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CHAPTER 1 

1.  INTRODUCTION 

1.1.  Overview 
 

The “success” of any visual art institution is dependent on the people responsible 

for its programs, staff and funding.  A “successful” visual art program, as defined within 

the scope of this research, is one that is well funded, provides well-equipped and spacious 

facilities, and innovative, compelling educational programming.  Given these criteria for 

success, the intent of this research is to discover what combination of education and 

experience is needed to become a successful visual arts administrator.  To answer this 

question, several others will also be addressed, such as:  How does the mission or goal of 

an art institution impact the success of its management and programming?  Which 

programs meet expectations?  What programs and facilities need improvement?  How 

does management address recurring problems?  What areas of improvement can 

management effectively control?  What recurring issues are more complicated and 

difficult for management to address?  How do socio-political and economic factors 

impact effective management?  To what extent does the level of experience and 

education of the visual art administrator impact/effect the success of an institution’s 

programs?  To what extent does an administrator’s education and experience affect the 

success of programming? 
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Through this research I hope to discover what combination of education and 

experience best meets the requirements of an effective and successful visual arts 

administrator. 

I expect to encounter additional questions that are not listed here. 

There are many different art institutions, i.e., museums, galleries, community art 

centers, college art centers, etc.  These vary in size, the programs they offer and the way 

in which they are structured.  Living in the Washington D.C. area gives me the 

opportunity to study a variety of institutions, their programs and their management styles.  

There are also a broad variety of publications on the subject of arts management, 

i.e., community outreach and education, curatorial affairs, staff management, funding of 

art programs, etc.  

In order to research arts management in all of its aspects, I am interviewing art 

managers at a variety art organizations and position levels.  I have prepared one set of 

interview questions that are asked to each individual for consistency.  This will allow me 

to compare the different answers and analyze ways of arts management towards success 

in the discussed areas.  

 During my research I am meeting with Jacqueline Ionita, Director of the Hamiltonian 

Gallery on the U-street corridor in Washington D.C., who is also the manager for artist-

in-residency programs of the non-profit organization at the Hamiltonian Artists.  She is a 

young manager with a few years of management experience, and very successful in the 

programs she is running.  Ionita is a Corcoran College alumnus, with a Bachelor degree 

in Fine Arts.   
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 The second person I am meeting with is Janice Marks, Director of Development at the 

Corcoran College of Art + Design.  Marks is a mid-career manager and comes from a 

performing arts background. 

 Third, I am meeting with Jose Dominguez, Executive Director of the Pyramid Atlantic 

Center, an organization running community outreach programs, and artist in residency 

programs, mainly in the printmaking field.  Dominguez has BFA and MFA degrees in 

Performing Arts, Theater.  This makes him especially interesting for me to interview, 

since his interest in visual arts evolved through various opportunities during his 

professional life.   

The fourth person I am interviewing is Cynthia Connolly, the curator for 

Artisphere.  Connolly is a designer, photographer, and musician, who started her arts 

management career by managing her own artwork.  She has been working as an arts 

manager most of her career. 

The fifth interviewee is Brooke Seidelmann, the Director of the Joan Hisaoka 

Gallery for Healing Arts, which belongs to the Smith Farm Center for Healing and the 

Arts.  Seidelmann is a young arts manager, who has been working in both for-profit and 

non-profit arts galleries throughout her career.   

For further examination, I will compare arts management practices to arts 

management study programs and curricula offered at various colleges in the United 

States. 
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1.2.  Problem Statement 
 

What criteria, background, and education are of importance for a visual arts 

manager to be able to run a compelling, educational, and well-funded program and 

establishment? 

1.3.  Research Objective 
 

The objective of this research study is personal.  With a B.A. in Art History, M.A. 

in Art Education and management experience in non-art related fields in the private 

sector, I want to find out what I need to know and what areas I need to improve as a 

manager to run visual art programs.  I want my study to be well-rounded for all case 

scenarios and serve as guide to other individuals with similar interests.   

1.4.  Report Layout 
 
 This study will include separate chapters on reviewed literature, methodology of 

research, results, and conclusions.  A script of all conducted interviews will be part of the 

appendices.    



 CHAPTER 2 

2.  A REVIEW OF LITERATURE 

2.1.  Overview 

What exactly is “arts management?”  I will begin by examining the definition of this 

term, similar terms used interchangeably, and specifically how it will be used within the 

context of my research. 

The second section will discuss the duties, responsibilities, organizational structure, 

and environment that an arts manager typically works in. It will also include a discussion 

on what experts view as the necessary qualifications for success as an arts manager.  I 

will close this section by evaluating whether or not a business or arts dominant 

background is more beneficial for success in arts management. 

In the third section the differences and similarities between business management 

and arts management will be discussed. 

Today’s arts management practices in various arts institutions, as well as some 

insight to the history of arts administration, will be examined in the fourth section. 

The fifth, sixth, and seventh sections will explore the different kinds of arts 

management, i.e. visual and performing arts management, arts management in non-profit 

and for-profit organizations, management in museums and arts centers, etc. 

The eighth section considers the impact of the global economy on the arts industries 

and policies and the challenge it presents to the field of arts management. 
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In the ninth section, the skills and requirements of an 21st century arts manager 

working in a non-profit arts environment, as well as the implementation of the 21st 

century education skills framework in the United States, will be examined. 

The final section will review education in arts management and include an 

evaluation of the programs offered by various colleges and universities throughout the 

United States.  

2.2.  Arts Management Defined 

In any organization, a manager is the person responsible for making things happen. 

The manager determines what will be done, sets the timeline, and decides who will be 

responsible for execution (Summerton, n.d.).  Managers oversee projects from the 

planning phase through the completion of the process.  Although the goals and objectives 

might be different, the communication between human resources and the organization of 

material resources are the tools managers employ to achieve desired results.  According 

to this definition, exhibition managers, finance managers, curators, education Department 

managers, and managers of outreach programs are all considered arts organization 

managers (Byrnes, 2009). 

Arts management, arts administration and cultural management are several terms 

used to describe the management of visual and performing arts programs. These terms 

are typically used interchangeably.  In some instances, a distinction is made 

between arts management and cultural management.  The terms arts 

management and arts administration are more common in North America.  

Europeans prefer the term cultural management.   
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 Cultural management seems to cover a broader spectrum than the terms 

arts management and arts administration.  Cultural management takes into 

account, not only the fine and performing arts, but visual culture, the 

entertainment industry, applied and amateur arts (Dewey, 2003). 

The International Encyclopedia of Public Policy and Administration, defines arts 

management as follows:  

  The application of the five traditional management functions - planning, 

organizing, staffing, supervising, and controlling - to the facilitation of the 

production of the performing or visual arts and the presentation of the artists' 

work to audiences.  The administration and facilitation of the creative process and 

its communication to an audience is common to both public, nonprofit arts 

organizations (nonprofit theaters, symphony orchestras, opera companies, dance 

companies, museums, public broadcasting, and performing arts centers) and 

private, commercial, for-profit artistic entities (e.g., commercial theater, "popular" 

music, private galleries, film, television, radio, and video) (Martin 1998, Pg-128). 

Dorn (1992) quotes the National Association of Schools of Art and Design 

(NASAD), which defines arts administration “ most often involving the non-profit sector, 

connoting management and support services.”  Dorn argues that such definition runs into 

exclusion of arts presenters in non-profit and for-profit organizations as well as arts 

educators in schools and community arts education programs.  
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In his book Arts Management, Derrick Chong explains that in most contexts arts 

management encompasses administrative support duties within an arts organization rather 

than managing the production and exhibition of artistic work (2002).   

Kuesters makes a distinction between the art itself and the associated administrative 

and financial responsibilities.  An arts manager’s duties are artistic and financial at the 

same time. The arts manager is responsible for the financial welfare of the arts 

organization.  The arts manager influences the choice of programs with financial 

outcomes in mind.  Kuesters suggests artists view the arts manager as a businessman, 

while business partners perceive the arts manager as an artist.  This dual perception 

requires an arts manager to function as both artistic and financial administrator (Kuesters, 

2010). 

Janet Summerton, on the other hand, notes that no consensus exists on a definition 

for either cultural management or arts management.  She points out that arts management 

differs from business management or general management because it has “the multiple 

purposes of achieving aesthetic, artistic and other aims as well as accomplishing the day-

to-day work and managing relationships” (n.d.). 

So what does an arts manager do? What criteria, experiences and education are 

necessary for an arts manager to administer a well-funded and educationally compelling 

program or institution? 

2.3.  The Arts Manager  

An arts manager ensures artistic and cultural programs successfully take place within 

the arts organization.  He/she outlines the project from beginning to end, engages 
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necessary departments and people to fulfill required tasks, and acts as a liaison between 

artists, inter-departmental personnel, external resources, authorities and the public 

(Summerton, n.d.).   

Typically, corporate structure is composed of five management departments: 

strategic planning, finance management, fundraising, marketing, and facility management 

(Martin, 1998). 

Using the traditional corporate management structure as a framework, I plan to 

examine visual arts management, specifically as follows:  In what way is visual arts 

management different from managing any other business? What are the key elements of 

business management when applied to visual arts management? What are the main areas 

of concern for an arts manager? What are the different managerial areas in the arts? Who 

are the managers in museums, galleries, non-profit and for-profit visual arts organizations 

and what are their duties? To better understand how corporate management structures 

may inform and positively impact the field of arts management, it is necessary to 

examine the current management departments and styles of a variety of arts institutions.   

The main areas of arts management are, planning, organizing, leading, and 

controlling an operation within an organization.  These are the key management functions 

necessary to communicate with the artist, inter-organizational departments, and finally, 

the audience (Byrnes, 2009).  The arts manager’s primary job is to make the art available 

and accessible to the audience (Pick, Anderton, 1996).   Important skill sets needed for a 

successful arts manager includes the subcategories: marketing and audience development, 
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financial management, public policy, fundraising, facilities management, board 

development, arts education and strategic planning (DeVereaux, 2009).  

Considering art as the core element in arts management, the manager becomes a 

mediator between the artist and audience. So what is necessary to satisfy the artist and the 

audience while providing concurrent financial success?  What is the purpose of arts 

management?  Experts seem to agree that it is empathy for artists and their world, a feel 

for the applicable taste of the audience and well-rounded business administration 

knowledge, suggests Claudia Dabringer (2010).  Pick and Anderton advise, an arts 

administrator must have empathy for the audience as well.  They strongly emphasize the 

importance of art itself as the main consideration for an arts manager (1996).  DeVereaux 

agrees with the arts manager’s position as the mediator, and recommends the arts 

manager take a critical approach as mediator.  The arts manager should have the aptitude 

to understand the art and be able to communicate the value of it to the audience (2009).   

The arts manager is the liaison between different partners, patrons, artists, the arts, 

the audience, and the business. The arts manager is responsible for placing the arts in 

social and cultural perspective for pleasure, education, and benefit of the largest audience 

possible (Brkić, 2009; Pick and Anderton, 1996).  In retrospect, the wide variety of 

art, artists, and the audience makes the role of an arts manager very complex.  

Complexity becomes a defining and important factor.  It delineates the characteristics 

between what comprises an arts manager from a corporate manager.  The product in 

visual arts management refers to the artist, who created the work.  The consumer of the 

product is the audience in the arts.  Today, art is a major complement to school 
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education, and arts organizations may also be considered educational institutions. 

Therefore, in non-profit arts organizations, the mission of the arts manager lies mainly in 

education and community outreach.  The sole leisure and entertainment purpose of the 

arts is usually seen in the for-profit context, i.e. galleries.  When art is produced and sold 

for profit purposes, the process is similar to any other business sector, where the product, 

i.e. the artwork, is purchased by the consumer, art lover, collector, etc. (Evrard and 

Colbert, 2000; Byrnes, 2009).   

In a published interview from The International Symposium on Cultural 

Management in 2007, in Helsinki, discussant Amy Ashbury points out that an arts 

manager must always be aware he/she is working with communities.  Ashbury also 

indicates that projects must benefit humanity (as cited in DeVereaux, 2009).  In the same 

discussion panel, the characteristics of an arts manager are identified as follows:  an arts 

manager should think globally, but act locally; keep the balance between the economic 

and cultural interests; and be a able to network effectively.  Effective arts managers 

should be capable coordinators and have a thorough understanding of public values 

(DeVereaux, 2009). 

In another publication of panel discussions held in 2008, core knowledge essential to 

success as an arts manager are identified as an understanding of the arts and the arts 

world, knowledge of cultural and social identities, and cultural practices.  Additionally, 

the successful arts manager should understand the processes involved in making art 

(DeVereaux, 2009). 



Idil Periard  
Effective Visual Arts Management 
 

15 

According to Byrnes (2009), an arts manager should be able to use his/her 

experiences to foresee the variables while making decisions, and be able to calculate 

possible outcomes.  

Kirchberg and Zembylas (2010) define the contemporary character of an arts 

manager as a “split personality” being responsible for both the financial and artistic 

aspects of arts management.  Kuesters (2010) assesses that every art program initiates 

with the artistic rather than the financial agenda in mind, therefore the arts manager must 

be creative when financing the art program.  She refers to the arts manager as the “artist 

of finance,” and claims the notion of seeing the arts manager as solely administrative, 

non-artistic, and just complementing the artist as incorrect.  She exerts the dual function 

an arts manager embodies as artist and businessman is the most important factor 

benefiting the arts manager’s organization (Kuesters, 2010). 

Brkic sees the arts manager as the person, who puts the arts into a social and cultural 

perspective.  The arts manager is the communicator on many levels, i.e. all partners in the 

project, the audience, the artist, between arts and business.  Arts management has a 

special kind of communication, which is different from any other business or any type of 

management.  The difference of arts management lies in managing creativity. Creativity 

deals with a large variety of approaches and concepts, which might at times be vague (as 

cited in DeVereaux, 2009).  

2.4.  Management in the Business Sector and the Arts 

Arts management has many different academic influences that derive from 

traditional methods of business, public policy, the arts and humanities, and international 
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studies.  The uniqueness of arts management lies in the multidisciplinary nature of the 

field. Arts management embodies the principles of business management in day-to-day 

operations, public policy (to manage cultural policy and non-profit organizational 

leadership), and without a doubt, the arts (Helwig, Varela, Wilkerson, 2010).  Arts 

management is a crossbreed of the disciplines of the arts, business, law and economics 

(Dorn, 1992). 

Although the management of the arts has many similarities with the management of 

the business sector, there are many differences as well.  Both business and art worlds aim 

to act economically while satisfying the consumer, or the audience in the case of the arts.  

Although this might be a common goal, the main difference in managing a consumer 

product versus the arts lies in prioritizing content over form, when managing the arts.  A 

commercial product is designed to make the consumer believe in its benefits.  The 

success of the product is measured in sales profits.  When managing the arts, it is 

imperative to follow the ideas and concepts the work of art engenders.  The financial 

benefit is not the driving force (Bendixen, 2010). 

When managing commercial products, the manager is responsible for overseeing the 

physical production and the marketing of the products.  The goal of product design is to 

attract the consumer and make sales.  When managing the arts, the manager is not 

involved in the creation and aesthetics of the work, unless the manager also happens to be 

the artist (Bendixen, 2010). 

Textbooks on arts management often promote the idea that managing the arts is a 

common administrative role within large arts institutions.  Bendixen (2010) points out 
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that this argument is accurate when dealing with large organizations.  As the organization 

grows, the need for a larger number of administrative resources becomes inevitable.   

The importance of arts management is largely in its aim to produce for a large 

audience, communicate ideas and concepts, and actively integrate individuals in the 

work.  Although in some cases marketing is also geared towards profit making, in most 

instances the arts are crucial in social communication and education.  Therefore, an 

ethical approach becomes one of the key requirements for an arts manager (Bendixen, 

2010). 

2.5.  Arts Management Practices 

With art and education as the most essential factors for consideration, an arts 

manager carries out duties, which are similar to general management practices: 

communication management (i.e. inter-departmental relations, community outreach, etc.), 

financial management (i.e. funding of programs and exhibitions), project management, 

and marketing (Chong, 2002).   

The history of arts management goes back centuries; before general management 

became a field of applied science, long before arts management was recognized as a 

special field of expertise.  In Ancient Greece, theatre plays, such as Hypocrites, were 

performed for the amusement of audiences.  Thepsis had a theatre organization in the 6th 

century B.C.  Festivals with more than ten thousand visitors were organized, and a 

general manager was in charge of finding actors, arranging an independent jury for the 

selection of actors, and finding sponsors for the festival (Hagoort, 2003).  Priests 

organized these early large-scale public events.  Organizing the settings, the costumes, 



Idil Periard  
Effective Visual Arts Management 
 

18 

the music, and getting the play ready for performance required skills coinciding with 

management practices today: planning, organizing, leading, and controlling.  A principal 

magistrate supervised the production, and rich citizens provided facilities and 

sponsorship (Byrnes, 2009).   

The Ancient Greek had museums, which functioned as libraries and research centers.  

Churches had considerable art collections.  The word museum itself comes from the 

Greek word mousieon, meaning a temple of the muses. 

Ancient Romans produced state-sponsored art festivals and these were a very 

important part of the community.  Local magistrates financially supported these events, 

and city magistrates were responsible for the organization of bringing the performers and 

plays to these festivals.  As Rome declined, many of these festivals could not be 

financially supported.  They lost the facilities they were performing in, and were forced 

to become touring arts groups (Byrnes, 2009).  

In addition to the aforementioned, other cultures in the world, i.e. the Byzantium, 

Indian and Chinese also developed the performing arts for entertainment of the 

community (Byrnes, 2009).  

There are well-known cultural entrepreneurs in history, i.e. Suger, a Frenchman, who 

transformed the 12th century abbey of St. Denis into a Gothic cathedral by conducting a 

financial campaign to raise money for the restoration of the church.  Later he also 

transformed part of the cathedral into studios, where craftsmen would create glasswork.  

William Shakespeare was a playwright, an actor and a theatre manager; the Flemish 
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painter Pieter Paul Rubens had a well-organized art factory.  They all had the common 

idea to combine the arts with profitable opportunities (Hagoort, 2003). 

Arts management, as it is practiced today, began during the first half of the 20th 

century.  Most arts managers in the past were individuals with an art history background, 

and learned the skills of a manager on the job (Byrnes, 2009).   

Evrard and Colbert (2000) define arts management as a subdivision of management 

in the new millennium, and point out the hybrid character of arts management as an 

“intersection of a theoretical structure (management) and a sector (the arts) thus making it 

possible to talk about a subdiscipline that is distinct from management” (p. 9) 

Arts managers currently work in either a non-profit or for-profit environment.  While 

both management practices share similar functions and operating departments, 

differences exist in the mission and size of the individual institutions (Martin, 1998).   

There are many different kinds of arts organizations for whom the arts manager might be 

working.  Depending on the size and classification of the organization, the arts manager 

needs to have a solid knowledge of the organization’s different departments, and their 

authorities and responsibilities.  The arts manager might be responsible for several roles 

within the organization, and therefore needs to be well informed about the internal 

resources in order to plan, communicate, negotiate, prioritize, and make decisions (Pick, 

Malcolm Anderton, 1996).   

Hagoort (2003) explains today’s arts management starting with management theory.  

According to Hagoort, management theory, which became a professional science in the 

20th century, can be divided into three core areas:  
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• Strategy theory, is used to give an organization clear directions 

• Structure, divides an organization into categories of responsibility, decision-

making power, labor and coordination 

• Leadership theory, deals with the personal responsibilities of the individual in 

the decision-making process   

To better understand the functions of an organization, Hagoort further points out the 

interdisciplinary character of management theory and the importance of sciences such as 

economy, sociology, psychology, philosophy, history and technology. 

When managing an arts organization, an additional element to consider is the 

organizational culture, where norms, beliefs and behavior are taken into account 

(Hagoort, 2003). 

To reflect an arts manager’s position, Hagoort divides the managerial functions 

into four main roles: leader, manager, entrepreneur, and employer.  A manager’s 

responsibilities include more technical and functional issues, and deal with coordination 

of finance, marketing and personnel.  The manager is also responsible for planning the 

project and establishing the deadlines and processes to complete the job.  The leader 

carries out a visionary role in the organization and focuses on ideas rather than systems 

and procedures.  The entrepreneur looks out for innovations, opportunities and strategies, 

and the employer deals with regulations for employment, people and resources (2003). 

There are many similarities and differences between the management of the 

performing arts and visual arts.  The distinction lies in managing the objects carrying the 

artistic message in visual arts, whereas in the performing arts, the artist is physically 
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present in the delivery, therefore it is the artist communicating the artistic message 

directly to the audience.  In the latter, the manager is responsible for creating the 

environment, i.e. stage, lights, cameras, etc.  Typically the performing arts require 

technical support staff equipped to handle these of tasks.  In the visual arts these 

requirements exist, but on a less complicated scale, usually confined to space and use of 

lighting.  However, many contemporary visual artists use new media and digital 

technology (Bendixen, 2010).   

2.6.  Differences in Visual and Performing Arts Management 

Literature in the field of arts management typically does not differentiate between 

visual and performing arts management, unless visual arts management is the specific 

topic of written literature.   

In a research article, Simon Roodhouse (2006) explains that the complexity of 

defining visual arts and points out that in some countries (such as the United Kingdom), 

architecture, performance, film and video are considered part of the visual arts.  He adds 

that the Artists Information Company defines the visual arts as “Anything that is visual 

and you appreciate through viewing” (p. 59).  As a result, gray areas exist in defining 

visual and the performing arts.  What I hope to discover and define in the course of my 

research are the subtle differences, but nonetheless important distinctions between 

managing a visual arts organization and a performing arts organization.   

2.7.  Arts Management in Non-Profit and For-Profit Organizations 

Today, museums and some arts centers in the United States are owned and operated 

by state and local government.  Many visual arts centers, such as galleries and media, as 
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well as performing arts centers, such as theaters, music and dance companies, are 

businesses, public companies or non-profit organizations.  While most non-profit arts 

organizations are tax-exempt, private and public companies receive special tax breaks.   

The existence and function of both for-profit and commercial arts organizations 

depend primarily on their income and tax incentives.  Therefore, the financial 

management and the funding of arts organizations are key to the day-to-day operations of 

an arts organization (Byrnes, 2009). 

For-profit and non-profit arts organizations share the same objective: the desire to 

provide quality artwork to their audiences.  The primary difference between for-profit 

and non-profit arts organizations exists in their mission.  For-profit organizations target 

mass audiences for profit.  Non-profit organizations are product-oriented; they want to 

make the art accessible to a large audience, to benefit that audience.  In order to make art 

available to a large audience, non-profit organizations keep admission and membership 

prices low. They rely on donations from private businesses and foundations, art patrons, 

public and governmental agencies to finance the operation of their organization (Arthurs, 

Levine, 1999; Martin, 1998).   

Both for-profit and non-profit arts organizations depend on quality work and creative 

artistic talent.  To enhance the reach to larger audiences, both types of organizations use 

technology, such as the Internet, for promotion. (Arthurs, Levine, 1999).    

The administrative structure of for-profit and non-profit organizations mainly differ 

in the decision-making.  The authority in for-profit organizations lies with shareholders 
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and executives, while trustees provide direction in non-profit organizations (Arthurs, 

Levine, 1999).   

Depending on the size of a non-profit organization such as a museum or an arts 

center, management areas and the duties of staff vary.  In smaller organizations, the 

manager might take over several management functions.   

The most common organizational structure of any non-profit arts organization starts 

with a Board of Directors, who provide direction and advice to the executive 

management, on fulfilling the mission of the organization.  The executive management is 

responsible for the overall management of the following middle management divisions: 

artistic planning, production and project management, public relations, education and 

community partnerships, marketing, finance, human resources, development 

management, and information technology.   The subcategories of these divisions depend 

on the size and needs of the organization.  In a visual arts organization, artistic planning 

lies with the artist instead of the artistic manager. 

In visual arts organizations, the curatorial manager will work with artists to ensure 

the artwork fits the needs of a particular project, but will not be involved in making the 

artwork.  In performing arts organizations, the artistic director, choreographer, scene and 

costume designers, stage managers, technical personnel, and musical directors will work 

directly with artists to produce the artwork.  Therefore, the production management in 

performing arts is usually a larger department than in visual arts organizations (Byrnes, 

2009).  
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Today’s non-profit organizations face financial challenges as government funding is 

reduced, and the organizations depend on donations or corporate sponsorship.  As a 

result, the demands on management in non-profit arts organizations have increased and 

become more business-like.  Dealing with a variety of private stakeholders influences the 

administrative structures, and arts managers have to adopt a more entrepreneurial 

management style.  It is the manager’s responsibility to please longtime members and 

supporters of the organization, and recruit new membership.  The need for strategic 

management to follow a corporate business model and satisfy the artistic vision of the 

organization creates great complexity for today’s non-profit arts manager (Cray, Inglis, & 

Freeman, 2007).  

2.8.  Management in Museums and Art Centers 

When structuring an arts organization the key element is to identify the relationship 

of staff and departments and the distribution of workload and responsibilities within 

departments and interdepartmental communications.  To accomplish the objectives of the 

organization and enable a steady workflow through the organization it is important to 

establish an organizational chart, set up reporting lines, and define an authoritative body.  

The workflow and area of responsibility of an arts manager varies by size and type of the 

organization.  The structure of an arts organization is usually more flexible due to the 

numerous functions an arts manager might have within the organization (Byrnes, 2009).    

Today, an art museum’s organizational chart would consist of three main levels: an 

executive level, middle management, and workforce groups reporting to middle 

management.  The Board of Trustees, the Executive Committee, and the Director of the 
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Museum work in the executive level.  Mid-level managers are responsible for the 

administration department, curatorial department and exhibitions, programs and 

development departments.  Administration usually includes the museum shop, budget and 

procurement, finance and accounting, food services, special events planning, building 

administration, human resources, security, and information technology.  Curatorial 

departments are responsible for the collections and the conservation of artwork.  The 

following subcategories can be found under exhibitions, programs and development 

departments:  

• Education and outreach programs: offering adult programs, workshops, 

studio classes, school and family programs, statewide programs, volunteer 

services 

• Collections management, including a library, digital images and slide 

collections   

• Marketing and development, such as public affairs, publications, visitor 

services, development and fundraising, and membership 

• Exhibitions department, including management of exhibitions, and exhibition 

design (Byrnes, 2009) 

Subcategories vary with the size of an organization.  In smaller museums duties 

overlap within departments (Byrnes, 2009). 

Although I found no written literature specifically discussing the organizational 

structure of non-profit visual art centers, the managerial organization shows similarities 

to museum management.   
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Today’s non-profit visual arts centers in the United States focus mainly on 

opportunities for emerging young artists and community education.  One main difference 

between arts centers and museums is that art centers do not usually possess permanent 

collections, and therefore work with changing exhibitions and primarily display 

contemporary art.  Many of these visual arts centers offer arts classes and other 

educational programs, such as guest speakers and workshops on visual arts or on a 

variety of topics for success in the arts business.  Non-profit arts organizations rely 

financially on membership, corporate and private sponsors (Art Museums, Art Centers 

and Non-Profit Art Organizations, n.d. Retrieved from www.art-

collecting.com/museums.htm)  Many of these art centers, i.e. Torpedo Factory Art 

Center, Hamiltonian Artists, Pyramid Atlantic Art Center, to name a few, offer 

residencies for local and emerging artists, receive mentorship from established artists, 

exhibit in available galleries, and learn about the business of arts management Art 

Museums, Art Centers and Non-Profit Art Organizations, n.d. Retrieved from 

http://www.art-collecting.com/museums.htm, Flashpoint, n.d. Retrieved from 

http://www.flashpoindc.org/homepage.html,  Hamiltonian Artists, n.d. Retrieved from 

http://www.hamiltonianartists.org/program.php, Torpedo Factory Art Center – About Us, 

n.d. Retrieved from http://www.torpedofactory.org, about_us.htm)  

 The managerial organizations of non-profit arts centers depend on the center’s 

size and programs.  Some arts centers are a combination of visual and performing arts, 

i.e. Artisphere in Arlington, Virginia.  Some arts centers have residency programs, but do 

not offer classes (i.e. Hamiltonian Artists in Washington D.C.), some offer scholarships 
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and internships for teens and adults alike (i.e. Greater Reston Arts Center).  Many non-

profit arts centers rely on the volunteer work of community members and art lovers 

Greater Reston Arts Center, n.d. Retrieved from http://www.restonarts.org/education, 

Hamiltonian Artists, n.d. Retrieved from http://www.hamiltonianartists.org/program.php 

2.9.  Globalization of the Arts 

Throughout art history we witness people working as mediators between the artist 

and the public.  However, the rise of arts management as a specialized field is the result 

of demands of growing professional arts organizations and public arts agencies in the 

second half of the 20th century.  In recent years, arts managers have been working in a 

plethora of places: non-profit organizations, public arts and cultural organizations as well 

as for-profit institutions including galleries, theater, opera, dance, museums, broadcast 

media, and even the film industry.  Here, fine arts and the cultural sector intersect.   

In addition to the merging boundaries of fine arts and the cultural business sector, a 

shift in policy systems is occurring due to globalization, which also includes cultural 

policies.  Globalization not only affects businesses but the change in the global economy 

and the advancement of technologies creates an economic competition in world markets. 

The Internet shows no regard for international borders and allows access to global 

knowledge.  Through technology, small local enterprises and artists are allowed the 

opportunity to showcase their work worldwide (Healy, 2002).  As a result, cultural 

crossroads are created allowing artists to respond to the influences of many different 

cultures in their artwork.  This diverse artwork requires arts managers remain adaptable 

to what Summerton refers to as “global interculturalism” (n.d.).  
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In an article about an international meeting of specialists of cultural management in 

Helsinki in 2007 and 2008, DeVereaux (2009) writes about the different opinions 

discussed and shared.  The participants at the meeting agree that a cultural manager in the 

21st century should be a global citizen with a global perspective and appreciation of other 

cultures.  Ideally the arts manager speaks more than one language.  The arts manager 

should understand the importance of international relationships.   

Hagoort (2003) explains that arts management, as well as the arts organization 

become more complex given the effects of globalization.  With technology in place, any 

exhibition or performance becomes available to viewers around the world.  As a result, 

the cultural competition grows, and in some cases the arts suffer commercialization.  

Hagoort further points out that technology influences cultures, and societies become 

multicultural.  These cross-cultural influences in the arts create growing competition for 

artists and arts organizations around the world.  This change in the art world creates a 

need for arts managers, who think in global dimensions. 

The advancement of technology, globalization of the economy, and globalization of 

the arts sector in particular, dictate a new set of demands of the arts manager.  The 

leadership and management of the arts need to adapt to these ever changing demands.  

The popular term “change management” used in the business sector also becomes a 

major management skill expected from the 21st century arts manager (Dewey, 2004). 

2.10.  A Look at the 21st Century Non-Profit Arts Management 

Today’s non-profit arts organizations are experiencing a number of changes in 

terms of adapting and keeping up with multicultural societies, interdisciplinary studies, 
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educational mission, and community participation.  In the last two decades, a number of 

museums and art centers in the United States have implemented creative strategies to 

satisfy the growing needs of civic participation and communication.  Community 

outreach and education have become the main focus of many programs offered (Wood, 

2010).    

An arts manager needs to adapt to social and economical change to better serve 

the community.  Change happens slowly and constantly, so it is the arts manager’s duty 

to make changes within the organization as change occurs.  For example, any change in 

legislation regarding fundraising, artist rights, etc. will affect the organization, and the 

manager will have to react to these changes (Byrnes, 2009).   

Change management in the arts, as in any other business, also involves change in 

size of the organization and economic changes.  As an organization grows, the arts 

manager will have to make organizational rearrangements, reassign staff and tasks as 

necessary, and respond to economic crisis by budget cuts for programs and staff (Byrnes, 

2009).   

It is imperative for today’s arts administrator to understand the 21st century skills 

needed to respond to the changes, which took place in the last 7 to 10 years.  According 

to the US Department of Labor, the number of jobs a person holds in a lifetime went up 

from 1-2 jobs to 10-15 jobs.  Job requirements went from specialization in one field to 

requiring an in-depth knowledge of many fields, the work model went from routine, 

hands-on, and fact-based to non-routine, technical, creative, and interactive.  Education 

transitioned from institutional to self-directed lifetime learner.  Management in 
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organizations went from top to bottom towards multi-directional management 

(“Museums, Libraries and 21st Century Skills,” n.d.).   

The non-profit coalition, Partnership for 21st Century Skills (P21), has defined a 

framework for “21st century skills”, which was adapted by 13 states, and a large number 

of organizations, such as the National Endowments for the Arts (“Museums, Libraries 

and 21st Century Skills,” n.d.).  

Critical and cross-disciplinary thinking, innovation, creativity, self-direction, 

communication, collaboration, information technology, flexibility, adaptability, 

accountability, productivity, leadership, responsibility, global awareness, etc. are all 

terms, which define expectations of today’s workforce (“Museums, Libraries and 21st 

Century Skills,” n d). 

President Barack Obama’s campaign call for the nation’s students to be better 

prepared for today’s workforce has also been a major component to endorse lifelong 

learning.  Critical thinking and problem solving skills are no longer only relevant for 

school-aged students.  A steady growth exists among adult learners in the 21st century.  

The nation’s workforce has to adapt to this change, which is another manifestation of 

global competitiveness.  Therefore, museums as major educational institutions have to 

provide informal, lifelong learning programs, accessible to a large audience, and fit for 

the 21st century (“Museums, Libraries and 21st Century Skills,” n.d.). 

The Institute of Library Services provides an intensive study of assets needed to 

prepare for the skills needed for libraries and museums of the 21st century.  The study 
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includes self-assessment tools, strategies, and studies several institutions and their 

programs (“Museums, Libraries and 21st Century Skills,” n.d.). 

The Self-Assessment Tool is designed to help libraries and museums analyze their 

institutions, and integrate skills mentioned in the 21st century skills program.  The assets 

are categorized into four areas an institution needs to address: 

• Institutional assets should ensure the accessibility of the institution’s 

physical facilities, collections, and all available databases.  The collections 

and programs offered should enhance the learning outcomes of audiences.  

Audience participation should be encouraged with interactive programs 

provided onsite and online. 

• Leadership and Management should establish a vision, mission and 

strategic plan to implement the accessibility of the institution.  Funding, 

collaboration with partner organizations, community groups, and the 

audience should be the main concerns of strategic planning. 

• Partnering with other organizations, education groups and institutions 

should enhance learning by co-creating and co-delivering workshops, 

webinars, etc. to reach a large audience. 

• The institution should be able to deliver measurable outcomes learning 

strategies, addressing community needs and interests, and progress in 

alliance to the institution’s vision and mission (“Museums, Libraries and 

21st Century Skills,” n.d.). 
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According to the report by the Institute of Museum Library Services (n.d.), 

running programs in alliance with lifelong learning principle requires a certain skill set of 

the management team in arts institutions.  The report defines these skills in four 

categories: 

o Learning and Innovation Skills:  In this category the skills referred to are:  

• Critical thinking and problem solving by using a variety of reasoning 

effectively, analyzing the parts of a whole in order to elicit 

information, making connections, and drawing conclusions, and using 

both conventional and innovative ways to solve occurring problems 

(“Museums, Libraries and 21st Century Skills,” n.d., p. 23) 

• Creativity and innovation by using a wide range of creative thinking 

strategies, elaborating, refining, analyzing, and evaluating ideas, 

working with others by communicating new ideas effectively, being 

open to new ideas and input, learning from failures, acting on creative 

ideas (“Museums, Libraries and 21st Century Skills,” n.d., p. 23-24) 

• Communication and collaboration by using oral and written 

communication to instruct, inform, motivate and persuade, using multi 

media technologies, collaborating with diverse teams, showing 

flexibility, making compromises, taking shared responsibility 

(“Museums, Libraries and 21st Century Skills,” n.d., p. 24) 

o Information, Media and Technology skills:  This category discusses the 

importance of information, media, and technology literacy.  It is 
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imperative for an arts manager to be able to access and evaluate 

information in an effective and timely manner, use the information 

accurately and creatively, manage information flow, and be mindful of 

ethical and legal issues while using any information.  Using media 

requires an analytical approach, examination of different viewpoints, and 

understanding the purposes and uses of media.  Today’s manager needs to 

be technology savvy and be able to use technology for researching, 

organizing, evaluating, and communication information (“Museums, 

Libraries and 21st Century Skills,” n.d. p. 24). 

o 21st Century Themes:  As discussed in previous passages, the arts manager 

is required to have a global awareness as demonstrated through 

understanding and addressing global issues, understanding the 

implications of economy on society, enhancing workplace productivity 

and career options, and being aware of environmental issues (“Museums, 

Libraries and 21st Century Skills,” n.d., p. 24). 

o Life and Career Skills:  As in any organization, an arts organization and its 

managers need to be flexible in incorporating the requirements for 

adapting to the 21st century work environment.   Taking initiatives, 

managing time and setting goals, working independently, being a self-

directed learner, being able to work in diverse cultural environments, 

managing projects effectively, achieving results, showing leadership and 
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responsibility to others are all skills crucial for today’s arts manager 

(“Museums, Libraries and 21st Century Skills,” n.d., p. 26). 

The skills discussed are key for today’s arts institutions to work closely with other 

organizations, serve communities, and respond to community needs. 

2.11.  Arts Management Education 

The emergence of arts management as a specialized field occurred in the 

middle of the 20th century.  The first specified arts management courses were offered 

through postgraduate studies at Yale University and Florida State University in 

1966.  Both studies were specifically designed for theater management (Dorn, 1992).   

According to an article by DiMaggio (1986), the arts management program 

offered at the University of Wisconsin, Madison, can be taken as a favorable 

example of what arts management programs should offer.  DiMaggio claims that the 

program, which started at the University of Wisconsin, Madison in 1969 was taken 

as a model for arts management education programs in many schools.  In 1986, by 

the time DiMaggio researched available arts management studies, the program at the 

University Wisconsin in Madison was offered as a part of the Business 

Administration Program (DiMaggio, 1986, p. 162).  Today, the university offers a 

two-year master’s degree in arts administration, as a part of the School of Business.  

Students are required to study business foundation courses, as well as take courses 

specifically designed for arts administration.   

Ettinger and Hutchens, (as cited by Dorn, 1992) suggest arts administration 

education programs should include business education, practice in management, 
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leadership, planning and organizing, law, computing, and cultural policy (p. 241).  

Dorn further cites Joan Jeffri, who takes a different approach by suggesting a more 

philosophical program, with emphasis on aesthetic decision-making, art philosophy, 

and knowledge of art forms (Dorn, 1992, p. 241).   

When designing an arts administration curriculum, it could be presumed that 

students should have some education in the arts.  A curriculum with an arts derived 

content is probably the hardest part of constructing an arts administration curriculum 

(Dorn, 1992).  Dorn (1992) mentions DiMaggio’s study Managers of the Arts, which 

is the first study of its kind on “working arts administrators and the different training 

approaches to prepare administrators for positions in theaters, art museums, 

orchestras, and community arts organizations” (p. 241).  Dorn cites DiMaggio 

concluding that arts administrators “have different views regarding (1) their 

preparation to assume management functions, (2) the management training they 

received, and (3) the formats used for training managers” (p. 241).  According to 

Dorn (1992), DiMaggio also concludes that although the different training and 

education programs offered to arts administrators are valued highly, the experience 

gained on-the-job is more useful than the study programs offered.  I found 

DiMaggio’s conclusions to be similar to those that I elicited through a series of 

interviews conducted with arts administrators in different arts organizations of 

different sizes.  The results of these interviews are discussed in Chapter 4, Results. 
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During the course of my research I found very little literature available on 

education and training programs for arts administrators.  Of the available literature 

on the topic most was more than ten years old. 

One of the most current studies conducted on arts administration training and 

curricula is a dissertation written by Beth Bienvenu.  During her research Bienvenu 

(2004) compiled statistics on the satisfaction of students in arts administration degree 

programs at a number of colleges.  According to these studies, eighty, ninety percent 

of students are satisfied with their programs.  Bienvenu notes that almost all students 

agree on the most valuable points of being in an arts administration master’s 

program to be (1) making connections; (2) internships and/or practica if offered; (3) 

courses on fundraising, accounting, finance, and administration; (4) exposure to 

some arts administrators and artists, who on occasion also teach as adjunct 

professors at colleges and universities.  On the other hand, weaknesses in master’s 

programs offered include (1) lack of internship and/or practicum opportunities; (2) 

advanced finance and accounting courses, beyond the basics offered; (3) courses on 

behavior and human relations; (4) computer courses; (5) leadership courses; (6) more 

in depth specifics on arts management and non-profit arts organization management 

(Beinvenu, 2004). 

The most current literature I was able to find on education in arts 

administration was published in 2004.  I plan to review the arts administration 

education programs at colleges and universities in the United States, to ascertain 
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whether or not the findings discussed in Beinvenu’s dissertation have changed 

significantly in six years.  I will include my findings in the appendix. 



CHAPTER 3 

3.  METHODOLOGY 

3.1.  Overview 

The purpose of this research is to determine what criteria, experience, and 

education an arts manager needs to be able to administer a compelling, educational, and 

well-funded program.   Although examples of for-profit organizations and performing 

arts institutions are also included in the discussion, the study mainly concerns visual arts 

management in non-profit organizations. 

In order to meet research goals, a qualitative study was conducted.  “Qualitative 

research is a process of naturalistic inquiry that seeks in-depth understanding of social 

phenomena within their natural setting.  It focuses on the why rather than the what of 

social phenomena and relies on the direct experiences of human beings as meaning-

making agents in their every day lives” (What is Qualitative Research, n.d.) 

This research was conducted through interview with arts administrators holding 

various arts management positions.  The interviewees were asked pre-prepared questions 

of nature not specific to a particular organization or position.  The purpose of using this 

questionnaire was to collect information on arts management positions, and compare 

whether or not arts managers working in different positions share similar backgrounds, 

education, experience, challenges, and successes in their work.   
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3.2.  Research method 

This research paper is composed using (1) available written literature and (2) data 

gathered from respondents to a survey in the form of an interview.  A descriptive research 

method was used for this study.  The descriptive method is an investigation of a situation, 

as it exists at the time of the study.  In this method the investigator collects data using 

questionnaires and test hypotheses regarding a currently existing condition (Sevilla, 

Ochave, Punsalan, Regala, Uriarte, 1992). 

The interviewees for this study were chosen by position and availability.  

Participants were chosen from a variety of arts organizations to obtain more 

comprehensive view of the skills, education, and experience required of visual arts 

managers.   

Interviews were conducted at the following sites: 

(1) The Corcoran Gallery of Art, which is a non-profit museum with a 

large permanent collection of American and European art from the 

18th, 19th, 20th centuries, as well as contemporary art.  Besides its 

permanent collection, the museum also exhibits temporary collections 

throughout the year. A non-profit contemporary visual arts center 

focusing on artist-in-residence programs, education programs, and 

exhibitions and event programs.  The changing exhibits in the gallery 

of this arts center showcases members’ works and solo shows. 

(2) The Hamiltonian Artists and the Hamiltonian Gallery, which is a non-

profit contemporary visual arts center with a for-profit gallery.  The 
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arts center offers a two-year fellowship program for innovative visual 

artists working all media.  The gallery exclusively features works of 

the resident artists to support the non-profit program. 

(3) The Pyramid Atlantic Art Center, which is a non-profit arts center 

including a stage for performing arts, two art galleries featuring 

contemporary visual arts exhibitions, and an education department.  

(4) Smith Center for Healing and the Arts, which is a non-profit arts center 

with a mission to integrate the arts for healing purposes.  This 

organization also has an art gallery called Joan Hisaoka Gallery for 

Healing Arts. 

The intent of this data collection method, both through literature review and 

interviews, is to access current arts management styles and identify the problems and 

successes arts managers are experiencing in their current positions.  The responses of 

interviewees, as well as information elicited from review of the literature written on arts 

management are the primary data for this research study.  The data collected is then used 

to inform the results, conclusions, and lessons learned at the end of the research.  

This literature review is part of a comprehensive study on arts management, 

which includes the definition of arts management, the arts manager, the structure of arts 

organizations, and the issues of 21st century arts management.  Scholarly articles, 

excerpts from discussion forums, and interviews with professionals in the industry, are 

included.   
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Information derived from the literature research was organized into sections for 

use during the writing process and wherever appropriate.  Any new resources referenced 

in the literature are considered for review and are included in the study when applicable.  

To ensure that the information available is the most current, only written materials of the 

last two decades are considered for review.  

3.3.  Participants 

In order to better understand the current issues an arts manager faces, managers 

from a museum, an arts center, and two non-profit arts organizations were interviewed.  

Participants chosen are from a variety of arts organizations and hold different arts 

management positions.  Age and gender were not taken into consideration when choosing 

the interviewee.  A total of six arts managers were interviewed for this study.  Only five 

of the interviews are included in this paper, due to technical problems during recording 

one participant’s interview.   

The interviewees participating were in the following arts management positions: 

(1) The Gallery Director of the Hamiltonian Gallery and Manager for the non-

profit Fellowship Program at the Hamiltonian Artists.  This participant is a 

young manager and in the beginning stage of an arts management career.  At 

the time of the interview the participant had been the gallery director of the 

organization for two years and had recently taken over the duties of 

managing the Fellowship Program of the organization. 
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(2) The Executive Director of the Pyramid Atlantic Art Center.  This participant 

is in his mid-career stage and has held various arts management positions 

prior to his current position. 

(3) Director of Development for Institutional Advancement at the Corcoran 

Gallery of Art.  This participant has joined the Corcoran team four years ago 

and is a mid-career arts manager. 

(4) Curator of Artisphere.  This is a brand new venue with three art galleries.  

This participant is also a mid-career manager in the arts. 

(5) The Director of the Joan Hisaoka Gallery for Healing Arts.  This participant 

has worked both non-profit and for-profit arts organizations prior to her 

current position. 

Due to time and availability constraints not all intended arts management 

positions could be included in the interviewing process.   

3.4.  Data Collection and Analysis 

The primary resources of this research are  

• Sites i.e., arts organizations visited   

• Interviews  

• Questionnaires  

• Observation Notes  

Secondary sources are 

• Literature review 

• Arts Management curricula and course listings of universities and colleges 
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All interviews were conducted on site at the arts organizations where interviewees 

are currently employed.  The questionnaire was prepared in advance and a copy of the 

questionnaire was offered to interviewees when requested.  A Participant’s Rights and 

Consent Form was given to interviewees for review and signature.  A journal of 

observation notes, as well as tape and video recordings were taken during all interviews.   

Interview participants were given approximately sixteen topics and questions to 

respond to.  The topics and questions given to each respondent were the same and were 

designed to discern the interviewee’s background, education, experience, and successes 

and challenges they encountered during their careers.  All interviews were recorded with 

the permission of the participants.  The collected data was transcribed and added, 

together with a copy of the questionnaire, into the Appendix of this research paper (see 

Appendix A, Appendix B)  

To ensure confidentiality and the safety of participants of this study ethical issues 

were addressed in the form of a written agreement, explaining the participant’s rights.  A 

consent form was signed by the participant, permitting the use of interview responses in 

an educational and public setting.  

Data collected from all interviews were analyzed by examining patterns for 

effective arts management.  Curricula of colleges and universities were examined in order 

to compare arts management practices to arts management studies offered and to analyze 

the contribution of arts management studies to today’s actual arts management positions.  

Findings of this analysis will be discussed in Chapter 5 - Conclusion.   
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 CHAPTER 4 

2.  RESULTS 

The term arts management is a broad term indicating all management aspects in 

any arts organization.  The terminology for describing management in the arts varies and 

there are no standards or set guidelines when using the terms Arts Management, Arts 

Administration, Cultural Management, Cultural Administration (see Chapter 2: A Review 

of the Literature).     

According to the literature, there are many different views on what experience 

and education an arts manager should have acquired.  Today’s arts managers come from 

a variety of backgrounds.  While some have arts related backgrounds and have learned 

the management skills on the job, others have some business management or specifically 

arts management education.  

In order to better understand what arts management entails, I have chosen to 

interview arts administrators in various organizations.  My prior knowledge about each 

interviewee was strictly based on the information provided on the website of each 

organization, which did not contain any information about the educational backgrounds 

of individuals.  

First, I wanted to examine the experiential and educational background of each 

participant, whether or not they had a mentor, or learned their profession on the job over 

the course of their career.   

Jacqueline Ionita, the Director of the Hamiltonian Gallery in Washington, D.C. is 

a young arts manager, who was in her current position for two years at the time of the 
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interview.  The art gallery that she manages is a for-profit gallery, supporting the resident 

artists of the non-profit arts organization called Hamiltonian Artists.  Ionita is also the 

Manager of the Fellowship Programs at the Hamiltonian Artists.  Jacqueline Ionita has a 

BFA in Fine Arts from the Corcoran College of Art + Design and has curated art shows, 

at available spaces around the Washington D.C. area.  She informed me that both the 

Hamiltonian Artists and the Hamiltonian Gallery are new organizations.  Paul So, the 

founder of both institutions, recruited her for her current position.  Ionita refers to So’s 

choice of assigning her as the Gallery Director as “a leap of faith” and describes Paul So 

as an innovative person, who supports not only young emerging artists, but also, as in 

case of Jacqueline Ionita, young emerging gallery directors (Jacqueline Ionita, personal 

communication, December 15, 2009). 

Besides her BFA studies, with a concentration in painting, and her work as a 

curator, through her own initiatives and efforts, Ionita has learned all aspects of managing 

a for-profit gallery and a non-profit fellowship program while working on the job 

(Jacqueline Ionita, personal communication, December 15, 2009).   

José Dominguez, Executive Director of the Pyramid Atlantic Art Center in Silver 

Spring, MD, holds both BFA and MFA degrees in Theater.  He also has a Certificate in 

Public Management from the George Washington University. José Dominguez reports 

that he learned many of his management skills while working for the District of 

Columbia Commission on the Arts and Humanities.  Dominguez also mentioned that 

about seventy to eighty percent of his arts management training occurred on the job, 
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while ten to twenty percent he learned through management coursework (José 

Dominguez, personal communication, January 27, 2010).  

Janice Marks, former Director of Development at the Corcoran College of Art + 

Design, has a background in theater and dance.  After her graduation, Marks worked in a 

law firm and ran a theater company for children on the side.  When the theater company 

needed funding, Marks started writing grants.  After receiving funding from several 

institutions, she started handling fellowship applications and writing foundation 

proposals.  “It became a business,” says Marks.  She learned all her arts management 

skills on the job.  After a while, she left the law firm and worked exclusively in the arts 

by working for several different non-profit organizations.  In addition to her work in 

development, Marks also worked in communications and public relations, writing press 

releases, and giving press conferences.  Her responsibilities grew over a twenty-year time 

period (Janice Marks, personal communication, August 26, 2010).   

Cynthia Connolly, Visual Arts Curator at Artisphere in Arlington, VA, has a BFA 

in Graphic Design from the Corcoran College of Art + Design.  Connolly is also a 

musician, and plays the piano and the harp.  She has a background as a performer playing 

the acoustic harp with a punk-rock group.   She informed me “the accumulation of all of 

this, is who I am” (Cynthia Connolly, personal communication, November 5, 2010). 

After completing her studies in graphic design, Connolly published a book on the 

history of the D.C. Punk-Scene.  Later she got into letterpress printing.  In 1993 she 

started to pursue photography and had shows in the United States, Europe, and Australia.  

She further informed me that this is the period when she learned a lot about exhibition 
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management by managing her own art shows.  During this time, she learned how to 

prepare shows, how to handle and ship art, how exhibits work, how it was going to be 

hung if she was not available, and how to organize an opening reception.  In 2002 

Connolly went back to school at the Rural Studio in Newbern, AL, which is part of 

Auburn University’s program.  

Connolly continued her letterpress studies making postcards, posters, and books 

using her own printing press.  She learned most of her arts management skills informally 

through actively promoting her own art.   Prior to her job at the Artisphere, she worked as 

a manager at the Ellipse Arts Center in Arlington, VA (Cynthia Connolly, personal 

communication, November 5, 2010).  

Brooke Seidelmann, the Director of Hisaoka Gallery of Healing Arts has a 

Master’s Degree in Art History and the Art Market from Christie’s Education.  

Seidelmann admits that her formal education does not relate to her current position and 

adds that, all the management related training and skills she acquired over the years were 

learned on the job.  Prior to working at the Hisaoka Gallery, Seidelmann worked at two 

commercial galleries and two non-profit arts organizations. She did not have a 

predecessor in any of the management positions she took, and therefore did not receive 

any mentoring when starting in these positions.  Seidelmann first majored in pre-medical 

studies during college and was a medical researcher before she pursued her master’s 

program in art history (Brooke Seidelmann, personal communication, March 18, 2011). 
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None of the participants I interviewed attended a formal arts management/arts 

administration program of study.  All interviewees agreed that their informal and on-the-

job training was very valuable.  

Each participant had his/her own reasons for choosing the career path. While 

curating shows as a student, Jacqueline Ionita discovered that she preferred working in 

the business of the arts, as opposed to creating art and being an artist (Jacqueline Ionita, 

personal communication, December 15, 2009).  José Dominguez was led to his current 

position by opportunities that arose throughout his career.  He saw the possibility of using 

creativity to give something back to the community (José Dominguez, personal 

communication, January 27, 2010).  Janice Marks joined the Corcoran development team 

three years ago, in order to help with all challenges the Corcoran was facing regarding 

funding.  It was the challenge and the vision of succeeding in bringing back an 

organization, which interested her (Janice Marks, personal communication, August 26, 

2010).  Cynthia Connolly’s career was led by circumstances and opportunities she was 

given, and in her own words “things just happened” (Cynthia Connolly, personal 

communication, November 5, 2010)).  Brooke Seidelmann applied to an advertisement of 

her position.  With her pre-medical background and a degree in art history, she saw an 

opportunity to combine her knowledge of medicine and arts towards healing through the 

arts (Brooke Seidelmann, personal communication, March 18, 2011). 

Through interviews I found that the participants, all holding different positions 

and responsible for different departments of their organizations, agreed on a number of 

facts about their positions.  Although opportunities and some luck brought them to their 
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current positions, all participants were very passionate about the work they were doing.  

Coming from an arts background was a common factor.  Participants pointed out arts 

management to be different from business management with regard to dealing with the 

arts, artists, and the arts community.  They also all agreed that having an arts background 

was the key element for appreciating and understanding artists and the arts community. 

Another commonality was identifying time management, money management, 

flexibility, innovative skills, and trusting your personal judgment for making decisions, as 

keys to success as an arts manager.   

Grant writing was also mentioned as a very important skill, especially when 

working in non-profit arts organizations.  Except for Janice Marks, all participants were 

working with grant writers at the time of the interviews.  Grant writing and finding 

adequate funding for projects were mentioned as challenging aspects of working in non-

profit visual arts organizations.   

When asked about the most common mistake an arts manager could make, all 

participants agreed on bad time management.  Having limited resources due to limited 

funding leaves arts managers with multiple tasks that they have to manage 

simultaneously.  Participants also agreed that time and money management were the most 

challenging aspect of non-profit arts management. 

After completing my interviews, I discovered that all the interviewees came from 

an arts background, with no formal arts management education; I continued my research 

by investigating graduate programs in arts management. 
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The Association of Arts Administration Educators (AAAE) lists forty-seven 

graduate level programs, all full members of the AAAE, which have a designated 

director, a published curriculum, and minimum three years of graduates.  There are also 

thirteen associate members currently qualifying for full membership.   Out of the forty-

seven full members thirty-six are schools in the United States.  At least eight of these 

schools offer only arts management in performing arts, and only one school offers 

specifically visual arts management studies (http://artsadministration.org/grad). 

To better understand the teachings of arts management in these programs I have 

chosen to investigate the curriculum of seven graduate degrees listed as full members on 

the AAAE website.   

The Visual Arts Administration Program at the New York University is the only 

program that concentrates its studies on visual arts management in a non-profit 

environment.  Although for-profit arts management is part of the program, students are 

prepared for managing and marketing non-profit organizations.  The courses incorporate 

knowledge in a vast array of management practices.  Practices similar to business 

management, such as financial accounting, leadership in organizations, marketing 

concepts and strategies are taught alongside courses specific to arts management.  The 

curriculum incorporates classes in visual arts, starting from how to exhibit and display 

visual arts, appraisal and valuation of art, how to manage a gallery or museum, the 

function and structure of arts organizations, curatorial practices, art education, art history, 

as well as contemporary art (http://steinhardt.nyu.edu/art).   
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Other universities, such as the University of Wisconsin, Madison, WI; Columbia 

University, New York, NY; American University, Washington, D.C.; George Mason 

University, Fairfax, VA; Boston University, Boston, MA; and Carnegie Mellon 

University, Pittsburg, PA offer arts management programs, comprising both visual and 

performing arts management.  All these degree programs concentrate on business models 

and management issues in non-profit and for-profit arts organizations.  Financial 

management, fundraising, information technology for arts management, arts education, 

facility and exhibition management, grant writing, and law and the arts are among core 

courses in these programs.  All seven universities offer elective courses in curatorial 

affairs, art history and internship possibilities during the course of the study.  Of the 

seven arts management programs that I examined, none required applicants to have 

previous experience or practice in any form of visual or performing arts 

(http://steinhardt.nyu.edu/art, http://www.bolzcenter.org,http://arts.tc.columbia.edu/rcac/arts_management, 

http://www.american.edu/cas/performing-arts/arts-management.cfm, 

arts_management.gmu.edu/content/corrout.htm, http://www.heinz.cmu.edu/school-of-

public-policy-management/arts-management-mam/index.aspx)  
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CHAPTER 5 

3. CONCLUSION 

Over the course of my research I examined arts management practices with a 

concentration on administration in visual arts.  I started my quest with the idea of gaining 

a solid knowledge on the background and education needed for running programs in arts 

institutions, which succeed in making visual arts one of the primary resources for lifelong 

learning. 

While reviewing available literary resources, I started a series of interviews with 

current visual arts managers.  Through my literature research I came across some 

interesting facts that I had not considered before.  New questions arose, some for which I 

could not find answers. 

The management and administration of visual arts is a complex field, which 

encompasses both the management of the business of an arts institution, i.e. 

organizational structure, finance, marketing, human resources, as well as the management 

of art and artists.  The business management side of things seems very similar to running 

any corporate or non-profit organization, offering consumers a product or service.  It is 

managing art and dealing with artists, what makes visual arts management unique.  The 

product carries a message, a vision, and a mission.  The consumer is an audience, who is 

interested in the product for a purpose other than consumption.  He/she chooses to view 

or buy art because of personal interest, love for the arts, pleasure, entertainment, and 

intellectual or spiritual stimulation.  The meaning of the artwork is individual and 

personal.   
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The fact that the arts have the power to intellectually and spiritually impel 

knowledge and meaning, open possibilities to teach and to learn by means other than 

school education.  This makes the arts an important tool for lifelong learning.  The arts 

managers as well as the arts institution become the mediators for learning through the 

arts.   

Visual arts organizations are educational institutions.  Their primary mission is to 

offer programs to enhance self-directed learning, addressing the needs of the audience 

and the community.  Literature suggests the skills needed for education in the 21st century 

should include thinking globally and acting locally to ensure delivery and understanding  

of the themes of today’s global culture.  With advanced technology the audience of the 

arts expands beyond national borders.  Access through the Internet allows the arts to 

serve not only the local community, but also a worldwide audience.   

With global thinking in mind, the arts manager’s duty becomes designing 

compelling programs and reaching a widespread, culturally diverse audience.  My 

research led me to believe that any program, that does not address the demands of 21st 

century thinking and the global economic factors influencing cultural development and 

the arts, cannot benefit today’s society. 

The demands of today’s arts manager are twofold.  The arts manager runs a 

business, which requires business practices such as marketing, financing, facility 

management, maintenance, human resources management, etc.  However, the business 

he/she runs is in the arts, requiring an understanding of the arts and figuring out effective 

and beneficial ways to deliver this understanding to the audience.  Readings, as well as 
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interviews I conducted, suggest that the arts manager deals with artists and dealing with 

artists is vastly different from dealing with any consumer products.  The artist is the 

producer of the product.  The product is for the viewer to elicit information, a message, 

and a point of view and to trigger a thought process.  The arts manager is the liaison 

between the artist and the viewer.  Regardless of the department the arts manager works 

in, the goal and the mission of the organization remains educating an audience, opening 

doors to alternative worldviews.   

While reviewing literature on the subject of arts management, I have noticed 

discrepancies in views of authors discussing the difference between managing a business 

versus managing the arts.  Authors such as Byrnes, whose book Management of the Arts 

is used as study guide in a number of arts management programs, suggests that the arts 

could be run with established business practices and leaves out the art content (as cited in 

Brkic, 2009).  Many other authors such as Kuesters, Dewey, Arroyo, DeVereaux and 

Brkic argue that the art content is the key element of consideration, when managing the 

arts.  After reading Byrnes’ book and interviewing several arts managers in the field, who 

also strongly believe in the importance of emphasis on arts, I believe that an arts manager 

needs to have a solid understanding of the arts and the artists.  During my research, I did 

not have the opportunity to interview arts managers with a degree in arts management 

arts management study program.  I would be very interested to further explore whether an 

arts manager with a degree in arts management can as effectively run an arts program as a 

manager with an arts background, who learned most management practices on the job.   
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As a result of my interviews with current arts managers, I have also found that 

there is a need for solid business management knowledge, especially in the management 

of finances, law of the arts, fundraising, etc.  Many of the colleges I researched with arts 

management programs do not require any arts practice as a part of the curriculum.  Art 

history and studio-based courses are usually offered as electives.  I would like to find out 

more about the percentage of students taking visual or performing arts courses, while 

studying in an arts management program.   

One of the questions arising during my study is whether a fine arts or an arts 

management background would be more valuable to an arts institution looking to hire an 

arts manager.  Interview participants commonly agreed that an arts background, 

understanding the arts and the artists, was most valuable in successfully running art 

programs.  However, none of the interview participants had studied in an arts 

management program.  Therefore, it is also difficult to evaluate whether managers who 

have not studied visual or performing arts, would have any shortcomings in dealing with 

artwork or an artist.  As a continuation of this research, an analytical survey could be 

administered amongst an equal number of arts managers coming from an arts background 

and from an arts administration degree program, in order to better examine strengths and 

weaknesses of both groups.  

While inquiring about the different arts management programs offered at 

universities in the United States, I noticed that most program curricula are designed both 

for visual and performing arts.  The literature I read did not differentiate between visual 

and performing arts management either.  This raised my second question:  Is there no 
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difference in the management of visual and performing arts?  I think that there should be 

a distinction.  Visual arts usually do not have the artist present during the entire 

exhibition of an artwork.  The work itself is there for the viewer to interpret and there is 

no direct interaction between the artist and the viewer.  Most visual artworks need an 

exhibition space with proper lighting and room for the viewer to walk through.  The 

technical requirements for the space as well as the handling of the artwork should be 

adequate for the artwork to be exhibited.  In performing arts, whether it is a theater, dance 

or music performance, the artist is the performer, and therefore directly interacts with the 

audience.  The interpretation of the artwork lies with the artist.  The arts manager does 

not function as the liaison between the artist and the audience. The technical requirements 

are also different than in the visual arts.  In most cases a larger crew is needed for stage 

management.  Stage set designers, costume designers, as well as technical support for 

music and lighting are needed.  In all, the arts manager in performing arts has to work 

with a particular set of demands, which require different knowledge than in the visual 

arts.  When it comes to the management of the institution’s finance, fundraising, 

marketing, etc., there should not be a great difference.   

As the concentration of my study is on non-profit visual arts management, I 

examined the structure and the different programs of some non-profit arts organizations 

in the Washington D.C. area.  The Hamiltonian Gallery and The Hamiltonian Artists, 

Pyramid Atlantic Art Center, Artisphere, Smith Farm Center for Healing and the Arts, 

and the Joan Hisaoka Art Gallery at Smith Farm Center, Torpedo Factory, as well as the 

Corcoran Gallery of Art.  The Artisphere is the only arts center with visual and 
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performing art programs.  Although all of them are visual arts organizations, the 

differences in their size, program offerings, space, and capacity are vast.   

The Hamiltonian Gallery is the only for-profit gallery, where profits directly 

benefit the non-profit Hamiltonian Artists, a fellowship program to advance careers of 

emerging artists.  The Hamiltonian Gallery exclusively exhibits the work of artists in 

their fellowship program.  This form of for-profit and non-profit coalition makes this 

organization unique in its management.  The gallery manager Jacqueline Ionita is both 

the director of the Hamiltonian Gallery and the manager of the fellowship program at the 

Hamiltonian Artists.  

The Pyramid Atlantic Art Center, has artist-in-residence programs, education 

programs, exhibition and event programs, and specializes in printmaking, digital media, 

and the art of the book.  The art center also offers internships for college and post-college 

artists in the field of printmaking, papermaking, and book arts projects.   

The Artisphere is a brand new arts center, with three art galleries, an education 

center for visual arts, and three theaters for performing arts and film.  The galleries 

showcase artworks of contemporary artists with changing exhibitions.   Education 

programs are offered in visual arts as well as in music and theater.  This art center is 

currently the largest art center in the Northern Virginia area.  

The Smith Farm Center for Healing and the Arts and its gallery, follow a unique 

mission by providing emotional support for cancer patients through the arts.  The 

organization has an artist-in-residence program, which is hospital based and engages 

patients in creative arts activities such as visual arts, creative writing, storytelling, music, 
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etc.  The program aims to include the arts in the healing process.  The Joan Hisoaka 

Gallery, which is a part of the Smith Farm Center, showcases works with different 

themes facilitating healing through the arts.   

The Corcoran Gallery of Art is a well-established museum in Washington D.C., 

with a large permanent collection of American and European paintings and sculptures, as 

well as changing exhibitions of internationally prominent artists.  Besides the many 

hands-on visual arts classes, lectures, concert series, guest speaker series, the Corcoran 

also has a College of Art and Design.  As one of the largest art institutions I have 

investigated, the Corcoran embodies almost all aspects of visual arts management within 

the organization.   

Another large art center is the Torpedo Factory in Alexandria, Virginia.  This art 

center is one of the busiest in the Washington D.C. Metro area.  The Torpedo Factory 

houses eighty-two visual art studios that are open to the public to come in and observe the 

artist in the process of creating the work.  The center has six art galleries, two workshops 

for printmaking and fiberworks, the Art League School for visual arts classes, and an 

archeological museum.   

It is important to point out that I tried to investigate programs at a small variety of 

arts organizations when I started my research.  My findings however, demonstrate a 

much broader spectrum of objectives visual arts organizations have and follow, to serve 

their community.  If only seven visual arts organizations in one city can have so many 

different missions and visions, there are possibly numerous other visual arts organizations 

in the United States, that provide other meaningful ways to contribute to the needs of 
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society.  Consequently, any performing arts organization surely can have a whole variety 

of choices to constitute a mission to serve the community.   

Considering these organizations’ aim to contribute to lifelong learning experience, 

the mission and purpose can still vary.  The only common denominator is carrying out the 

mission through the arts.  As a result, one final question remains unanswered:  How can 

an arts management study program, with a one-size-fits-all curriculum, meet the various 

needs and demands of the arts in all its forms, when the emphasis is mainly on 

established business practices?  The answer probably lies with arts managers, who 

successfully run art programs in various arts organizations.  Further investigation could 

shed some light.  With time constraints on hand, I did not have the opportunity to 

interview practicing arts managers with an arts management degree, but I would be very 

interested to find out how they approach problems arising from dealing with art and 

artists.   

Alternatively, arts management faculty could be interviewed about their 

curriculum development and their own educational backgrounds.   

When discussing arts management and the many departments an arts manager can 

work in, I also think that not every arts manager needs to be specialized in all 

departments.  Managers work with specialty departments such as finance, human 

resources, facility management, legal department.  Managers working in these 

departments do not necessarily have to come from arts backgrounds, but need an 

understanding of the needs of an arts organization.  Therefore, arts managers could be 

examined in two categories, managers who deal directly with art, artists, and the 
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community, and managers who deal with specialized departments.  I find that arts 

management programs in the United States definitely address all these specialized 

departments for administration in arts organizations.  However, managers working in the 

departments of Art Education, Curatorial Affairs, Exhibition, artist-in-residence 

programs, etc., need a solid arts background. 

Since embarking upon this research I have taken a position as an arts manager, 

which has provided me with an additional perspective on the challenges in integrating 

business and the arts.  I am hoping to implement my managerial skills and my knowledge 

of the arts as an arts educator and practicing artist, to learn all aspects of arts 

management.  
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APPENDIX A 

Interview with Jacqueline Ionita, 12/15/2009, 2:15 pm 

(Jacqueline Ionita referred to as JP, Idil Periard referred to as IP) 

IP:  Could you briefly tell me about your background and education prior to 

working at the Hamiltonian Gallery? 

JI:  Paul and Greg bought this building few years ago.  It had been unoccupied for 

15-20 years.  Greg is a green architect.  He is a member of our board.  He wanted to come 

up with a program to benefit new emerging artists that was modeled after his post-doc 

fellowship; where there is a fellow, there is a mentor and a program.  So, he came up with 

this model to support new emerging artists, and so, he started the non-profit Hamiltonian 

Artists.  We also have the Hamiltonian Gallery, which is also a commercial and for-profit 

gallery.   

There are two separate businesses here.  I am the director of the gallery and I am also the 

manager for the non-profit, I run the fellowship program.  I am a graduate of the 

Corcoran, I have a BFA from the Corcoran, and I was a painter.  After college, actually 

during college, I was curating shows throughout D.C. in alternative spaces.  I built a 

relationship with Greg, we collaborated on projects few times, Paul was looking for a 

gallery director, and I was on Greg’s radar.  Greg proposed me as candidate to Paul to run 

the gallery.  So, I started working for Paul about two years ago as a director of the 

gallery.  There was a director of the non-profit, but he moved on to some other 

opportunities over a year ago and that is when I started to officially running the 

fellowship program.  I had been doing that for months before.  So, we finally opened out 
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doors in the middle of October 2008.  We have been open for about fourteen months 

now.  This is our eleventh exhibition, we participated in two international art fairs, and it 

has been really great.  

IP:  Did you have any informal education after your BFA for your current job? 

JI:   Not really.  The Corcoran actually was my fourth school on my little voyage 

to a degree.  I started out in a liberal Arts college in Virginia, Southern Virginia Roanoke 

College.  I was there to study business; I decided that I had done art my whole life.  

During that time I decided that I wanted to be an artist, so I went to art school and then I 

started, you know, curating shows basically with my friends.  So, I kind of independently 

directed my own little, I would not really call it my own gallery, just different projects.  

IP:  For what did you curate? 

JI:  We did a show called, oh God, I can’t even remember.  I can send you the 

information on it.  That was in alternative space, on Connecticut Avenue, on top of 

Godiva, so while I was in college and after college I worked for a real estate law firm, 

boutique law firm.  They did everything, they did a lot of real estate and what that 

enabled me to do was to build relationships with property owners throughout D.C., who 

owned commercial spaces and if they were in between leases with tenants, then I would 

grab that space for two weeks or something… 

JI: So, the space on top of Godiva, off of Connecticut Avenue, that was…  Used 

to be an office space, and then was developed into this gorgeous, gorgeous modern 

apartment.  The show was called Abode, I remember now.  So, we basically curated that 

show with the director of projects for the gallery and Jones, who is also a Corcoran 
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graduate now and who is also co-director.  We curated the show based on different artists 

that we felt like would be good fits in new property developments or people’s homes, and 

we invited a big group of interior designers, architects, graphic designers, just people in 

that industry.  It was really successful.  So, we basically curated things geared towards 

industry, not so much geared towards, like a specific art movement.  So, that’s how I got 

into it.  So, you know, each kind of experience in my life informed the net…  So, each 

kind of job that I did, or project that I worked on, really made sense, starting from the to 

the last one I just completed, the connections I made. 

IP: ...and when did you graduate from the Corcoran? 

JI: ‘07 

IP:  07?  OK, so it is pretty recent? 

IP:  Yes. 

IP:  All right.  So, was this a career path that you chose or was this something you 

just ended up with? 

JI:  I think so.  Yeah, after I graduated and I was curating shows I only felt like 

this was the thing that I wanted to work with rather than being an artist.  But coming from 

art school I felt like, it’s like I can really understand artists, because I still consider myself 

even though I haven’t been painting about one year.  I know what it is to be an artist, I 

know how difficult it is to balance a job and studio practice, and I know how some of 

them are hands on with their installation, ‘cause it’s their work, it’s their baby.  You 

know that might sound really dramatic, but I feel I can understand all this because my 
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friends are artists, I went to school with artists, I am an artist.  So, that’s really helped 

perform my position now. 

IP:  So… 

IP:  Bringing a different edge, so I am not coming, like, with an MBA as my cut 

through dealer to the job. 

IP:  What I wanted to know from you is, what is it that you do daily?  How do you 

run your business?  And what is your involvement with the artists?  And who curates the 

show?  Are you curating the show or are you working with a curator? 

JI:  We don’t work with a curator, because we are committed to (takes a break to 

talk to Paul…) 

IP:  You just said, I was asking you how you are running it, if you are working 

with curators and you said, “No, we are not running with a curator, because…” 

JI:  ..  so, we don’t work with a curator, which is not to say that we won’t in the 

future.  We are definitely open to a really great experience like that.  But we are 

committed to showing fellows that we have and currently we have thirteen fellows and 

we give them a show every year.  So what we do do is, we can’t really curate the fellows 

works.  We’re obligated to show them and enthusiastically obligated to show them.  But 

what we do, we do curate a mentor artist for the exhibition, which meets with the fellows 

months before their exhibition, gives them guidance on….  (Takes another break to talk 

to colleague…) 

JI:  sorry, I am sorry… 

IP:  It’s O.K., no problem 
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JI:  So, we try to pair up who’s working with the same themes, what fellows are 

working on the same themes with the mentor artist.  And then… the mentor is always a 

more established artist… We might actually show a mentor artist in the same exhibition 

as the fellow who isn’t necessarily the mentor to that fellow.  So, actually, Jonathan 

Monahan, who is a fellow has two mentors, James Rick and David Page.  James showed 

in September, who is a professor at the Corcoran, so is David Page.  And David Page is 

going to show in spring.  But I felt like, because of the themes that both artists are 

working in, you know, materials, fetishes, kind of over indulgence, religious imagery…  

Since they are all working in those themes, I thought that they would be good mentors.  

So, they met with Jonathan once before his exhibition and they are going to lead a 

critique of Jonathan’s work, and Frank is actually going to be involved in it too.  So, 

instead of having one fellow for one mentor it’s going to be kind of like a more organic 

group.  So, we don’t work with curators so far, but we are taking curating more seriously.  

So, we are we not just slapping together three fellows with one mentor artist, which don’t 

make sense at all.  I think in our first year of exhibitions, we definitely made some 

pairing mistakes, and this year we are trying to make sharp, conceptually cohesive shows.   

IP:  Basically, you don’t have any educational community programs in the 

gallery, right?  This is straightforward showing artists’ works? 

JI:  Kind of.  The two organizations overlap each other, so our non-profit is really 

where we kind of zero in on the programming.  The programming that comes along with 

the fellowship is the mentorship opportunities.  We also have regular professional 

development speaker series.  So, we have a partnership with WALA, which is the 
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Washington Area Lawyers for Artists.  So they sent one of their lawyers here, who gave a 

talk to our fellows.  We also open up the professional development series to the public 

and they are typically free.  So, a lawyer from WALA came and gave a talk to a group of 

about forty people on copyright law.  So, we are giving these different talks that are 

relevant to aiding the professional development of the young emerging artist’s career.  

Different other topics we have given talks on are: Where to find money?  Which 

community chest to tap into?  Which grants to go for?  How to network is another talk 

that we have given.  In January, we are giving a talk on taxes for artists.  So, different 

things like that that an artist may not learn in their undergrad or graduate school.  It is 

basically based on art.  We are teaching professional practices here, because we really 

want the new emerging artists to become an entrepreneur of their own work.  We want 

them to become their own agent, we want them to negotiate their own contracts to make 

their own commissions, those types of things.   

IP:  Quick question for you personally: Do you have any management background 

or was it just learned? 

JI:  Just learned. 

IP:  So…  What I meant is education in management… you don’t have any 

management education? 

JI:  Yes, just learned. 

IP:  Where did you work before?  Did you have any management job prior to this 

one? 
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JI:  Yes, I kind of did.  This will sound kind of silly, but I am not going to deny 

that had some significance into my professional development, but after my first year of 

college, when I was 18-19 years old I worked for CUTCO, you know, the knives.  So, it 

was all college kids there, and I worked for them for that summer.  And it actually went 

into that year, and sold knives, and after you sell a certain amount of knives you start 

moving up the ranks.  After just a summer, which is a two months, two-and-a-half month 

period I was managing a group of about fifteen people.  So, I think that really is 

significant in the fact that, you know, I like kind of being a leader, being a director of 

things.   

IP:  So how is your day here? 

JI:  We are open Tuesday through Saturday twelve to six, which is only six hours 

through five days a week, but we work probably like, triple that amount.  We have a 

small staff here, who is constantly working.  We usually start the email cycles at 7:30 in 

the morning and go till 11:30 in the night.  Because we are working with thirteen fellows, 

ten mentors, let’s say, trying to plan for the next couple of weeks, trying to plan for the 

next two years.  We are opening up our application process.  So today I have to send out 

a press release, so that everybody knows the process is open, so if people want to apply 

for the program.  We only open it once a week to accept new fellows.  That closes the 

end of February.  We have meetings all the time.  We have some corporate contracts with 

different PR-firms downtown, that I rotate art in, that I have to go later to do some 

consulting for…  What else do we do during the day?  It’s kind of crazy how much we do 
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a day with such a small staff.  Angie is busy away writing and researching for grants all 

day.  Sean does all our web updating and creates all our publication materials. 

IP:  How many people are you here again? 

JI:  Paul is the owner of the firm. 

IP:  Is he always here too?  Or is he…? 

JI:  No, he is a professor, so he comes once a week. 

IP:  And you are three people running it then? 

JI:  Yes.  Angie and Sean are part-time, and I am full-time.  So, they are here 

twenty hours a week, and I am here five days a week, but I work a lot outside of the 

gallery hours that we keep. 

IP:  So you work also for the non-profit out of here? 

JI:  I work for both.  So, my employment is split down the middle.  My pay is split 

down the middle, but also, I try to keep my hours even that way too. 

IP:  But you work out of the gallery? 

JI:  Yes.  My office is right there.  My laptop is there.  That’s where we get all our 

work done. 

IP:  What are the things that have been most difficult for you during this time that 

you have been running this place? 

JI:  That’s a good question.  Well, I am young.  I am only twenty-seven, and I am 

the youngest gallery director in D.C.  And I think that that has been an incredible 

experience for me… And achievement, but at the same time, I never apprenticed under 

anybody before this job.  So, I am kind of learning the ropes as I go, and I am constantly 



Idil Periard  
Effective Visual Arts Management 
 

69 

picking other gallery director’s brains for advice.  And almost all the galleries in D.C. 

have been incredibly generous with advice to us here.  So, you know, that’s one 

disadvantage that I have.  But the advantage of that is that I am young, and I have a lot of 

energy, and I am incredibly dedicated to this job, to this program, so working sixty hours 

a week for me is normal.  It’s fine.  I have always worked while going to school, worked 

and painted, or worked and done other projects.  So, having to have workload isn’t 

anything new.  But, I also feel like, because I only have a BFA, may be some…  Some of 

our fellows are twenty years older than I am.  And some of them have MFA’s.  And you 

know, I don’t blame them for thinking that they know more than I do, you know.  At the 

end of the day, I am always willing to collaborate with people.  But at the end of the day, 

I am the gallery director, and it is my job to have successful, good-looking shows that 

make sense.  It is my job to invite people into the gallery, who are going to give back to 

the program.  Those decisions do rely on my head, whether or not I am younger than they 

are, or older than they are, or more educated than they are, or less educated than they are.  

So, it has been one kind of hurdle that we are constantly jumping over with some of our 

older artists now.  So, I am planning…  I just applied to grad school to get a master’s in 

Art Museum Settings, and that education I can tailor more towards the contemporary art 

market, which I think would really service this gallery.   

IP:  Have you thought about where you want to study yet? 

JI:  Yes, I already applied, and I want to keep my mouth shot and fingers crossed.  

I don’t want to say that I have applied and I did not get in, and get embarrassed, so… 
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IP:  Sure, of course, I just asked out of curiosity…  It’s a very personal question 

anyway, I wasn’t… 

JI:  No, no.  It’s a local school. 

IP:  Here is a very general question, and I think it is a very valid one.  What kind 

of mistakes could be made in your position?   

JI:  May be not giving yourself time enough to plan for things.  I could tell you so 

many mistakes that I’ve made.  (laughs) 

IP:  Well, that’s OK, because you learn out of those… 

JI:  Yeah, I mean, don’t pretend to be something that you are not.  Like, if you are 

not an experienced art handler, don’t pack up art and handle it, because I recently ruined 

a work of art.  Because I packed it wrong, so that cost…  It was only $500, but I still 

ruined a piece of art, you know.  It was some stuff in a jar and I didn’t pack it up right, I 

packed it on its side, so the things that ruined the jar, that was in, came apart.  Also, don’t 

under estimate what you can do, what your group can do, and just go for it.  Don’t think 

“Oh well, I have only been in this business for X amount of years and I am only this age 

or I have only this background.”  Like, who cares about all of that.  If you feel like there 

is a collector that you want to get to know, do your best to go and get to know them.  

Don’t feel insecure about your goal or your past experiences, just go for it.  You know, 

bite off where you can chew.  Those are some… 

JI:  I kind of fall back and forth on what I want to tell you about how I approach 

the non-profit and how I approach the gallery.  At times, you want to have the super 

professional form of relationship with some of the people that you work with.  
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Sometimes you don’t need to have that, because people are just really down to earth and 

grateful to be involved in the program.  I mean artists are just a much different group of 

people to work with.  Artists are definitely a different breed.  I think that, somebody 

coming from, you know, if you worked for, like…  I don’t know, Dupont Plastics your 

whole life, and you come to the gallery management job where you begin managing 

artist’s careers, it’s just much different.  It’s really much different.  Because some of them 

are totally Type-A business people, and some more emotional, more and more, you 

know, talking about their feelings in their work.  You have to treat each artist differently.  

And not give them different privileges, but you have to approach their personality in 

different ways.  With some people it’s all about business, with some people it’s all about 

the feelings, the emotions they put in their work.  

IP:  Do you find that challenging or… 

JI:  Yeah, totally.  Totally.  It’s exhausting.  Well, I will give you an example:  

My boyfriend works in PR here in D.C.  And the amount of emotional crisis that we deal 

with here versus someone at his job deals with…  In Department of Education, they 

pretty much deal with zero, and here it’s just…  I mean, this is not just a product, this is 

somebody’s…  Not to sound cheesy and overly dramatic, but this is someone’s heart and 

soul, someone’s idea realized in something that we are all looking at and scrutinizing.  It 

can be a painful experience for an artist, I know, to sell their work for an artist too.   

IP:  Do you feel like you are missing something you should go for and learn more 

about to deal with a situation like that or is it just something that you need to, you think, 

you feel, you are going to learn through being with people? 
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JI:  It’s like people take their personal management skills to the max, to the 

extreme.  Because you don’t just get a small spectrum of people, who are all 

professionals and one might get a little attitude with a deadline and another one might be 

so incredibly easy to work with.  You don’t get that little snip-it, you get the full 

spectrum.  Like people with…  Like geniuses with manic depression and people who are 

so crazy Type-A, stressed out about everything all the time, people who are in the middle.  

Who are more relaxed.  I feel like for some reasons that seem unfair and so many reasons 

that seem perfectly fair and obvious artists who have a free range, who act how they want 

to act, you know.  And they can be as odd and outlandish as they want o be, or they can 

be as introverted and shy as they want to be.  

IP: Apart from your age, that you are a very young gallery director and that 

sometimes causes problems dealing with your fellows because they feel like may be they 

are more experienced, they are older, or they have a higher…  

JI: Which is perfectly reasonable. 

IP: Yes, so what do you think you could do to make that feeling change for you 

and for them?  Would it be another education or do you think age is such a big issue 

here? 

JI: Yes, when people sometimes disagree with you, they kind of bolster out their 

argument, where they are coming from…  Things like “Oh, sugar?  Age,” like, “she 

believes A and I believe B,” instead of saying, “I believe B because of X, Y, and Z,” 

which are legitimate facts, it is, “I believe B because of X, Y, Z.  And also you are only 

this age and you only have this degree.” 
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IP:  Does anybody ever say that or make you really feel that that is the case? 

JI:  People definitely made me feel that that is the case and nobody has directly 

told me to my face.   

IP:  I think this might be your disadvantage, at the same time I think it is very 

advantageous, because you are so young and so high, and it can only go forward from 

here on, but… 

JI: Yes.  It is definitely both.  Not having a Master’s is definitely, you know, a 

substantial thing to talk about.  At the same time, I read about art all the time, 

international art-blogs, magazines, about the art market, articles in the paper, etc.  Self-

educating myself.  Sometimes it is just that piece of paper, and sometimes it is not just 

that piece of paper.  Sometimes it is just a legitimate experience than being educated on a 

certain thing.  It is a disadvantage and it’s also an advantage.   

IP:  I see the advantage.  I was a surprised, when I met you to see how young you 

are, but I have to say…  Then again I think this is great, because it is great that you have 

the opportunity, and obviously you used it to your success, and… 

JI:  I always say that Paul took a chance on me when making me the director of 

this gallery and the Fellowship Program, but I feel that nears the original mission of the 

Fellowship Program anyway.  So, it is to support new emerging artists, but also to 

support a new emerging gallery directors, new emerging non-profit administrators, grant 

writers or whatever our staff does here.  So, it makes perfect sense for him to do that. 

IP:  If you met someone right out of college, who wants to be an arts manager or 

someone like me, who has all the working experience, I have a B.A. in Art History from 
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many years ago, then worked in the corporate industry, and now I have gone back to 

school.  What would you recommend to people, whether young or older, who want to 

take similar positions, to be successful in the position that you are in?  What do you think 

would be very important to watch out for?  Mistakes or having success?  What do you 

think they need? 

JI:  I think that you really need to have a well-balanced way that you would come 

off.  A really well balanced way that you operate in.  You have to be competitive, you 

have to be a business woman, you have to go want to go out there and make deals, but 

you also have to realize that you are doing that to make your artist’s money, to support 

their careers, because art is something that you really feel is an important part of all our 

lives and a way of life for them, for artists.  People say, “It is so gross for art dealers to 

talk about art as an investment,” you know, I don’t really care.  I think that people want 

to buy a work of art; they do it because they love it.  Even if it is a really great 

investment, even if you speak to them in terms of, “If you sat on this, I think you should 

buy this painting right now, because if you sat on this artist for five years and you would 

want to sell it in five years, you would definitely get your money back.  You would gain 

like twenty-seven percent.  This is how the market is going, this is how their career is 

going, bla bla bla…”  There is nothing wrong with that.  So people think it is vulgar, 

grotesque.   

IP:  It is like real estate in a way.  When you buy a house the value… as a person 

who knows the business, you can calculate how much it will go up in so many years and 

in a way art is the same way. 
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JI:  Yeah.  So, the thing is, at the end of the day, a deal is going to be made 

because someone really responded to that work.  Whether they are saying it or not, and it 

is not because of an investment.  Anybody who buys work from us, it is definitely not 

because of an investment, because these are new emerging artists and there is no way to 

say what is going to happen with their careers. 

IP:  That actually gives me another question.  How much do you think is your 

influence on people buying the work from here?  Do you have to put a lot of effort for 

them to buy?  It probably changes, but approximately how much effort does it take you 

to…?  

JI:  Kind of a lot, but it can’t come off that way.  Few months ago I sold a $9000 

painting that I worked on to sell for three months, so that took a lot.  Sometimes people 

come in and just start talking to Paul about something if he is here, and if they really can 

and they are really excited about the works they are talking about to get, they will just 

buy it.  And I am not involved at all, and Paul is just having a conversation.  That’s the 

extend of his involvement.  It really depends.  To make those bigger sales I feel like it 

takes a lot more negotiating.  Especially because of the market right now, it’s a lot of 

negotiating.  

IP:  What is the most compelling aspect for you to be working in the gallery as 

well as the non-profit management? 

JI:   Well, I wouldn’t say that I really run the non-profit.  I run the programming 

of the non-profit.  There is so much more.  Angie is always diligently writing for grants 

and we just got a big grant recently.  I wouldn’t say it is that big, but it was a big deal for 
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us.  I think that building my relationships with the fellows as gallery director and as 

manager of the non-profit benefits them.  We will tailor the program to benefit them.  I  

am also learning about their work, which is a good thing for placing them in another 

gallery or placing them in another show outside this gallery, or being really able to speak 

about their work intelligently.  To either price it or to market it, to sell it or to give them 

to curators, that type of thing.   

IP:  How much of the outside marketing are you involved in?  Let’s say, online or 

brochures, announcing what’s going on?  

JI:  I do the press releases of the shows.  So, all the statements about the shows, I 

write.  Sean and I design the postcards and get it printed for the shows.  We use different 

applications like, online Facebook, or we will publish in the Washington Post the 

ongoing project.  A lot of it is to go out there and talk about what the mission of the 

gallery is, what the fellowship program is, who is showing right now, and how great their 

work is, and what it is all about.  A lot of it is networking and going out there.  And 

promoting.  We do a lot of that.   

IP:  And you are doing this together with your colleague Sean? 

JI:  Sean and I are designing the postcards, but I am a part of the [18… Artists] at 

the Corcoran and I am about to be a part of the Corcoran Contemporary’s Group for 

contemporary art patrons.  I go to different events like that and talk.  I go to a lot of other 

gallery openings; I go to other social networking events, where people outside of the 

industry go to get them excited about the gallery.  Then they start to come to the gallery 

and bring in their friends.  It is not a - sit in the office in front of the computer and go 
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home at night type - of job.  We have to be constantly promoting what we are doing and 

promoting our artists.   

IP:  Do you have any resentment?  Now that you told me that you are a painter 

yourself and now you are marketing basically other people’s work.  Do you paint 

anymore? 

JI:  No.  I really don’t.  Sometimes, when someone will bring in a painting and I 

can smell and see the oil on it, I get a little jealous, because I want to be in the studio 

doing that.  It is that old factory thing, which makes me all nostalgic about it, but the 

longer I stay in this position the more comfortable I become in making the decision not to 

become a full-time artist.   

IP:  What do you think is weighing more?  Your management skills or your being 

an artist?  What is the balance of those two aspects for you personally? 

JI:  I am not sure, because both of those aspects of me are not contrived.  I am the 

product of those two qualities that I have.  I feel in harmony.  I have always been a 

business minded kind of person, but I have always been an artist too.  So, the way I 

operate, the way I behave, the way I interact with people, is always as combination of 

those two things.  So, I am not really sure if I can differentiate the two.  I feel like they 

are so relying on each other.   

IP:  The AU is offering Arts Management studies, where you basically study 

particularly managing art in galleries, in museums, or all sorts of different arts 

management positions.   
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JI:  Angie just came out of that program, the Art Management Graduate Program 

at the American University.  It is actually geared more towards non-profits.  Angie could 

probably tell you more about the program.   

IP:  What I am curious about is, is that something you feel like would be 

necessary?  To specifically study arts management or do you feel like it doesn’t matter 

whether I studied it or not?  I am an artist and I learned through experiencing 

management on my own, from my mentors or colleagues or other gallery directors who 

helped you?  Do you feel like there is something that you are still missing or do you feel 

like “I can continue like this and I don’t need to specifically go and study arts 

management to do my job well?” 

JI:  If this were not a two-fold organization that we are running here, and if may 

be it would be just the gallery, then may be I would feel.  But since it is a two fold 

organization that we are running here, I am going back to school.  I do feel like there is a 

lot that I have to learn.   

IP:  What are you exactly going to study or what do you want to study? 

JI:  I really want to study not so much the business management end of things, but 

more so the market of things that can help me function and operate in the art industry.  I 

think that’s all that I can say until I get into the program.  Because, I don’t know, because 

the interesting thing about grad school is that a program can really appeal to you, but you 

never know what you are going to get out of it until you get out of the program, and you 

realize how it benefits your career.  A lot of the reasons why I go back is, because this 

specific program has this incredible opportunity to make a lot of networking connections 
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in New York and in London, which I think would better our organization a thousand 

times over.  It is not only just about the connections.  It is about the courses, and the 

program.  Like I said, I can tailor that education to the contemporary market, which is 

where I work.  I want to come back and be able to kind of pilot drive. 

IP:  Are going to study part-time or full-time? 

JI:  Full-time.  And work.  It is going to be tough.  I am sure most of those people 

in the program are working too or doing internships.  We will see… 

IP:  What do you want to do in the future?  Where do you want to go from here?  

Where do you see yourself? 

JI:  I really don’t know.  I am pretty committed to what we are doing here.  May 

be grad school will give me a clear idea of that.  At this point of my career, I don’t know 

what I want to do after this.  And I don’t know what after this is.  How many years that 

would be.  I am really kind of just in the present right now.  When I think about my 

future, I always think of Hamiltonian as my future too.  

IP:  That shows your dedication to the company.  That can change, things can 

happen in life. 

JI:  Totally.  I mean, I am not going to retire here.  I don’t think that that would 

benefit this organization and I don’t think that would benefit my life.  But am I going 

somewhere in a year?  No.  Five years?  I don’t know yet. 

IP:  Is there anything else you would like to tell me about either the Non-Profit or 

the Gallery? 

JI:  I don’t think so.  
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IP:  Thank you very much for taking the time to talk to me today. 



Idil Periard  
Effective Visual Arts Management 
 

81 

APPENDIX B 

Interview with José Dominguez, January 27, 2010 

(José Dominguez referred to as JD, Idil Periard referred to as IP) 

IP:  What can you tell me about yourself, about your current position?  

JD:  I am the Executive Director at Pyramid Atlantic and my responsibilities have 

to do with, programmatically, in terms of managing and creating programs for the 

organization, has to do with, interfacing with the public, connecting them with the work 

that we do.  It has to do with fundraising for the organization, then it has to do with the 

management and the development of staff. 

IP:  How large is this place? 

JD:  We have, including myself, three full-time, we have three consultants and 

then a number of volunteers and associates, which are kind of work exchange positions.   

IP:  What is your background and your education? 

JD:  My background is actually theater.  I have a performance background.  I have 

a Bachelor’s in Theater and I have a MFA in Theater, and then I have got a certificate in 

Public Management from George Washington University.  So, I have an arts training and 

I have a management training.   

IP:  Do you have any informal education or on the job training? 

JD:  On the job.  When I was working as an actor, one of the things I began to do 

is, do education in order to supplement the work I was doing, and then began to run 

programs more and more, and then when I was working at the D.C. Commission for the 

Arts and Humanities, that is when I did a lot of real program management and 
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management of volunteers and contractors and things like that.  I did that.  So, a lot of my 

training, I guess would say, is probably seventy to eighty percent on the job training, and 

then probably another twenty percent, in terms of education in classes, that I kind of 

sought out for myself.   

IP:  So, would you say that the informal education was more valuable in some 

way?  When you think about your education, getting a certificate, how valuable was that 

for you? 

JD:  I think that the older I get, the more that I am able to put the education within 

a context.  I think, to me, that’s kind of the big challenge with education, because it is 

great to learn about theory and concepts, but without the actual practice it is difficult to 

contextualize it and say that, “This is great.”  But then when you take it out into the world 

you have to adapt.  You have to be able to adapt, because within academic setting that’s 

one thing, and certain things work because of the context.  Then you take it out of the 

context, you’ve got to tweak it and do some different things.  So, I think the older I get, 

the better I am able to appreciate education and make it work for me, which I think, it is 

important for education, it has to work for you.  Concepts are just concepts, but you have 

to take them and interpret them and personalize them and figure out how you are going to 

use them in your life.   

IP:  What kind of programs do you offer here? 

JD:  At Pyramid Atlantic, one of the most important things we do and one of the 

best things we do, is instruction and education around our mediums.  Papermaking, 

printmaking, the book arts, some digital media.  So, those are our forms and whether you 
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are a professional artist who is looking to expand their practice and include paper 

making, print making, or you are working artist in those mediums who is looking to 

continue their practice or collaborate with an artist and work on a project or expand their 

work, we have the people here, who understand the medium and who also love the 

mediums.  Those are the two kind of really important parts again to education, because 

you have to have the technique, you have to have the know-how, but then you also really 

have to love the medium, and want to investigate it, and look at it, and push it, and share 

that with someone else.  So, a lot of the art instruction…  I guess there are instructions for 

two groups, one is the professional artists, and then the other one is, what we like to say, 

artists of all ages and abilities.  Be they young person, who is discovering and this is part 

of their kind of human development, or it is someone who has just discovered, we can say 

print making, and wants to emerge and begin their practice.   

IP:  You have just told me that your background is actually in performing arts 

since it is theater.  So, what made you get interested in entering the visual arts and 

working in visual arts?  Did you have any background in it or did it just develop from one 

thing to the other?  What is the history to that? 

JD:  Sure.  When I worked at the Commission, I managed a lot of different arts 

programs.  I managed the visual arts programs, I managed some grant programs, but I 

guess to me coming here…  I live about ten minutes from here.  I guess my interest is two 

things:  I think artists need support.  And one of the reasons why I wanted to take this job 

is, because I feel that I have an understanding of kind of the support structure that needs 

to be under artistic programs for artists to be able to do their work.  So, I believe in 
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supporting the artists regardless of the medium, even it is a medium that I don’t 

understand or I have never done before.  And then the other the part is, I live ten minutes 

away, and this is my community, and I have the opportunity to make a difference in my 

community and use the arts to make a difference in my community.   

IP:  So what did you do with your theater background? 

JD:  I use it everyday.  I really use it everyday, because I find that theatrical 

training is great in terms of trying to understand people, and I think in terms of trying to 

understand situations.  It is about thinking critically.  To me arts training is about critical 

thinking and you learn to think, and you learn to think creatively, you learn to find other 

options to problems.  I think sometimes, in traditional classrooms it is about, “Well, this 

is the way to do it, and everybody needs to do it this way.”  And that is good, I think that 

is good and that is important, but the things I love about my artistic background is I ask, 

“Well, why?  Why do we have to do it that way?”  Well, may be not.  We can ask 

questions like that, and to me, that is the best part of being an artist.  You learn to be very 

creative, non-linear thinker and I think you need that.  You need that because life is too 

complicated.   

IP:  In this context, I am assuming that you are satisfied with what you are doing, 

but if there was anything you would change, or you feel like needs change, what would 

that be? 

JD:  To me my biggest challenge is growing our base of support in terms of 

creating more fans.  In this organization, we need more fans, we need more folks who not 

just understand our mediums, but kind of contextualize, why this art forms needs to 
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continue, why the arts are important.  We don’t have enough of that.  So, that to me, is 

the biggest change, that this organizations needs to have more fans.  We need more folks 

who understand us and want to…  And even if they don’t understand it totally, that they 

understand that this is important and they need to support this.  We are not there yet.  If 

you are in the arts, and you understand why we are important, that is fine, but that is not 

really to me the demo that we are trying to get, what we need for us.  We need the other 

ninety percent of the world, ninety percent of the country who thinks that arts is a luxury, 

arts is only for the highly educated, it is kind of ivory tower type of stuff, and that we 

would all be fine without an arts center, without arts education, and that it is only a 

distraction for our kids and for our lives, and we would much rather watch a movie on 

Netflix or so.  Which is all fine, but that is what I would change.  I would change, how 

important we are, how important they are to us. 

IP:  In your current position when you think about it, what are the considerations 

in terms of operating as a manager? 

JD:  I guess the two big things are time and money.  I find that those are the two 

biggest resources I manage the whole time I am here.  Time and money.  When it comes 

to time, the time to do something well, and when I don’t have the time to do something 

well, to find the time to do something good enough to get it done.  I go through 

everything, from staff, to facility, to programs…  And then money, in terms of, “How 

much do I need to get a program going?  How much do I need for the organization to 

survive?  How much can I leverage in terms of what existing funds do I have?  How 

much can I raise from corporations, grants, government, individuals?”  Time and money, 



Idil Periard  
Effective Visual Arts Management 
 

86 

that is what it really all comes down to.  It is trying to make sure that you have as equal 

an amount of each as possible, because a lot of folks have a lot of time, they have no 

money, other folks have no time.  And then some folks have very little of each.  I have no 

time, I have no money.  So, it is trying to make sure that that ratio of time and money 

isn’t too hard to manage. 

IP:  What do you think are the most common mistakes that someone in your 

position could make? 

JD:  I think the hardest thing to do, but I think the most important thing to do, is to 

listen.  I think that is the hardest thing, any kind of leader, any manager of a program, 

always has to really wrestle with, because there are certain things you want to get done.  

There is a certain agenda you have, there are some priorities you have, but you need to be 

able to listen, you need to able to stop, you need to be able to change your mind, and then 

accepting being wrong.  You’ve got to listen, and you’ve got to be wrong.  You’ve got to 

accept when you are wrong, and you have to accept failure.  One of things I have learned 

in my job here is that failure is a really important part of success.  Very too often we want 

to win.  In our culture we associate success with success, and nothing succeeds on 

success.  If you are not successful, you are not succeeding.  I disagree with that.  I think if 

you are failing, you are working on being successful.  I try to look at each failure as one 

step closer to succeeding.  That is the way I try to look at it.  I look at it as “well this 

failed, that is good, now I have that out of the way.”  I don’t have to worry about how far 

I am from success, because I failed, that means I am one step closer.  I guess then, that is 

important.  You have to go into a position, knowing that you are going to fail, and just 



Idil Periard  
Effective Visual Arts Management 
 

87 

being O.K. with that and having a good base of yourself, a good sense of yourself, a good 

support system.  You have to be able to listen to others.  In anything you do have some 

faith, take some risks that you may not see something there, but if you feel that it is the 

right way to go, you got to go that way, and then be willing to accept the consequences.  

You may be right, you may be wrong, and then you just apologize, and then you keep 

going.  It is hard, but it is good work too. 

IP:  What are the top five strengths and qualities a manager need in your position? 

JD:  That’s a good question.  In my position, your need to like people, that’s the 

first thing.  You really have to like people.  You have to be curious; you have to be really 

curious.  You have to love problems.  You have to kind of embrace them.  Problems are 

opportunities.  Within my job, I think you have to love your field.  To me it is to love the 

arts and love the artists.  I think the fifth one is, you have to be a team builder, and you 

have to be willing to have people on the team who know more than you, who are smarter 

than you, and that is hard.  It is hard to find those people and it is hard to let itself 

workout.  For an organization to succeed, it has to be bigger than you as manager.  It has 

to be bigger than you.  It has to.  That is the only way to succeed.  When you are the 

smartest person at the table, there is a problem.  If you are the only one the organization 

thinks of it is a problem, because an organization is a group of people.  So, I think as a 

manager that is important. 

IP:  How would you describe successful management, what do you see as 

successful management in your experience? 
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JD:  Successful management in my experience is, when you see staff grow.  I 

think that is one of the first things.  You see people growing beyond, may be what their or 

your perception of what their perception was of themselves.  You see folks growing and 

going into different places, so you are growing their skill set.  You see projects that may 

be, before you got there, somebody would have thought was not possible or would not 

make any sense.  And you then do it and all of a sudden it is just woven into the fabric of 

the organization and it is difficult to think of why didn’t this happen before.  We are able 

to create some foundation and sustainability for this program that will outlive me.  So 

that, when I am gone there is somebody else here to run the place, they are going to have 

a whole new set of problems, but they won’t be the same problems.  There will be a 

whole new set of problems that that person will have to deal with, because that’s just 

what running an organization is.  It is a different thing everyday.  The hardest thing, but I 

think the important thing, is that when the organization goes even farther than I could 

have ever imagined, than I could have taken it.  Somebody comes along and blows out of 

the water whatever I have done and takes it to a whole other direction and it begins to 

succeed.  I think that’s it.  I think sometimes my job is to slowly work myself out of the 

job, because the organization needs to function on its own and it needs to be cohesive set 

of just people and it is never about one person.  It is about others and that is hard, because 

as human beings we are very individualistic and we are just people.  I think, at the end of 

the day, an organization and a team, it is about some of its parts, and it is about things 

working.  I love it when things work and I have nothing to do with it.  I really do, because 

it just shows me that that is my job.  My job for things to work and me to have nothing to 
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do with it, because the organization is bigger than me and is bigger than any one person.  

This organization is a sum of everybody.  So, if something works and I had nothing to do 

with it, I love it.  That’s great, I am doing my job, I am doing my job, because this is 

working.   

IP:  When you think about the combination of your experience and education, do 

you feel like there is anything which is lacking and would be important as an additional 

strength for you to have when running this organization? 

JD:  The one thing doing this job is, I wish I knew more about the visual arts.  I 

wish I would have more of a background in these mediums, because I think I would 

understand some subtleties that I don’t understand.  I wish I knew more about the 

mediums, and then in terms of skill set, I think the biggest challenge that I have is 

fundraising.  I think it is not something that I cannot work through; I think if I had that 

muscle a little stronger that would make some other things.  Then probably I would not 

have some other things.  I am good in some things, in terms of developing programs and 

raising money from certain groups, but I think my fundraising skill set just needs to be 

flushed out more. 

IP:  If you had an opportunity through this recorded interview to advise a novice 

or someone interested in pursuing a similar career, what would you feel it most important 

for them to know/do/believe?  

JD:  I would say, “Do what you love and be who you are,” I think, “Be who you 

are,” is the most important thing.  One of the things I have learned in my development is, 

at the end of the day, I am who I am, and that has its strengths and its weaknesses.  There 



Idil Periard  
Effective Visual Arts Management 
 

90 

are certain things I am great at and there are certain things I am not there.  I have certain 

habits that are good and there are certain habits I have that are crappy, but at the end of 

the day if I try to be somebody else I am going to fail.  If I try to be who I am and I fail 

that’s O.K., because I am failing as myself.  I think you got to be who you are.  You got 

to make your decisions, you got to try to be as honest with yourself as possible, and you 

got to be who you are.  You cannot try to be somebody else.  I think that is hard.  That is 

hard for a lot of leaders and someone like myself.  When I got to this organization, 

everybody was about twenty-five years older than me.  That was really hard and kind of 

intimidating, but through work with a coach, and through my own personal work, we 

were able to make some changes and I feel I am who I am and I can accept that.  That is 

the biggest thing, be who you are, because if you try to be somebody else it is just going 

to make the process a lot longer for you.  It is going to take you a while to figure out that 

you have to be yourself.  Trying to be somebody else is just a waste of time.  Do what 

you love.  

IP:  What do you find most compelling in your position?  What part of your job 

do you like best? 

JD:  I love solving problems.  I really like hard things.  I like to find the toughest 

thing and figure out, why it is not working, and sit there and say, “Well, why is it not 

working?  What if we did this?”  Or, “What if we did that?” because after it is solved I 

get really bored and I look for the next problem. 

IP:  So, would you say that this position is giving you possibilities to solve 

problems? 
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JD:  Yes.  Everyday there is something different and I really like that it stretches 

me.  It is tiring, but I like that, at the end of the day, how it stretches me to find out 

something new about myself and I kind of dig and push myself to grow in places that if I 

totally understood everything or I was in a place, let’s say, I was in a theater, I would 

have more of an understanding, because I studied it for so long, there still would be areas 

I wouldn’t get and there still would be areas that confound me, but I like the fact that 

everyday is a different day, and the problems here are long term.  You try to find 

solution; you try to find a long-term solution, not just a short-term solution.   

IP:  How long have you been in this position? 

JD:  Two years.  I have been doing this two years here at Pyramid.   

IP:  Where were you before that? 

JD:  I was at the D.C. Commission for the Arts and Humanities and I was there 

about six years.   

IP:  So is that how you started working in visual arts? 

JD:  That is how I started managing programs.  That is really when I started 

managing big programs, six or seven programs at the same time at a city level as opposed 

to a center level.  Before that I was doing art education.  I was teaching in schools.  I was 

teaching play writing and acting in the D.C. area schools. 

IP:  I didn’t know about your art education background. 

JD:  Yes, my biggest background is in art education.  I think it is important, 

because to me the challenges that we face, at the end of the day, come down to education.  

Just in general I think that, because I think if everyone, for example, had art education…  
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Let’s say, everybody took art history at high school and it was mandatory, like we take 

American history, I think people would be more tolerant to the arts.  I think people would 

also have a common language, because like you have taken art history and I did my art 

history elective when I was at college, we could probably have a conversation.  We 

would probably have enough similarities, we could talk about artists, we could talk about 

some periods, and we could have a dialog.  I think that is the big problem, because most 

folks do not have art history.  If you took someone off the street and you wanted to talk 

about art they would bring to it where they are at.  Art history is important, because then 

it takes a while for you and that person to come up with a common art history language:  

Who are your common figures?  What are the common people?  What are some of the 

big parts of the movement and then you can begin to have a dialog?  Otherwise, you have 

the high-art-low-art conversation and it is not that anybody is wrong.  It really isn’t, you 

just are speaking from your experience.  You are not wrong, it is where you see it, and it 

is right to you, and where I see it is right to me.  Too many times in the art discussion we 

have good art, bad art conversation.  I do not know what that does in terms of educating 

and fostering more understanding.  If I am putting down your opinion, if I am basically 

saying, “Your opinion is not really that important, mine is more important,” I don’t think 

anybody would like that in any field.  From where you see things, these are the strengths 

to that, and that is great, and here is where I see things, and if we can get to the point that 

we can appreciate each others points of view, then we are making progress.  Then nobody 

loses.  Everybody wins.  I think that is hard.  So, I think education is very important, it is 

key.   
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IP:  In terms of numbers, just to get an idea, what percentage of what Pyramid 

Atlantic does is community outreach and education programs? 

JD:  Really big.  If you look at broad education, and not just schools and young 

people, but if you look at university programs, and even if you look at the education that 

individuals kind of do for themselves, in terms of expanding their practice, I would say 

eighty percent of what we do is education.  Whether you are educating a professional 

adult or another practice, whether you are working with a young person, whether you are 

educating an adult who is new to the medium…  I would say eighty percent of what we 

do is education and understanding.  That is a big part, if wouldn’t have that, we are not 

going anywhere.   

IP:  That is what I was trying to find out.  How much is education involved in this 

organization? 

JD:  You have to.  That is the only way, also for a medium or an art form to 

survive.  Practice.  Unless we continue to develop interest in papermaking, printmaking, 

book arts, and digital media…  Not digital media so much, but I guess eventually it will 

die.  There are a lot of art forms that people don’t do anymore, because people just 

stopped doing it or because people just stopped the interest in it, so you get a really small 

niche of people who know how to do this, and that is not what we want.  We want 

everyone to try their hand at papermaking, everybody to try their hand in printmaking.  

May be it is something that you want to be your profession.  And you want to derive your 

living from being a professional artist.  And may be it is just something that enhances 

your life, makes your life that much better and that is good too.   
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IP:  I know you are short on time and we are almost done, but I would like you to 

give me a recommendation.  How do you think, somebody with my background in 

management and art, and an art education degree, should approach a career in arts 

management?  What strengths should I have other than just being myself?  What do you 

think I should consider more and think about more may be? 

JD:  I think one of the basic ways to do this is start by managing a program.  Start 

managing a program, because that is how you can learn.  You can basically manage a 

program and as you go up administratively, like, when I started managing programs, you 

have certain people, you have certain resources, and then as you go up you manage two 

programs, three programs, four programs, you are managing a whole organization.  It is 

basically that same thing you just first started with.  In terms of,  “I got to get something 

done.  Here are the resources.  I have to get it done.”  And all that ever happens is you 

just have more to do.  And so, if you could run kind of a good program and you do that 

well a few times, then you start taking that skill set of managing people, managing 

resources, managing time and you start expanding it.  Then you start being able to 

basically build other people, because that to me, what a manager at the end of the day…  

That is, how I think you can go from managing a program to managing five programs, to 

managing an organization.  You learn to build people.  You learn to manage people.  So, 

I would say, first thing to do is to start with a program.  Start being able to get one thing 

done over eight weeks or over twelve weeks with a certain amount of resources.  You got 

to learn to deliver on a small scale.  So, start managing a program and figure out what it 

is like.  I think also a really good skill is, start managing a program where you have to 
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manage volunteers.  Because that is a really good way to learn how to manage people.  

Because those people don’t owe you anything.  Volunteers are volunteers.  Staff is staff.  

Sometimes staff has to listen to you, because you are the boss, but I think volunteers 

don’t have to listen to you.  That to me is about communication, that is about relationship 

building.  So, I would say if you want to start, start managing a program, start to learn 

how to manage volunteers and that is a good way to begin to learn management.  And 

then when you do have people that you do manage that are staff, some of the ways you 

manage volunteers is the same way.  You want to create a positive environment, you 

want to be respectful, you want to be grateful that they are there.  You have to pay to be 

there, they still don’t have to be there, I tend to think.  Grateful to have them there.  When 

you have good people, you have good volunteers you are grateful, and when you don’t 

you just get it done anyway.  

IP:  O.K.  Thank you so much for your time.   
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APPENDIX C 

Interview with Janice Marks, August 26, 2010 

(Janice Marks referred to as JM, Idil Periard referred to as IP) 

IP: What is your background and education?  Could you tell me a little about it? 

JM:  My college education is in theater and dance.  

IP:  Where did you study? 

JM:  Temple University in Philadelphia. 

JM:  It was the beginning of a very circuitous path that got me to here.  So, I 

would say that had a tremendous amount of on-the-job education.  Just everything I know 

about art history, about museum, about working I an art school, I learned from the 

institutions that I worked in.  I think, I learned some good skills in my studies that served 

me well in what I do, but the subject matter was not related.   

IP:  For me it is good to know that there are people in the business of art 

management, who did not necessarily study arts management.   

JM:  There was no such thing to study, when I was coming up.  I have to kind of 

admit, I don’t believe that is something you can learn from coursework.   

IP:  That is a very interesting statement.  This is exactly why I was interested in 

this project.  I have long years of corporate management experience and I studied art 

history.  I want to combine my skills that I learned in corporate management and my 

education in art history and art education, but in the meantime, I heard that the American 

University has an arts management program. 
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JM:  And I had interns from that arts management program.  It is a very good 

program, but every arts organization is different, and there are certain good principals 

you can learn in an arts management program, that will get you started on the path to 

figure out, how to do what you are going to do.  Then you get your first job that gets you 

in some place, let’s say, like the Corcoran, that has a pretty unique structure, that has its 

own set of issues and problems and no amount of anything that you learned from the 

management text, is going to tell you how to deal with this place.  It has been run for 

decades by people, who don’t know anything about arts management in a formal sense.  

There is this body of knowledge and theory that has been build up over the last twenty to 

thirty years, I would say.  That to me, in some way, came to the stuff that you hear about 

creative economy.  This basically is a lot of carefully analyzed observation that has 

grown into a body of knowledge and theory that doesn’t quite make the leap to practice.  

It’s been made some noble effort to say arts organizations tend to have a lot of similar to 

each other problems, and we should find a way to quantify, that and to tell people how 

you manage these things.  It doesn’t really work.  You can pick up some good skills, you 

can start to create a network, all the things you do in graduate school for anything.  

Except, there is really minimal in there.  I have had interns from these programs, I have 

guest taught in these programs, and without fail, what I am saying to people, sometimes I 

am with a panel of people, is myth busting.  It is like, “Let us tell you, how it really 

works.”  So, there is absolutely no motto, there are no mottos.  There is only… 
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IP:  So, do you think that you have to work your way through the problems with 

whatever experience and skills you have, but they can’t be learned in a…  To a certain 

degree… 

JM:  It is not enough.  It should be more like an apprenticeship program and less 

like community program.  Because the practical stuff is what you really learn from.  

Doctors have to do basically practicals in several different areas, so should people who 

study arts management.   

IP:  Like having internships in different places… 

JM:  Yes.  Structured internships, where they actually have to learn how a certain 

function works in this kind of organization.  So, there are certain principals.  I am not 

saying that, if you work in a dance company, you can’t work for an opera company, or 

you can’t go to a museum, but you need to develop a basic understanding of how those 

businesses work.  They are not all the same business.  So, there is a certain way that 

theaters work, there is a certain way that dance companies work, there is a certain way 

that museums work, for the most part.  You have got to get a good grounding in what 

organization you are in.  To come in with general knowledge of best practices in arts 

management isn’t really going to do you a lot of good. 

IP:  I have a question to that.  Do you think it is important to have had at least an 

arts background to do arts management, or is it more important to have management 

background? 

JM:  It is more important to have an arts background.  First of all, there is a total 

crisis in arts management right now, because there is no next generation.  Nobody wants 
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these jobs.  The only people who want these jobs are people who are passionate about the 

art forms.  You can go to Morgan Stanley or you can make peanuts for the rest of your 

life or running an arts organization.  That’s why having an arts background is essential.  

You have to have not just an affinity for it, you have to have an absolute passion for it, 

and you have to have an understanding of what makes it tick.  You have to care about it.  

These are not jobs for people who just want to make some money.   

JM:  You have to love it and you have to decide that that is your way to make a 

difference in that field.  Otherwise, why on earth we can do it.  The work is just as hard.  

Sometimes the dress code is a little bit looser, but I have days when I don’t see the inside 

of my office, because I am going from meeting to meeting.  The stress level is very high, 

the pay stinks, you know.  We are here because we want to be here.  From where I am, I 

am not unhappy about my compensation, but compare that to what I could be doing in a 

similar function in management in the for-profit world, and it is worlds apart.  You have 

to survive on the feedback where you go into a situation and say, “I had to do something 

with making this happen.”  Then you are in the right place.  No amount of education is 

going to give you that.  The other reason, why I think the art background is much more 

important than the management background, is that there are no rules.  It’s a very scary 

place.  Since there are no rules for how these problems crop up, there are absolutely no 

rules for how you resolve them.  So, you have to be a creative person.  Artists are 

problem solvers.  You know, I want to do this, now I have to figure out how to make that 

happen.  You have to have that kind of spirit to be able to do what we do.  I have no 

money, I have no time, I can’t find three people who really care about this, but I have to 
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make it happen by this date and it’s going to cost that much.  And some way or another 

the curtain goes up, the audience is there, the play happens.  That is what you have to 

bring to this.  We schedule an exhibition, it is going to happen.  Whether we are 

successful or not on our end of things, but it is a lot more satisfying if you are.  So, I think 

it is that creative problem solving ability is much more important than any management 

experience.   

JM:  To go back to the questions, I think I have answered the second question, 

how valuable do I think the informal education was?  It is indispensable.   

IP:  These are general questions.  It is not like there is an answer to each one of 

them.  They all go into each other, but these are the points I am interested to know more 

about.   

JM:  My career path, if you look at my resume, it really looks kind of haphazard, 

but it actually makes perfect sense to me.  It is pretty organic.  I have been involved in 

theatre since I was [little], before I could read.  So, I grew up knowing that this is what I 

want to do with my life.  And I went straight into theater program after high school, 

because you can’t study this stuff before you get to college.  I was really anxious to get to 

college, because I could choose my major, and could put everything I had into it.  And I 

did, and I came out of there, and I had to get a job, so I went and worked in a law firm.  

But I ran a small theater company that did theater for children on the side, and when I got 

into it, the company had already existed, and I was brought in by some friends.  We were 

a very small company, and at the end of that first season I said, “Our grant money is 

running out, so we have to reapply for some grants.”  That fell to me, because I was the 
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writer.  I figured out what I had to do and I had the file from the people before.  I 

managed to get State Arts Council money, and I got some private foundation funding.  

There is nothing like success to make you think, “Something is going on here.”  My 

friends kind of got me into it, and all of a sudden I was left with a one-person-shop, 

cranking out people’s fellowship applications for the State Arts Council and the National 

Endowment, and doing foundation proposals.  It became a business.  Eventually, I was 

able to stop working for lawyers and start working for non-profit organizations.  I have 

been in every kind of arts organization you can imagine.   

IP:  Did it help to have all that experience coming here?  How much did it affect 

the work you are doing right now? 

JM:  Tremendously.  Rather than starting in a large organization of any kind, 

where you might come in and be junior management level and get a piece of something 

to work on, every place I worked up until…  I have been doing this for almost twenty 

years, was a one-person-shop.  I did all of it, every development function.  Most of the 

time I was also doing communications, public relations.  I was writing press releases, I 

was raising money, I was doing press conferences.  I was figuring out as I went.  That 

was invaluable, because not only did I build some really good contacts, when you are 

stuck in middle management, you don’t need as many people, your boss needs 

everybody.  When you are the only one, you are being everybody.  So, I build up some 

really great contacts, picked up some very very wonderful mentors along the way.  That 

was a really important aspect of my education, because I was working alone.  There was 

nobody in my organization who did what I did.  So, nowhere to get any kind of guidance.  
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I had to go outside of the organization to find people elsewhere who did what I did.  That 

was graduate school.  That was watching somebody do problem solving, having 

somebody coach me through what the heck I do in this situation.   

One of the issues with arts organizations is that they are generally run by people 

who actually pride themselves on not having any kind of business background, and not 

having any management skills.  Usually it really shows.  You don’t know why these 

things run, but they do.  You can’t just come in and say, “We are going to clean this place 

out and we are going to run it tight ship.”  They are not going to respond to it.  You are 

working with artists.  So, you have to take the creative process that you take when you 

are creating work, and you have to apply it to making your organization work.  That’s 

been really fascinating to me.  So, everything that I have learned, trying to keep a tiny 

little dance company with a five-hundred-thousand dollars annual budget of load is 

serving me right now.  There really is no difference, except the number of zeros at the 

end.  I have been in one organization that completely dwarfs this one in terms of the size 

of their annual budget, but the problems are the same.  They just get magnified by the 

amount of money.  In some ways it’s really true that the bigger they are the harder they 

fall.  When a really small company is on that line of, if we get one more grant we can 

make it through this year, or if don’t, we are going to have shut down.  Living on that 

edge, is a good education in my business. 

IP:  Did you by any chance take also some courses, certificates?  

JM:  No.  There was a move to professionalize fund raising that started about 

nearly the same time as arts management, I think about thirty years ago, so I belong to a 
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professional organization of fundraisers.  There is a code of ethics, there are educational 

programs.  They also decided, in a move to professionalize, to start certifying people as 

fundraisers.  I had been in business five or six years and I said, “O.K.  I am going to take 

the test,” and they said, “No, you can’t.  You have been doing this all now.”  “Yes, but I 

have done all these things and I feel like I am ready to this test.  You have to pay to take 

this test.  You are saying, you don’t want my money.  You want me to go away and grow 

up, and then come back and take the test.  No thanks!”  So, I don’t have the certification 

and I don’t want the certification, because I really don’t think…  The other thing is that 

that level of pier recognition, those are not the piers that are important to me.  The ones 

that I work with are piers that are important to me.  So I am selecting into this subset, not 

that one.  I mean, I really don’t care if some fundraisers think that I am some sort of guru 

of something.  I really care about the people I work with.  Understand what I am trying to 

do, respect me for what I am trying to do.  So, it’s a very different mindset.   

JM:  (Looking at the questions) What interested me coming into this position?  

This place was a mess.  It was a wild mess.  

IP:  How did you know about that though? 

JM:  I have lived in Washington since a few years before the Mapplethorpe.  

When we didn’t do the Mapplethorpe exhibition, WPA did, and that put WPA on the map 

and made every artist in Washington absolutely hate the Corcoran.  They had gone 

through that disaster, which was a PR nightmare.  They got through failed capital 

campaign.  They needed a lot of donors.  They basically raised money to do this Frank 

Gehry building that they didn’t build. 
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IP:  Yes.  I had heard about that. 

JM:  This is all very public.  We are going to do this Gehry addition and that will 

be a competition for the architects.  We are going to build a Gehry building and it is 

going to be great.  Well, they raised some of the money, not much of the money, but they 

didn’t do what they said they are going to do.  And that is the only rule in fundraising.  

You have to do what you say you are going to do. 

IP:  So, what did they do with the money that they got for the project? 

JM:  It went to some other improvements and things like that and in some cases 

they set down with the donor and said, “ O.K., this is what is happening, but you made 

this pledge and this is how we would like to look at it.”  So, in some cases we got less 

money, but to a different purpose.  For instance, when I came in they were still trying to 

straighten this out.  That was three years ago.  We had a pledge from a local foundation 

and it was a substantial pledge, but they hadn’t paid anything on it.  So, we went to them 

and said, “O.K. so, the Gehry building is not happening and we have this pledge from 

you, and what we really like to use it is to start fixing the roof.”  So, they approved that at 

a lower level than they had committed to the other building, but it was still a substantial 

grant.  So, we did a lot of that kind of negotiating.  Then there were some things on the 

books that had still not been straightened out yet. 

IP:  How long have you been here? 

JM:  Three years.   

IP:  And where were you before? 

JM:  Consulting.  
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IP:  Were you also consulting for the Corcoran? 

JM:  No. 

JM:  So, what was intriguing to me when I came here is, I am now about thirty 

years into my career, this place, by all rights, should have shot down years ago.  You 

know, it’s a mess.  But it is a mess tremendously worth saving.  So, the idea of helping to 

bring back an institution, you know, that challenge was really appealing to me.  It seemed 

like really worthwhile to do.   

IP:  I agree.  I like the Corcoran and I see how they are struggling in many 

different ways. 

JM:  The interesting thing is that you can go back through many many iterations 

of management here and we always have those problems.  So, that was really interesting 

to me, to see if there is a way for me to systematically fix.  It is like somebody designed a 

really poor engine and yet this vehicle moves.  So, if we went back and took that engine 

apart, and built a better one, would it run better?  It’s that set of challenges that I felt 

would be really interesting to me at this time.  I have changed jobs since I came here.  I 

came in as a Director of Corporate Foundation Relations and most of my focus was on 

the gallery.  Now I am Director of Development for the college.   

IP:  Is there a reason for the change? 

JM:  Yes.  They had never done this before.  My position is brand new.  They 

have always tried to keep the Development Office consolidated, and unfortunately, 

because of the demands from the gallery side, that rather meant that the college was kind 

of the stepchild of the Development Office.  Back in the day that was O.K., because 
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tuition pretty much covered the college needs, but that is not true anymore.  We need to 

build more endowment and we need to raise more scholarship funds, I could go on.  It 

was a new challenge and I wanted this.   

IP:  So, how many people are in your group? 

JM:  Me.  And [Sharday], who does Alumni Relations, reports to me.  But our 

jobs are very different.  I am supervising Alumni Relations, but Alumni Relations has a 

lot of factors that are not development.  So, pretty much I am a one-person-shop again, 

but it is also a hundred year old start up, which is really fun. 

IP:  I think so too. 

JM:  It is.  It is exciting. 

IP:  Are you satisfied with your career and your position? 

JM:  Yes.  At some point it moved from being stuff that happened to me, to me 

pursuing.  I am very satisfied, because I have been able to stay in the arts my whole 

career.  I had a couple of little journeys elsewhere for other things that interested me at 

the time, but I always come back.  And I have been able to make a career out of what I 

do, which is really exciting to me.  What would I change?  More resources and bigger 

staff! 

IP:  Sounds good.  That’s exactly what you need. 

JM:  Yes.  I am pretty much at peace with I know I can do and I know my 

limitations.  I know what I can do myself, but I can see what I could do if I had a group to 

lead.  But that’s going to be a long time coming.   

IP:  Is that because of financial reasons they can’t effort to… 
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JM:  Financial and structural.  It is just not built that way to… 

IP: …expand the organization? 

JM:  Yes, and there are some other things that I would change, but those are pretty 

subjective to the Corcoran.   

IP:  What does your current position require of you to consider when you are 

working on a specific project? 

JM:  I really need to know what the heck I am talking about.  Whatever it is, and 

that’s true for anybody in this field, is that, you know, if you are working for a company 

that is trying to find a new way to do waste management, you better be an expert on 

garbage collecting.  So, I do whatever I can do to know my field and to know my project.   

IP:  So, a lot of research and study? 

JM:  A lot of research and a lot of talking who ever the manager is.  So, if it is an 

exhibition, I am sitting down with the curator and learning about not just this artist, but -

Why are we doing this exhibition?  What’s the focus?  What’s the intellectual premise of 

this?  Are we trying to get people to reconsider a body of work?  What is it?   

In the college, if we are trying to develop a new program, I need to understand 

who is going to benefit from this.  We have some new graduate programs, so every time 

we roll and it goes out, who is going to benefit this?  What kinds of industries will that 

effect?  And I need to know all the ins and outs of different issues and art forms.  It is 

basically that.   

IP:  I heard that there is a new graduate program coming in arts management. 

JM:  I am kind of excited about that one, because it has a very particular focus.   
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IP:  It does? 

JM:  It is international.  The focus of this program, as I understand it, is geared 

towards developing people with the ability to navigate all the issues surrounding 

international exhibitions and exchanging exhibitions.  So, the GW part of this is going to 

be a focus on international relations.  It sounds like it is pretty much right up your alley. 

IP:  Was this your original career choice? 

JM:  Hell no!  What factors influenced my decision?  I needed to work and 

eventually I got to a point, where it was not O.K. with me to have a day job, and then 

pursue all my other interests in my spare time.  So, I decided to make a connection and 

make a career out of this.   

IP:  What would be the most common mistakes that could be made in your 

position? 

JM:  Not doing your homework.  Not knowing what you are talking about and 

there is two sides to that.  I am a service area.  I look at the different departments that I 

work with as my clients.  I tell my staff, “We are like the copy room,” everybody comes 

to us with their stuff.  So, you don’t only need to know everything you can know about 

the project you are talking about, you have to know everything you need to know about 

who you are applying to.  When it comes to individuals, you have to know their 

background, their interests.  It’s tremendous amounts of research.  So, that would be the 

number one most of the common mistake to say, “Oh, they gave money to the Kennedy 

Center, I think they will give money to us,” and applying without making any of the 

groundwork.  The other ones are a lot smaller mistakes, but part of that thoroughness is 
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really knowing what something costs, and not low-balling or inflating your budget, which 

is a very difficult thing to accomplish, because sometimes you are under pressure.  If the 

maximum that you can ask for this program is a million dollars, you will be under 

pressure from people who don’t understand what you do and how you do it when you 

apply for the million dollars.  Even if you won’t be able to manage it, you can’t make the 

program look like it costs that much.  So, those are mistakes to not…  Basically lying is a 

bad mistake.  At the end of the day, all you do is ask nicely, do what you said you would 

do with the money, and say, “Thank you.”  And if you are putting yourself into a position 

where you can not going to be able to do those things, don’t do it.  

IP:  Financial management is probably one of the hardest things, because of the 

grants… 

JM:  There is a lot of guesswork.  You have to predict conservatively.  I think the 

other really common mistake is to be pessimistic.  You know, we do the impossible 

everyday.  You just talk yourself out of just about any to ask, to any person or any entity.  

“Why would they give it to us?  We have all these issues.  There will eight hundred other 

people asking for the same grant.  I might not even bother.”  Well, you can’t do that.  

This is like the department of dreaming.  When I work with curators or educators, college 

department heads…  “What’s the best case scenario?  Where do you want this to go?  

How do you see this in your dream?”  Because that’s what we have to get funded.  You 

have to make people care, and to make people care, you have to inspire them to 

something.  If you say, “I really would like to buy another piece of equipment,” that’s not 
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going to do it.  So, not being pessimistic about it, just not believing in your product is a 

mistake.  If you can’t do that, you don’t belong here.   

IP:  What are the top five strengths and qualities a manager needs to have in your 

position? 

JM:  I don’t know about numbers, but I would say, you have to be creative, 

flexible…  You never know what’s going to come flying at you.  You can be working on 

something for months and get told, “We are not doing that.”  You can be getting ready to 

leave for the day and find out that we have tremendous opportunity and it is due 

tomorrow.  You have to be flexible, you have to be able to evaluate if this is something 

that’s worth doing or not.  You have to be incredibly diplomatic, because sometimes you 

have to say ‘no’ to people.  And sometimes you have to deliver really bad news.  

Whatever anybody wants to think, you never don’t get agreement, because your 

development staff sucks.  You don’t get a grant, because your project isn’t good enough.  

So, you are the one to help people with those things during this process.  You have to 

have a sense of humor or you kill yourself.  And the other thing is, it really helps if you 

are smart.  Stupid people don’t do well in this profession.  Basically, it is know what you 

are good at.  Especially, if you are in a museum and a college, you are in pretty highly 

charged intellectual environment.  If you want entrée to the people, whose cooperation 

you need to get your job done, they have to want to talk to you.  That’s all there is to it.  

There have been some really interesting things that have happened to me.  Most work 

related, one not.  My mother was in the hospital last year and we didn’t know what was 

wrong with her, trying to get information out of the doctors.  Finally I called her doctor 
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and I said, “I am here and I am not leaving until you talk to me.  What’s going on?”  He 

sat down and he said to me, “Well, clearly you have a medical background.”  No, I don’t, 

but I wasn’t going to tell him that.  I was in.  I got exactly what I needed, because 

something that I said or some assumption that he made…  And that’s what you have to be 

able to do.  

You want a curator to talk to you and not treat you like you are a twit; you need to 

know what you are talking about.  And they need to believe it.  That’s one reason why, 

when I was doing the Corporate Foundation stuff for the Gallery, my department was 

really successful, because we got three people, who really know what they are talking 

about.  So, those are the kinds of things.  When I worked at dance companies, a lot of 

stressed out, really mistrustful people, who have had a bad deal from consultants.  But it’s 

my luck in the door that they make the assumption that I have a dance background and 

they trust me.  You learn a lot of good mirroring skills studying what I studied at school.  

I can make a doctor believe I have a medical background; I can make a banker believe I 

have a finance background.  I don’t, but…   

IP:  …but that’s a good thing.  It is not even a skill.  It is a personality trade.   

JM:  …but it is like being able to speak more than one language.  You can meet 

somebody on their ground.   

IP:  What are the difficulties and accomplishments you had during your career? 

JM:  In career-long difficulties…  Some of this not the function of this kind of 

job, but more of a function of what goes on in society.  Being taken serious took me a 

long time.  I am female and I am little.  So, I have been treated like a child so many 
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times.  I actually had one interview, where...  I interviewed for a job at the National Zoo, 

when I was first moving here twenty-some years ago, and just thirty.  They said, there is 

one formality and the zoo director left for business.  He said, “One more wrap-up thing.  

We have to get you down to the central Smithsonian office and they have to interview 

you, but it’s really just a formality.”  And I went in and the Secretary of the Smithsonian 

was there.  And all these guys.  Big guys.  All guys.  They put me into this enormous 

chair facing them.  My feet didn’t hit the floor.  And this man said, “What’s a little girl 

like you going to do in a big zoo like that?” 

IP:  That’s so unfair though. 

JM:  I know.  I left.  I said, “This is over, I don’t want this job.”  I could tell in 

that moment, they weren’t going to let me do it.  The way the Smithsonian works, every 

division has to kind of fight for the opportunity to approach a funder that everybody also 

wants.  I am like, “These guys are going to eat me alive.  They are never going to let me 

do this job.  Because there is an assumption right now that I can’t.”   

IP:  That’s rude. 

JM:  Yes, it is rude, but I don’t want to put myself in that situation.  So, that kind 

of thing has been a challenge.  The other thing, which has been a challenge that is 

specific to our organization is, you often are the only one who does what you do in the 

organization.  Therefore, you are the only one, who has a clue, how you do what you do.  

So, getting your superiors and colleagues to understand, what you need from them in 

order to do your job well…  It’s like, “Here you are and where is the money?” and 

‘Where is the money?’ has to do with how well managed the place is sometimes, because 



Idil Periard  
Effective Visual Arts Management 
 

113 

that’s becoming more and more of importance.  Because you have to show that you know 

how you handle money in order to give more of it to draw away, but also the quality of 

the product.  I could never work for a place I wouldn’t believe in, because I have to sell 

my product.  So, if the artistic level is…  I always wanted tapes.  So, when a dance 

company called me and asked me to do consulting for them, I would have them send me 

the same kind of video tape that they have to submit to a festival or presenter, because if I 

didn’t like the work, I couldn’t do it.  I mean, that’s the worst situation to be in to think, 

“Oh my God, this is crap.”  And you learn to work through it, because not every 

exhibition is something that you would think we should be doing, but if it fits the general 

mission and you can find ways to get behind it, you are behind the institution, that’s the 

whole.  But those kinds of challenges are tough.  You know, if you think it’s turkey, it is 

going to be pretty damn hard to convince people to give money for it.   

Accomplishments…  There are millions of them.  You know, every time a show 

goes up, I feel like, I am proud, I had something to do with that.  In my career I had some 

good accomplishments.  Really satisfying ones; bringing in the biggest grant in that a 

small organization ever got.  Getting recognition for my organization from a foundation 

that has only ever funded really big organizations, and there we were.  So, those kinds of 

things are really satisfying.  Creating programs is really satisfying.  Sitting down with 

staff people, program people, and saying and participating in the process of, “What if we 

did this?”  From my perspective, I know what funders are interested in, that doesn’t ever 

drive programming, but it can influence how you structure something.  So, that’s been 
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really exciting, but basically, you know, I went to graduation this year and felt like I am 

proud of these people.  They are my students.   

IP:  You mean the graduation of the college students? 

JM:  Yes, absolutely.   

IP:  If you had an opportunity to advice a novice or someone interested in 

pursuing a similar career, what would you think would be the most important thing for 

them to know? 

JM:  Everything that I just said.  You have to want to do it.  It’s not like an 

aptitude test sort of thing.  It’s almost as being a performer, it’s not just loving it, it is 

needing to do it.  I don’t think it is quite that level.  If you are an artist, you need to be an 

artist and you need to make art.  I don’t think anybody needs to be an arts manager, but 

you have to love it enough, to want to support that process.  Blindly.  No matter what.  

Those are the advices that…  Don’t believe what anybody tells you.  There is no way to 

learn what you are going to be hit with until you are in the middle of it, but if you love it, 

you will know.  So, you sort of have to just listen to your gut.  Again, you are applying 

the same principals to managing your organization, managing your career, making your 

work.  If your gut tells you, “There is something not quite right about this, it’s not 

finished, it doesn’t look right,” you change it.  If you are an actor and you are not feeling 

what you are doing, everybody out there is not going to know it, and that’s not even 

feeling.  So, if your heart is not in it, you can’t do it.   

IP:  What’s the most compelling aspect of your position? 
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JM:  I never have the same day twice.  It’s never boring.  It’s sometimes really 

frustrating and it’s sometimes even depressing, but it is never boring.  I think that the 

other thing, which is most compelling is that, this place, this institution had so many 

challenges that from the get go almost anything I did made it better in someway.  That’s a 

tremendous feeling to go home with.  That makes up for all the days you feel like, “I 

didn’t really do anything today.”  It is like every dollar that comes in here, every time I 

make a connection with a faculty member or a curator and there is that understanding of, 

“She can help,” you know, that makes it better.  And that’s really what keeps me going.  

Getting this place back on track is a hugely compelling reason to be here.  All the things 

that an institution like this should be, keeping that picture in mind is really compelling.   

IP:  Is there anything else that you would like to have, besides your education and 

experience, to better overcome the obstacles along your working day? 

JM:  Yes.  Being born extremely wealthy would have been nice.   

IP:  I think that goes for everybody.  Doesn’t it? 

JM:  You know, not needing my job as much would be good during times like 

this.  I am not in the position where they could say, “Well, we need to consider a pay-cut 

in senior management,” I am like “Well, then I need to consider another job, because I 

have a mortgage to pay.”  So, yes, if I was independently wealthy, that would make this 

whole thing a lot easier.  I would give my salary back.  I am the kind of person, who 

would work if I didn’t have to, but if I didn’t get paid, I would probably give it away.  So, 

I have been really blessed.  I have supportive family, supportive colleagues and I am in a 
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good network of people outside the organization, who I stay in touch with, who do what I 

do.  So, I feel like I have a pretty good toolbox for this.  But you need all those things.  

IP:  I am happy that you enjoy your job. 

JM: I do, I love my job.  You know, there are days, when I can’t take in the stride 

and then I just have to go, take a walk.  I think at a certain level you can’t let out steam at 

work, because that can really damage a lot of relationships.  When I feel defeated, I’ve 

got to get out of here, because that’s contagious.  I hate it when people come to me with a 

great idea three weeks before they need to do it, because then I have to say, “I can’t do 

anything for you.  I needed to know this six months ago.”  That’s a learning curve, but it 

is learning a work.  There are fewer of those kinds of challenges.  Especially, when you 

know, who would fund that, if you had time.  But people need to learn, how this all 

works.  So, that’s it. 

IP:  Thank you so much for taking the time. 

JM:  It was actually fun. 

IP:  I really appreciate it.  You should know that.  This is really important for my 

thesis.  Thank you. 
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APPENDIX D 

Interview with Cynthia Connolly, November 5, 2010 

(Cynthia Connolly referred as CC, Idil Periard referred as IP) 

IP:  What is your background and education?  Informal, on the job education, 

mentor? 

CC:  I grew up in Los Angeles.  I think it is interesting to know where people 

come from.  My closest family was my mother’s family who came from Russia during 

the revolution and they had a strong emphasis, sort of intellectualism and education in the 

arts, and I went to a sort of liberal elementary school in Los Angeles, and then a college 

prep high school, but it was in Los Angeles and a lot of the people that I went to school 

with were…  They were the children of movie people, writers, actors, and a lot of those 

people were quite liberal.  And I feel like that actually had a huge influence on who I am, 

now, today.  And my appreciation for art and the importance of art, and the importance of 

expanding my creativity is.  So, I moved to D.C., when my mother moved to D.C. for a 

job in 1981.  I was sixteen and I went to the Corcoran School of Art.  I skipped twelfth 

grade, and went to the Corcoran and graduated with a BFA in Graphic Design.  That was 

the very beginning of the computer age, so we had the very first Apple computers, and 

we did some work on computers, but it was primarily the old style of graphic design of 

cut paper, preparing work for print for color separation.  And then, my job education, I 

always wanted to…  I was always involved with this music scene.  This punk music 

scene in Washington D.C., and before that in Los Angeles.  I was very young and 

actually, the other day I was telling my boyfriend, I was like…  There is a very famous 
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place in Los Angeles on Sunset strip called the Whisky A Go Go, where, like, the Doors 

played, and these people, and he says something about it, and I go, I turned to him and I 

go, “You know what?  I played at the Whisky A Go Go,” and he was like, “You did?” 

and I go, “You know, that’s funny.  I never thought about the fact that I actually played at 

the Whisky A Go Go.” 

IP:  Do you have a music background? 

CC:  Yes.  I took piano and then harp.  The stringed harps, sometimes you 

think about harp as the harmonica, but you would know the harp, and there was this 

punk band that asked me to play with them on the acoustic side, playing the harp.  So, 

I played on stage with the harp when I was something like fifteen or sixteen, which is 

really funny.  It’s funny; my best friend took photographs and I just found them on 

Facebook and showed them to David and a bunch of friends, because I forgot.  

Anyway, this all sort of…  Basically is the cumulative of who I am.  When I moved 

here I actually was most interested in science, math, and art.  I kind of feel like they 

are all very similar, because they all kind of go into a realm of the unknown.  So, I 

ended up going to art school, because my mom moved here, and I go, “Oh, I will just 

go to art school,” which in retrospect I regret, I wish I would have focused on math 

and science, and then art, but that’s O.K.   

IP:  That’s what I was saying to my daughter.  She is a junior at high school 

and can’t decide between medicine or art.  I told her, “Go study medicine and take 

some art.  You can always keep painting.” 
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CC:  That’s kind of true.  Medicine is actually…  That whole world is so 

much about the creative process and art is…  It is so important.  Really, doing it 

together, it is the best.  It will make her the best.  If it’s medicine and being a doctor, 

or the other way around, it is going to nurture each other.  Just not doing one.  I 

totally agree with you.  I just think it is amazing.  So, anyway, I just have a BFA in 

Graphic Design and then I started doing my…  When I graduated the Corcoran I was 

kind of, sort of damaged by going to art school.  I kind of lost my inspiration to do art 

and I think it is because I chose to do graphic design, which I really didn’t like.  And I 

did it, because it was like a good job and then I didn’t use it.  I ended up using it for 

my own projects, so I published a book about the history of the D.C. punk-scene.  

That was during the time pre-digital, it was kind of digital, because I did all the word 

processing on the computer, but then output and layout was on boards.  So, I have 

used my graphic design and then I got into letterpress printing.  I do have a whole 

letterpress shop and I do letterpress printing.  So, ended up starting to do photography 

for myself and about ‘93 started doing photography quite avidly, and doing my own 

shows, and booking my own tour of shows.  I did a where we go every month to 

different galleries and cafés all over the United States, and then I went to Europe, 

ended up in Australia, and I had the final show at ICA in London.  This was in the 

mid-90s.  This is off the job.  This is like the informal education, where I learned 

about really managing art shows from my own art shows.  Shipping them, how to 

handle, how to talk to people about what I needed from the exhibits, how it was 

supposed to be exhibited, and if I wasn’t going to be there, how they were going to 
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hang it and how the opening event is supposed to be, or I would come in and do the 

opening event and promote it.  So, I was doing this really on top of having a full-time 

job.  The other job I had was…   I ended up doing music.  I was doing advertising and 

promotion for a punk record label that was internationally known; called Discord 

Records.  We would ship all over the world and the bands would tour all over the 

world.  So, I was doing a lot of promotion for that simultaneously to doing my own 

art shows.  And then eventually, as an artist, I ended up going back to school in 2002 

to the Rural Studio, R-U-R-A-L, people always can’t hear what I am saying, so the 

Rural Studio in Newbern, Alabama, N-E-W-B-E-R-N, Alabama, which is part of 

Auburn University’s program.  It’s an art and design, build, architecture program.  

And while I was there, I was asked to be in this show called “Beautiful Losers,” 

which was a contemporary art exhibit, but toward…  It’s kind of…  It got reviewed 

and I got reviewed in Art in America as sort of the new art scene.  And primarily I 

was asked, because of my… The curators knew me from all the work I did during my 

own shows by myself, without the curators or bigger art institutes, you know, I just 

shined all that and did my own thing.  And I did my own thing for a long time.  I 

manufactured postcards of my work.  They were sort of their own pieces of artwork.  

I should…  I think I might have some here.  Should show you some of them. 

IP: Yeah, I would love to. 

CC:  And the books…  I did boxes of postcards, I made…  And then the 

letterpressing, I would actually letterpress my own posters and all the stuff to promote 

my artwork.  So, all of that is sort of my informal education, which really is I guess 
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about arts management, and that turned into this…  Which I have never done, I told 

somebody recently, “You know, I never have applied for a job, they…” Somebody 

always comes to me and says, “Can you do this?” and I’ll go, “Yeah, I’ll do that” and 

then it ends ups this five year job, where I end up doing something, or ten years, or 

whatever.  So, actually applying for the job for the Ellipse Art Center Gallery, which 

was run by the Arlington County before Artisphere, was the first time where I 

really…  I had resumes, but I had always made them just because I really wanted to 

keep track of what I was doing, but I actually really had to write a really specific 

resume for a job, which was about running the Ellipse Art Center, this four hundred 

square foot gallery in Ballston.  Just up the street basically.  And so, I ended up 

getting that job and it was basically really about…  People understood me and I think 

the community, they knew I was sort of, you know, I was involved with working at 

the Farmer’s Market in Arlington.  I knew Arlington really well.  And I really like to 

do things, where I mix the art with music and different components.  It’s not just 

about the visual part of it.  And I think they really thought that I would actually 

expand, sort of what the Ellipse was.  I think that’s why I got the job.  But again, 

going back to the education, it is about how people know you in the community and 

already know more about you then what’s written on a piece of paper.  And it’s a lot 

about how much work you do and people see it.  I sometimes worry about that, ‘cause 

now I do…  I feel like doing this job, it’s just a job, and I am not doing this…  Sort of 

my own personal work or community work that I did so much of before.  Because 

this seems to consume so much of my time.   
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IP:  Yeah, I can imagine.  Do you do this full-time, everyday or…? 

CC:  This is full-time and technically we are working with the County.  We 

are supposed to work forty hours a week, but it’s really hard to do that.  And so, it’s 

part of managing, is figuring out so that you can only work a certain amount of time 

and how you can do that.  And it’s really hard, you know.  So, it’s…  I mean it’s 

good.  It’s nice that I don’t have to work eighty hours a week here, but it seems like it 

takes a lot of my creative energy.  So, I don’t have that anymore, you know.  It’s O.K.  

I have a job at least, so that’s good, right? 

IP:  Well, I don’t know.  Honestly, I am not working right now and I am 

loving it, because I have so much time to do art and to think about this (showing book 

of capstone exhibition)…  This took me six months to prepare.  This was a pretty 

huge installation for me, because… 

CC:  Well, even making the book afterwards… 

IP:  I had…  Even my husband and I painted the walls black and we had to 

paint them back to white.  Even that was, you know the Corcoran.  They don’t have 

resources enough, so you do it yourself, so that was hours and hours of work and six 

months of preparation.  At least I have time for that, but then again, it doesn’t make 

money. 

CC:  Right.  You have a husband to support.  I don’t have any way to support 

myself other than doing this, so…  So, it’s hard, but it is what it is.  Just take it for 

what it is and appreciate it.  And really, I am sitting and going, “This is amazing,” 

you know...  “You are here.”  When I booked bands, I didn’t even think of booking 
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bands at D.C. Space, which was this performance space, between Seventh and E 

North West in Washington D.C., that…  I got this job for five or six years.  And 

really, everyday I go in there and I am going like “I can’t believe I have this job.  This 

is the most amazing job I’ve ever had.”  And it was booking all these bands.  They 

had to be original, so they could be, you know, rock, it could be classical, I mean not 

classical, but like newly composed music using classic instruments, like performance 

arts, story telling, poetry, dinner theater, and some of the visual art on the walls, 

and…  I did everything in this place.  I was like the person who…  And it was 

incredible.  So, when we started talking about Artisphere, actually I said, “Well this is 

just a big D.C. Space.”  And even the City Paper, who knows…  They know me from 

way back then, which is twenty years ago and I said to them, “I…”  They came for a 

meeting and I talked about Artisphere and they were kind of like, “We don’t really 

understand how it works,”  and I go, “Don’t you realize, it’s a big D.C. Space,” and 

all of a sudden they are like, “Oh, we know how it works!” you know, and they 

understood what this is gonna be.  It’s…  Really your experience is a really important 

aspect of how you contribute to your job and how you might get that job.  And 

writing that resume was really difficult, because it was all words to describe what I 

did.  It wasn’t something easy like, I don’t know…  Working…  You know, like you 

said Microsoft, and you had a specific duty.  And you can describe it, but being an 

artist, it’s almost like you have to describe it even further, because you need to say the 

detail, which people don’t understand that as an artist how intense the work is and the 

details of it.   
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IP:  Oh, yes.  Absolutely. 

CC:  It’s interesting.  So, I have always been frustrated about that, because in 

order to advertise or promote art in a world that doesn’t understand art, is really hard.  

And that’s part of what I feel like a challenge here and anytime you show art.  How 

do you make it so that the show is something that people can understand, somehow?  

So, how valuable I think the informal education was?  I think I already said that. 

IP:  Oh, yeah yeah. That’s why I gave [it] to you, because it’s kind of, by the 

time you look, you already answered half of them. 

CC:  Why did you choose the career path in…  (reading) 

IP:  I think you already… 

CC:  Did anyone of your family or friends influenced you in your choice?  

That’s funny, because I already sort of answered that.  It’s just that it kept happening. 

IP:  That’s why I gave you the questions.  That way I don’t have to ask… 

CC:  Right, right.   

IP:  We have already answered some of them. 

CC:  The other funny thing about my family was is, I actually remembered 

this, my mom was actually so stressed out when she move here, because she got a 

divorce in the mid seventies and then she moved to D.C. in 1981 and she really 

needed a job, and she had a job.  But I really don’t think I consulted her about how I 

took the GED, which is a test to skip…  I skipped twelfth grade.  I only needed like 

one credit to finish high school anyway, so that I can go to the Corcoran a year early 

when I moved to D.C.  And then I don’t even know, if she knew I applied to the 
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Corcoran.  I just said, “I got accepted to the Corcoran.”  I was just going.  I mean, I 

really don’t remember her giving me any advice, which is sort of strange, now that I 

think about it.  But I think it was, because she was in a place, where she was trying to 

figure out so much about her own life.  I think these things just happen.  So, my 

career path was chosen, kind of, because of circumstances in front of me.  Yeah, 

that’s what happens I guess.   

IP:  What interested you most when you entered your current position? 

CC:  Well, for me…  You know, we move out of the Ellipse Art Center in the 

beginning of 2009 and we were in this office, this pretty awful office space, for a 

year-and-a-half with many of the furniture and supplies where they were shoehorned 

into this office space… 

IP:  The Ellipse doesn’t exist anymore? 

CC:  It doesn’t exist anymore.  It was a leased space by the County.  So, it’s 

unfortunate, it’s a beautiful space and it would be nice if they leased it to somebody 

else, who could use it as a gallery, because it is…  It’s gallery walls with the plywood 

behind the drywall.  It’s constructed as a gallery.  And the track lighting, which we 

took all the lights out of the track, and we have them, and we are using them in the 

WIP Gallery and the Mezz Gallery, those are from the Ellipse.  But the most exciting 

thing is moving into this space, and have a gallery and have to do…  have this 

creative output.  I mean, I really missed it.  I didn’t know, I was just going crazy for 

year-an-a half, because I felt, I was put on hold and then organizing shows that 

weren’t coming…  And kind of having this anxiety about how they were really gonna 
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fit in the space, and we didn’t know, because if you have seen the space before, and 

especially that sculpture work in there…  We came in here twice measuring it, which 

is very hard to go during construction to measure anything and how difficult it was to 

imagine how this space was gonna be like, and if it was gonna fit.  I was like, “Is this 

gonna work?”  “Is it gonna look good in here?”  So, just being here now finally, and 

being in the space and understanding what the space is and it’s potential, which 

everyday, you know, walking around here, you know…  As we have more people 

come, then I will understand this space and it’s potential more.  Because I think we 

need more people to sort of respond to it.   

IP:  Are you satisfied with your career choice and your position? 

CC:  Well, I guess I am.   

IP:  You sound like you are enjoying it, Because it is important. 

CC:  I think it is important, because I think that…  I think it shows in your 

work, and it shows in the…  I mean, I think it really does convey somehow in these 

little…  In the exhibit, and I think it conveys in how much enthusiasm you have to 

find the art to create the show.  And I think that sometimes it shows and you can feel 

that in some exhibits.  And I think it’s important.  It’s a subtlety that some people do 

miss, but then…  I think it’s a subtlety sometimes people walk away and go, “I really 

liked that show.”  And they don’t know why, they just…  That’s that subtlety.  So, 

yeah, I am glad I am doing this.  It’s amazing really.  It’s pretty amazing.  It’s hard 

though, when you have to do so much bureaucracy.  And sitting here for four hours, 
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when I really wanted to be writing this essay and I say, “God, when does this email 

end?”  But you know, that’s what it is.   

And my original career choice, I think I sort of already talked about that.  So, 

my factors influencing my decisions were the circumstances in front of me.  That sort 

of directed me.  But really I think there were just these circumstances, but obviously I 

wanted to do it.  It wasn’t completely…  I mean, I am not like I am not interested in 

art.  So, it’s not…  And going to the Rural Studio was a huge decision for my own art 

and that was the most incredible experience that I ever had in my life.  That was a 

really important decision.  And really, I am now learning this thing about decision-

making and you visualize yourself in that place, where you would have made that 

decision and you see yourself there.  And then you visualize yourself if you weren’t 

doing that, and it’s really easy to make that decision.  So, I did that with the Rural 

Studio.  I was like…  They called me in July and said, “You have been accepted.”  

And then I had to be there August eleventh or something.  So, I was like, “That’s in a 

month.  I have to quit my job, I have to figure out how to get there in Alabama.  Pack 

everything up and what am I doing?”  So, that was a lot, so I said, “Well, I will call 

you back.”  And then I sat there and said, “O.K., what are you gonna be doing there?”  

I don’t know what I will be doing, but it will be a lot more interesting than sitting in 

front of this computer doing email all day.  Then I was like, “Of course I am going.  

You are a fool not to go.”  So, I did that once.  I recently bought a banjo, a really 

old…  I started playing banjo about five years ago and I had this really crappy banjo 

that I was learning on.  And then it was in Utah and I went to this amazing store that 
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had all these old instruments and I tried them all out, and I knew exactly…  I knew 

the feeling of what I wanted and nothing was there enough.  So, I said, “Don’t you 

have something else?  And he goes, “Well, I bet this banjo that I worked on thirty 

years ago and the guy shipped it back to me from the Virgin Islands and he wants me 

to sell it.”  And he goes, “I’ll take it out of the box.”  So, he takes it out of the box, 

tunes it, and gives it to me.  I was like, “This is the banjo.  I can’t believe this.”  And 

then I did that thing, where I was like “O.K., this is just crazy.  I can’t believe this is 

really the instrument.  Is this the instrument?  I am just duping myself into believing 

this.  This is not true.”  And, I  mean, I got really excited, because I was like “Oh, my 

gosh!  How much is this?”  You know, it was really expensive, and I was like, “O.K., 

visualize yourself walking out the door.”  And I was like, “Oh, that is not happening.  

I am walking out the door with the banjo.”  And I had to get it.  It’s a really great 

trick.   

IP:  I think it’s really good.  I guess you measure yourself on the spot, and go 

like, “Can I be without it?  Can I do without it?” 

CC:  Oh, my gosh, I am so glad that I got that instrument.  It’s amazing.  It’s 

really amazing. 

IP:  Good for you. 

CC:  I am so happy that the money I have spent is completely…  Who cares?  

Do you know what I mean? 

IP:  Yeah, sometimes it is the value.  It is a whole different value. 
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CC:  Right, right.  And that’s about art.  People sometimes ask about…  It’s 

hard for me, when people wanna buy art as an investment, because I really need to 

say, “You really need to look at it and enjoy it.  And that’s the investment.  And the 

investment could be a monetary investment later.”  But, really it’s about whether you 

enjoy it and I really try to encourage people about that.  Cause I really think treating 

art as a monetary investment, I think it is sort of degrading what it really is.   

IP:  I don’t really understand that.  It’s like, “Why?”  As an artist I find it hard 

to put a price on my work.  To me the price is, “How much does it mean to me?  How 

much work did I put into it?  How much of me is in that?” 

CC:  It’s completely true.   

IP:  Sometimes I have used the same amount of paint and it is the same size.  

Say, I did a similar one to the first one, but in the first one I felt so much that that’s 

double the amount…  may be in my mind that should cost much more, because I have 

so much of me in that painting. 

CC: I know. 

IP:  But can’t really justify it by that, and it is really hard. 

CC:  I have done that.  I have done some really wacky pricing.  Like some 

photograph for eight thousand dollars.  They go like, “Why is it eight thousand 

dollars?”  and I go, “ Because I don’t…  I just…  That’s the number that will let me 

give it to you.” 

IP:  I did the same thing with a painting, where…  Somebody wanted to buy it 

and I completely overpriced it.  And he said, “Why is it so expensive?  It’s just a 
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small painting.”  I said, “Because it means to me so much.  I wanna keep it, but if you 

really want it, you pay for it and at least I can say “Well, I got so much money that I 

have to get away from it.”  Otherwise it’s not worth for me. 

CC:  Right.  It’s so interesting.  Art is such a great and interesting place, 

because it really does address the human mind and sort of this area that we can’t 

really…  People can’t really put a finger on it, and I love that.  There is always this 

sort of…  It is just an open field.  I just really think it’s the greatest thing.  And that 

people get so excited about artists, who get excited about their work, just makes me 

so happy.   

IP:  So, what does your current position require of you to consider when 

working on a specific project? 

CC:  What does your current position require of you to consider when 

working on a specific project?  What does that mean? 

IP:  It means…  Things that you have to consider, for example every 

situation…  Every manager is working in a different environment, so in your case it 

would probably that you would have to consider the artist or the art, or whatever is of 

importance that you have to deal with.  Key elements. 

CC:  O.K., so there is so many parts of it.  And now that we are in Artisphere, 

there is more.  And I don’t know what they are yet, because we have three visual arts 

spaces.  So, then I started to think,  “Oh well, this gallery and the this gallery, what’s 

showing in the two galleries, and I kind of want them to be different.  I don’t want 

them to be sort of the same subject or similar kind of nature.  You know, esthetic or 
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something.  And then the third gallery, which…  The WIP gallery is supposed to be 

more spontaneous, so I kind of have to let that one go.  We just have to leave it and 

see what that does.  And that’s sort of it’s own little creature.  We don’t know what it 

is. 

IP:  Is that the one by the… 

CC:  The entrance way, yeah.  So, there is that, which I haven’t really 

considered much, because it is sort of seems like, we could end until we are in here, 

and we did a little bit.  And then when you do a show…  Again I was sort of talking 

about this earlier…  Curating a show…  I really wanna have outside curators curate 

shows and pay them to.  I don’t want my perspective on everything.  But in the 

beginning I am just doing it, because it’s just a matter of just getting it done and then 

now we sort of expand out a little bit…  But it’s about the diversity of the exhibits 

and the main gallery, which is the Terrace Gallery, to make sure that they are sort of 

diverse from one show to next, addressing different issues.  I guess that’s the diversity 

part, but then also about management, which I sort of mentioned earlier, before we 

started the interview, not putting together shows that are right up against each other, 

that require a lot of management or that a show that I can hand of the management to 

another group.  So, like , we are doing a sculpture show next year with the WPA and 

the Washington Sculptors Group, and they are doing a lot of the management of it.  

And that’s part of the deal.  It’s like, we don’t have the staff, you do all the 

management, I am here with the space.  And once the artists come in here, we are all 

working on this together.  And managing sort of how the artists install and things like 
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that.  Those are the things that I consider right of.  And then the details come in, 

which...  You know, I think of ideas and then I go to Lisa Marie Thalhammer, the 

education programmer, and I say, “Hey, I have this idea for a show, what do you 

think of this?  What kind of educational components can we do?”  And I sort of talk 

to her about it, to see where it goes immediately, before I even decided that the show 

is gonna happen.  I just kind of wanna see where that goes, and that might actually be 

a part of that exhibit, or her ideas, or the ideas that we come up with as the 

educational component could actually then be a part of the visual arts exhibit.  I don’t 

know how…  Or we might think of an artist, because we are brainstorming, or things 

like that…  So, before even it is decided upon I really do also want to know the 

educational…  Get an idea, where we can go with the educational components.  And 

if there are artists in that show…  If they have a list of artists, I am like, “Well, this 

artist does this kind of work, but we kind of need to have her do a class on this or that 

or the other, whatever…”  We kind of talk about it.  And the characters, how the 

personalities are, and how the want to respond to the public, and a lot of times I like 

to also choose artists that some, who don’t really want to talk about their work, that’s 

O.K., because that’s the artist and they are creating work that’s…  It works with the 

show, but there are other artists in the show, that can talk about their work, or can be 

more hands on and speak with the public about what they are doing.  I think it is 

important.  So, there are different curatorial aspects in doing a show and these are 

things that I am considering, while working on projects.  And then, the projects, you 

know, today I am working on five different projects.  So, that’s the other thing, this 
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multitasking big projects and managing them.  Like right now, as I am talking I am 

remembering something that I forgot to do.  Let me right it down… 

IP:  What are the most common mistakes that can be made in your position? 

CC:  I don’t know.  What are the common mistakes?  Forgetting to do 

something.  I don’t know.  You know, sometimes I think people forget to do their 

press and promotion part, but I don’t know if that is a common mistake really.  I don’t 

know one.  

IP:  O.K., it doesn’t matter, because in some areas there are common mistakes, 

because…  For example if you are talking to somebody from the education 

department there might be something which always happens, because you are dealing 

directly with a group of people, or class, or whatever.  And may be, there might be 

some common mistakes.  You are working I think on a little bit more flexible 

schedule and may be there are not mistakes which reoccur.  It doesn’t have to be.  

This is just a question I am asking.  If you have an answer, you have it, if not that’s 

fine. 

CC:  And the top five strengths is interesting, Because I never really thought 

about that either, but obviously being really organized and being able to foresee, sort 

of look in the future and plan, you know, see far out into the future and how to plan 

backwards to the day today, and then figuring out how long it will take for everything 

to happen to make it work.  

IP:  Which is very typical for business management.  I did it.  Project tracking.  

On timelines.  Use Microsoft Project to put your deadline here and then you go 
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backwards to say, “This is your slag time,” and you have to see, if this takes a little 

longer do we have time we can play with or this can overlap… 

CC:  But manufacturing especially is totally as art, because…  I would 

imagine in manufacturing there is all these areas that…  You know, some machine 

broke or the ink was the wrong ink and we had to order it again, and dadada, or 

whatever, I don’t know. 

IP:  Actually there are a lot of similarities in managing arts…  What I can 

see… 

CC:  And manufacturing? 

IP:  Yeah, but there is still this…  I don’t think if you don’t have an art 

background…  I am getting more and more in that direction while I am doing my 

thesis that you are not gonna be able to understand or feel what is necessary to…  It’s 

not about sales.  Your success is not about how much money you made.  It is about 

satisfaction… 

CC:  That’s true… 

IP:  Community outreach.  Did people get educated by it?  Was it a success 

by…  How many people did see it?  How many people enjoyed it?  How many people 

got something out of it?  So, it is at a completely different level I think. 

CC:  I think you are right.  And it is hard to monitor.  Money in the 

manufacture of goods and then money is really easy to monitor.  It’s just like a graph 

and all these things you can use.  You can put them into these visual displays and you 

can show success by it.  With art you can do that and people figure out ways to do 
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that but to show success through art, just by the things you have described, and you 

can put it in a graph and you can make it visual and communicate that.  But it’s really 

hard.  So, that’s what’s so really interesting about art.  And I also feel as really 

important that we experience art and understand creativity.  Cause creativity is what 

makes those things manufacture and exercising creativity in all of us.  They are not 

separate.  Just like your daughter and the medical field and art…  They are not 

separate.  In the United States…  I don’t really think Americans understand that.  It’s 

sort of frustrating.  I mean, in general sense the importance of art and creativity, I will 

say that a hundred times during this, in our lives, in everyday use, in everything.  So, 

the five strengths…  That is interesting, because we are talking about…  There was 

this artist in this show, who just was like…  It was just so hard having him bring his 

work here and talk me about his work, and then talking about the price of his work, 

and how much it was worth, and really having to have these forty-five minute 

conversations with him about it, and eventually saying, “Look, you need to just…”  

“Look, I understand what you are saying.  You know, you and I are in the same 

boat…”  I am just trying to explain like, you know, “I am just trying to do…  Create 

the final piece of art, which is a show and you need to help me get there and you need 

to come up with these numbers for your artwork.  If you don’t want it for sale, let’s 

say not for sale,” and he was like, “No, no.”  It was just really difficult.  But it was all 

about…  He was just sort of stubbing his toe or tripping along in this area, this zone.  

He was stuck in his art.  I don’t even know how to explain it, but how would you 

explain that to someone, who is in manufacturing?  It would be like, “We can’t work 
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with you.”  You know what I mean?  Because, “You can’t even give us the answer, 

how much it’s gonna cost.”  That’s where arts management is completely different.  

You are dealing with people and these people have decided to make art possibly their 

career, and they are really eccentric.  Could be intellectual.  These people are kind of 

on the fringe and they communicate differently sometimes.  And you have to speak 

their language and that can be really difficult.  And it can be easy.  But that’s the 

thing.  You are trying…  As a curator you are trying to make these people…  You are 

taking them and putting them into a show, so you are making it look like it’s seamless 

and easy and it’s just happened, but it’s not.  And then the management of it all.  How 

does it all get here?  Oh, my gosh! 

IP:  I think that’s the successful bit.  When it looks like it was so easy to put 

up. 

CC:  Right.   

IP:  And there went so much work into it that nobody can imagine.  I think 

that’s the accomplishment feeling.  That’s how I felt, when I put this up.  It looked 

like, “Oh it just…  She just put it up there,” but I closed down the Corcoran doing 

this.  It was like two o’clock in the morning and I was still on the op of the wall 

putting up my paper, and it wouldn’t stick, and it’s just…  It’s all paper-cuts, so… 

CC:  That’s amazing.  You know I want to do a paper-cut show, but it’s a…  

Don’t tell anybody.  I can’t even tell you what it is, I can’t tell anybody anymore.  But 

if you are still here, that would be fun to have you in the paper-cut show. 

IP:  I would love that, because this is my direction now. 
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CC:  I have to write it down. 

IP:  I would love to, because at the moment I am doing another paper-cut.  Not 

installation, because it’s gonna be on a big large black paper, but I am doing it again.  

And I am loving it.  This is something that…  I think this is the direction that… 

CC:  Did you ever do?…  Have you ever done any stencil work? 

IP:  No.  I usually paint, and then I did collages and this was…  It developed 

into this paper-cut thing.  I wanted to do sculpting to try out something with mixed 

media and do sculpting and I couldn’t, it didn’t work.  And then I was working with 

Judy Southerland and she said to me, “Yeah, well, may be you wanna do paper 

sculpture or something,” and I started playing around and I started cutting it.  First I 

did a tiny little one of them.  Everybody loved it and then I started…  These figures 

are this big (showing) each one of them. 

CC:  Here, you have to write down this name Nikki McClure.  Here, write 

down her name.  You have to look her up.  She is definitely in this paper-cut…  This 

show.  It’s not just gonna be paper-cutting, but…  She is amazing.  You have to see 

her paper-cuts.  She sort of does contemporary work, but then uses traditional paper-

cutting.  And she started doing this twenty years ago and I knew her.  She was doing 

woodcuts and then from woodcuts she started doing paper-cutting.   

Where were we?  I didn’t do five mistakes, did I?  I did about three. 

IP:  It doesn’t matter however many, what ever you can think of. 

CC:  The other one is communication.  More recently I have…  I expect that 

certain people know what I am talking about.  In this show there is a video tape of the 
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skateboarders and Arlington County video taped it there with a TV crew, and actually 

that guy Rob Far (?) in the dome, when we walked there, one of the TV guys was one 

of those TV guys.  He is one of those, who filmed this and… 

IP:  It’s the one, which is running out here? 

CC:  Right.  The one on the TV monitor.  And really the point of for this show 

was to show that that work was skateable.  Just saying that it was skateable wasn’t as 

good as showing that it was and that’s the whole point of that sculpture is that you see 

it as a sculpture and some people might see it as skateable and you see it’s skateable.  

So anyway, he made it…  He told the guy he works with…  He filmed it, this guy 

Rob filmed it and handed the raw material to this other guy, who was supposed to edit 

it.  He said to him…  This is something I didn’t know until later, “This is for an art 

gallery.  Make it arty.”  I had told them that all I needed was a document of these kids 

skating this sculpture.  In the end, he had done this video with, like, rock music in the 

background and then, kind of like, use this program, where it made it look scratchy 

and the film was like scratched in, kind of like…  You know, all over the place and 

kind of wacky and erratic and I was like…  This was a very fast turnaround though…  

We were opening with the gala on Friday and they videotaped it on Wednesday, so, 

on Thursday I get this thing, I am like, “It looks pretty good, except…  Can’t you just 

make it plain, just simple.  It’s just supposed to be a simple document.  No sound.”  

He was like, “Oh, so it’s sort of like a skate video, isn’t it?”  So, I didn’t communicate 

it at all.  I thought I did, and I think I really did, but I think it was months before and I 

didn’t reiterate at the last minute, and so, they spend all this extra time putting all this 
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extra work into it that they didn’t have to.  I feel bad, except for that I really couldn’t 

show something like that in the gallery, because then it became its own piece of 

artwork and that wasn’t the point.  It was supposed just to show something.  So, here I 

wasn’t communicating.  So, the point is that communication is really important and I 

almost feel like I can be insulting to re-communicate the same thing over to some 

people, but I swear, I mean I get these emails now…  Even now I am just like, “We 

already talked about this and we discussed this, this, and this.”  And people forget.  

It’s really…  I don’t even know how to resolve…  I think the communication thing is 

just what it is, but we need to communicate well.  Really is one of the top five 

strengths.   

I think I have already talked about the difficulties and accomplishments, they 

are more detailed, but they are really…  Some of the accomplishments…  At the 

Ellipse I did a show called The Thread is the Line, contemporary sewn art that…  I 

really worked hard on that show for about…  Since I started the job at the Ellipse, for 

about four years I guess.  And most of these shows are sort of an expression of 

something personal for me as an artist, and my experience.  So, that was really about 

seeing how people started using the thread and sewing in a contemporary art realm 

and I started seeing it, when I was selling my postcards in New York and hanging out 

with people, and people having stores, where they were selling clothes, but it wasn’t 

really clothes.  That became art.  So, that was what the show was about.  So, it was 

really close to me, and what it meant.  And we got a lot of really great press and, you 

know, national magazines and…  So, that for me was sort of my greater 
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accomplishments in that realm of art.  Because art is, you know, doing music, the 

promotion in music…  Music is so much more contemporary and pop culture, and 

you can promote music in a way that…  It’s harder to promote art.  I think art is 

changing and becoming more of a popular culture… 

IP:  You mean visual arts? 

CC:  Yeah, visual arts… 

IP:  In comparison to the performing arts… 

CC:  Right, right.  But I am being more specific about the sort of music I was 

dealing with, in this sort of punk and indie-rock music.  It’s so much easier to 

promote, because the band is already promoting themselves by existing and touring.  

And so, the promotion is already moving ahead, and so, you are just sort of there to 

feed the fire as promotion.  Art, on the other hand, you have to start the fire to 

promote the show.  Nobody knows what it is.  And the artists can actually do that.  

And it is great.  That’s another actually really good strength is to actually 

communicate to the artist that they need to also do…  If they want people to come to 

the opening, if they want promotion, they need to do that as well.  And it’s not always 

in the hands of the person; the curator or the venue, or wherever it is.  They really 

need to do that as well.  I think it’s really important, because they know different 

people. 

So…  Wait…  (Reading:) If you had an opportunity through this recorded 

interview to advise a novice or someone interested in a similar career, what would 

you feel is most important for them to know do you believe?  Well, I really feel like if 
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you…  If a person really believes, and what…  Truly believes in their heart, what they 

are doing is right, they should really trust that.  And that’s really…  I think really 

important.  Not feel unsure of themselves.  If they really feel that, they should step 

forward and do what they are doing and take the risk.  Because actually I don’t think 

there is a risk.  I think that if somebody really believes in something that that’s true, 

and in real, other people will see that and believe it.  Or, you know, see it and respond 

to it in a positive way.  So, I really think that’s the important thing to realize.  That’s 

what art is.  So, it’s the same thing.  That’s interesting, because some curators 

wouldn’t be artists and whether they…  Would they know that?   

IP:  I don’t know. 

CC:  But I feel like it’s an art thing; that you learn that in art, by experience.  

You know, if you do come up for a concept for a show or something, and you do it, 

and then you have that positive reinforcement, “That worked,” you know, then, “That 

worked,” and knowing when that gut feeling is right.   

IP:  I don’t know, because I haven’t talked to other curators and you don’t 

know what the background of the person you are interviewing is, so every time I…  

CC:  Oooh! 

IP:  I mean, I didn’t know about you, for example.  From the Art Education 

Department, Pamela Lawton, she is in charge, and she started basically two-and-a-

half years ago at the Corcoran for the Art Education graduate degree program, and 

she was the one, who saw in the newspaper that this place opened.  And she said, 
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“There’s this place, Artisphere, may be you should check it out.”  So, I just walked in 

here.  I was like “O.K., I am just gonna go visit, if it’s open…” 

CC:  Is that when you came and talked to me?  That was like instant? 

IP:  Yeah! 

CC:  Oooh, how interesting. 

IP:  I just wanted to see the place… 

CC:  Oh, my God, I was so out of my mind… 

IP:  I am so sorry, but I mean… 

CC:  But that was great that you did that, because I thought, “She’s getting 

what she needs.  That’s great.” 

IP:  I was like, “I am just gonna walk in and check it out.”  I wanted to see; 

what is this place?  I have never even heard of it.  Missed the press about it, the 

opening…  I haven’t even seen or heard of it so… 

CC:  But you were here right at the beginning. 

IP:  I know, so basically, it had opened the Friday or whatever it was.  I came 

like a couple of days later and everything was just still…  You know, they were 

installing the computers and… 

CC:  I know. (laughs) 

IP:  The lady downstairs said to me, “Just go ahead, go walk around.”  So, 

started walking.  When I saw “Education Department,” I just walked right in there 

and there was this… 

CC:  The intern. 
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IP:  Yes.   

CC: It was either Emily or… 

IP:  Yeah, I think it was Emily, exactly.  So, I said, “Hey, I am sorry for 

disturbing, but I just saw Education Department, they told me to just walk around and 

look at it and I wanted to find out about the place.  And here I am.  And by the way, 

can I interview someone?”  That’s how…  She said, “Yeah… 

CC:  That’s great.  How funny.  And I went to the Corcoran! (laughs) 

IP:  I am sometimes like that.  I had time that day… 

CC:  That’s good.  Well, that’s really good to do that.  I mean, if you would 

have made a phone call, you wouldn’t have gotten anywhere.  I mean, actually when 

you came here I was like, “She is smart, because she just showed up here, instead of 

just trying to make a phone call.”  The phones didn’t even work.   

IP:  I was just hoping to meet someone, who might be willing to schedule 

something, and I met you. 

CC:  Great.  So, let’s see…  The percentage geared towards community 

education…  Well, this is something we have not much focused on, and that’s more 

for Lisa Marie, but the Ellipse… 

IP:  That’s also more of a general question. 

CC:  Lisa Marie would answer that, but when I started working at the Ellipse, 

I was running the art center by myself, and then I really wanted to hire artists to do 

educational components related to the show.  So, again that was when I would curate 

artists…  I would actually talk to the artists about their work, and ask if they had 
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taken any classes, or what they would wanna do if they could do a class, and part of 

the curation was deciding which artist based on their work, but also if somebody 

could actually do a class.  So, that sort of carried on through here, and I said, I’d 

mentioned that.  So, I talked to Lisa Marie about ideas about a show, and to say, these 

artists would work as a …  Doing classes, so I feel like there is something strong in 

this and may be I should do the show, because of this or that.  You know, where we 

can do community outreach in classes and go to the schools and things like that.  So, 

exhibit is different and how we do community outreach and education.  So, Lisa 

Marie will probably be able to address it more. 

IP:  Yeah, I would like to talk to her at some point too.  I emailed her, didn’t 

hear back.  May be I will remind myself, but whenever she has time.  But what I 

would like to know; are you going to, or is she going plan to do some actual classes at 

this center? 

CC:  Well, she has done workshops.  And she has workshops she has planned, 

and right now a lot of the education at this point, which is going to be the critique I 

think on Sunday, and then they are gonna take down the work in the WIP and then 

put in this the Collider exhibit and Lia is gonna talk on Tuesday about her 

photographs, Lia Halloran, and the exhibit.  Last night we had Pete McCutchen talk 

about his photographs that are in the Mezz, that was last night.  So, she does all that 

part of the educational components as well.  So, classes, we didn’t wanna actually 

plan until we were in here to see what the space was like, and how the classroom 

actually works.  And that’s what she started to work on.  A lot of what she is doing 
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are workshops at this point.  Until she can sort of figure out how to work with the 

schools, and how to get the community here for the classes.  And get a start, structure 

it.  But you can talk to her more about it, because I think she might have more to say.  

The compelling aspect of my position?  How is compelling?  Well, you know 

the…  For me it’s about, again, meeting artists and seeing art that works in a way, to 

curate shows that kind of bring up the discussion of what creativity is and what art is.  

So, this show, Skateboarding Side Effects, was really important show for me, because 

it talked about…  It brought skateboarders in here, who I don’t think would have 

looked at art like this, and I think a lot of people thought it was skateboarding art, 

which is different.  It is more graffiti, and stickers, and tagging, and things like that, 

which I kind of wanted to sort of purposely do this show to debunk that whole thing.  

And so, it was really fun for me to see skateboarders in here, who actually really 

couldn’t believe that these people creating this work were actual skateboarders as 

well.  And sort of have that discussion, and have them talk to the artist, kind of 

bridged that gap a little bit.  And for me that’s the compelling aspect of my position is 

to be able to expose people to art.   And have them understand it.  Not be scared of it.  

I think a lot of people are scared of art.   

IP:  I think so too, I think people sometimes think, they won’t understand it 

and will look like a fool. 

CC:  Right.  I am trying to say, there is nothing to understand really.  What 

there is to understand is that you can look at it and say, “I like it.”  And really that’s 

the beginning of what art is.  It’s just saying, “I like that.  I don’t like that.  Why?” 
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and that’s it.  And then you can get deeper and get, you know…  Everybody goes to 

art school now and has to have all these statements about their work.  To me that’s 

almost…  I mean, that’s great in one respect, and then on the other hand, I am like, 

you know, “O.K., write a statement,” but really, you know, if an artist is inspired and 

they create a body of work, the statement is the body of work, and you can see it.  But 

now we have to have this sort of go-around, and some of the statements are so 

complicated that, it makes me more confused about the art, then just looking at the art 

itself.  I am kind of like on the fence about it.  I kind of want simplification of the 

discussion of art, and then people can figure it out.  I am kind of about both, I guess.  

I guess the idea is that people can come in and see it, and have something that they 

can attach themselves them to, and accept, and then delve into it more, learn more. 

IP:  That’s how I look at art.  I first look at the art and then read the artist’s 

statement, so that I can have my own…  My opinion, or my feelings, or whatever it is 

that I have for the art first, what it gives me first…  I want to take it and then see what 

the artists actually thought about it while doing it, or what…  May be…  Sometimes 

they write, what they want you to do with it. 

CC:  That’s true.  That’s what I do.  It is interesting to see how you react 

versus the artist’s intentions are, when you read it.  It is interesting to see that 

difference possibly, or similarity, and see how that works.   

IP:  Is there anything you would like to have had besides your 

education/experience to better overcome the obstacles along your working day?  
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CC:  The only thing I wish I could figure out is…  I have the most impatience 

for using the computer, I can’t stand the…  I mean, I love computers, I use them all 

the time, I have used them forever.  But I have this impatience for learning new 

software.  It sounds like so stupid, but I am so sick of it.  I think, since I have used 

computers for so long…  Like, “Do we have to learn something new about this?  Why 

can’t we just use this one, cause it works.”  And I really am frustrated with it.  Those 

are my obstacles.  It’s very minor, but that’s my obstacle.   

IP:  Good.  Is there anything that you want to add? 

CC:  Well, really the thing I said before, about knowing feeling secure with 

yourself, if you are a curator or artist, feeling what you feel is actually important, and 

to express it, and not feel inhibited to express what you really feel is important.  

That’s what art is, and that’s what curating is I think too.  There was an artist 

yesterday at George Mason University, who was creating this amazing sculpture, it 

was beautiful.  Made out of pallet wood, cut into these tiny little pieces like this big, 

and then she created this form, that sort of like amorphous form, and then she nailed 

all of these little pieces of wood all over it.  Then the wood had all of these different 

colors, because they are from all these different pallets, tones of wood color…  It was 

very well contemplated.  It was really beautiful.  And I was like, “You should submit 

it to the Contain, Maintain, Sustain show that we are doing next year.”  And she was 

like, “Oh yeah, I guess.”  And I was like, “What do you mean you guess?”  It was sort 

of like this, “Well, I don’t know how to move it.”  I am like, “You created it.  You 
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need to figure out how to move it.”  It was just sort of like, “Don’t you think creating 

the part was the hard part?” 

IP:  What an opportunity to turn…  Or not be interested in… 

CC:  Yeah, I know.  And then I was just like,  “Well, just submit it, and then 

worry about it after you get accepted.  You might not get accepted, but you know, 

you have…  This is beautiful.  People should see this, and don’t leave it in this room.”  

It was in a room, where fifteen people see it.  It was interesting, because she really 

was hesitant, and I was sort of arguing with her almost. 

IP:  Are you curating that show? 

CC:  No, I am not. 

IP:  Is it a panel? 

CC:  There is a panel, right.  But I saw that work, and I was like, “This is 

perfect.  You’ve gotta submit it.”  And she wants it outside, so it gets weathered.  I 

mean, this would be perfect for this show.  So, I don’t know.  You know the artists… 

(laughs)  What can you do? 

IP:  Exactly.  Well, thank you very much. 

CC:  Thank you. 

IP:  I think that was our… 

CC:  That’s good.  That’s great.  It got me inspired.  I want to do my own art 

now.  
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APPENDIX E 

Interview with Brooke Seidelmann, March 18, 2011 

(Brooke Seidelmann referred to as BS, Idil Periard referred to as IP) 

IP:  Since you know me, I am not going to introduce myself.  So, I would like to 

know about your background and education.  Informal or what you learned on the job, 

what is important to you, who were your mentors?  Not who they were, but what kind of 

mentorship have you received from people who have been mentoring you. 

BS:  I first want to answer the first part.  My formal education is: I have a 

master’s degree in Art History and the Art Market from Christie’s.  And that…  It doesn’t 

really relate to all what I do, it certainly provides some sort of foundation and background 

for understanding the history of art, but we were never engaging with contemporary 

artists and working artists, and sort of what it entailed to run an arts organization.  So, I 

would say in terms of my job, all of my training and everything I know in terms of 

running a small non-profit arts space is completely on-the-job training.  May be I have 

some interesting knowledge about art history in general through my master’s degree, but 

beyond that I didn’t get much formal education.  In terms of informal training, it’s really 

been this syncro-swim thing.  You know, you are thrown into the situation, where you 

just need to figure it out.  And along the way I worked at two commercial galleries, and 

then two non-profit arts spaces.  And in terms of the non-profit spaces that I’ve worked, 

it’s…  You know, you are handed this job, and you really don’t know…  You are not 

given any direction, I mean these have been my two experiences, and you just sort of 

figure it out.  And I take the lead a lot of times from my executive director.  You know, 



Idil Periard  
Effective Visual Arts Management 
 

150 

who sort of directs, but then entrusted me that I will sort it all out and they trust the 

vision.  So, a lot of the training, I wouldn’t say that I have had a mentor, I have just 

adapted to whatever situation it is that sort of confronted me you could say.  

IP:  O.K., well that’s very cool.  Well, that also answers the second question, 

which is how valuable you think the informal education was, probably for… 

BS:  I mean, it’s extremely valuable, but that’s the reality of working in that very 

particular job.  But each little non-profit has its own special needs and appeals to its own 

certain clientele.  And they are very niche in a way, and you just adapt, and that’s sort of 

bearing it…  What has happened along the way, and I will take…  From co-workers…  

You ask a lot of questions, and co-workers will direct you, but again, there hasn’t been 

one person.  There was never somebody, who was prior to me, to train me, or show me 

the works in any way.   

IP:  Why did you choose the career path you are in?  I mean, you have studied art 

history.  Was that all along your choice? 

BS:  No. 

IP:  Or did you just find yourself in it, or?... 

BS:  Well, I was always creative, like doing art myself since I was six.  I was 

drawing, and then I did print all through college.  So, I was always doing art and I was 

always good at art history, like, visually I was very inclined.  But when I graduated, I 

came to this reality that I don’t even know how I am gonna survive, and you know, how 

can I survive on these smaller salaries, and everything, and so, I actually went into 

medicine.  And I was about to go to medical school, like a month away from medical 
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school, and couldn’t sleep, and I was like, “What am I doing?  I still wanna go back.  I 

wanna go back to art.  I wanna be involved in art.”  There is something core there, that I 

had to, and nobody in my family does art or anything, it’s just sort of…  I really just have 

always been drawn to it.  So, then I started…  Completely turned around, and I went and 

got my master’s degree at that point in art history.  And then, threw myself into…  In 

working in a commercial gallery, and then eventually found my way to non-profits.   

IP:  O.K.  What interested you most, when you entered this position?  This 

particular position? 

BS:  Well, this is a really unique non-profit in that it merges both health and art, 

and my background is particularly suited for that.  Being that I was a medical researcher, 

and I did…  I wrote papers on rheumatoid arthritis, and acupuncture.  So, I had a whole 

other profession prior to working in the arts. 

IP:  How did you get involved in that? 

BS:  It was when I was studying in medical school, so… 

IP:  Pre-med? 

BS:  Yes.  It’s pre-med, and then, when I graduated from college I started working 

in…  Doing research studies.  And that sort of was a natural transition, sort of writing 

papers for researchers, and editing papers, and…  I just got stuck in that world for about 

three years.  And then, when I got into medical school, I went, “No.  No more of this.  I 

am going back to my arts.”  So, I have that background, but of course when I entered the 

arts it sort of became, like, it never happened.  It wasn’t useful in the arts.  I mean, they 

are very different things.  So, this is a very unique non-profit in that, I have knowledge in 
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both areas.  So, I have both the non-profit art experience as well as past in working in 

healthcare system.  So, it’s sort of a perfect melding of the two and there is nothing like it 

I have ever seen before.   

IP:  And how did you get involved with the place? 

BS:  At this?  It was just sort of circumstance.  Somebody recommended it and I 

read the job description and I was like… 

IP:  Oh, it was just an announcement? 

BS:  Yeah.  They were looking for a new director, and I applied, and they were 

like, “This is so perfect.  We haven’t found anybody’s resume like this.”  And I was like, 

“It’s so bizarre.  I haven’t found anything like this either.”  So, it just sort of was like a 

perfect fit. 

IP:  That’s really cool.  And obviously you are satisfied with your career choice 

and position in that case I gather.  Is that right?  Because that was the next question.  Are 

you happy?  Do you like it?  Would you see yourself in doing anything else than this? 

BS:  I mean, I love it.  It’s sort of a perfect mixing of the field like I said, and right 

now it makes…  I really am sort of pleased with where I am.  

IP:  What would you change about your career, if you could? 

BS:  What would I change?  It’s horrible to say, but it goes back to funding.  I 

mean, if there was more funding coming into this, not only the arts, it would make my job 

worlds easier, and you know, it’s…  The arts would be more vibrant, if there was more 

funding coming into it, and also in terms of my everyday, my salary, it’s always a little 

difficult.  So, that is like the basic thing I would change I have to say.  It is the reality. 
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IP:  It is the reality.  With the economy especially.  So, was this your original 

career choice? 

BS:  No, it was going to medical school and working in the healthcare system.  

Completely different. 

IP:  And what factors influenced you?  You talked a bit about it, but do you 

wanna say anything else to it? 

BS:  To coming into the arts? 

IP:  Yeah. 

BS:  What I was always drawn…  I just love being around creative people who 

sort of just looked at life a little differently.  It was always inspiring.  Despite, you know, 

having a lower salary, and sort of struggling through that, and you know that the jobs are 

sparse, and it’s not exactly the most nourished industry, in terms of people’s interest in it 

all the time.  But just being around those people everyday, and sort of facilitating them as 

best we can, and sort of giving them the exposure that they need, that part I sort of hold 

on to.  Through all the other stuff.  It gets me through, and it’s…  I just…  I don’t know, 

it floors me in away, and yet the healthcare system, I mean, obviously when I was 

working through it, I didn’t need a healthcare system.  There are so many other problems 

there, and it’s just…  It was a lot more commitment than I was ready to give, and it was 

already draining, and I wasn’t even in medical school, and I wasn’t passionate about it 

anymore.  And so, somehow art I always held on to as this sort of thing that would get me 

through and I ended up going back to it.   



Idil Periard  
Effective Visual Arts Management 
 

154 

IP:  That’s the same thing with me.  I did management and I was making a lot of 

money, because I was working in the corporate industry, but I was just like, “O.K., you 

know what?  You can pay me as much as you want.  It’s just not worth the stress and the 

struggle.  Everyday struggle.  You are fighting for something that you don’t even care 

about, but you do it because it is your responsibility.  You feel responsible, and because 

you are a responsible person you do it, but…” 

BS:  You don’t even care for it.  Yeah.  I would say the stress here is the opposite.  

In that the everyday stress is that the funding just isn’t there.  I mean, I am doing…  But I 

love what I do, and that keeps me going.  And like, I can walk away, and I am stressed, 

and may be like a certain artist is giving me a headache, and it’s just like…  You know, a 

lot of the times you are dealing with diva personalities.  But, yeah, you walk away, and 

you are like, you have created something really amazing.  And also, it makes you so 

proud, like, we created something really amazing on a really minimal budget.  And 

people are still respecting it, and coming to see it, and that’s really rewarding to me.  

Like, I created this something.  And you believe in it too.   

IP: What does your current position require of you to consider, when working on 

a specific project?  Other than the 9/11, because I think that…  Although that is a specific 

project too, but I don’t think… 

BS:  It’s not typical. 

IP:  And it’s not your…  It has nothing to do with your gallery director work that 

you do  in the org…  I don’t know. 



Idil Periard  
Effective Visual Arts Management 
 

155 

BS:  I’d say it only relates to is sort of bringing artists together.  I mean, that’s sort 

of pulling these artists.  That would be the equivalent I can get to, putting their exhibition 

schedule. 

IP:  May be that healing aspect of the arts.  Healing through the arts to the project. 

BS:  Yeah.  That’s the overlap, as you well know.  But I would say, in terms of 

specific project of, like putting together an exhibition let’s say, that’s a lot of dealing with 

the artists, sort of signing them the contracts, and walking them through setup, and 

putting together a consistent show that has a unified vision or curatorial vision.  That’s 

the fun part.  Everything else, being that we are a little non-profit, you do everything.  

You are the jack-of-all-trades.  I mean, I hang the shows.  That’s not typical for even a 

commercial gallery or even a non-profit for that matter.  So, I do everything from hang 

the show to clean the space, to label the artworks, to managing all the art sales, managing 

all the marketing materials, staffing the whole place.  I mean, it’s everything.  What you 

see, I pretty much do it all.   

IP:  And is that because you are a small organization or is it because you are 

understaffed?  Why is that? 

BS:  It’s…  We are a small organization that does a lot of different things.  So, our 

organization has arms doing everything.  I mean, we are doing public health, we are 

doing programming for cancer patients, and the gallery is just a subset of a larger non-

profit.  So, I am really the only person here, who knows…  Who works with artists or 

who knows anything about art for that…  Well, not anything, but works with the art 

market.  So, I do it all.  You know, it’s right there and everybody up here is doing their 
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own thing, you know, running their own little projects.  So, yes, we are understaffed, but 

also do a lot.  We are understaffed, and we are all doing twenty different things.  So, 

that’s rare.  I worked at other non-profit arts spaces, where there have been like three of 

us or four of us.  Very tiny still, but everybody is working with the same end point as 

presenting good artwork, and helping artists, and facilitating them.  In this case, that’s not 

the whole agenda, my non-profit here.  That’s just really my little agenda in the larger 

organization.   

IP:  Here is an extra question that I have other than these.  How does the gallery 

fit into the organization?  I mean, what’s the connection, because I can see the yoga, the 

cancer, and using the healing aspect.  How does it work with the gallery and what kind of 

artists do you work with?  What are your day-to-day dealings other than running just the 

gallery part of it?  There is gotta be a connection… 

BS:  …within the larger mission itself.  Well, the way it came about, which might 

answer the question a little bit, is that we run cancer retreats.  And one of our alumni, 

who went through the cancer retreats, really sort of, was rewarded with the art therapy 

component.  And that’s a really big thing.  We do art therapy workshops and we do 

different creativity workshops to help people sort of deal with underlying issues.  I mean, 

really the argument is, all art is healing.  So, that’s where it gets a little muddy. 

IP:  Is that connected mostly to the gallery or Smith Center? 

BS:  Smith Center does…  We have art creativity programs and we do art therapy 

in our cancer retreats.   

IP:  But you are not running that part? 
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BS:  I am not running that part.  That’s somebody else.  What happened is that an 

alumni left, and before she passed she said that the part she found most rewarding is 

exploring that connection between art and healing.  So, she dedicated the downstairs 

space to exploring that in knead connection between art and healing.  However abstract 

that might be, I mean, it’s not work by cancer patients and that’s the misconception that 

people have, and that’s an error in the brand itself.  I mean, the title of the gallery, 

Healing Arts Gallery, it confuses people.  So, our exhibits are a little more directed in 

that.  Like in another non-profit arts space, they would never have an overall charging 

mission that would say, sort of insert these concepts that you have to explore with every 

show.  Initially that was very limiting, as we have grown realizing that, you know, you 

can expand that concept of healing and whatever it means.  What does healing mean to 

anybody for that matter?  It’s a very open term.  So, our exhibits are a little different in 

that they explore issues that address like social change, environmentalism, issues like 

racial identity, gay and lesbian rights.  It’s larger community issues.  And it’s basically 

starting this healing dialogue.  So, it’s still sort of a marketing crisis that we have, that 

people are confused about what we do, especially associated with cancer non-profit.  But 

in founding it, it’s sort of…  We have also relied on it, hoping that at some point the 

gallery will generate little more funds to support our other creativity programs, and 

defining ourselves separate from other non-profits and commercial galleries, because we 

can’t compete with them.  We are not in that world.  We are not inserted in that world.  

But we have one foot in healthcare system and one foot in this creative arts component.  

So, what we appeal to is a collector is looking to give in two ways.  To give back to local 
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artists as well as to give back to their direct community.  And if that’s in giving money to 

our community center, to run our open community programs, or give back to our cancer 

programs.  So, really, I mean when you look at this and you buy a piece of art, whether 

you get the object itself that has inherent value in it, as well as the money goes back to 

the artist and the cancer non-profit.  So, we sort of help each other.  The gallery helps the 

larger center.  It’s not as obvious to people when they come into the space, because 

“healing” can be such a jarring word for people.  “Ooh, don’t preach to me, I don’t wanna 

hear it.”  Or like, you know, it also sounds like, “They are sterile.”  In a way like this 

healthcare setting.  And especially if you look at this very long formal gallery name.  It 

sounds like a hospital wing sometimes, so… 

IP:  Something you said earlier, which was about you.  Before we get all the other 

things about your management, and how you evaluate your position and everything…  I 

wanna know, you said you worked in for-profit galleries before and non-profit galleries.  

Can you tell me what the difference is, to work in a for-profit gallery?  What were you 

doing in the profit galleries?  What were your responsibilities in those galleries versus 

what you have been doing in the non-profits, and how are they different?  It’s a good 

comparison for my project and it is really interesting to find someone who has been doing 

both. 

BS:  Again, it goes back to your funding.  If at the gallery here…  At this non-

profit space, a large portion of my time is spent writing grants and filling out a lot of 

paperwork.  I do a lot more of everything here.  And because there is no other funding, 

like, when I say, “The installer,” I am the installer.  So, my time is consumed a lot with 
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writing grants and doing every other little thing that I never had to do at a commercial 

gallery.  In a commercial gallery we were never understaffed.  Both of them.  We always 

had more than enough staff.  So, that wasn’t a stress at all.  The stress came in selling a 

piece.  Everybody that walked in that door.  So, I would say I was a glorified sales 

person, you know, I dressed nice and I sold a really high-end product.  So, my main job, I 

was a gallery director, but my main job was selling that piece of art when somebody 

came in.  So, there was this whole language about it, you know, pulling people in, and 

telling them about the artist.  I do that know, but I don’t do it as aggressively, because a 

lot of times in a non-profit space we don’t have that type of collector who is coming in 

and assess the value of it.  We have a lot more of the community coming in that are, like, 

looking at the art and…  They don’t wanna be approached and hassled with that all the 

time.  So, my role has changed a little.  I do a lot more here and sales are still very very 

important obviously, because the funding is so minimal, but it’s not the same collector 

that’s coming in. 

IP:  So, in the for-profit organizations it was more the collectors, people coming 

in for the value of art. 

BS:  Yes.  They didn’t care about the mission versus this being a non-profit we 

have an underlying mission that sort of helps sell the work itself.  People are already 

interested in, like, “What is…?”  In a way, I would say they’d have healing, but on the 

flipside people are very intrigued in a way, like, “What does that mean?  How would you 

interpret that?”  So, just having that there, people are engaged already and they wanna 

have a conversation, and they don’t feel the pressure to buy a piece as much, but they are 
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also not looking for it like that.  So, yes, in a way I have to be more aggressive for people 

to collect art through a non-profit space.  But versus the commercial art space, you had to 

be on top of always pursuing that collector.  I mean, I would spend all day pursuing one 

collector.  And I just don’t have that here.  May be because I don’t have that collector 

base.  It’s not strong here, so I rely more on my grants.  It’s one or the other, I spend 

more time writing grants and spending less time being aggressively pursuing a specific 

collector, because those collectors tend to go to commercial spaces.  They are drawn into 

the market itself.  They are excited by the trends.  And we just don’t show that type of art 

here.   

IP:  Well, yeah, those are very different ways to work.  My next question is 

actually what would be the most common mistakes that could be made in your position?  

But when I say this, let’s talk about your current position first, but I would also be 

interested to know how it was?  What mistakes could happen in a profit, since you have 

the experience? 

BS:  Common mistakes?  I think it is not knowing your audience, or not knowing 

your clientele.  When I say “community,” that’s not very focused.  I mean, it’s large.  

When I say that we have communities, yes, that is great, but it’s really hard to focus in on 

who we need to come in and buy art, and who we really need to target.  So, marketing is 

more of an issue.  That’s the error that you are marketing yourself incorrectly or 

confusing people, because there are so many other cool, cutting-edge art spaces.  They 

are like,  “Oh, but there is this flashy cool piece or some cool environmental video piece 

over here, I wanna do that.”  And like the it people are going to those events.  We can’t 
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compete with that.  We are just not inserted into that.  In that world.  So, we have a very 

particular clientele.  It’s somebody, who is interested in social change or is interested in 

talking about deeper issues, and health, and like all these other larger issues.  It’s those 

people, who also care about their direct community and who might be willing to buy art.  

So, it’s a very pointed clientele.  Not only do I have to sell artwork, but I have to also 

appeal to a larger community.  Even if they are not buying art, they need to still be 

coming into our space.  Because like I said with grants, you need to show that so many 

people are fed by your programs.  I think the biggest mistake is just not knowing who you 

need to focus your efforts towards.  And really target them, which is hard.  Especially in 

our non-profit here.  We are targeting like seven different groups.  I mean, you have your 

groups in South East and you have…  I have like my art people and we have people 

through the healthcare system.  So, we all need to know our target.  So, I’d say that that 

would be the biggest errors.  Not really focusing on that and going too big too fast.  Does 

that answer your question for that?  There’s probably other errors that can happen here.  I 

just can’t think of. 

IP:  I said, “The common.”  So, there is of course always a situation or things, 

which can happen and…  But those are once in a while. 

CC:  In terms of a commercial gallery, like I said, it’s sales and driving it and 

appealing to that collector.  It is sales, it really is.  You can’t let go of that.  If somebody 

bites, don’t let it go.  Stay on them and stay focused.  Calling them.  Always be around, 

always be more than helpful with everything, give them options.  And also, show them 

that you are knowledgeable about your product.  The error is hesitating.  Sort of stepping 
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back and going, “Oh no, you take your time.  Look at it.  Think about it.”  Don’t let that 

person leave the gallery.  That’s the biggest thing you learn.  Somebody is interested in a 

piece, you keep them there as long as you can and you sell them the piece.  If they walk 

out, they are not gonna buy it.  That’s just like a sales person thing.  I mean, it’s a 

different mentality.  You work in a commercial gallery, you are a sales person, and you 

are on it.  You are like a bulldog about it.  A non-profit space, it’s how do you appeal to a 

larger audience and give them so many different options, and different programs, and 

different art events.  It’s trying to stay dynamic, but also appealing to your audience that 

cares for you back.  And holding on to those people.  So, may be it’s a more open holding 

her, I would say. 

IP:  O.K., those are actually very interesting points you are making.  Thank you.  

What are the top five strengths and qualities a manager needs to have to be successful in 

your position?  It doesn’t have to be five, but like of the top of your head what comes to 

mind? 

BS:  Number one: I think you really have to be very diplomatic.  You are dealing 

with so many different personalities and so many different desires.  People want to get 

different things out of everything.  It’s from the artist to the people who are facilitating 

you to mounding the shows, even down to like, the printer who might assist you and help 

you cut an expense here and there.  You just have to appeal to all of them and work 

within their needs.  So, it’s managing different personalities.  And as to be expected, 

artists are difficult.  It’s just the nature of it.  I mean, I have amazing artists that I work 

with, but every once in a while there is that one that throws you off track and needs your 
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time all the time and needs you to focus on them sort of twenty-four-seven, which is 

really hard.  So, when I say you have to be diplomatic, you sort of have to say, “I am here 

for you and I am gonna do what I can for you, and like, we are all in this together.”  It’s 

more of a team mentality.  You have to really remind them versus, like, going back to 

commercial gallery, that you would have said like, “Well, I need you and so I am gonna 

do whatever I can for you.”  So, you turn your efforts and you really take care of that 

artist more versus a non-profit space, every artist has equal opportunity and I am caring 

for so many more artists and the funding is not coming back as fast.  So, we need to all 

help each other.  They are helping me just like I am helping them.  So, it’s more of a 

give-give situation.   

Number two: you have to be really organized.  Because there is just managing 

different little projects.  People work constantly.  I mean, everyday I am finding myself…  

I feel like disorganized and frazzled, but thank God, I have like little systems in place and 

ways to sort of organize as best as I can.  I guess that goes with any job that you should 

be organized.   

Those are the two big ones.  You obviously have to be very social in the art scene.  

You have to stay connected to people.  Especially in terms of a non-profit is that people 

are willing to collaborate and they are not expecting the big fear, the big payment in 

return as much, but they are willing to…  Where everybody is helping each other.  

There’s more of that mentality.  So, you really have to sort of approach people and really 

sort of help each other.  You know, like this other project that we are working on, like 

Robert Bettmann is like, “Well, I am helping you with this,” and he is putting together a 
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different event, and I feel like this obligation of, “I should do that too.  Let’s all be 

involved.  Let’s make this a bigger issue,” because we are all little non-profits that are 

trying to make our mark, but really, we are stronger if we all come together.  In fact, 

when I worked in this commercial gallery I keep mentioning, it was in a different city and 

even the commercial galleries teamed up and they would put together art-walks.  It was a 

way to pull all their collectors and sort of spur this larger interest in the community and 

people who don’t normally do galleries and make an event of it.  I haven’t been able to 

do that here as much, probably because the galleries are more spread out and sporadic, 

but there is also the commercial galleries and then the non-profit galleries.  There is a 

division here in that sense too.  So, I think you have to be open for collaboration, working 

with people outside of your organization.  That goes back to being social and being able 

to network.  Also, you have to be really good for a non-profit…  You have to be good at 

grant writing and writing a lot.  I mean, my writing skills are tested everyday.  I have to 

keep up with counseling versus at the commercial gallery, I didn’t have to do that as 

much.  You know, we put together high-gloss marketing materials.  The writing wasn’t 

there.  It was talking one-on-one with the collector.  It was all about selling the product 

versus I spend a lot of time writing press releases, writing marketing material here, 

writing grants all the time.  So, I spend a lot more time writing here.  That’s an important 

skill.   

IP: Is it learnable? 

BS:  Yeah.  I think you learn it, yeah.  I think you just have to keep up with it.  It’s 

a type of writing, it really is.  You know. 
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IP:  Well, I haven’t written any grants, so I don’t really know.  That’s one of the 

things that I really need to learn I think, at some point. 

BS:  I am by no means an expert in grant writing.  I mean, we have grant writers 

that assists us.  But then I fill in everything else that is gallery related and I fit it in her 

language and match that tone.  You look at what other people are doing and you sort of 

model it after that, but it is a different tone.  It is very pointed.  And now, I write more 

like that.  My regular writing is now very professional and more pointed.  You have to 

present a need constantly throughout that kind of writing.  But it’s important. 

IP: Anything else, which comes to mind? 

BS:  You have to be really adaptable and flexible.  Plans don’t stay in place.  

Artists bail on projects last minute.  You don’t get the funding you need, so you are the 

one hauling works around town.  You just have to be really really flexible and accessible 

as well, to artists who might need you at any second.  Yes.  Flexibility is big too, but that 

goes with being diplomatic, I suppose. 

IP:  What are the difficulties and accomplishments you have encountered during 

your career?  Other than the ones you have already mentioned. 

BS:  Like I said earlier, there is working with creative people that really fills me 

and I get excited by their projects, and being a part of it, and being pulled in it, and 

facilitating that the best way.  That’s exciting, but then there are those rare moments, 

where there is a particular artist…  It’s hard to separate it.  They sort of cross the line, if 

they are not being professional, and it feels personal.  And I get caught up in that and I 

have learned…  I have to constantly say, “It’s not about me.  They are upset about 
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something that is beyond my control.”  And may be I am a sensitive person, but it’s hard 

for me sometimes to separate that from my other work and it can sort of side-track me.  

Like I said, being diplomatic, it’s like there is a part of me that really wants to make 

everybody content with what we are doing and everybody should feel like they are taken 

care of.  That can be exhausting.  And that’s probably my limitation.  And may be it is 

tougher skin, I need to get better at that.   

IP:  You are not the only one who has mentioned this, you know.  It’s just part of 

dealing with different personalities, so… 

BS:  Oh, I know.  It goes with that.  Also, coming with that vision and creative 

spark that these artists bring to projects.  There is a passion there and they are so 

committed to it.  And yet on the flip side, if they are upset that passion can flare up in a 

very unfavorable way.  That can be really sidetracking.  So, I put together an amazing 

exhibit, we did this awesome show with a bunch of…  It was very cool, it was very 

conceptual, it was old factory art.  So, there were artists from all over the country, 

dressing, smelling, it was very out their scientific stuff, and you know, one artist I had 

offered myself at some point.  She would call me at night and complain about some press 

material that went out, or complained about how I hadn’t sent photographs, or I needed to 

give her feedback constantly about what people had said about her art piece.  And that 

just can wear you down.  Sometimes I am like, “I don’t know, if I want to deal with these 

personalities anymore,” but it comes with the job.   

BS:  Accomplishments?  Is that what you said? 

IP:  Yes.  Accomplishments.  We haven’t talked about that. 
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BS:  I would say accomplishment over all to me is that I can…  It’s not like your 

typical job, where everyday feels like the same thing, and like a year goes by, and you are 

like, “What?  What happened?  What exactly did I produce?”  I can look back at a full 

year and say, “I put together those seven exhibitions and I have worked with over 

hundred-and-twenty artists, and I have that to show for it.”  There is something very 

rewarding about creating something.  The artists are creating individual pieces, but 

overall we are creating this larger exhibit and a larger schedule, and helping to feed this 

little non-profit.  I feel really rewarded that I can work with artists and also work with a 

non-profit that really needs help in a lot of ways.  For me it is a double win, just like I 

said with collectors.  They are supporting the community and they are supporting artists, I 

am sort of doing the same thing.  Supporting a non-profit and supporting the artists.  To 

me after a year I can walk away and be like, “That’s really an accomplishment.  We put 

together that many things and I knew the budget all too well, very minimal, and yet we 

created something.”  People remember it and occasionally we get press.  Hopefully we 

will get more press so we will have more art sales.  Every year we are hoping for more.  

It’s little accomplishments I could say, I guess. 

IP:  But those can feel big depending on, if your budget is very small and you 

have done something amazing with it that can feel like a big accomplishment even 

though it is not out in the press as much as you wish it to be.  

O.K.  If you had any advise to give to a novice manager what to be mindful of or 

what would be the most important things to know, to do, what recommendations would 

you have? 
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BS:  I guess the biggest recommendation is, as I said earlier, just be flexible and 

offer your time willingly when you start, because it is getting that exposure and getting 

that experience with artists and different other arts organizations and other curators.  It’s 

getting that exposure and experience of working with all types of people.  I think the 

more you work with a larger group of people, and really start to know how to manage 

personalities, that’s like the most valuable thing for me.  The more people…  Everybody 

teaches you something obviously, and the more people you work with early on, the more 

prepared you are to keep doing bigger and bigger projects, or more and more projects.   

IP:  So, what is the most compelling aspect of your position, and how is it 

compelling? 

BS:  I think one of the parts that I find most compelling, and it goes to my 

background, is this merging of science and arts.  People are really interested in it now.  I 

mean, not now, but I think people have always been fascinated with how artists and 

scientists think very much alike, and how they tackle problems and issues in these very 

visual ways.  And I find that really compelling, and it is just a matter of how do we bring 

that into more exhibits in our small space.  That’s my ongoing thing.  How do you realize 

that?  Like I said earlier, we did this old factory show, and so we had this whole…  

Clinical allergist, who is a curator.  He is like an international arts curator and critic.  And 

he put together these artists, who were looking at science, but applying their own very 

subjective interpretation of it.  And I would like to do more shows like that.   

IP:  By the way, do you curate your shows yourself? 

BS:  Yes.   
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IP:  Do you have calls for works to a theme or just… 

BS:  I’d say once or twice we have an open call to artists, that we do the shows.  

Then we have about three curators a year that come in and curate their own shows and 

then the two are open call.  Last year we didn’t have any open calls.  So, every year is a 

little different.  So, last year I curated four shows and then we had three curators come in 

and curate the other ones.   

IP:  So, when you curate a show, do you look for artists and call them in or?... 

BS:  Yeah.  I set up studio visits and, you know, I sit down with my executive 

director and she sort of recommends artists that she has been looking at, and themes that 

she wants to address.  I mean, being that we are socially conscious, our shows aren’t just 

about showing the next up and coming hip artist.  Far from it.  Our shows have to deal 

with larger themes.  So, like, last June we did a whole show that related to the Haitian 

earthquake and basically the Haitian earthquake happened and we said to each other, “We 

need to find a way to address this issue and show how art is helping people in Haiti,” or 

even just do a show where we present some Haitian art and the money goes back to Haiti.  

Whatever we can do to help that sort of need or fill that need.  So, I mean, I found like a 

New York Times article and there was a photojournalist based in California who was 

working with children in Haiti in orphanages.  She had been doing it for ten years and 

had given them cameras and taught them how to photograph their world, because she was 

tired of sort of being this voyeur and capturing their world and rather wanted them to turn 

the lens on themselves.  So, we did this huge installation of hundred-and-twenty 

photographs taken by children and the photographs were like twenty-five dollars.  And 
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people came in and bought them and the money went back to the Haitian earthquake 

victims.  So, we have this larger social agenda.  That sort of limits us in a way.  I am not 

just always looking for what’s cool or new, I have to be really pointed at what I am 

looking for.  It can be challenging in that way.  Because sometimes my biggest concern is 

compromising the art.  Bringing in lower quality art just to fit a theme and that can be a 

struggle.  Sometimes I wish that I was just looking…  I feel like I have a good eye.  A lot 

of times I will go to typical commercial galleries and be like, there is a breath of fresh air, 

it’s not an agenda that’s being sold to me.  And in a way it would make my job worlds 

easier if I was just finding beautiful artwork and saying, “O.K.  Here’s a cool title.”  

Attaching and saying, “It’s a theme,” but instead we have to fill this socially conscious 

mission.  That can be hard.   

BS:  Is there anything you would like to have had besides your education and 

experience to overcome the obstacles along your working day?  I mean, is there anything 

that you would have liked to have studied?  Or courses that you would have liked to visit, 

or?... 

BS:  I didn’t know this, but I wish I’d taken more sort of work in 

communications, then more marketing background, because you are selling art all the 

time and now I am selling a mission and the name of our gallery.  So, I have learned that 

on the job more and more, but I don’t know as much about the marketing language, the 

whole social media, and all that.  I wish I had more background in that.  Because that’s 

really valuable.  Spreading the word and getting people there.  I mean, the biggest thing 

is, like I said, when I worked in this commercial gallery, people were coming to us 
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anyway.  They were already an invested collector base, we didn’t have to do as much 

outreach to get people to come to us and to sell the gallery as this brand.  They already 

new it and they told their friends and they said, “If you wanna get fine art, you go to this 

place.”  So, that was a lot of word-of-mouth.  And then selling would come in talking to 

them one-on-one about the piece.  Now I am selling a brand and I am selling a mission, 

trying to communicate that to people.  I wish I’d taken more classes or had more 

experience with that.  But, I figure it out as I go.   

IP:  Anything else you would like to add that could be important that I am missing 

here? 

BS:  I can’t think of anything.  

IP:  O.K.  Thank you… 
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