundation 2010). The Delfina Foundation model is an example of 

an internationally focused residency programme and in contrast to UK focussed models 

discussed, demonstrates the cultural exchange which can take place within artist-in-

residence models. 

Current residency programmes take place across the UK, in both rural and urban 

settings. With focus on exchange, every residency programme has different variables 

which make up its structure to cater for artists. These may include financial resources, 

housing and studio facilities, application and selection procedure, duration of stay, 

exhibition opportunities and professional development opportunities. In light of these 

findings I will now examine the dichotomy of how residency programmes address the 

needs of the individual artist by looking into the opportunities for artistic progression and 

the outcomes that they provide.  
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6. Opportunities and outcomes 

In order to understand the strengths and weaknesses of different forms of residency, it’s 

necessary to investigate how individual artists benefit from the residency experience, 

bearing in mind their needs as established in chapter 4. I will now look more in detail at 

opportunities that residencies provide for the individual artist, from the point of view of 

the artists themselves. The main analysis for this chapter is drawn out of feedback 

received from questionnaires distributed to artists who have previously participated in 

residencies, including Cove Park1, Gasworks2, and Grizedale Arts3. Each of these 

organisations hosts residencies as part of their core activity and together they represent 

a selection of residency models from across the UK in both urban and rural locations. 

The information gained from this research is by no means exhaustive as alternative 

models will offer different opportunities and outcomes for artists. However, all three 

organisations have sustained and developed their residency model for over a decade 

and therefore hold extensive knowledge of executing residency programmes and how to 

best tailor residency experience to obtain maximum benefit for practising artists. I have 

interwoven additional supportive evidence within this chapter from conversations with 

Matt Jenner, Development Manager at SPACE. 

For this study I have divided the opportunities for artistic development into two separate 

categories; taking into consideration the needs of individual artist and the current 

landscape of UK artist residencies. Artistic work encompasses the way in which artists 

operate and what they require to develop their practice. I have arrived at this definition 

through research conducted in chapter 4 which revealed that time, space and location 

are key factors for artistic development. Evidence has also shown that artistic networks 

are an important element in artist development, and place the artist outside artistic 

production. Network will therefore form the second category and will focus on the skills, 

culture, expertise and knowledge exchange that takes place during artist-in-residence 

programmes. The boundaries for each of the definitions are not limited and inevitably 

cross over. 

                                                           
1 Cove is an arts centre based in Scotland annually hosting residencies for national and international artists. Up to 
ten residencies are held at any one time for curators, applied artists, poets, writers, choreographers, composers, 
musicians, film makers, stage designers and performance as well as visual artists. Residents are given a high-
quality self-catered accommodation, private studio space, workshop facilities and access to a computer suite, as 
well as a fee and a materials allowance. 
2 Gasworks is an arts organisation based in South London, which hosts artists’ residencies, a programme of 
exhibitions and events and international fellowships. 
3 Grizedale Arts is an organisation based in the Lake District, which is a commissioning agency and hosts an 
annual residency programme. 
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Artistic work  

Artist-in-residence programmes provide opportunities for artists to spend time away from 

their studio and everyday working life to consider their artistic practice in different 

environments and new contexts (Artquest 2010). This may involve time spent on their 

own, or specifically in a residency centre or studio (Stone 2008). Taking into 

consideration the individual artists’ needs, the surroundings of the residency will 

undoubtedly impact upon the opportunities that are available for artists to develop; a 

programme which is based within a city would give the artist access to production 

facilities, contact with peers and an expanded base of outlets from which to obtain 

materials. However, unless the artist-in-residency programme is structured with the 

necessary equipment, a rural residency programme could mean limited access to these 

facilities. On the other hand the artists’ incentives for locating themselves within this 

context may be that it is isolated and that this isolation is desired and needed for 

development of their practice.  

Having a period of time away from home will give an artist the opportunity to gain 

inspiration through the place as well as explore the surrounding area and the arts scene 

(Stone 2008). Cove Park1 hosts a programme of artist-in-residence programmes for 

artists working in a range of disciplines and is based within a conservation park that is an 

area of outstanding natural beauty dedicated to the preservation of indigenous plants, 

flowers and wildlife, and is an interesting model to consider for its rural location (Cove 

Park 2010).  

                                                           
1 Cove Park was founded in 1999 and is an arts centre situated on a fifty-acre site overlooking Loch Long on the 
Rosneath peninsula in Scotland. 
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Cubes Cove Park, view over Loch Long 

Residencies at Cove Park last between one week and three months, with invited artists 

given the time to concentrate on the development of their practice (Cove Park 2010). 

The varied time scales that are available enable the artist to work the programme into 

family and job commitments. This concept is valued by Ciara Phillips, who works in a 

range of different media and completed a residency at Cove Park that she deemed ‘very 

positive’ between August and September 2010. Phillips felt that having “time to focus 

without the pressure of working multiple jobs. Time to read, to think and working in the 

studio without the pressure of an imminent deadline”, had the most significant impact 

upon her practice (Phillips 2010). A month and a half after completing the residency 

Phillips went onto show the work produced during her stay in an exhibition at 

Washington Garcia Gallery in Glasgow. The residency led to other international 

exhibitions and residencies and Phillips felt that “the time spent at Cove Park had a 

valuable and lasting impact in terms of creative and professional development” (Phillips 

2010). 
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Frances Priest, SAC Crafts resident, Cove Park 2008 

Cove Park has a pressure-free philosophy whereby residents are not required to 

produce a completed final piece of work at the end of their residency. Artist and writer 

Fiona Jardine, who completed a residency at Cove Park in 2006, found value in this way 

of working: “I have participated in other residencies since. I don’t think it is necessarily 

helpful for residencies to aim to ‘increase impact’ – artists should determine this for 

themselves. Residencies like those at Cove Park are exemplary precisely because they 

don’t make this aim” (Jardine 2010). Jardines praise for Cove Park liberal approach 

reveals her ambitions for embarking on the residency. However, the resistance shown 

here demonstrates that Jardine takes a more isolated approach to the residency 

experience and does not wish to engage with the organisations ambitions. This 

approach does not reflect present day residencies which encourage exchange and 

dialogue, but aligns with backdated concepts of the residency experience. However, for 

Jardine the residency experience allowed her practice to develop in new ways and 

develop ideas for work which she later exhibited at Nought to Sixty1 at the Institute of 

Contemporary Arts (ICA) in London.  

SPACE has an on-going programme of international residencies in partnership with 

organisations in Canada and Korea. Initially the programme required the visiting artist to 

produce a final show of the residency period. Matt Jenner explained: “Originally the 

                                                           
1 Nought to Sixty was an exhibition held at the ICA in London which included emerging artists based in Britain and 
Ireland over six month from 5 May to 2 November 2008. 
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programme required the participating artist to produce an exhibition at the end; however 

this output was made redundant after a pattern of ‘half baked’ exhibitions emerged from 

the residencies” (Jenner 2010). There was strong consensus in the majority of 

questionnaire feedback that having required outcomes proved detrimental for artistic 

progression. On the other hand an exhibition is an expected outcome which some 

organisations do have built into the structure as it creates a visual evidence basis for 

visitors to experience the artists’ achievements. Having an exhibition also gives the artist 

the opportunity to have a solo exhibition within a gallery, thus giving valuable exposure 

for the artist and promoting their artistic profile. As identified in chapter 4, having a 

platform for promotion is a fundamental need for an artist to progress practice. 

Residencies allow artists the opportunity to explore their practice in new ways; for 

example a city based artist spending time in a rural setting has potential to provoke a 

response in their practice through the exposure of different environments and 

experiences. For Jenny Brownrigg who completed a residency at Grizedale Arts in 2000, 

the exploration of her practice through the residency had a significant impact on her 

career direction. Brownrigg explained that having the theoretical expertise to further her 

practice was the aspect of the residency that had the most impact upon her practice: 

“This led to a change in direction of career – I became Projects Officer at Grizedale Arts, 

then secured Curator position at Duncan Jordanstone College of Art and Design and 

now I’m the Exhibitions Director at the Glasgow School of Art” (Brownrigg 2010). The 

change in direction that took place in Brownrigg’s career demonstrates that artist-in-

residence programmes can be useful for long-term career development. Residencies 

also improve an artist’s professional standing (Stone 2008). Stuart Mugridge, who works 

in the public realm, creating site-specific responses in a variety of media, participated in 

a residency at Grizedale Arts in 2001 and acknowledged this hypothesis in his response, 

“The standing of Grizedale offered a recognized commissioner on my CV” (Mugridge 

2010). 

 

Network  

Throughout the artist-in-residence experience, artists build relationships and form 

networks which can be beneficial for artists both during and after the residency. Fox 

(2006) explains the climate of how networking within the arts sector is developing: 

“Opportunities for artists to network professionally have multiplied, provided by an 
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increasingly sophisticated number of artist networks, tempting the practitioner out from 

the safety of their studio, into the world.” He expands on this idea: “for a vital career, an 

artist like any other professional needs and requires an effective and expanding network. 

Success comes with exposure: whom you know and how you present yourself are not 

minor preoccupations for the new professional artist” (Fox 2006). A network could be as 

small as three artists critiquing each other’s work, or potentially it could encompass 3000 

people on a global sphere. Each model brings with it the ability to create important 

supporters and disseminators for the artist, and the opportunity for this network to grow 

(Fox 2006). Such supporters can potentially exchange information about the artists 

practice within other networks that they may be a part of, thus giving valuable exposure 

of the artists practice further afield than between close peers. 

The Cove Park model embraces the idea of artists exploring practice in new ways and 

acts as a catalyst for creating networks by inviting artists from different disciplines to 

participate in residencies alongside each other. At the same time this enables cross 

fertilisation of knowledge and experience to take place. Stephen Sutcliffe, a collage artist 

who mainly works in video, participated in a residency at Cove Park in 2005: “meeting 

people who have skills you don’t have, writing, theatre, directing etc, made me less 

nervous about taking on technical areas such as filming with a crew or writing scripts” 

(Sutcliffe 2010). Having an expanded skill base impacted positively on Sutcliffe’s practice 

and gave him additional skills and the confidence to approach new methods and 

disciplines of working. This level of exchange appears invaluable for artistic 

development; skills can be traded freely and contact with peers utilised. Cove Park 

actively encourages this concept by programming a series of informal events, artist’s 

talks and presentations (Cove Park 2010). When considering moments that he found 

particularly rewarding, Duncan Marquiss, who completed a residency at Cove Park in 

July 2008 commented: “there were several group studio visits where each resident 

spoke about their work and the rest of the group gave them feedback. This was very 

useful and interesting” (Marquiss 2010). This highlights that opportunity for exchange 

and open dialogue about artistic practice is an importance element in the residency 

experience; inducing opportunity to collaborate directly with artists (Stone 2008). From 

these discussions Marquiss made connections with peers and later contributed to fellow 

resident Abrahm Crusvilegas’ project at the Centre for Contemporary Arts in Glasgow. 

He also maintains contact with artist Kate Davis who helped him obtain freelance work at 

the Glasgow School of Art. Having a set period of time to focus on his practice enabled 

Marquiss to structure his practice accordingly, he explains: “I set myself tasks to achieve 
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within my time at Cove Park, something I would not normally do in my studio in London. 

This prompted new developments formally and conceptually in my work” (Marquiss 

2010). Here the residency experience has also given Marquiss a chance to develop 

planning skills both creatively and professionally.  

On the other hand, not all residency programmes provide this level of support to the 

artist. When responding to how the residency impacted on his practice, an artist who 

wishes to remain anonymous, who participated in a Gasworks residency in 2008 

explained: “This certainly impacted negatively on my time – they did nothing to connect 

me to anyone – not even other artists on the residency. No studio visits were organised 

by Gasworks, and there was no information given about local event etc” (Anonymous 

2010). Here the artists ambitions for the residency haven’t been met which has 

negatively impacted upon his experience. With the idea of exchange comes a range of 

issues surrounding the idea of the artist becoming professionally bound and operating in 

exchange with organisations. Both the organisation and the artist will have their own 

aspirations and expectations of what value the residency experience will bring to their 

respective practice or mission.  

On reflection of the two principles Artistic work and Network, this chapter has uncovered 

that outcome driven artist-in-residence models can offer opportunity to disseminate the 

residency experience to audiences; however, in the majority of cases this added 

pressure has proven detrimental for artistic development. The opportunities for 

progression that are available through the residency will depend on the artists ambitions 

for the residency and the host organisations mission. Evidence presented in this chapter 

would suggest that aligning both of these ambitions would be essential for a fruitful 

residency experience. In light of this I will now explore the aspirations and expectation of 

the artist and organisation in more depth. 

 

 

7. Expectation vs. aspiration 

Given the opportunities that residencies provide and the balance of what the artist hopes 

to gain from the experience, as well as the organisations mission, one would expect the 

aspirations of the artist and expectations of the organisation to play a significant role in 
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the success of a residency. I will now examine if this is the case, using Grizedale Arts1 

residency model as a case study. I conducted two separate interviews with Alan Kane 

and David Blandy2 who have both previously completed residencies at Grizedale Arts. 

Both artists adopt different approaches to their practice, work in different mediums and 

represent artists at different stages in their careers. This allowed for alternative voices 

and opinions when considering artistic aspirations. Grizedale Arts is a unique and ideal 

residency model to analyse as it has had prolonged leadership for the past ten years 

and therefore it is possible to examine how artistic vision and directorship against the 

aspirations of the artists interviewed. 

David Blandy is an artist who primarily works with video, performance and comic art and 

was previously a Grizedale Arts resident in 2004. Prior to the residency Blandy’s practice 

predominantly dealt with popular culture, highlighting the slippage and tension between 

fantasy and reality in everyday life (Blandy 2010a). Motivated by having a period of time 

to develop work in different environments the residency enabled issues between nature 

and culture to emerge in his practice as the rural surroundings of the Lake District guided 

it in new directions. Blandy explains, “It made the thoughts that were hidden in the back 

of my head make sense”. At Grizedale Arts, Blandy was far removed from popular 

culture stimulus, which provoked a pivotal change to take place within his practice. 

Blandy describes the transition:  

“There were two record stores in the local town. I embrace popular culture so 

much in my work that once I was placed in Coniston, I became the problem. I had 

this suit knocking about that I took with me, it was semi-isolated in the country 

and quite a lot of my days were spent by myself. I was going a bit crazy so I just 

put the suit on and went barefoot in the countryside. I thought maybe this is a bit 

weird or the start of something and then it managed to turn into something that 

makes sense to me know” (Blandy 2010b). 

                                                           
1 Founded in 1977 Grizedale Arts played a leading role in developing a role for public art in the UK throughout the 
1980s.Throughout the 1990s it continued its way of working before experiencing a radical shift in its approach after 
the appointment of Adam Sutherland as Director in 1999. Artists who take residencies at Grizedale Arts work in a 
wide range of media including site-specific installation, performance, text based work, audio, film and new media. 
Whilst on the residency, artists respond to the environment of Grizedale Forest and often engage with local 
communities, individuals and environmental issues. Grizedale Arts annually awards six research and development 
grants to artists, with no fixed period for each residency. The focus is upon artists establishing a long-term 
relationship with Grizedale Arts. 
2 Blandy is a London-based artist who studied at Chelsea School of Art (1999) and Slade School of Art (2003). 
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The Barefoot Pilgrim, David Blandy, 2004 

Conceived from this experience was the idea of Blandy’s alter ego, The Barefoot Pilgrim, 
a concept which Blandy had first considered exploring in 1999. The work that followed 

saw Blandy integrating real life and virtual situations, wearing the robes of a Buddhist 

Shaolin Monk, The Lone Pilgrim walked between the two record shops searching for 

soul. The footage taken of the event was intercut with real film segments from films 

including Shogun Assassin and Princess Mononoke and television programmes Kung 
Fu and Monkey (Blandy 2010a). This notable shift within Blandy’s practice uncovers how 

artist-in-residence programmes can act as a catalyst for new directions within an artist’s 

practice; Blandy was exposed to new environments to produce work which provoked a 

direct response in contrast to his usual city based practice. Blandy explains, “My practice 

took a radical new direction. It gave me the confidence to do some things that were a bit 

bonkers, that I wouldn’t normally do. Sitting back and not thinking is it art?” (Blandy 

2010b). 

Grizedale Arts director Adam Sutherland was appointed in 1999 at which point a shift 

was taking place in how it functioned as an organisation; the board of Trustees agreed 

that the organisation should focus its attention on the less economically demanding and 

more nationally significant visual arts (Griffin 2009, p.8). It was Sutherland’s 

responsibility to inform the local community that the well-loved theatre would have to be 
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closed and so began the transitional redirection of the organisation (Griffin 2009). In 

making this happen Sutherland was given the opportunity to apply his vision and re-

shape the future of the organisation. This need for change emphasises that the survival 

and growth of an organisation depends on it being able to adapt as environments 

change. Professor and management expert, William J. Byrnes (2003) explains: 

“managers of organisations must use all the skills and knowledge at their disposal 

because these environments are always presenting new opportunities and threats”. With 

the reconfiguration of leadership comes different expectations of the artist involved and 

will consequently change the residency experience. The culture and expectations are 

conveyed through Grizedale Arts online presence when discussing the residency 

programme: “they also take into consideration the personality of the artist. Can they 

deliver what is proposed? Can they interact well with others and communicate ideas?” 

(Grizedale Arts 2010). Artists are selected in accordance to this framework, which 

outlines what Grizedale Arts perceive is required for a successful residency experience 

with them. 

Sutherland and his team have shaped Grizedale Arts into a place where new 

approaches to artistic production and exhibition making can occur outside of the 

traditional contemporary art institution (Grizedale Arts 2010). For Blandy this is a 

different approach from his usual institutional-based method of producing work. Artists 

such as Blandy who take up the opportunity of a residency at Grizedale Arts are aligning 

themselves with the profile of the organisation and becoming a part of its evolution. 

Blandy rationalised the approach he took to the residency experience: “I’m the kind of 

person who is looking for approval and I want to get the most out of it” (Blandy 2010b). 

The notion Blandy presents of embracing opportunity could further play a role in the 

success of the residency. However, in considering this approach it is important to note 

Blandy’s status at the time as a recent graduate; opportunities such as this can be highly 

sought after and competitive, especially for recent graduates considering different 

platforms for their practice after they have left art school. Blandy explains: “I have 

recommended many of my peers to apply [for a Grizedale Arts residency] although they 

haven’t been successful” (Blandy 2010b). It is reasonable to read from this that if the 

ambitions of the artist are more aligned with the expectations of the organisation the 

residency will have more rewarding outcomes. 

Alan Kane is a conceptual artist whose work explores notions of contemporary life 

through his art and is adept at displaying work outside of the traditional contemporary art 
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institutional backgrounds. Kane, and his collaborative partner Jeremy Deller, have 

participated in various Grizedale Arts residencies. Their first residency in 2004 was 

formed as part of the project Romantic Detachment1. Separately to their residency both 

Kane and Deller have maintained a relationship with the town of Egremont located near 

Grizedale Arts, due to its unique folk culture being a primary source for their Folk 
Archive2 project (Grizedale Arts 2010).  

Once the residency period at Grizedale has ended there is opportunity for the artist to 

propose a future project and, if appropriate, additional resources are found to 

commission and realise it (Grizedale Arts 2010). Due to the nature of this structure, 

many artists continue their contact and work with Grizedale after the initial residency 

period. Kane and Deller’s relationship with the town of Egremont was built into a later 

project called The Greasy Pole3, which they initiated with Grizedale Arts. Kane originally 

was resistant about executing the project, due to the heavy administration associated 

with it, as well as having to engage with bureaucratic channels to obtain planning 

permission to erect the pole. However, after initiating contact with Grizedale Arts, who 

were able to provide a useful platform to address these needs, the project went ahead 

and consequently a Public Arts Strategy was formed in Egremont to justify the 

investment being made (Grizedale Arts 2010). Kane and Deller worked with Grizedale 

Arts and the Crab Fair Archive to resurrect the pole as a permanent sculpture. 

 

Kane’s motivations for taking part in the residency were very different from Blandy’s. In 

particular reference to The Greasy Pole project, Kane had already formed a relationship 

with the town of Egremont before participating in the Grizedale residency and 

approached Grizedale Arts for institutional support rather than curatorial stance. As an 

organisation, Grizedale Arts takes an active approach to supporting artists and providing 

curatorial input: “Grizedale’s curatorial approach became a driving force for the 

programme and its ambitions, the organisation taking a creative lead in analysing the 

context and proposing direction” (Griffin 2009, p.6). In this instance Grizedale Arts’ role is 

less artistically influential and more administration based. Kane reflects on the impact of 

                                                           
1 Romantic Detachment was a project which examined how other cultures are romanticised, in particular the 
relationship between the UK and US cultures. As part of the project Kane and Deller produced a pair of customised 
tea urns and tea pots which were decorated with the spraying techniques of a hot rod car painter from Kent. 
2 Folk Archive celebrated activity from a vast range of British pastimes and pursuits. Kane and Deller selected over 
280 elements to form an archive which provides a snap-shot of the state of contemporary folk art in the UK. 
3 The Greasy Pole is a thirty-foot wooden pole greased with lard which was erected each year as part of 
Egremont’s historic Crab Fair. If the townsfolk are able to climb to the top of the greasy pole they receive a prize. It 
had first been erected at the beginning of the nineteenth century. However, by 2000 finding public liability 
insurance required to hold the event had proved difficult and in 2003 the wooden pole was erected for the last time. 
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Grizedale Arts approach on his experience: “Grizedale have a reputation for involving 

young artists they can shape and adopt, however I didn’t fit into this category” (Kane 

2010). Kane continued to explain that he felt Grizedale projects work in a similar way to 

how he functions as an artist which posed difficulties for him, particularly when working 

out the relationship equally. On top of this Kane considered the invitation as a strategic 

move considering Deller’s reputation was accelerating in the arts sector at the time. On 

the other hand, Blandy’s practice did not fit easily into the way Grizedale projects work 

and the experience for Blandy appears to be more of a success (Kane 2010). Kane 

expanded on this notion: “Grizedale Arts residencies work best with artists who aren’t 

usually used to working in those conditions for making art, when their practice is 

different.  Artists with a clear and extreme vision often excel whilst there” (Kane 2010). 

 

Organisations such as Grizedale Arts provide the infrastructure for artists to take part in 

the residency and as discussed in chapter 5, have valued resources in the form of 

information exchange, networks (both professional and informal) and space which are 

needed by the artist to develop practice. Possession of valued resources is a useful 

basis for influence (Handy 1999, p.125). For this influence to be used successfully there 

must be control over the resources and the resources must be desired by the potential 

recipient (Handy 1999, p.127). Blandy alluded to how potential issues arise with level of 

influence the organisation has upon preference towards particular artists, “How much 

they like your piece decides on the level of support you get for the project. Obviously this 

can cause problems. You have free rein as long as they believe in you” (Blandy 2010b). 

Grizedale Arts operates in very much a small community functioning with six main staff. 

As Kane describes: “Grizedale is very much a family. The director has control and is 

passionate about the work he does there” (Kane 2010). It is notable here that the 

balance of control between the artist and director when attaining to the expectations and 

aspirations of the residency need to be understood by both parties for a successful 

residency experience. In addition the personalities involved in the residency experience 

need to gel to enable success. Author and philosopher, Charles Handy (1999) argues 

that implications of the way we perceive other people and their roles are various and 

important when considering the arts managers role (Handy 1999, p.79).  

Grizedale Arts residencies provide artists with the opportunity to realise projects using 

the social, cultural and economic networks of the area (Grizedale Arts 2010). Artists are 

expected to engage with these networks throughout the residency as well as the 

changing community of artists contributing to the programme at the time. Although 
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Blandy did not aspire for peer contact when embarking upon the residency, he 

discussed the value in having contact with artist including Oliva Plender, Bedwyr 

Williams and Emily Wardell whilst at Grizedale. Blandy explained: “I really didn’t go to 

hang out with artists. It made me realise that other artists had similar ideas and ways of 

working to me which I haven’t really had before” (Blandy 2010b). Here the expectation of 

the organisation did not align with Blandy’s aspirations before the residency began; 

however Blandy was able to find further benefit in being an active part of the 

organisation’s goals. Soon after the residency, Blandy went onto exhibit in Itchy Park, an 

event held at Limehouse Town Hall London curated by Emily Wardell, which 

demonstrates the positive impact contact with other artists made whilst on the residency. 

Adopting Grizedale Arts as a case study has revealed that motivations of all parties 

involved in the residency, as well as the stage in the artists’ career, play a key role the 

residencies’ success. Compromising ones aspirations will potentially lead to a less 

successful experience; however it is important to acknowledge that if the artists’ 

ambitions align with that of the organisation a very beneficial residency experience can 

take place. Broadly speaking, the commitment and drive to achieve shared objectives 

can ultimately effect the development of artistic practice. With this in mind in the next 

chapter I will examine the impact that collaborative partnerships which form as part of 

the residency have upon the artist-in-residence experience. 

  

 

8. Partnerships and collaboration 

As reviewed in previous chapters, in considering the structure of residency models, 

partnerships play a key role in the structure and enable organisations to pool resources. 

But do these partnerships add value to artistic practice, or do they give rise to difficulties 

for the artist through inclusion of an additional level of expectation? This chapter will 

examine this question, using the case study of the Creative Space Programme1 (CSP), a 

pilot residency programme organised through SPACE at Arlington House in Camden in 

                                                           
1 The Creative Space Programme was formulated to provide homeless residents with artistic and creative learning 
opportunities to challenge perceptions of the homeless as well as give a voice to homeless people at a time of 
transition and change in their lives. As part of the CSP, one day workshops are held in the studio on a weekly 
basis for residents at Arlington House to be a part of, should they so wish.  The remit of the programme is towards 
a socially engaged enterprise for the local community with specific outcomes including exploring creative skills and 
personal projects, teaching basic rules of photography, exploring ideas of advocacy and online networking, 
developing transferable skills, and producing exhibitions of the residents work. 
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which artist Ania Dabrowska1 is current participating. To aid the research for this chapter 

I conducted a semi-structured and in-depth interview with Dabrowska in September 

2010. It is important to acknowledge that the research used here represents one artist’s 

experience and that partnerships can take many different forms within the public, private 

and voluntary sectors. This case study has particular value as it represents a current 

example of a programme of a socially engaged nature in its pilot stage, thus providing 

insight into how community-based residencies can impact upon an artistic practice 

development, while focusing upon partners involved. 

Partnerships are essential for SPACE to fulfil their mission of “providing support and 

resources to artists to make the great art of our day” (SPACE 2010). One such 

partnership is with a not-for-profit housing association, One Housing Group, which has 

recently redeveloped Arlington House, a hostel supporting ninety-five homeless people. 

It adopts an alternative institutional approach to homelessness as it integrates 

community and learning support for residents (SPACE 2010). This is the first time that 

One Housing Group has worked with artists, wherein a number of artists’ studios and the 

artist-in-residence CSP have been incorporated into its structure, to support its 

approach.  

When considering an application to the CSP, Dabrowska was initially resistant because 

of the year-long commitment. However the socially engaged themes identified in the 

residency’s call for submission attracted her to apply for the programme; Dabrowska’s 

past experience centres around designing and facilitating programmes for many different 

groups of people including vulnerable women, sex workers, released prisoners, disabled 

people and young people affected by HIV, and young people from conflict zones in 

Uganda, Belfast and Cyprus (Dabrowska 2010). Dabrowska was also attracted to the 

CSP by the opportunity it provides to interact with fellow artists who were due to be 

housed in neighbouring studios when Dabrowska’s residency commenced.  Dabrowska 

described creative input from other artists as adding great value to her own practice, 

however, due to administrative delays only one other artist has so far occupied one of 

the other nineteen studios spaces available (Dabrowska 2010). In addition to this, 

Dabrowska was presented with various physical and social barriers whilst setting up the 

space to function as a studio. 

 

                                                           
1 Dabrowska works with photography, film, sound, and installation through which she explores personal and public 
notions of identity and narrative. 



37 
Ross Head 

 

Ania Dabrowska Studio, Arlington Residency, SPACE, 2010 

The studio space allocated for the residency is located in the basement of Arlington 

House. Upon arrival it was empty and lacked facilities such as internet connection, which 

is essential for Dabrowska to continue her practice. Dabrowska explained, “One Housing 

Group aren’t used to working with artists”. Counter to Dabrowska’s comments, Jack 

Fortescue (2010) Communications offer at Acme studios argues that, “Central to 

successful partnership projects is the understanding that being an artist is a profession.” 

Dabrowska explained how it had been a challenge to set up the studio and that she had 

to overcome discrepancies regarding the transportation of her equipment and getting 

internet connection set up within the space, all of which were delayed. As is 

demonstrated here, working in partnership necessitates dealing with difference of 

opinion and requires an understanding of how artists operate (Nicol 2007). Dabrowska 

continued, “I had to explain to the owner that I’m not doing community based work with 

collage, that if I’m going to do it the work is going to be more meaningful. I want to be 

proud [of the outcomes of residency programme], as well as the residents” (Dabrowska 

2010b). Here, Dabrowska has expressed her own ambitions to ensure the owner fully 

understood her position from the outset. Building strong and interactive relationships 

from initiation is crucial when working collaboratively on a project. Continuous dialogue 

built upon a strong foundation allows problems encountered along the way to be 
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addressed (Nicol 2007). Furthermore, for successful collaboration, artists should keep 

their attention predominantly on supporting this on-going relationship, instead of defining 

any possible outcomes. Artist David Patten suggests: “build the relationship first, then 

identify the differences, and then create the space” (Nicol 2007). 

At the centre of collaboration is the making of a relationship, not an object (Nicol 2007). 

Dabrowska explains the contact that she has had with SPACE so far: “SPACE have 

been intelligent, smart and supportive throughout the residency. Fiona [Head of Learning 

and Participation] has talked through ideas with me on a regular basis and has also 

aided in the process of trying to secure funding for an external show after the residency” 

(Dabrowska 2010). Interestingly, but perhaps not surprisingly the relationship that has 

formed between SPACE and Dabrowska appears to be more fruitful than that between 

Dabrowska and One Housing. In its pilot phase, the success of the residency will impact 

on each of the parties involved and therefore any additional support that is provided 

financially or pastorally, the latter evidenced above, will potentially add value to the 

success of the programme. On one level, both SPACE and Dabrowska have specialist 

knowledge of the arts sector and therefore a common ground to understand each other’s 

aspirations for the programme. In addition, their shared ambition for the success of the 

project may drive both parties. Dabrowska’s experience, knowledge and skills will also 

contribute to the continued development of SPACE’s framework and understanding of 

good practice in future collaboration, learning and participation. Such collaboration has 

potential to generate creative friction and critical tension which is required to drive real 

collaboration. Nicol (2007) expands on this notion, “Creative collaboration is not intended 

to be an easy process, neither are its results easy to realise” (Nicol 2007). 

The CSP does not explicitly address the development of Dabrowska’s practice, yet 

Dabrowska is able to dedicate the remainder of her time to her own practice, with access 

to the studio 24-hours a day. For the workshops with the residents of Arlington House 

Dabrowska uses her own practice as a starting point. Dabrowska explained the 

experience that she had with residents so far: 

“It has really exceeded my expectations how interesting these people are. One of 

the residents worked as a photojournalist in the 70s in Lebanon and has kept a 

suitcase full of over 20kg of negatives with him which documents his whole 

migration to England” (Dabrowska 2010b). 
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Ideas, Ania Dabrowska, Arlington Residency, SPACE, 2010 

Dabrowska described her role in the CSP as very much a curatorial approach, working 

through critique of residents’ work and their personal projects: “It’s not just about 

teaching and supervising but more about developing a body of work in response to the 

building, people and place” (Dabrowska 2010b). Dabrowska broadly discussed the 

residents’ approach to engaging with the CSP: “Some residents just want to spend time 

taking ‘pretty pictures’, others want to push themselves and investigate homelessness 

and art in a deeper sense” (Dabrowska 2010b). 

Complications have arisen regarding the amount of time Dabrowska spends on the CSP. 

On occasion the workshops have overlapped into Dabrowska’s personal studio time. To 

address this Dabrowska has developed a schedule of committed days to the 

programme. This indicates that clarity of communication and clearly defined 
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responsibilities from the outset are needed to ensure a smooth residency experience 

and successful collaboration. 

It is apparent from this case study that if there are different partners involved in the 

implementation of an artist-in-residence programme, then each party needs to have 

clearly defined roles from the outset and understand the processes involved. If all 

partners have a clear vision of the goals and have shared objectives, they can feel more 

confident that they will fulfil their ambitions for the project. As demonstrated here, 

partnerships are a valuable way of sharing resources and bringing different skills and 

expertise to the residency experience. However, in this instance heavy administration 

processes have impinged on the time that is available and consequently caused delays.  

 

 

9. UK artist-in-residence matrix 

Taking into consideration evidence gathered throughout this study, I have constructed a 

tick box matrix for artists to identify the most suitable artist-in-residence programmes for 

their needs, which can be seen overleaf. Structurally the matrix is mapped by the 

different variables available for users to consider when choosing an artist-in-residence 

programme. I have devised the matrix in a format whereby additional ‘residency 

programmes’ or ‘opportunities for artistic development’ can be entered to give a more 

comprehensive set of options, if required. In order to demonstrate the matrix’s usability, I 

have populated the cells with examples of residency programmes currently active in the 

UK, which have been discussed previously.  
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Artist-in-residence matrix, September 2010 

Considering the five residency programmes that I have included as examples in the 

matrix, if the artist would like to participate in an artist-in-residence programme which 

had exhibition opportunities, then they would see CAC, Delfina Foundation and Durham 

Cathedral all have this option in different formats. However, if the artist also wants to be 

based within an urban context and requires flexibility with the length of the residency, 

then it would be possible to further identify that CAC would be the most suitable 
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residency for them. The different opportunities for artistic development are broken down 

into the two principle benefits identified in chapter 7, Artistic Work and Network. Under 

these headings are the different levels of provision identified in the study. The headings 

are broadly defined and should the user wish to know more detail about one particular 

aspect of the programme, it is possible to click on the opportunity they wish to know 

more about, and they will be given more detail about what is available through the 

selected programme. For example, if the artist is attracted by the option of having 

accommodation during the residency and would like to know more about what the 

Berwick Fellowship programme provides for artists, they can select the tick box and 

further information will be displayed through a separate pop-up box, demonstrated 

below.  

 

Artist-in-residence matrix, September 2010 
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The information used to populate the matrix was obtained from the artist-in-residence 

host organisations website. In some cases information was not sign-posted very 

effectively and it proved to be a time-consuming process extracting the relevant 

information. This emphasises the value of this resource to artists whilst providing an 

overview of multiple options that can be matched to the artists’ specific needs in one 

place. 
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Conclusion 

The evidence in this paper indicates that while artist-in-residence models are enabling 

artistic development, providing opportunities for visual artists to mature through a variety 

of different openings, there are elements which can inhibit progression and place social 

and physical barriers upon artists. Artist-in-residence programmes can play a 

fundamental step in artistic development and are valued by artists. While there are many 

variations which constitute an artist-in-residence programme, common strengths can be 

identified from which to consider how to maximise development opportunities for artists 

in future programmes. A number of elements which impact upon artistic practice during 

residency programmes have been identified: 

 Artists value having time and space to think and explore their artistic practice 

without interruption. However, outcome driven residency programmes are often 

considered by artists to impact negatively upon artistic development, primarily 

through added pressure to adhere to prescribed deliverables. 

 Networking opportunities are valued by artists and are becoming an intrinsic 

element of artistic activity. They enable skills to be traded freely, lead to artistic 

collaboration in future projects, exchange of knowledge, expertise and culture 

and bring important supporters and disseminators of the artists practice to 

external parties. 

 The motivations of the artist involved in the residency, as well as the stage in the 

artists’ career, play a key role the residencies’ success; if aligned with the 

organisations mission a more successful residency experience can take place.  

 The exposure to new environments that artist-in-residence programmes provide, 

can have a positive impact on artistic practice and can act as a catalyst for new 

directions within artistic practice or long-term career development. 

 The artistic approach that the artist adopts within their practice must gel with the 

organisation to be successful; however, it is not always conducive to a successful 

residency experience if the host organisation and participating artist operate in 

similar ways.  

 Partnerships enable the sharing and negotiating of vital resources such as skills, 

expertise, knowledge and materials which can heighten the residency experience 

for the individual artist. At the same time, partnerships and collaboration align 

with the ethos of residencies acting as a basis for exchange and in the current 
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economic climate are valuable for providing an additional layer of verbal and 

financial support and stability. 

So, what can be done to ensure that artist-in-residence programmes make best use of 

their resources in order to continue providing opportunities for artists to develop their 

practice? 

 Where prescribed outcomes are built into the artist-in-residence programme, the 

artist should be given the option to opt whether they would like to be a part of this 

or not, so to not restrict artistic opportunity to develop. 

 Incorporating a networking strand into artist-in-residence programming would 

encourage relationships to form between participating artists to heighten the 

experience. This could be in the form of group studio visits, group critiques or 

informal discussion groups. 

 The ambitions and roles of both parties need to be clearly acknowledged from 

the outset to ensure the expectations and aspirations of both can be addressed 

and collaboratively progress so that adequate resources underpin the 

opportunity. 

 Nurturing current partnerships and consideration of other potential partners that 

could add value to the existing programme could be beneficial. However, it is 

important to note that partnerships and collaboration can be complex and 

therefore it is important that the roles, responsibilities and ambitions of the all 

parties need to be clearly defined and understood by all from the outset to avoid 

damaged relations. 

In today’s economy it is crucial for artist-in-residence models to best utilise the resources 

they have available to create the optimum experience for the artist involved. A 

heightened awareness of the opportunities that are available, a strengthened residency 

programme and the demonstration of best practice would reinforce an organisations 

status throughout the currently unstable economy. In addition it would make value for 

money evident to funders and appear attractive to potential future partners. 
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12. Appendices 
 
Thank you for agreeing to take part in this study. 
I am currently completing my MA in Arts Management at Birkbeck, University of London and for 
my dissertation I’m investigating what role the residency model plays within current UK 
organisational frameworks and the impact it has in the development of visual artists practice. 

Your contribution will be of great value to my study. 
 
The questionnaire should take no longer than 15 minutes to complete.  
Please leave the name box blank if you wish to remain anonymous. 
 
 
 
If you have any questions or concerns, please contact me at:  
 
Ross Head 
ross_head@hotmail.co.uk 
07730592681 
 
 
About yourself and your practice 
  
 
Name: _______________________________ 
 
Many artists and craftspeople use UK based residencies as useful time away from the studio and 
ordinary working life to think about their practice. 
 
 
 
1. Please provide a description of your practice and the medium in which you work. If you would 

prefer to add a web-link or attach a profile, please do so. 
 

 
 
 
2. When did you complete the residency at Cove Park? 

___________________________________ 
 
 
 

3. What attracted you to participate in a residency at Cove Park? 
 

 
 
 
4. What was most valuable to you in completing the residency programme? 

 
(highlight answer in bold & please select up to three) 

 

 

 

 

mailto:ross_head@hotmail.co.uk
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 A dedicated period of time to create a new body of work 

 Facilities or expertise (technical or theoretical) to further your practice that you didn’t have 

access to already 

 To work on your own or within a community of other artists, maybe from a discipline other 

than your own 

 To live in the residency centre, near or even in your studio, or to live separately 

 To collaborate directly with other artists on new work 

 To promote and share your own practice – e.g. through workshops, lectures or a final 

exhibition – with other artists, arts professionals or in a public or community setting 

 To make contacts directly with galleries, curators and other artists for long-term career 

development 

 To improve your professional standing and career opportunities  

 To explore a place and its art scene with a view to relocating in the future 

 To take time out, to experience working in another place/space 

 

 
5. Do you feel that the residency allowed you to achieve this? 

  

  
 
6. What aspect of the residency had the most significant impact upon your practice? 

 

 
 

 
7. Do you feel that the level of support, training and information that you received during the 

residency was sufficient to your needs? 
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8. Were there any factors which negatively impacted on your practice, and if so, how did you 

overcome them? 
 

 
 
 
 
Artist residencies are useful for practitioners to network with other artists and develop 
professionalism. 
 

 
9. Whilst on the residency did you to have contact with other artists/ creative practitioners?  

(delete as appropriate) 
 

Yes / no  
 
 
 

If yes, who did you have contact with? 
 

__________________________________________________________________________ 
 
 

Did you find this contact to add value to your experience? 
(delete as appropriate) 

 
Yes / No 

 
 

10. Was there a particular moment or conversation with peers that you found particularly 
rewarding? 
 

 
 
 
Your practice after you completed the residency at Cove Park 
 
The real benefit to you, your work and career may not become truly apparent until well 
after your residency has finished and you are back at home. 
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11. Can you provide an example which demonstrates how participating in the residency impacted 

upon your practice? For example did it lead to a future exhibition opportunity or did it 
introduce you to a valuable contact? 
 

 
 
 
12. Did the residency give you the opportunity to develop your practice in new ways?  
 

 
 

13. Would you participate in another artist residency programme and what could you or the 
organisation do differently to increase the impact upon your practice? 
 

 
 

14. How would you rate the overall success of the residency that you participated in? 
(delete as appropriate) 
 
Very positive 
Postitive 
Neither negative nor positive 
Negative 
Very negative 

 

Thank you for taking the time to completing the questionnaire. 

 I would be grateful if you could send your response and any supportive information to me at 
ross.head@artscouncil.org.uk or to Alexia Holt at Cove Park at information@covepark.org 

With very best wishes,  
 

Ross Head 

ross_head@hotmail.co.uk /  07730592681 
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