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CHAPTER 1



—————— The Big Picture




The art world is full of people who like saying “there are no rules in the art world,” which is only sort of true. There’s certainly nothing written in stone (there’s barely anything written on paper). And sure, what you do in the studio is entirely up to you; there aren’t any rules about what you choose to make or how you make it. But there are general customs in the art world, and widespread expectations among arts professionals, which you should know before you head out of the studio and start meeting these people.


————— “Artists’ first responsibilities are to themselves and their own work.” Lauren Ross, curator, Richmond, VA


————— “It’s not the job of other people to tell you that you’re ready. That never crossed my mind. I felt I’m going to be the judge of whether this is ready or not.


“You’re part of a network of artists and you feed off each other. You don’t have to have a big gallerist telling you you’re a genius. You can see how your friends are reacting and whether your friends are telling their friends, even though you didn’t ask them to.” Jane Hammond, artist, New York, NY


The customs have changed, too. It used to be a given, for example, that you would need many years of studio time before a gallery would look at your work. And making money was pretty much out of the question. Today, galleries compete over the newest talent to come out of school, even trying to scoop up MFA students before they’ve graduated. That’s not to say everyone needs a commercial gallery. But because there’s a real possibility to earn income as an emerging artist, you have to confront issues, and understand how the art world works, in a way that emerging artists never had to before.


Of course, you don’t have to follow custom or accept other people’s expectations. We’re not prescribing a bunch of rules that you need to follow. If you want to buck the system, go right ahead. Do the wrong thing. Do your thing. Just do it on purpose, not by accident, and know why you’re doing it.


Also, what worked for someone else may not work for you. You have to weigh the information and recommendations in this book according to your personality, your goals, your art. Aiming for a big New York gallery, for example, is very different from establishing a regional practice in a smaller city or selling your work directly from your studio. Maybe you’re not trying to sell anything. No priority is better or worse—it’s your definition of success that matters and no one else’s—and each one calls for a different approach.


Who are we to be telling you all this? We have about thirty years between us of experience working in and around the arts, one of us as a nonprofit and for-profit gallery director, curator, and arts consultant; the other as an arts-and-entertainment lawyer and business-development director for an online gallery. Over the years a lot of our artist friends have asked us a lot of the same questions—about career choices, business issues, and legal problems.




————— “When you look at the history of art, you see a history of mavericks—people doing the wrong thing. I wish that I saw more artists doing the wrong thing. That’s really more in the spirit of art that I love.”


Fred Tomaselli, artist, Brooklyn, NY




After a while, something obvious (in hindsight) dawned on us. Unlike other creative professionals, artists typically don’t have agents or managers to deal with these issues for them. They have to do it all themselves, at least until they’re very successful. Galleries are supposed to act like agents for their artists, but not all of them live up to that standard. And even the best ones still have to balance the needs of their artists with the desires of their collectors—a conflict of interest that simply doesn’t exist for agents in other creative fields.


————— “Every five years the art world here in New York is almost a completely different place. You can be swept up into it. And you can also be pushed completely out of it. It’s fluid and malleable. But most importantly, to me, it means that you can invent it.” Matthew Deleget, artist, curator, educator, founder, Minus Space, Brooklyn, NY


————— “I understand there are perceived, and real, power dynamics in the art world, but the artist is the critical center of all we do. In a larger sense, they are the driving force that will matter in history—there is nothing I can do without an artist. At the same time, in the immediate process, I don’t feel any more or less important to what feels like a large organic system where we’re all trying to achieve the same thing (in the best-case scenario). I know it’s complicated, but if you treat it that way, you can encourage real exchange that produces good shows and good work.” Shamim Momin, director/curator, LAND, Los Angeles, CA; former curator, Whitney Museum of American Art, New York, NY


————— “Being a curator is using pattern recognition. You see one thing happening here and another thing happening there and you start to sense a new swelling wave of something going on. You build an exhibition around it to take a pulse of the current moment. For me, it is something pertinent or relevant that I want to pin down in a show. It could be a single artist or a group of artists. It’s like throwing down the gauntlet and saying, ‘This is important and we should pay attention to it—we should champion or recognize these artists.’ ” Michael Darling, chief curator, Museum of Contemporary Art, Chicago, IL


So we thought it would be useful to write a book that tells artists how to act as their own agents and managers—a book that answers all those questions people keep asking us.


We knew that the only way to do these topics any justice was to find out what other arts professionals had to say about them. For the first edition, we interviewed nearly one hundred people across the country—gallerists, curators, accountants, lawyers, and, of course, artists—and spent the better part of a year synthesizing their opinions, and ours. Eight years later, we reconnected with many of them to see how their views had evolved, and talked to over forty more people. Their quotes appear in the margins throughout this book, representing the most commonly held—and occasionally diverging—views in the art world.


QUICK TOUR OF THE ART WORLD


There are a lot of people in the art world who play crucial roles in how your art is made, shown, understood, sold, and remembered. First, there are all the people who can help you develop your art, your ideas, and your goals: other artists, your professors, the directors and staff at residencies and foundations that support artists.


There are the framers, printers, fabricators, and other production people whose skills you may need to tap (or learn) to finish your work. Art handlers, art shippers, and art-specific storage staff make sure your work is treated with the utmost care.


Curators (from the Latin meaning “to take care”) choose the work for group and solo exhibitions. They usually have an academic background, with a master’s or PhD in art history, an MFA, or a degree in curatorial studies. The ones on staff at museums or nonprofits are called institutional curators. Independent curators freelance, putting together their own exhibitions or collaborating with museums, commercial galleries, nonprofits, and alternative spaces. There are also private curators who work for corporations or big collectors, maintaining and developing their collections.


Art advisors and art consultants help individual collectors, corporations, and institutions buy work, for either a fee or a percentage of the work’s price. Some of them focus on emerging artists and may want to visit your studio or introduce you to their clients.


————— “The art world is full of invention and reinvention of personas. Invention and reinvention of roles as this beautiful model for the rest of the world. That’s where its great beauty is.” Michael Joo, artist, Brooklyn, NY


————— “None of us exists without the artists. You have a pyramid. There are only so many dealers, critics, etc. Artists are the biggest portion. The base.” Tony Wight, manager, Spencer Fine Art Services; former director, Tony Wight Gallery, Chicago, IL


————— “When graduating from art school, you’re leaving with a cohort of people who will be advancing in the art world alongside of you and you honestly don’t have any idea where they’re going to end up. Some may leave the art world entirely. Others might be the next big gallerist, curator, or critic. You don’t really know, so maintaining and fostering your relationships is really important.” Matthew Deleget, artist, curator, educator, founder, Minus Space, Brooklyn, NY


Dealers show your work and try to sell it. They tend to specialize in either the primary art market, meaning art sold for the first time, or the secondary art market, meaning resale. Primary market dealers often represent living artists and manage their careers. Secondary market dealers sell work that’s already been bought at least once. They don’t usually work with artists; they usually deal directly with collectors, artist estates, and other dealers.


Many primary market dealers call themselves gallerists, to emphasize their roles as curators, collaborators, managers, and producers. Others stick with “dealer” because they don’t want to downplay the commercial aspect of selling art. (We’ll use the term gallerist throughout this book, although we think the distinction is only as meaningful as you want it to be.)


Whether nonprofit, alternative, or commercial, most venues have some kind of staff to run the space. The organizational structure and employee titles vary but the main tasks include:
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————— “There is art and then there is the art market. For me, they are separate.” Fred Tomaselli, artist, Brooklyn, NY


————— “I feel artists are at the cutting edge of everything created by humans in our society. I would love for artists, young and old, to remember that for the Art World to exist, the first thing that is necessary is art. No gallerist, museum director, preparator, or museum guard would have a job without an artwork having been created.


“Without remembering this, artists can lose sight of their power and worth. We begin to believe that the art world came first and that we need to change, appropriate, adjust, or edit ourselves and our work to fit into this world. This does not need to happen, and should not happen.” Stephanie Diamond, artist, New York, NY


Archivist: cataloging all images, press, and written materials.


Art handler (or “preparator”): packing, shipping, and storing the work that moves through the venue; installing and deinstalling shows. Works closely with the Registrar.


Artist support: keeping in touch with you and understanding your goals, coordinating production, advising you on career decisions, liaising between you, the rest of the staff, and outside entities.


Bookkeeper/Finance: accounting, paying the bills.


Communications/Press: distributing press releases, pitching media outlets, overseeing marketing, advertising, social media, and other promotional activities.


Curator/Exhibition Coordinator: selecting artists for the program, collaborating with artists, selecting work for shows, organizing and installing shows, preparing written materials for shows, applying to art fairs.


Designer: crafting all graphics and layouts, including those in printed materials and online.


Development: (nonprofit venues) raising money through individual giving, corporate sponsorship, grants, and other funding sources; initiating and sustaining relationships with donors and supporters.


Director: overseeing everything and everyone. May also own the gallery. In small galleries, the owner/director might do everything. Larger galleries might have several directors and employ dozens of people.


Education: (nonprofit venues) engaging and teaching students, the community, and other audiences about the gallery’s programs, artists, and overall mission.




————— “The art world is not the monolithic monster it can seem to be. Sure, it has a lot of monstrous parts, but it’s just people with different interests and viewpoints. As an artist, you are one part, and you decide how you interact with the rest. It’s not ‘your work meets the art world monster.’ ”


Bill Davenport, artist, critic, Houston, TX




Gallerina: greeting visitors, answering phones, administrative tasks. (Yes, the guys are called “gallerinas,” too.)


Manager: basically the head of operations, managing the space and equipment.


Registrar: tracking the location, condition, price, and status of every work that moves through the gallery; filling out, negotiating, and enforcing consignment and loan agreements; overseeing shipping.


Sales: (commercial venues) staying in touch with collectors, finding new collectors, previewing your work, describing it to visitors, following up with leads, handling sales transactions.


Then there are a whole bunch of people whom you may come across but not work with directly:


Art critics write about shows—if you’re lucky they’ll write about yours. Whereas their job is obviously to assess the art they see, there are also reporters and bloggers who cover the art world from a critical, news, or personal perspective. (And, of course, the publishers and their staffs at art magazines and newspapers.)


Art fair directors and their staffs manage the numerous art fairs that take place around the world every year.


————— “I’ve made a lot of mistakes but I don’t regret them because I’ve learned from them. There is no rule book on how to be an artist, and everyone is different, you just have to wing it and do the best you can!” Spencer Finch, artist, Brooklyn, NY


————— “I think that, as an artist, being successful is being successful for yourself and being happy. I think you always have to keep pushing yourself. Try not to fall into just producing what people say they want from you. Don’t be afraid to take a risk.” Kelly Klaasmeyer, artist, writer, critic, Houston Press; former editor of glasstire.com, Houston, TX


————— “You have got to figure out what you love and what you care about. If you really want to make art and you want to be an artist, you need to figure out how to do it. And you need to figure out how to work with the people in this system rather than dissing the system.” Kerry Inman, Inman Gallery, Houston, TX


————— “You have to try to separate your practice from your career—recognizing that it overlaps with your career, but they are two different entities that have to be managed differently. You have to decide what kind of career you want to have and what kind of practice you are going to have.” Joseph Havel, artist, director, Core Program, Houston, TX


The basic function of auction houses is to take work from collectors looking to sell and auction it to the highest bidder, for a percentage of the final sale price. They also provide services for collectors such as valuation, placement, and private sales. Some have expanded their role into traditional gallery terrain—not necessarily to the delight of commercial gallerists—showcasing new work and making primary art market sales.


Conservators preserve and restore artwork. Appraisers determine a work’s market value, usually to calculate insurance or set prices. Some artists’ estates have authentication boards to rule on the authenticity of works attributed to them.



WHERE YOU COME IN



No matter where you are in your career, we think you will find this book helpful. It covers everything from tracking your inventory to installing a show; from designing your website to drafting an invoice; from paying your taxes to protecting your copyright; from landing a gallery to raising funds yourself. The book includes forms, charts, and sample agreements that you’re likely to need during your career. And it’s bright yellow, which, as you probably know, is the best color.


We organized the chapters in roughly the order of issues you’ll encounter as you begin your career, but with the idea that you will skip around a lot. There’s an index and we’ll tell you where to look whenever we mention something that’s explained in another chapter, so don’t feel compelled to read through cover-to-cover the way you would with a novel.


Now just to be clear, we’re not telling you how to make art. This book is a tool to help you build a sustainable career. We’re also not telling you that if you do everything we say, your success is guaranteed. But whatever your potential, this book should help you realize it.


————— “Find something that is really meaningful to you—that’s the most important thing at the end of the day. Even if everything goes well, there are still those moments when you see through it all. Once you see through the fame, money, and social life and ask yourself, ‘What is this all about? What does it mean to me?’ it’s great if you can see your work clearly and what you see is important to you.


“That same thing goes on the other side. When you’re wondering why you go through all this hell and you’re struggling, at least you see that you really enjoy what you do, you are fulfilled by what you make, and you believe in it.” Charles Long, artist, Mount Baldy, CA


————— “The professional art world is built on relationships. Social relationships drive sales, drive coverage, drive all sorts of things. At the same time, they can only do so much. You can do a lot more with a great work of art than you can crappy art.” Paddy Johnson, founder, Artfcity.com





CHAPTER 2



—————— Groundwork




As an artist, you have more independence than most professionals ever experience. Everything you do is up to you, from where you live to what you make to when you work. All that independence demands a good dose of self-reliance and structure, which is why it’s useful to think of yourself as an entrepreneur. That doesn’t mean treating your work as if it’s a “product.” It means recognizing that you will have more control over your career when you organize yourself—and your time—as if you were running a business.


In this chapter, we’ll go through some of those business issues you face right out of the gate, such as finding studio space, selecting the right day job, registering your copyright, setting up inventory and invoice forms, and paying your taxes. But first, let’s figure out what exactly you’re setting out to do.


————— “There is such a cliché that there is a distinction between an artist and someone who is professional about their career, as if one is uniformly good and the other uniformly bad. It boggles my mind, but you still encounter it.” Shamim Momin, director/curator, LAND, Los Angeles, CA; former curator, Whitney Museum of American Art, New York, NY


————— “There’s something about the phrase ‘luck happens to people who are prepared.’ ‘Oh, it’s so lucky—I found this apartment.’ But, no, you actually ran around the city for three months, right? I think it’s about preparing lots of ingredients so that when opportunities come, you see which ingredients fit.” Rafaël Rozendaal, artist, New York, NY


GOALS


You can’t give someone directions if they don’t know where they’re going. When it comes to your career, no one can help you, and you will have a hard time helping yourself, unless you figure out where you want to go. The question is: How do you do that?


And how do you do it without losing spontaneity and freedom and creativity and inspiration, and all the other aspects of being an artist? In this section, we will suggest a framework for developing goals that are true to your values and true to yourself.


As you go through these exercises, think about the different ways of exploring a new city. Some people arrive with a detailed schedule and itinerary, having thoroughly researched every museum and park and neighborhood they want to see, and meticulously planned each minute of each day they’ll be in town. Other tourists show up with no itinerary at all, preferring to wander aimlessly and see what they happen to discover. Most people fall in between these extremes, scheduling some things, but not everything. If you don’t plan at all, you might miss the boat (literally, in this analogy); if you plan every second, you will miss other experiences along the way.




————— “My studio practice is comprised of fits and starts. I don’t do it all in one day. For example, today was a day with my kids. Tomorrow is a teaching day followed by a long night in the studio. The next day I have earmarked as a writing day because I have several deadlines fast approaching. Ironically, my time in the studio is regimented and my artwork is structured around repetition. But getting into the studio is a give-and-take each day. Because I am vehemently passionate about art making, criticism, teaching, and visual culture, I always find the time.”


Michelle Grabner, artist, educator, critic, curator, Milwaukee, WI




Step 1: Name Your Values


What principles guide your decision-making? You may know off the top of your head, or you may never actually think about your values or articulate them; they’re just there.


If you’re not in the habit of expressing your values, answer these questions: What do you consider critical to being a good person, or leading a commendable life? What do you stand for?


Here are a few examples of values to get your ideas flowing: adventure, aggressiveness, authenticity, boldness, consistency, creativity, empathy, equality, flexibility, generosity, honesty, independence, integrity, loyalty, privacy, prosperity, resilience, security, serenity, shrewdness, solitude, spontaneity, tolerance, transparency, trust, winning.


Write down at least five values you care most about. They may be among those listed above or entirely different. They’re your values, not ours (and no one’s looking) so be honest with yourself about what yours are.


1.


2.


3.


4.


5.


————— “The greatest thing about keeping goals a stretch (so you feel motivated) and realistic (so you achieve them), is that you can actually achieve them. Then you’re, like, ‘Okay, I did that. What’s next?’ Or ‘Wow, that was really off the mark and harder that I thought,’ and you can recalibrate and learn. Or ‘I’m really not interested in this, but what important information I have.’ Eventually you get to what you want.” Eleanor Whitney, writer, educator, creative programmer, New York, NY


Step 2: Articulate Your Motivation, Purpose, and “Vision”


Many workshops and seminars will separate these concepts into three distinct steps, and if doing so makes this exercise easier, then by all means go for it. We will talk about them together because we think the concepts overlap quite a bit, and don’t want you to spend time worrying about whether something falls into one category or another.


Broadly speaking, your motivation is what currently drives you. What are you passionate about? Why are you an artist? Your purpose is what you want to do with your art, or perhaps more accurately, what you want your art to do. What kind of impact do you see your work having? Your vision is what you see in the future. What sort of life do you imagine for yourself? What sort of role do you envision for your art?


Again, no one’s looking. Don’t worry about how it sounds, or whether it’s too big or too small or too unrealistic or too anything. Whatever drives you, whatever you feel is the reason you’re setting out on this path, wherever you see yourself down the road: that’s the right answer.


Step 3: Set Goals


Your goals, taken together, are what you have to do in order to achieve your purpose, to carry out your motivation. If you continually set the right short-term and long-term goals over the years, and complete all of the steps those goals require, then you should eventually realize your vision. At the same time, it’s not a one-way, linear process. Your motivation may change, affecting your purpose. Your vision for yourself may evolve, dictating a different set of goals. And so on.


————— “There is nothing like doing something on your own to make people want you. That’s something people don’t realize. When commercial galleries are the only thing artists are looking to, there’s this impression that gallerists are going to make their lives better and they have all the power, instead of ‘Okay, I’m going to do this project and it’s going to be exciting and engaging to me and I’m going to meet people and maybe I’ll sell some work and maybe I won’t.’ You have to decide how you want to exist as an artist and what is reasonable. Goal-setting is a crucial part of it.” Christa Blatchford, artist, CEO, Joan Mitchell Foundation, New York, NY


One of the better-known sets of criteria for effective goal-setting is called “SMART,” which stands for Specific, Measureable, Attainable, Relevant, and Time-bound. We’ll go over each concept.


Specific


Specificity requires you to answer as many “W” questions as you can: who, what, when, where, why? Be as detailed as you can.


• “I want to complete new work.” "“I want to create three site-specific sculptures in the park closest to my house, to interact with passersby over the upcoming holiday weekend.”


• “I want an exhibition.” "“I want a show in a nonprofit gallery in Los Angeles with a strong video program and like-minded artists.”


Measurable


If you can’t quantify it, then it’s not an effective goal. It might still be a goal, but you’ll have a hard time figuring out whether you’ve achieved it.


Attainable


Only you will know if you have a realistic chance of achieving a parti- cular goal. Don’t set your sights so high that you never get there.


Relevant


Do your goals align with your motivation and your purpose? Are they in line with one another? It’s fine to set a goal to move to Spain and make art, and it’s fine to set a goal to secure a NYFA grant for sculpture, but you can’t pursue both goals at the same time, because you have to live in New York State to be eligible for a NYFA grant.


Time-bound


Always set deadlines. You can adjust a deadline along the way if you need, but if you don’t have one to begin with, you are far less likely to accomplish your objective.


Remember that your goals must also reflect your values. If they don’t, then either something’s off with the goals you’ve set, or you haven’t been honest with yourself about your values.


Before you go on to any other part of this book, take the next fifteen to twenty minutes and set a few medium-term goals. Imagine a five-year reunion with everyone you know today. Where do you live? Where do you work? What kind of art do you make? How do you fund it? Where do you show it? How well known is it? Who is your audience? How big is your audience? Answering those questions should help you see what your medium-term goals are.
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————— “There are many ways to be an artist. Ask yourself: Why am I an artist? By having a deeper sense of your own motivation and knowing with whom you want to engage, you can illuminate the direction of your work and where to expand your network.”


William Penrose, executive director, NURTUREart, Brooklyn, NY




————— “Developing a career is a marathon, not a sprint. Don’t be in a hurry to rack up a bunch of shows before you’re confident in the work that you’re making and your ability to navigate the logistics of maintaining a studio practice.” Jason Lahr, artist, professor, University of Notre Dame; former curator of exhibitions, South Bend Museum of Art, South Bend, IN


Five Year Goals:


Now create a road map toward your five-year goals. What milestones will you need to have accomplished one year before the reunion (Year 4) to achieve your five-year goals?


What milestones will you need to have accomplished in Year 3 in order to hit the Year 4 milestones?


Same question for two years from now, to be ready for Year 3.


Same question for next year.


Same question for this year. Set five goals for nine months from now:


1.


2.


3.


4.


5.


. . . and six months from now:


1.


2.


3.


4.


5.


. . . and three months from now:


1.


2.


3.


4.


5.


Tweak the road map above until it makes sense to you. It should feel challenging, yet attainable. There’s no need to set goals less than three months out. We’re talking big picture here. Weekly tasks and to-do lists help keep you on track, but they are often too detailed to reflect the bigger issues effectively.


Depending on your personality, it might help to talk about your goals with others. For many people, saying a goal out loud to a friend or colleague can make them feel accountable to that person. For others, it’s more motivating to not talk about a goal until they’ve achieved it.


At each milestone in your timeline, evaluate how things have gone. Which intermediate goals did you accomplish? How were you able to do that? Which milestones did you not hit? Why? At each milestone, you should adjust your road map as needed, based on your evaluation. Don’t just push a milestone into the next time period, or abandon it altogether, without thinking about it and understanding what happened (or didn’t happen).


And reward yourself along the way. Really big achievements are easy to celebrate but smaller goals need love too.


————— “Artists must think about time in the longer term—few people get picked up by a gallery very fast. You must think of your time in the studio as an investment. You have to think of the layers of your time. As an artist, each layer may ultimately be illuminating and help the work.” Tamara Gayer, artist, Brooklyn, NY


————— “Artists tend to think project by project; we start a piece, finish it, and push it off to move on to the next one. The creative process becomes about getting a piece done for a show, a gallery, or a collector instead of for our own need to create. It is imperative to see our creations in a larger context instead of smaller, disparate projects.” Mayela Rodriguez, artist, Berkeley, CA


————— “I make work whenever and wherever I can. I work on projects in the classes that I teach, I have finished drawings while making dinner, and edited videos while bottle-feeding my children. I have a theory that any act that moves a project forward should be considered studio time. This includes buying supplies, making lists of potential projects, or even clearing out your space so it is ready to work the following day. Artists often beat themselves up about not being in the studio. The reality is that we may never have as much focused studio time as we had in grad school. I feel that while I do not produce as much as I once did, my work has gotten better because I have more time to reflect on it.” Joseph Smolinski, artist, New Haven, CT


BALANCING YOUR TIME


The best thing you can do for your practice when you’re starting out is to get in the studio right away. This is not a revolutionary concept—obviously if you’re making work for a living you need to make the work—but it can be surprisingly difficult advice to follow. Most people have bosses who crack the whip. You, on the other hand, are your boss. No one else is going to force you into the studio.


Small wonder, then, that many successful artists designate regular blocks of studio time and don’t change them. That means treating studio time like the job that it is. It means going to the studio when you’re not feeling creative. It means going to the studio even when a friend’s visiting. If you can’t work on your art—let’s say you’re waiting for some materials to arrive—there are always plenty of administrative items to tend to. (This book is full of them!)


We’re not saying the same schedule works for everyone. Maybe you’re more creative pulling a few all-nighters every week than sitting in your studio from nine to five every day. Your practice must be rigorous, but it must also fit your personality. Identify your tendencies early on—when are you most productive? how long before you start to lose focus?—and incorporate them into your schedule.


Your “practice,” by the way, includes everything you do for your art. It’s not just what happens when you’re physically in your studio. Getting supplies, reading, and thinking about your art are all meaningful aspects of your practice.


The sooner you can get into whatever schedule you choose, the better. Some artists give themselves a while to decompress after art school or their last show. But by the time they decide to get back to work, they have to squeeze studio time around whatever job and social life they’ve settled into. Rather than forcing studio time into an already set schedule, organize your job and social life around studio time from the beginning.


————— “Space is the biggest, most important thing. If you are a painter or a sculptor, you need to get a space. Photographs and videos can be made out of a studio apartment, but big paintings, no. I got a big space, divided it and got tenants. I paid less than one-fifth of the rent because I set it up. I didn’t know that I knew how to build walls, do plumbing, or build a kitchen until I did it.” Michael Yoder, artist, Philadelphia, PA


————— “Somehow I had this idea that if I had to go to another place to make my art, I would never get it done. I would never know when to go and when to leave and I would eat up two hours a day going and coming. I’ve always had a studio in my home. I’ve always had soup going in the kitchen and work going in the studio at the same time. I had a hunch about it initially and now I wouldn’t have it any other way.” Jane Hammond, artist, New York, NY


THE HOME STUDIO: IF YOU LIVED HERE, YOU’D BE IN THE STUDIO BY NOW


The nice thing about a home studio is that it’s right there, in your home. Going to work literally takes no time at all. But a home studio will only work for you if you are disciplined and focused. So do a little soul-searching. Can you ignore your TV? Will it distract you if your children are in the next room? Are you disciplined enough to work when your bed is only a few feet away? (Probably good to do a little wallet searching, too. If you can’t afford a separate studio, well, at least that’s one decision you don’t have to spend time figuring out.)


Before deciding whether a home studio is the way to go, think about the kind of space your artwork demands. Would a home studio allow you to work on the scale you need to, or would it limit you? While you need to be realistic about your budget, you also need to be serious about your career—which means not letting your studio dictate the size of your art or the materials you use. For example, should your sculpture be larger than the size of the room allows? Should your drawings be paintings, but you’re afraid to get paint on the floor?


If you have a basement or garage or extra room that you can turn into a studio and that’s all the space you need, great. But if you live in a cramped apartment and don’t have room at home to make the work you really want to, get a separate studio.


Of course, your space can influence your work. Sometimes the constraints of your studio will push you in new directions that actually improve your art. That happens when the space affects the concept behind your work, not just its size or media; or when you’re forced to change something that ends up improving how you present your work.




Second Studios


It’s fairly common for artists in smaller cities to get together with other artists and rent studio space in places like New York and Los Angeles. They split the costs so everyone can keep some work in the second space to show gallerists and collectors who aren’t likely to visit them in their hometowns. Or they pool money to get curators and gallerists to come to them. We also know many artists who loan work to friends and family in other cities to hang in their homes, in case someone wants to see the work in person.


————— “I want to have the freedom to live where I please and still be connected to the world’s leading art market. From a business standpoint, it was important to maintain a footprint in the market, and from a life standpoint it is imperative to be able to live untethered. I want to have my cake and eat it, too.” Howard Fonda, artist, Portland, OR


————— “I met a group of four artist friends who live in Durham/Chapel Hill, North Carolina. They have separate practices, but formed an alliance in which they pool their money to bring in one curator a month. They cover travel, meals, and accommodations and in exchange, the curator conducts separate studio visits with all four in one day. I think this is so savvy. If you live in an area where curators don’t come through as often, give them a reason to come.” Lauren Ross, curator, Richmond, VA





THE SEPARATE STUDIO: SOMETIMES YOU NEED A LITTLE SPACE


This is the way to go if you need a formal separation between work time and downtime, or if you don’t have the conditions at home to make your art. But remember that even with a big studio you still have to be careful not to let the space dictate the size of your work. Art is not a goldfish. It shouldn’t just grow with the size of your studio. Don’t make an artwork bigger than it needs to be just because you have the extra space or forget to edit because you have empty storage. Editing and thinking critically about your work are important skills. Give yourself time to reflect and evaluate, but remember not every inch needs to be filled, unless the work meets your standards.


One of the best things about separate studios: they typically come with other artists. Sharing space with artists in a studio building usually means sharing ideas, techniques, even critiques. This can be a boon to your inspiration and creativity. And it’s a natural way to stay connected to the art community, which is an essential component of developing as an artist. (More on that later in the chapter.)


Working around other artists also increases the chance of fortuitous encounters, since your neighbors will get visits from curators, collectors, and gallerists. The number-one way gallerists and curators find new artists is through recommendations from the artists they already know. So the odds of being in the right place at the right time increase greatly when you start working in an active studio building.


You can find subsidized studios in every major city. And while artist loft sometimes means “expensive condo,” there are still warehouses full of artist’s studios across the country. If you don’t have a studio building in your area, take matters into your own hands and create one. There is probably an art school or art club in your area; connect with the artists there, rent a large space, and divide it into smaller studios. We know a lot of artists who have done this—they ended up with great studio space and an income stream to boot.


————— “Oftentimes, five or more graduates will move together to a city and rent a space. This is one of the most viable means of surviving the high costs in some cities. As they make connections to galleries and other artists, they create a beautiful network that remains even as they move on from their original living arrangement.” Kevin Jankowski, director, Career Center, Rhode Island School of Design, Providence, RI


————— “It’s really important to have contact with your peers. Your peers are important conduits for information and ideas. For many artists it works best to work together with other artists: they share studios or have studios down the hall; they talk about ideas with each other; they have a really strong core of peer support.” Andrea Rosen, Andrea Rosen Gallery, New York, NY


————— “An active or sustainable practice is still quite narrowly defined in the art world. But social practice is about engagements beyond the studio. My teaching, curating, and studio practices are necessarily intertwined. I have come to define a successful practice by whether I am actively learning and having conversations that fuel a new body of work. I do that all day, every day, and so my practice(s) are sustained and deeply satisfying. It is a challenge not to be defined by the status quo, but after all, artists are supposed to be challenging the rules.” Melissa Potter, artist, curator, writer, Chicago, IL


————— “Be proactive. There are no excuses for why your work is not evolving forward. Work can be made in many different ways in many different places—do it!” Bonnie Collura, artist, Bellefonte, PA


DON’T CALL IT A STUDIO


If you don’t make objects, or you consider yourself a “post-studio artist,” maybe you don’t need a studio at all, but just a space of some sort to put all your stuff. And to think, and to organize, and to focus. Many post-studio artists do share space in studios and offices, and apply for residencies (with studios) in search of cross-pollination, dialogue, and focus.


THE DAY JOB


Unfortunately—and unfairly, in our opinion—a number of arts professionals are biased against artists who have day jobs. They say that they’re only interested in emerging artists who are “committed” to their practice, as if artists shouldn’t also be committed to food and shelter.


Want to know a dirty little secret? Every artist has a day job (almost). We’re not just talking about BFA grads at the beginning of their careers, but successful artists at big-city galleries. Established artists at well-known blue-chip galleries may not need day jobs, but very few emerging artists, or even midcareer artists, can live off their art alone. So don’t buy into the myth that you’re not a good artist, or a successful artist, or a “real” artist, if your art doesn’t pay the bills.


While we’re at it, here’s another little secret: The average income of an artist at an emerging gallery, from sales of artwork, is approximately ten thousand dollars a year (after taxes). We were hoping by the time we wrote the second edition, that number would have increased. It hasn’t. The big-name artists selling work for hundreds of thousands of dollars are a tiny fraction of the art world. And the seven-figure-plus numbers you read in the news are almost always from secondary-market sales where the artist makes nothing.




The Myth of the Struggling Artist


You don’t have to be struggling and poor to make good art. While destitution and anxiety can generate creativity, so can comfort and tranquility. You’re not going to lose your inspiration because you took a day job and can suddenly afford health insurance.


The point isn’t that you should strive to make a lot of money; it’s that whether you do or not is unrelated to the quality of the art you make.







[image: images]




————— “I accept barter and mentorships, not unpaid internships. No student should pay for school credits to work as an intern, because no one should pay to go to work.” Caroline Woolard, artist, Brooklyn, NY


In deciding what kind of day (or night) job you should get, ask yourself how much money you need to live (not just survive). Do you need stimulation or inspiration from your day job? Do you want to interact with other artists at work?


We recommend finding a day job that will somehow add to your practice. Maybe working where you’ll get discounts on your materials (art supply store, lumberyard, photography lab) or access to your subject matter (botanical garden, science lab, community center). Or where you’ll hone your craft: commercial photographer, printer, framer, illustrator, costume builder, stylist, set builder, faux finisher, artist’s assistant.


That last one—working as an artist’s assistant—can make for excellent training. You see how a successful artist runs his or her studio; you meet other artists in similar places in their careers; you learn new techniques; you get a lot of practice working with the medium. It can also lead to new connections and new opportunities.


Be aware, though, that this kind of work can mess with your head—and your hand. After months of spending eight hours a day painting for someone else, you could feel pretty drained when it comes to your own studio time. And then there’s the constant reminder that you’re spending most of your time working on someone else’s ideas. At some point you may have to face the difficult choice between a steady job and developing your own practice. Know your limits. Some artists can handle this kind of work for many years; others don’t last a month.


Teaching is probably the most popular day job because it is an extremely rewarding way to develop your practice. (It also appears to be the only line of work tolerated by commercial gallerists who don’t want artists working day jobs.) You share your knowledge and experience with a group of enthusiastic artists; you learn more about your subject matter than you knew before; you revisit the fundamentals of your discipline. That said, teaching isn’t for everyone. Just because you can do something doesn’t mean you know how to teach it. It requires a completely different set of skills, a significant amount of preparation, and a ton of energy. If you’re not going to inspire your students and be inspired by them, you’re not going to enjoy the experience.




————— “Here are the four types of jobs: Type 1: TIME. I can work on my artwork at work because my job is so easy. Type 2: PEOPLE. I meet collaborators and have exciting conversations. Type 3: MONEY. I make enough money to work three to four days a week. Type 4: TOOLS. I have access to the tools/equipment I need for my own work.”


Caroline Woolard, artist, Brooklyn, NY




————— “I can count maybe five or six artists who live off their art. It’s a very small percentage. Basically, how, as an artist, can you figure out ways to generate income that have nothing to do with your work? Obviously a lot of us make money teaching, but it is good to have other sources of income. My husband and I, for example, invested in cheap rental property because we are good at fixing things and fixing things up. That’s what’s going to keep you in the studio. Either you are independently wealthy—and there are a lot who are in the art world—or you need to find some way of making money that is not art-related.” Francesca Fuchs, artist, Houston, TX


————— “The key question is what makes you really happy? The farther you get away from that, the worse it is. Artist to art handler is not a big separation. Artist to Wall Street or plumber is a big separation.” George Adams, George Adams Gallery, New York, NY


————— “Don’t jump into anything too quickly. I have always felt you are better off having a day job and going slowly rather than jumping into a situation that will be detrimental in the future. Not all artists feel that way, but it was certainly something Felix Gonzalez-Torres was adamant about. You never want to compromise the development of your work because you are under pressure.” Andrea Rosen, Andrea Rosen Gallery, New York, NY


————— “I mixed color for the first couple of months I worked in Jeff Koons’s studio, so I can get to a color pretty immediately. You spend so much time—forty hours a week—mixing color and it has to be perfect. Sometimes you mix colors for two years. Sometimes you mix colors for three months. There were twenty-three painters, the same number of sculptors, and ten to fifteen office people. I think many of the artists have a hard time making their own work, but I know they are all trying.” Sarah Chuldenko, artist, Los Angeles, CA


————— “An old-fashioned master-and-student atelier system can work. Paul McCarthy and Charlie Ray’s studios are hotbed feeding grounds for young artists. The young artists see the ambition and the work, while the older artists recognize the young artists who are smart. It’s like a farm system of sorts.” Michael Darling, chief curator, Museum of Contemporary Art, Chicago, IL


————— “I was an assistant to Terry Winters. That was a really fantastic job for me and I highly recommend artist assistantships. It was great to be around Terry when I was fresh out of school and trying to figure out how to have a career, how to develop my studio practice, and how to sustain my investigation. He’s been an inspiring person to have worked for and our friendship continues to this day.


“I’ve had many assistants and I hope the experience was as beneficial for them as it was for me. Aware of their challenges, I find myself encouraging them, looking at their work and making introductions if I can. I share with them my knowledge of materials and techniques (often reciprocal) and I make them sandwiches. I worked in a deli in art school, so I know how to make a good sandwich.” Charles Long, artist, Mount Baldy, CA


————— “After school, I moved to downtown Los Angeles. Everyone had a day job. There was no market there, so artists were free to do whatever they wanted because they weren’t going to sell anything whether they wanted to sell out or not. There was a great feeling of experimentation in the air. Paul McCarthy was doing performances down there and he was a contractor on the side. That was how I expected life as an artist to be.


“We all make compromises every day to get by. I didn’t quit my day job until I was thirty-five. But if you are making compromises in your art to get ahead in the art world, you sacrifice the most important aspect of your life.” Fred Tomaselli, artist, Brooklyn, NY


————— “When I was new to the city, art handling was a good way to meet other artists and gallerists. In a short time, I had worked at about six spaces. So it has a networking aspect that could probably only be compared to being faculty at a university.” Chris Ballantyne, artist, Brooklyn, NY


————— “At the end of the day it’s about being engaged enough to be happy to go to work, but not so involved that it affects my art practice. I also need the flexibility to disappear to residencies and have my job waiting for me on my return. I often think that I could make a lot more money using some of my more valuable skills like video editing or photography, but these are so linked with my art practice that they could affect my enjoyment and enthusiasm for it.


“Oddly enough, working at a gallery has very little to do with being an artist, though it has proved very helpful in understanding all aspects of the gallery world. I am a useless schmoozer, so being in Chelsea every week kept me in touch with some art opportunities and gallery people that I would find myself totally cut off from if I were doing something else.” Rob Carter, artist, Richmond, VA


————— “I think it’s essential to have a variety of day jobs. As an artist, you want to focus on your work, but it is also important to have an understanding of different venues and to learn what happens behind the scenes. Knowing the multiple facets of the art world is essential because you acquire an appreciation and an understanding of all the hard work that goes into it.” Hillary Wiedemann, artist, Chicago; former codirector, Royal NoneSuch gallery, Oakland, CA


————— “Artists are pressured to appear 100% committed to their art-making practice as full-time makers, and to pretend that they don’t wear a million different hats. At the risk of being viewed as a ‘master of none,’ I believe that artists grow smarter and stronger when they take on additional roles within the arts community. Everyone benefits when artists work together as curators, gallerists, writers, promoters, art collectors, and advocates for one another.” Cara Ober, artist, editor, bmoreart.com, Baltimore, MD


————— “A good job for an artist is something where you can control your hours and have time in the studio. Many artists have worked here while they were in school, but they don’t usually last long. The people who last long give themselves to the project one hundred percent.” Knight Landesman, publisher, Artforum


————— “When times are hard, the artists who only have their art envy the people who have a good teaching job or a well-paid skill that they can fall back on so they don’t need to sell their work. But the truth is—when you have an onerous amount of day-job work, it’s hard to convince yourself you’re a real artist because you’re distracted by so many other things.” Jane Hammond, artist, New York, NY


————— “It doesn’t matter if I’m teaching or doing administration or curating a show or writing an interview or selling work out of the gallery or working in the studio—it’s all the exact same thing. I see it all through the lens of being an artist.” Matthew Deleget, artist, curator, educator, founder, Minus Space, Brooklyn, NY


Art handling at a gallery or museum is a favorite day job for many artists, and not just because you learn how to professionally pack and ship art. You meet a lot of people in the art world and work directly with gallerists and curators. You get to see firsthand how shows are organized. Since many of these positions aren’t full-time, you can set your hours. And the access can’t be beat: all the curators we spoke with—even the most sought-after, time-pressed museum stars—said they would happily look at the portfolio of an art handler they had worked with. (While workshops and classes are popping up around the country, the training is usually on the job, so the only way to really learn how to do it is to get the job.)


While other art world jobs can fuel your practice, you need to be realistic about what kind of atmosphere you can function in without losing your drive. Working as a museum guard puts you in an inspiring environment and doesn’t sap a lot of mental energy. Sitting behind a gallery desk can do just the opposite. If you really want the gallery experience, make it brief. Learn what you need, meet people, and move on.


There’s something to be said for a job that is straightforward and has nothing to do with the art world, such as a restaurant shift. If you go in this direction, look for work that gives you a mental break from your practice and doesn’t require a lot of transition time between the job and the studio. And aim high: think expensive restaurants and law firm data, not a diner shift or minimum-wage temp job. The more you make an hour, the less time you have to spend away from your studio.


If you are freelancing, one of the biggest challenges will be getting paid. Invoice regularly, throughout your gig. Discuss ahead of time whether you’ll get paid weekly, biweekly, or on some other schedule. And send your final invoice the day you finish the job. Your invoice should include:


1. Date


2. Your name, address, phone number, email


3. Their name, address, phone number, email


4. Dates and description of work performed


5. Rate (by the hour, day, or task) and how it relates to what you did


6. Total owed


7. How and when to pay


8. A thank you is always nice


Note that for any work-for-hire jobs, the employer retains the copyright (that’s one of the reasons it’s work for hire). He or she will ask you to sign a work-for-hire agreement before you start the job. If the employer agreed to let you retain copyright, then do not sign a work-for-hire agreement, as that will nullify anything to the contrary.


Whatever kind of day job you decide to get, remember that it is just that—your day job. It’s not your primary job and it doesn’t dictate your identity.


WHO DOESN’T LOVE PAPERWORK?


This is why you became an artist, right? To fill out spreadsheets and tally up receipts every three months? For some people, getting organized and keeping up with the paperwork comes naturally (even neurotically). For the rest of us, it’s distracting and boring and not how we want to spend our time. But the more disciplined you are about paperwork from the beginning, the less time you’ll ultimately have to spend on it—and the more control you’ll have over your career.


Images


Unfortunately, most people will see images of your work and not the work itself, so keep high-quality digital images of all your work. That means an original, unedited image of every piece, as well as detail images of any large, complicated, or textured pieces. Make sure your images look professional. If you’re not confident taking your own images, pay someone else to do it for you. Maybe one of your photographer friends will help out for an in-kind trade or a few drinks.


Always shoot or scan at the greatest resolution possible, and connect images—including detail and installation shots—to your inventory records; using the ID number in the file name works well. You can resize each image for press, printing, email, and online. Right now, the ideal resolution and size for press and printing are 300 dpi and 8 x 10 inches. A 72 dpi, 8 x 10 image will do for most other purposes.


————— “Generally, I want artists to be realistic about what’s going to happen and really have control over their careers. Even when an artist has a gallery, it worries me when they say, ‘Yeah, my dealer has that. I don’t even know what my résumé has on it anymore.’ Have your stuff together. Have control of where your work is, what has gone. Have control over your images. Be in charge. It’s your career and your life.” Eleanor Williams, art dealer, independent curator, Houston, TX


————— “Take yourself seriously. No one cares about your work more than you, so do a good job. You can’t say, ‘It was my client’s fault that it looks so bad.’ It’s up to you to make your work as great as it can be, and to present your best work online (or in an attached pdf in your email) in a way that people you reach out to will understand.” Caroline Woolard, artist, Brooklyn, NY


————— “I always hear, ‘My work is really hard to show in an image.’ Of course it is! But you absolutely need to find a way to make it presentable in an image. It’s how you first get your work out there. That’s true for video and painting and any medium.


“I did sculpture in glass. It’s really hard to photograph, so I had to learn how to do it, and when I could not do it myself, I sought out someone who could. If it’s impossible for you to photograph, pay that extra money to have a professional do it.” Hillary Wiedemann, artist, Chicago, IL; former codirector, Royal NoneSuch gallery, Oakland, CA


The image of your piece should fill the entire frame of the photograph. If it can’t—say, for example, you’re photographing a narrow painting—then shoot your piece against a neutral background.


Because it is so crucial to make high-quality images of your work, you really need to learn how to retouch and adjust the color of your images with image-editing software such as Photoshop. Don’t risk letting poor images sink your chances for a studio visit, grant, or other opportunity. At the same time, doctoring an image so much that you misrepresent your work will only disappoint (or infuriate) the person you’re trying to win over.


Document your work at group and solo exhibitions. Usually the venue will do this and give you copies of the images, but don’t count on it. Ask ahead of time in case you need to take care of it yourself. And even if the venue will do it for you, look at the images before the show is over in case they’re not done the way you want them done (that is, while there’s still time to reshoot). If your work includes installation, time-based elements, performance, or moving parts, consider documenting with video, too.




Working with a Professional Photographer


• Pricing can be by the hour or by the shot. Do not agree to pay any license or “usage” fees; you should be able to use, copy, and distribute these images of your work however you like, for as long as you like.


• Speak up during the shoot and make sure you get the shots/angles/shadows you want.


• Ask for the largest possible uncompressed files, so you can edit them yourself if you like.


• If the photographer color-corrects (and you probably want that), ask upfront whether that’s extra.


• Warn the photographer in advance about reflective surfaces, frames, and other complications.


• Check that he or she has the proper equipment for your job (lights, wide-angled lens, etc.).


• Most photographers expect to be credited for their images, and some will require that you credit them as part of their agreement to shoot your work. If you’re fine with that, it’s certainly nice to do. If you’d rather not, because the images are of your work, don’t feel pressured into acquiescing. Have the conversation up front: maybe you can compromise with a general credit somewhere on your site, but not include the credit every time you post the photo.


On a related note, faithful reproductions of 2-D works are not protected by U.S. copyright, which means the photographer cannot prevent you from copying or using those images. Photographs of a 3-D work, however, or of 2-D work from a distance, at an angle, etc., are generally protected by copyright. The thinking (by the courts) is that in the former case, there is nothing “original” about a reproduction—by definition, it is supposed to perfectly replicate the original work without variance. Any other kind of photograph will necessarily contain some originality, because it captures more than just the original work.





Inventory


Keep a detailed list of every piece you’ve finished—along with a backup digital file or two. (You can shell out for an existing inventory program, such as GYST, ArtBase, Artsystems, or FileMaker, or use something more basic like Excel.) Some people keep it old-school with an actual notebook, but that’s a real pain to search, sort, and update. And impossible to back up.


Whatever format you choose, include the following, along with any other relevant information, for every artwork you make:


—ID number: to reference the piece


—Title, medium, edition size, dimensions or duration


—Year: generally the year you finished the piece. If you rework a piece a couple of years later, you might list both the year initially completed and the year reworked as a hyphenated date (e.g., 2004–2008). If you’re a photographer, you may need one column for the year you shot something and a second column for the year you printed it.


—Location: where the piece is now


—Exhibition history: where and when it was exhibited


—Price: if it ever had a listed retail price and/or insurance value in a show and whether it sold


—Framing: whether it is framed and how much that cost


—Production cost: what you paid to have the work made


—Status: available, sold, not for sale, on consignment, loaned, donated


—Sale information: who sold it, who bought it, when, and for how much


—Notes: any clarifying information


—Image: attach all images, including details and installation shots; if you can’t do that then at least include a thumbnail




What does “edition size” mean?


If you are making more than one of something and they are all exactly the same, you’re making an edition. The total number you are going to make is the edition size. You would only be concerned with this if you make photographs, prints, videos, multiple sculptures from the same mold, and some digital works.


Determine edition sizes before you make the work. That way, you can produce all the pieces in the edition at the same time to ensure they are all indeed identical. The same color looks different in “identical” prints and photographs produced at different times or on differently calibrated machines.


Most editions are small: three, five, or six. Artists keep their edition sizes small because very large editions feel more like posters than works of art. That’s why there are almost never more than twenty pieces in an edition. Sculptures in particular tend to come in editions of three or fewer. Many artists pick one edition size and stick with it for an entire body of work.


If you want to buck custom and make a huge edition, go right ahead. Just have a good reason—your work is about mass consumption, say, or replication, or identity, or bucking custom. Or you just want to make the work available to a large audience.


Anyone who buys or sells your work will want to know your edition size because it affects value: the higher the edition size, the lower the price of each piece. Tell your collector the edition size before you sell a piece.





Titles do not have to be witty, explanatory, or revealing (although they can be a combination of all three). They need to identify the piece. There is nothing more frustrating to a registrar than one hundred “Untitled” pieces arriving for a show. If you have to call a work Untitled, at least add a number or descriptor or something (for example: Untitled [1] or Untitled [Red]). Otherwise you risk your piece becoming Unfound and thus Unreturned after the show.


Under “medium,” write down all the materials you used, not just “mixed media.” You want the most detailed record possible in case you need to fix, re-create, or explain the work later. If your piece is not a physical object, then instead of medium, size, and dimensions, you’ll have to come up with other parameters to describe your work as completely as possible.


Keep a separate record for each piece in an edition and for every artist’s proof (AP). For example, if you have an edition of three with two APs, then 1/3, 2/3, 3/3, 1/2AP, and 2/2AP each get their own records in the inventory system or lines on your spreadsheet.


Even if you have a gallery that tracks your inventory, keep a complete record yourself. Be in control.


Sign and date all your finished work. If the piece is in an edition, include the edition number. Signing the back is customary (or the bottom, if it’s 3-D; the front if it’s print). Include the title if you have space. Once you have a gallery, it should use its own label in addition to your signature. Until then, you should label it yourself. Here’s a sample:






	IMAGE


	INV#


	YEAR


	TITLE


	MEDIUM


	DIMENSIONS (INCHES)


	EDITION


	LOCATION







	[image: images]


	1


	2018


	Untitled 3


	graphite on paper


	30 x 40


	 

	studio







	[image: images]


	2


	2018


	Still-life 2


	wood, plastic, found Flamingo feathers


	20 x 15 x 5


	 

	Mom’s house







	[image: images]


	3


	2018


	Landscape 5


	HD Digital Video


	6:22


	1/3


	collector name







	[image: images]


	4


	2018


	Landscape 5


	HD Digital Video


	6:22


	2/3


	exhibition title







	[image: images]


	5


	2018


	Landscape 5


	HD Digital Video


	6:22


	3/3


	studio







	[image: images]


	6


	2018


	Landscape 5


	HD Digital Video


	6:22


	1/1 AP


	studio







	[image: images]


	7


	2017


	Untitled


	oil on canvas


	11 x 14


	 

	collector name







	[image: images]


	8


	2017


	Self-Portrait


	performance


	Site-specific 60–70 minutes


	 

	studio: instructions on hard drive; hard copy in flatfile
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	9


	2017


	Still Life


	Murano glass beads, nylon thread, canvas


	8 x 8 x 2


	 

	Friend X house










Artist Name


Landscape 2, 2017


c-print, edition 4/5


20 x 24 inches


ID 35


Artist Name, 20 Pineapple Street, Los Angeles, CA 90001


555-123-4567 info@artistname.art





————— “I think the size of the signature is inversely proportional to the quality of the work. The bigger the signature, the suckier the painting is.” Kelly Klaasmeyer, artist, writer, critic, Houston Press; former editor of glasstire.com, Houston, TX






	TOTAL PRICE


	FRAME COST


	OTHER COST


	STATUS


	COLLECTOR CONTACT


	SOLD BY


	EXHIBITION(S)


	NOTES







	$1600


	$400


	

	available


	

	

	

	






	$3200


	

	$600 casting


	available


	

	

	

	cast at Foundry X







	$800


	

	

	sold 4/1/19


	
Collector Name


Contact Info



	Venue X, Address


	
“Title” Venue X,


Curator, Dates



	sold as digital file 4/1/19







	$800


	

	

	on consignment


	

	

	
“Title” Venue Y,


Curator, Dates



	should be returned by 12/1/19







	$800


	

	

	available


	

	

	

	






	NFS


	

	

	NFS


	

	

	

	want to keep







	$1000


	

	

	sold 6/1/18


	
Collector Name,


Contact Info



	Non-profit Name, Address


	
Benefit Name,


Date



	Donation







	NFS


	

	travel & time


	available


	

	

	
“Title” Venue B,


Curator, Dates



	paid $300 honorarium plus travel







	$1,400


	

	$200 beads


	on loan


	

	

	

	beads from store Q, date; friend X will keep indefinitely








There are a number of conventions when it comes to signing work:


—Frames, stretchers, and mattes may be separated from the art, so sign the actual work and not an accessory to the work.


—Paintings: Use paint to sign the back.


—Photographs: Sign with a soft pencil, acid-free pen, or china marker. (If you permanently mount a photo, sign the back of the mount.) Don’t ever use a Sharpie or permanent marker to sign a photograph. The ink will eventually bleed through the image.


—Drawings: Use whatever drawing material you used for the drawing.


—3-D work: Sign or etch your signature on the bottom of a sculpture.


—Slick surfaces: Etch or use an archival sticker.


—Textiles: If you can’t sign the textile, attach a signed tag.


—Videos: If there is a disk and case, sign them with an archival pen or marker. Or sign the USB drive.


————— “Artists must be in charge of all aspects of their careers. This includes making sure that all work is inventoried and photographed before it leaves the studio. There are many resources available for inventory systems online, or come up with your own that best suits your needs. Photography is crucial, too. Always have your work professionally photographed. If you are not a photographer, find one within your network. If money is an issue think about trading services (or art).” Steven Sergiovanni, art advisor, curator, New York, NY


————— “I keep a master list. All my galleries operate slightly differently. I try to get consignment forms or periodic inventory lists so I make certain that what they have is clear in relation to what I have. It’s a lot more work and I would love to give it up, but I am the only one able to look out for my own interests.” Joseph Havel, artist, director, Core Program, Houston, TX


————— “We are working really hard with our artists to create their own tracking systems for their work and to simultaneously keep very accurate records of the artist’s sales, loans, etc., ourselves at the gallery. For the artists where we are the primary dealer and have represented the career for a long time, our database is comprehensive and reflects where the work is. That said, artists also have the responsibility to keep track of their work, especially if they are working with more than one gallery and there is no ‘primary’ gallery that’s tracking the coming and going of work. Gallerists are dependent on accurate information from the artists we represent. Therefore, artists should have a system for keeping track of their work in general and edition sizes in particular. At the moment, we are working with several museums on mid-career survey exhibits, and if we (or the artists) didn’t have accurate records, the exhibits would be harder to assemble and possibly less representative of the artist’s careers.” Catharine Clark, Catharine Clark Gallery, San Francisco, CA




LETTERHEAD


CERTIFICATE OF AUTHENTICITY


[image: images]


ARTIST NAME


Landscape 2, 2018


c-print, edition 4/5


Edition consists of 5 prints and 1 Artist Proof


20 x 24 inches


ID 35





Signature of Artist


This document certifies that the piece described above is an original artwork by Artist Name.


Artist Name, 20 Pineapple Street, Los Angeles, CA 90001


555-123-4567 www.artistname.net







LETTERHEAD


CERTIFICATE OF AUTHENTICITY


[image: images]


ARTIST NAME


Title, Date


X of edition of Y identical originals (plus 1 Artist Proof)


INV28






	Type of work


	[ e.g., digital video / app / VR / etc. ]







	Format


	[ e.g., DVD / USB drive / etc. ]







	Dimensions


	[ e.g., screen size / aspect ratio / etc. ]







	Duration


	[ e.g., hours: minutes: seconds / perpetual loop]







	Audio


	[ Sound / Silent ]







	Installation & Viewing


	See attached instructions







	Year Completed


	20__







	Items provided with work


	[ e.g., 1 exhibition copy, 1 archive copy, 1 digital file ]








If the technology underlying this work becomes obsolete, the owner may transfer the work to, and display it via, a newer medium or platform, in the way that most closely emulates the intended installation and viewing experience.


The artist’s master is for backup purposes only and will not be exhibited or disseminated. Neither the artist nor the buyer will alter this work, alter other originals of this edition, prepare any further originals of this work, or allow other originals to be prepared.





Signature of Artist


Artist Name, 20 Pineapple Street, Los Angeles, CA 90001


555-123-4567 www.artistname.net





If there is really no way to sign the piece (because it’s an installation, for example, or a performance, or digital piece, or whatever), create a “certificate of authenticity” and give it to whoever buys the piece. To prepare a certificate of authenticity, describe the piece in detail on a single piece of paper, list your contact information, and sign and date the document. Here are two templates:


Registering Your Copyright


When you make something original, you automatically own the copyright to it, meaning no one else can copy it without your permission. (There are exceptions to this rule, but that’s the overall gist.) You don’t need to register your copyright, in other words, to be protected by copyright law. But it’s pretty cheap to register and you’re much better off if you do.


As this book goes to press, it’s only thirty-five dollars to register your copyright if you register online. (It’s eighty-five dollars if you use snail mail.) And you can register an entire body of work at once; you don’t have to pay separately for each image as long as you title the images by the series title and not individual titles. File the Form VA (that’s for “visual arts”). The U.S. Copyright Office’s website has user-friendly instructions on how to file and long, helpful lists of frequently asked questions.


So why are you much better off if you file?


Let’s say a gallery puts one of your drawings in a group show and a year later you walk into a store and see an exact reproduction of your drawing printed on a stack of T-shirts. Whoever made those shirts violated your copyright (or “infringed” it) and the law entitles you to stop them, or get paid for the shirts if you’re okay with them being out there. Of course, there’s no problem if you don’t mind the shirts and can work something out with the shirtmaker, such as getting credit or getting part of the profits. But if you do mind those shirts being sold, or the shirtmaker won’t give you the time of day, then the only way to protect your copyright is with a lawyer. And lawyers aren’t cheap. Even hiring one to write a nasty “cease and desist” letter will run you hundreds of dollars; following up on the threat can cost thousands. (As we explain at the end of this chapter, depending on your financial situation, you may be able to find a volunteer lawyer to take your case. But you can’t count on that.)


OEBPS/images/f0023-01.jpg





OEBPS/images/box.jpg







OEBPS/images/f0016-01.jpg
T HAVE A 200% GUARANTEED PROVE

N
GOAL SETTING STRATEGY THAT WILL
ENSURE GLOBAL ART SUCESS IN

|4 WEEKS OR YOUR MONER BACK /2

# MONEY WILL NOT BE RETURNED TN ANX FO
FOR ANY REASON. A







OEBPS/images/box1.jpg
IMAGE






OEBPS/images/9781416572381.jpg
ART/WORK

Everything You Need to Know
(and Do) As You Pursue Your Art Career

UPDATED






OEBPS/images/f0005-01.jpg





OEBPS/images/title.jpg
ART/WORK

Everything You Need to Know
(and Do) As You Pursue Your Art Career

Heather Darcy Bhandari
Jonathan Melber

Free Press
New York London Toronto Sydney New Delhi






