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CHAPTER 1
1. INTRODUCTION
1.1. Overview

The “success” of any visual art institution is dependent on the pesgpensible
for its programs, staff and funding. A “successful” visualpaogram, 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. Gineset criteria for
success, the intent of this research is to discover what combirzdtieducation and
experience is needed to become a successful visual arts adatonistTo answer this
guestion, several others will also be addressed, such as: Howhdaerission or goal of
an art institution impact the success of its management and progrgth Which
programs meet expectations? What programs and facilities mgedvement? How
does management address recurring problems? What areas of ingambvean
management effectively control? What recurring issues are roomplicated and
difficult for management to address? How do socio-political aswha@mic factors
impact effective management? To what extent does the levekp#drience and
education of the visual art administrator impact/effect the sscoé an institution’s
programs? To what extent does an administrator's education andeexpeaiffect the

success of programming?
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Through this research | hope to discover what combination of education and
experience best meets the requirements of an effective amgssfid visual arts
administrator.

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

There are many different art institutions, i.e., museums, gadlecommunity art
centers, college art centers, etc. These vary in size, thep®ghey offer and the way
in which they are structured. Living in the Washington D.C. aneasgme the
opportunity to study a variety of institutions, their programs and their managstylest

There are also a broad variety of publications on the subjectsofnanagement,
i.e., community outreach and education, curatorial affairs, stafagesnent, funding of
art programs, etc.

In order to research arts management in all of its aspeats, ihterviewing art
managers at a variety art organizations and position levelsvel prepared one set of
interview questions that are asked to each individual for consistéruyg.will allow me
to compare the different answers and analyze ways of artggerapat towards success
in the discussed areas.

During my research | am meeting with Jacqueline lonita,cireof the Hamiltonian
Gallery on the U-street corridor in Washington D.C., who is d&sanianager for artist-
in-residency programs of the non-profit organization at the Hanmlh Artists. She is a
young manager with a few years of management experience, anduweesssful in the
programs she is running. lonita is a Corcoran College alumnus, \Bi#lictzelor degree

in Fine Arts.



Idil Periard
Effective Visual Arts Management

The second person | am meeting with is Janice Marks, Diretfdoevelopment at the
Corcoran College of Art + Design. Marks is a mid-careenagar and comes from a
performing arts background.

Third, I am meeting with Jose Dominguez, Executive Director oPgramid Atlantic
Center, an organization running community outreach programs, andirantegidency
programs, mainly in the printmaking field. Dominguez has BFA and\ ME&grees in
Performing Arts, Theater. This makes him especially istarg for me to interview,
since his interest in visual arts evolved through various opportuniiesg his
professional life.

The fourth person | am interviewing is Cynthia Connolly, the curator f
Artisphere. Connolly is a designer, photographer, and musician, whedster arts
management career by managing her own artwork. She has bdangwas an arts
manager most of her career.

The fifth interviewee is Brooke Seidelmann, the Director of tban Hisaoka
Gallery for Healing Arts, which belongs to the Smith Farm Qefale Healing and the
Arts. Seidelmann is a young arts manager, who has been wankoagh for-profit and
non-profit arts galleries throughout her career.

For further examination, | will compare arts management pexctio arts
management study programs and curricula offered at variougesli@ the United

States.
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1.2. Problem Statement

What criteria, background, and education are of importance for a \astsal
manager to be able to run a compelling, educational, and well-fundedapr and

establishment?
1.3. Research Objective

The objective of this research study is personal. With a B.ArtiHistory, M.A.
in Art Education and management experience in non-art relatet$ fiel the private
sector, | want to find out what | need to know and what areas | peaptove as a
manager to run visual art programs. | want my study to Berevended 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 litexatmethodology of
research, results, and conclusions. A script of all conducted intsrwal be part of the

appendices.



CHAPTER 2
2. AREVIEW OF LITERATURE
2.1. Overview

What exactly is “arts management?” | will begin by eiang the definition of this
term, similar terms used interchangeably, and specificallyihowl be used within the
context of my research.

The second section will discuss the duties, responsibilities, aegammal structure,
and environment that an arts manager typically works in. Italgth include a discussion
on what experts view as the necessary qualifications for fuesean arts manager. |
will close this section by evaluating whether or not a businesartsr dominant
background is more beneficial for success in arts management.

In the third section the differences and similarities betweemdss management
and arts management will be discussed.

Today’s arts management practices in various arts institutemavell as some
insight to the history of arts administration, will be examined in the fouctiose

The fifth, sixth, and seventh sections will explore the different kiotlsarts
management, i.e. visual and performing arts management, artgenara in non-profit
and for-profit organizations, management in museums and arts centers, etc.

The eighth section considers the impact of the global economy ongshadarstries

and policies and the challenge it presents to the field of arts management.



Idil Periard
Effective Visual Arts Management

In the ninth section, the skills and requirements of at @&htury arts manager
working in a non-profit arts environment, as well as the implertientf the 2
century education skills framework in the United States, will be examined.

The final section will review education in arts management andudaclan
evaluation of the programs offered by various colleges and urigsréiroughout the

United States.
2.2. ArtsManagement Defined

In any organization, emanageris the person responsible for making things happen.
The manager determines what will be done, sets the timelinejesnndes who will be
responsible for execution (Summerton, n.d.). Managers oversee prisfutsthe
planning phase through the completion of the process. Although the goalsjecit/es
might be different, the communication between human resources and thzatiga of
material resources are the tools managers employ to achisveddessults. According
to this definition, exhibition managers, finance managers, curators tiedubDapartment
managers, and managers of outreach programs are all considereorganization
managers (Byrnes, 2009).

Arts management, arts administration and cultural managemersieaeeal terms
used to describe the management of visual and performing artsrpsogrese 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 Administrationindgfarts
management as follows:

The application of the five traditional management functions - planning,
organizing, staffing, supervising, and controlling - to the facititatof the
production of the performing or visual arts and the presentation ofrtisés'a
work to audiences. The administration and facilitation of the geeptiocess and
its communication to an audience is common to both public, nonprofit arts
organizations (nonprofit theaters, symphony orchestras, opera comamnes
companies, museums, public broadcasting, and performing arts ceaneks)
private, commercial, for-profit artistic entities (e.g., comnatheater, "popular”
music, private galleries, film, television, radio, and video) (Martin 1998, Pg-128).

Dorn (1992) quotes the National Association of Schools of Art and Desig
(NASAD), which defines arts administration “ most often involvihg hon-profit sector,
connoting management and support services.” Dorn argues that sidiodefuns into
exclusion of arts presenters in non-profit and for-profit organizatamnsvell as arts

educators in schools and community arts education programs.

10
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In his bookArts ManagementDerrick Chong explains that in most contexts arts
management encompasses administrative support duties within an arts tiqyaradaer
than managing the production and exhibition of artistic work (2002).

Kuesters makes a distinction between the art itself and soeiated administrative
and financial responsibilities. An arts manager’s duties @digi@ and financial at the
same time. The arts manager is responsible for the finanaHdbhrev of the arts
organization. The arts manager influences the choice of pregwth financial
outcomes in mind. Kuesters suggests artists view the artageaas a businessman,
while business partners perceive the arts manager as an artig dual perception
requires an arts manager to function as both artistic and finacdcrahistrator (Kuesters,
2010).

Janet Summerton, on the other hand, notes that no consensus exists aiti@ndefi
for either cultural management or arts management. She poirttebatts management
differs from business management or general management bechasetihe multiple
purposes of achieving aesthetic, artistic and other aims aasvalcomplishing the day-
to-day work and managing relationships” (n.d.).

So what does an arts manager do? What criteria, experienceslacatian are
necessary for an arts manager to administer a well-funded anatiedatty compelling

program or institution?
2.3. The Arts Manager

An arts manager ensures artistic and cultural programs sucbtetaifel place within

the arts organization. He/she outlines the project from beginmingnd, engages

11
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necessary departments and people to fulfill required tasks, andsaatBaison between
artists, inter-departmental personnel, external resources, aethoaihd the public
(Summerton, n.d.).

Typically, corporate structure is composed of five management depdas
strategic planning, finance management, fundraising, marketingaaihty management
(Martin, 1998).

Using the traditional corporate management structure asneewrark, | plan to
examine visual arts management, specifically as follows: Hatwvay is visual arts
management different from managing any other business? Whtieakey elements of
business management when applied to visual arts management? Whatragn areas
of concern for an arts manager? What are the different manages@eal in the arts? Who
are the managers in museums, galleries, non-profit and fot-piafal arts organizations
and what are their duties? To better understand how corporate managtmetures
may inform and positively impact the field of arts managemenis inecessary to
examine the current management departments and styles of a variésyidtgutions.

The main areas of arts management are, planning, organizing, leadidg
controlling an operation within an organization. These are the key manageménnh&inc
necessary to communicate with the artist, inter-organizationartheents, and finally,
the audience (Byrnes, 2009). The arts manager’s primary jolmake theart available
and accessible to tleidience(Pick, Anderton, 1996). Important skill sets needed for a

successful arts manager includes the subcategories: marketing and audiclopengenge

12
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financial management, public policy, fundraising, facilites managem board
development, arts education and strategic planning (DeVereaux, 2009).

Considering art as the core element in arts management, thegenabecomes a
mediator between the artist and audience. So what is necessary yotisatastist and the
audience while providing concurrent financial success? What ipuhmse of arts
management? Experts seem to agree that it is empathytikis and their world, a feel
for the applicable taste of the audience and well-rounded businessisichtion
knowledge, suggests Claudia Dabringer (2010). Pick and Anderton advisetsan a
administrator must have empathy for the audience as well. sttangly emphasize the
importance of art itself as the main consideration for araanager (1996). DeVereaux
agrees with the arts manager’'s position as the mediator, eaminmends the arts
manager take a critical approach as mediator. The artgysrastaould 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 partnersnpatrtists, the arts,
the audience, and the business. The arts manager is responsiblecifuy fila arts in
social and cultural perspective for pleasure, education, and benti lafrgest audience
possible (Brk&, 2009; Pick and Anderton, 1996). In retrospect, the wide variety of
art, artists, and the audience makes the role of an arts mawagercomplex.
Complexity becomes a defining and important factor. It delineateshimacteristics
between what comprises an arts manager from a corporate marBgeproduct in
visual arts management refers to the artist, who created tlke Wiwe consumerof the

product is theaudiencein the arts. Today, art is a major complement to school

13
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education, and arts organizations may also be considered educatiditatians.
Therefore, in non-profit arts organizations, the mission of ttsenaanager lies mainly in
education and community outreach. The sole leisure and entertainmposeuif the
arts is usually seen in the for-profit context, i.e. gallerd&en art is produced and sold
for profit purposes, the process is similar to any other busssessr, where the product,
i.e. the artwork, is purchased by the consumer, art lover, colle¢tor(Eevrard 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 tharta
manager must always be aware he/she is working with communi#ehbury also
indicates that projects must benefit humanity (as cited in BMer 2009). In the same
discussion panel, the characteristics of an arts manager atéedeas follows: an arts
manager should think globally, but act locally; keep the balance betineeeconomic
and cultural interests; and be a able to network effectivelyfectife arts managers
should be capable coordinators and have a thorough understanding of pulse val
(DeVereaux, 2009).

In another publication of panel discussions held in 2008, core knowleskgatiakto
success as an arts manager are identified as an understandiegasts and the arts
world, knowledge of cultural and social identities, and cultural pesti Additionally,
the successful arts manager should understand the processes involveking ang

(DeVereaux, 2009).

14
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According to Byrnes (2009), an arts manager should be able to ué&erhis/
experiences to foresee the variables while making decisionsharable to calculate
possible outcomes.

Kirchberg and Zembylas (2010) define the contemporary charatten carts
manager as a “split personality” being responsible for both trendial and artistic
aspects of arts management. Kuesters (2010) assessesetlyaare\program initiates
with the artistic rather than the financial agenda in mindethes the arts manager must
be creative when financing the art program. She refers tarthenanager as the “artist
of finance,” and claims the notion of seeing the arts managsolely administrative,
non-artistic, and just complementing the artist as incorrect. esérs the dual function
an arts manager embodies as artist and businessman is thempostant factor
benefiting the arts manager’s organization (Kuesters, 2010).

Brkic sees the arts manager as the person, who puts the @adssimtial and cultural
perspective. The arts manager is the communicator on many lexeddl, partners in the
project, the audience, the artist, between arts and business.mamsyement has a
special kind of communication, which is different from any other bgsioe any type of
management. The difference of arts management lies in marageugity. Creativity
deals with a large variety of approaches and concepts, which nhiginea be vague (as

cited in DeVereaux, 2009).
2.4. Management in the Business Sector and the Arts

Arts management has many different academic influences dbatve from

traditional methods of business, public policy, the arts and humaritidsinternational

15
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studies. The uniqueness of arts management lies in the multiciagyphature of the
field. Arts management embodies the principles of business nraeagé day-to-day
operations, public policy (to manage cultural policy and non-profit orgaomal
leadership), and without a doubt, the arts (Helwig, Varela, Wilkerson, 2020)s
management is a crossbreed of the disciplines of the arts, busavessd economics
(Dorn, 1992).

Although the management of the arts has many similaritiestiatimanagement of
the business sector, there are many differences as well.bB8sittess and art worlds aim
to act economically while satisfying the consumer, or the audiarnte case of the arts.
Although this might be a common goal, the main difference in magagiconsumer
product versus the arts lies in prioritizing content over form, whanaging the arts. A
commercial product is designed to make the consumer believe bentsfits. The
success of the product is measured in sales profits. When narthgirarts, it is
imperative to follow the ideas and concepts the work of art engendine financial
benefit is not the driving force (Bendixen, 2010).

When managing commercial products, the manager is responsible fee@ng the
physical production and the marketing of the products. The goal ofigirddsign is to
attract the consumer and make sales. When managing thehartsyanager is not
involved in the creation and aesthetics of the work, unless the manager also hajmeens t
the artist (Bendixen, 2010).

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

common administrative role within large arts institutions. Beslif2010) points out

16
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that this argument is accurate when dealing with larganizgtions. As the organization
grows, the need for a larger number of administrative resources become®bleevita
The importance of arts management is largely in its airpréaluce for a large
audience, communicate ideas and concepts, and actively integrateluatiivin the
work. Although in some cases marketing is also geared towardsmpeking, in most
instances the arts are crucial in social communication and emtucail herefore, an
ethical approach becomes one of the key requirements for an aregen (Bendixen,

2010).
2.5. ArtsManagement Practices

With art and education as the most essential factors for coasohe an arts
manager carries out duties, which are similar to generalagemnent practices:
communication management (i.e. inter-departmental relations, comroutriéach, etc.),
financial management (i.e. funding of programs and exhibitions), prnojanagement,
and marketing (Chong, 2002).

The history of arts management goes back centuries; beforeabemmagement
became a field of applied science, long before arts managemasntecognized as a
special field of expertise. In Ancient Greece, theatre plsysh asHypocrites were
performed for the amusement of audiences. Thepsis had a theattizatign in the 8
century B.C. Festivals with more than ten thousand visitors wey@niaed, and a
general manager was in charge of finding actors, arrangingdapendent jury for the
selection of actors, and finding sponsors for the festival (Hag@06A3). Priests

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

17
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the music, and getting the play ready for performance reqskild coinciding with
management practices today: planning, organizing, leading, and togtroA principal
magistrate supervised the production, and rich citizens provided tiésciland
sponsorship (Byrnes, 2009).

The Ancient Greek had museums, which functioned as libraries andcteseaters.
Churches had considerable art collections. The woudeumitself comes from the
Greek wordnousieonmeaning a temple of the muses.

Ancient Romans produced state-sponsored art festivals and theseawesry
important part of the community. Local magistrates finahgcisupported these events,
and city magistrates were responsible for the organizationrggibg the performers and
plays to these festivals. As Rome declined, many of thesesdls could not be
financially supported. They lost the facilities they were periog in, and were forced
to become touring arts groups (Byrnes, 2009).

In addition to the aforementioned, other cultures in the world, i.e. thanBym,
Indian and Chinese also developed the performing arts for entertdinofethe
community (Byrnes, 2009).

There are well-known cultural entrepreneurs in history, i.e. Sugeenglman, who
transformed the 2century abbey of St. Denis into a Gothic cathedral by conducting a
financial campaign to raise money for the restoration of the khurcater he also
transformed part of the cathedral into studios, where craftsvoeid create glasswork.

William Shakespeare was a playwright, an actor and a theatnager; the Flemish

18
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painter Pieter Paul Rubens had a well-organized art factorgy dlh had the common
idea to combine the arts with profitable opportunities (Hagoort, 2003).

Arts management, as it is practiced today, began during thendilfsbf the 20th
century. Most arts managers in the past were individuals wisintdmstory background,
and learned the skills of a manager on the job (Byrnes, 2009).

Evrard and Colbert (2000) define arts management as a subdivisiaanafjement
in the new millennium, and point out the hybrid character of artsageanent as an
“Intersection of a theoretical structure (management) and a sectort@hihas 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-prafitimnment. While
both management practices share similar functions and operagpgrtmients,
differences exist in the mission and size of the individual utgins (Martin, 1998).
There are many different kinds of arts organizations for whomrteerenager might be
working. Depending on the size and classification of the orgamizahe arts manager
needs to have a solid knowledge of the organization’s different depdstnaad their
authorities and responsibilities. The arts manager might be résieoits several roles
within the organization, and therefore needs to be well informedtabe internal
resources in order to plan, communicate, negotiate, prioritize, anddeaistons (Pick,
Malcolm Anderton, 1996).

Hagoort (2003) explains today’s arts management starting withgeareat theory.
According to Hagoort, management theory, which became a professmeate in the

20" century, can be divided into three core areas:
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e Strategy theory, is used to give an organization clear directions
e Structure, divides an organization into categories of responsibilitisiciec
making power, labor and coordination
e Leadership theory, deals with the personal responsibilities of the individual in
the decision-making process
To better understand the functions of an organization, Hagoort fusthiets out the
interdisciplinary character of management theory and the importdrsz@ences such as
economy, sociology, psychology, philosophy, history and technology.

When managing an arts organization, an additional element to consither is
organizational culture, where norms, beliefs and behavior are takenaccount
(Hagoort, 2003).

To reflect an arts manager’s position, Hagoort divides the manab§anctions
into four main roles: leader, manager, entrepreneur, and employemarmager’'s
responsibilities include more technical and functional issues, andvitbatoordination
of finance, marketing and personnel. The manager is also respofwsilglanning the
project and establishing the deadlines and processes to completd®.thd@he leader
carries out a visionary role in the organization and focuses on ridines than systems
and procedures. The entrepreneur looks out for innovations, opportunities teglestra
and the employer deals with regulations for employment, people and resources (2003).

There are many similarities and differences between theagement of the
performing arts and visual arts. The distinction lies in magatfie objects carrying the

artistic message in visual arts, whereas in the performitsg thie artist is physically
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present in the delivery, therefore it is the artist commumgathe artistic message
directly to the audience. In the latter, the manager iporesble for creating the
environment, i.e. stage, lights, cameras, etc. Typically théorpgng arts require
technical support staff equipped to handle these of tasks. In the waidsathese
requirements exist, but on a less complicated scale, usuallypedrib space and use of
lighting. However, many contemporary visual artists use newlianand digital

technology (Bendixen, 2010).
2.6. Differencesin Visual and Performing Arts Management

Literature in the field of arts management typically doesdiiferentiate between
visual and performing arts management, unless visual arts managentke specific
topic of written literature.

In a research article, Simon Roodhouse (2006) explains that the cdynméex
defining visual arts and points out that in some countries (such amiteel Kingdom),
architecture, performance, film and video are considered part ofsin@ arts. He adds
that theArtists Information Companglefines the visual arts as “Anything that is visual
and you appreciate through viewing” (p. 59). As a result, gray a&asasin defining
visual and the performing arts. What | hope to discover and defitiee course of my
research are the subtle differences, but nonetheless importanctaiss between

managing a visual arts organization and a performing arts organization.
2.7. ArtsManagement in Non-Profit and For-Profit Organizations

Today, museums and some arts centers in the United States ackawineperated

by state and local government. Many visual arts centers,asughlleries and media, as
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well as performing arts centers, such as theaters, music ame dampanies, are
businesses, public companies or non-profit organizations. While mogirofinarts
organizations are tax-exempt, private and public companies receive specialtes< br

The existence and function of both for-profit and commercial arts aafgons
depend primarily on their income and tax incentives. Therefore, fittancial
management and the funding of arts organizations are key to thie-day-operations of
an arts organization (Byrnes, 2009).

For-profit and non-profit arts organizations share the same objetiiwalesire to
provide quality artwork to their audiences. The primary differdveteveen for-profit
and non-profit arts organizations exists in their mission. For-poofnizations target
mass audiences for profit. Non-profit organizations are produstted; they want to
make the art accessible to a large audience, to benefdgutance. In order to make art
available to a large audience, non-profit organizations keep admasitbmembership
prices low. They rely on donations from private businesses and foums]adid patrons,
public and governmental agencies to finance the operation of their zaggani(Arthurs,
Levine, 1999; Martin, 1998).

Both for-profit and non-profit arts organizations depend on quality watlcesative
artistic talent. To enhance the reach to larger audiences, Ipeth @y organizations use
technology, such as the Internet, for promotion. (Arthurs, Levine, 1999).

The administrative structure of for-profit and non-profit organizatimaly differ

in the decision-making. The authority in for-profit organizations Viegth shareholders
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and executives, while trustees provide direction in non-profit orgamzat{Arthurs,
Levine, 1999).

Depending on the size of a non-profit organization such as a museam arts
center, management areas and the duties of staff vary. Ifesmajanizations, the
manager might take over several management functions.

The most common organizational structure of any non-profit arts aagamm starts
with a Board of Directors, who provide direction and advice to thecutixe
management, on fulfilling the mission of the organization. Theutxecmanagement is
responsible for the overall management of the following middle mareagesfivisions:
artistic planning, production and project management, public relatsshgation and
community partnerships, marketing, finance, human resources, development
management, and information technology. The subcategories ofdikesens depend
on the size and needs of the organization. In a visual arts organizatisin; planning
lies with the artist instead of the artistic manager.

In visual arts organizations, the curatorial manager will work aitlsts to ensure
the artwork fits the needs of a particular project, but will noinkelved in making the
artwork. In performing arts organizations, the artistic directoorengrapher, scene and
costume designers, stage managers, technical personnel, and chusotats will work
directly with artists to produce the artwork. Therefore, the@petion management in
performing arts is usually a larger department than in viagtalorganizations (Byrnes,

2009).
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Today’s non-profit organizations face financial challenges as gment funding is
reduced, and the organizations depend on donations or corporate sponsorshap. As
result, the demands on management in non-profit arts organizatiemsniceeased and
become more business-like. Dealing with a variety of private lstéders influences the
administrative structures, and arts managers have to adopt a moepreneurial
management style. It is the manager’s responsibility to plleasgime members and
supporters of the organization, and recruit new membership. The nesttafegic
management to follow a corporate business model and satisfy igtec asision of the
organization creates great complexity for today’s non-profitraaisager (Cray, Inglis, &

Freeman, 2007).
2.8. Management in Museums and Art Centers

When structuring an arts organization the key element is to ideénéfyelationship
of staff and departments and the distribution of workload and respaiessbilvithin
departments and interdepartmental communications. To accomplishj¢céves of the
organization and enable a steady workflow through the organizatienintportant to
establish an organizational chart, set up reporting lines, and @efiaethoritative body.
The workflow and area of responsibility of an arts manager vhayiesze and type of the
organization. The structure of an arts organization is usuaile ritexible 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 tha@elavels: an
executive level, middle management, and workforce groups reporbingnididie

management. The Board of Trustees, the Executive Committe¢gheumirector of the
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Museum work in the executive level. Mid-level managers arporesble for the
administration department, curatorial department and exhibitions, progeards
development departments. Administration usually includes the museum shop, budget and
procurement, finance and accounting, food services, special eventsnglabuilding
administration, human resources, security, and information technoldgyratorial
departments are responsible for the collections and the conservatatwofk. The
following subcategories can be found under exhibitions, programs and devetopme
departments:

e Education and outreach programs: offering adult programs, workshops,
studio classes, school and family programs, statewide programs, eeslunt
services

e Collections management, including a library, digital images diak s
collections

e Marketing and development, such as public affairs, publications, visitor
services, development and fundraising, and membership

e Exhibitions department, including management of exhibitions, and exhibition
design (Byrnes, 2009)

Subcategories vary with the size of an organization. In snrallseums duties

overlap within departments (Byrnes, 2009).

Although | found no written literature specifically discussing thgaorzational

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

to museum management.
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Today’s non-profit visual arts centers in the United States fasamly on
opportunities for emerging young artists and community education.m@imedifference
between arts centers and museums is that art centers douaby p®ssess permanent
collections, and therefore work with changing exhibitions and primatigplay
contemporary art. Many of these visual arts centers offesr dasses and other
educational programs, such as guest speakers and workshops on viswal carta
variety of topics for success in the arts business. Non-pnd§it cganizations rely
financially on membership, corporate and private sponsors (Art MuséAnn€enters
and Non-Profit ~ Art  Organizations, n.d. Retrieved  from  www.art-
collecting.com/museums.htm) Many of these art centers, ogedio Factory Art
Center, Hamiltonian Artists, Pyramid Atlantic Art Center, tomeaa few, offer
residencies for local and emerging artists, receive menpofebiin established artists,
exhibit in available galleries, and learn about the business ofrrategement Art
Museums, Art Centers and Non-Profit Art Organizations, n.d. Retrieiveh
http://www.art-collecting.com/museums.htm,  Flashpoint, n.d. Retrieved from
http://www.flashpoindc.org/homepage.html, Hamiltonian Artists, n.d.ié¥ed from
http://www.hamiltonianartists.org/program.php, Torpedo Factory Arté&€enfAbout Us,
n.d. Retrieved from http://www.torpedofactory.org, about_us.htm)

The managerial organizations of non-profit arts centers dependeocenter’s
size and programs. Some arts centers are a combination of asligkerforming arts,
i.e. Artisphere in Arlington, Virginia. Some arts centers haggdency programs, but do

not offer classes (i.e. Hamiltonian Artists in Washington D.C.),esoffer scholarships
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and internships for teens and adults alike (i.e. Greater RestoiCAnter). Many non-
profit arts centers rely on the volunteer work of community memabaeds art lovers
Greater Reston Arts Center, n.d. Retrieved from http://www.ressoo/education,

Hamiltonian Artists, n.d. Retrieved from http://www.hamiltonidrsds.org/program.php
2.9. Glaobalization of the Arts

Throughout art history we witness people working as mediators betthe artist
and the public. However, the rise of arts management as alizeekcfeeld is the result
of demands of growing professional arts organizations and public gatgias in the
second half of the 20th century. In recent years, arts manhgee been working in a
plethora of places: non-profit organizations, public arts and culturahiaegeons as well
as for-profit institutions including galleries, theater, opera, elanauseums, broadcast
media, and even the film industry. Here, fine arts and the cultural sectoeahters

In addition to the merging boundaries of fine arts and the culturatdssssector, a
shift in policy systems is occurring due to globalization, whildo ancludes cultural
policies. Globalization not only affects businesses but the charige giobal economy
and the advancement of technologies creates an economic competitioridmarkets.
The Internet shows no regard for international borders and akmesss to global
knowledge. Through technology, small local enterprises and artstallawed the
opportunity to showcase their work worldwide (Healy, 2002). As a tresultural
crossroads are created allowing artists to respond to the infuefamany different
cultures in their artwork. This diverse artwork requires dsagers remain adaptable

to what Summerton refers to as “global interculturalism” (n.d.).
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In an article about an international meeting of specialistuldfiral management in
Helsinki in 2007 and 2008, DeVereaux (2009) writes about the different opinions
discussed and shared. The participants at the meeting agraetitiatral manager in the
21st century should be a global citizen with a global perspective and appreofaother
cultures. Ideally the arts manager speaks more than one langdg arts manager
should understand the importance of international relationships.

Hagoort (2003) explains that arts management, as well as theorgdnization
become more complex given the effects of globalization. With téofyan place, any
exhibition or performance becomes available to viewers around thd. wAs a result,
the cultural competition grows, and in some cases the arts swifiemercialization.
Hagoort further points out that technology influences cultures, andtisscbecome
multicultural. These cross-cultural influences in the artatergrowing competition for
artists and arts organizations around the world. This change srtteorld creates a
need for arts managers, who think in global dimensions.

The advancement of technology, globalization of the economy, and gloioalint
the arts sector in particular, dictate a new set of demandsecarts manager. The
leadership and management of the arts need to adapt to thesshawvging demands.
The popular term “change management” used in the business settdbegomes a

major management skill expected from th& 2éntury arts manager (Dewey, 2004).
2.10. A Look at the 21% Century Non-Profit Arts Management

Today’s non-profit arts organizations are experiencing a numbehaiges in

terms of adapting and keeping up with multicultural societiestdist@plinary studies,
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educational mission, and community participation. In the last twad#s, a number of
museums and art centers in the United States have implemeatdivecrstrategies to
satisfy the growing needs of civic participation and communicatid@ommunity
outreach and education have become the main focus of many progfared ¢¥Vood,
2010).

An arts manager needs to adapt to social and economical chandetsére
the community. Change happens slowly and constantly, so it is theartger’'s duty
to make changes within the organization as change occurs. HFoplexany change in
legislation regarding fundraising, artist rights, etc. wifeaf 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 ithaluge in
size of the organization and economic changes. As an organizabws, the arts
manager will have to make organizational rearrangements, neastsifj and tasks as
necessary, and respond to economic crisis by budget cuts for psogmanstaff (Byrnes,
20009).

It is imperative for today’s arts administrator to understaed2tfi century skills
needed to respond to the changes, which took place in the last Féar$0 According
to the US Department of Labor, the number of jobs a person holdsfetirad went up
from 1-2 jobs to 10-15 jobs. Job requirements went from specializationeirfield to
requiring an in-depth knowledge of many fields, the work model wamh froutine,
hands-on, and fact-based to non-routine, technical, creative, and interaEtlucation

transitioned from institutional to self-directed lifetime lgar ~ Management in
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organizations went from top to bottom towards multi-directional mamagt
(“Museums, Libraries and 21st Century Skills,” n.d.).

The non-profit coalition, Partnership for2Century Skills (P21), has defined a
framework for “2%' century skills”, which was adapted by 13 states, and a large number
of organizations, such as the National Endowments for the ArtsigéMims, Libraries
and 21st Century Skills,” n.d.).

Critical and cross-disciplinary thinking, innovation, creativity, f-s@lection,
communication, collaboration, information technology, flexibility, adaibtg,
accountability, productivity, leadership, responsibility, global awagnetc. are all
terms, which define expectations of today’'s workforce (“Museumsaties and 21st
Century Skills,” n d).

President Barack Obama’s campaign call for the nation’s stderite better
prepared for today’s workforce has also been a major component to ehtiose
learning. Ciritical thinking and problem solving skills are no longey oelevant for
school-aged students. A steady growth exists among adult learrtees 2F' century.
The nation’s workforce has to adapt to this change, which is anothefestation of
global competitiveness. Therefore, museums as major educationtaitiorss have to
provide informal, lifelong learning programs, accessible to gelaudience, and fit for
the 2 century (“Museums, Libraries and 21st Century Skills,” n.d.).

The Institute of Library Services provides an intensive studgseéts needed to

prepare for the skills needed for libraries and museums of theettury. The study
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includes self-assessment tools, strategies, and studies sanstitaltions and their

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

The Self-Assessment Tool is designed to help libraries and museumseahalyz

institutions, and integrate skills mentioned in th& 2antury skills program. The assets

are categorized into four areas an institution needs to address:

Institutional assets should ensure the accessibility of thetuitsti's
physical facilities, collections, and all available databa3é® 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 insbitut 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
alliance to the institution’s vision and mission (“Museums, Libsaded

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

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

the management team in arts institutions. The report defines #leks in four

categories:

o0 Learning and Innovation Skills: In this category the skills referred to are:

Critical thinking and problem solvingy 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 innovatiorby using a wide range of creative thinking
strategies, elaborating, refining, analyzing, and evaluatogpnsi,
working with others by communicating new ideas effectively, being
open to new ideas and input, learning from failures, acting otivaea
ideas (“Museums, Libraries and 21st Century Skills,” n.d., p. 23-24)
Communication and collaborationby 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 disausise

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 miradful
ethical and legal issues while using any information. Using anedi
requires an analytical approach, examination of different viewpants
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 21%Century Themes: As discussed in previous passages, the aggana
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 (“Myseums
Libraries and 21st Century Skills,” n.d., p. 24).

o Life and Career Skills: As in any organization, an arts organizationsand it
managers need to be flexible in incorporating the requirements for
adapting to the 21 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 leageesid
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responsibility to others are all skills crucial for today’'ssamanager
(“Museums, Libraries and 21st Century Skills,” n.d., p. 26).
The skills discussed are key for today’s arts institutions td& wlosely with other

organizations, serve communities, and respond to community needs.
2.11. ArtsManagement Education

The emergence of arts management as a specialized fieldentdarthe
middle of the 20 century. The first specified arts management courses offared
through postgraduate studies at Yale University and Florida Shaiteersity in
1966. Both studies were specifically designed for theater management1B@2in,

According to an article by DiMaggio (1986), the arts managemergram
offered at the University of Wisconsin, Madison, can be taken asvarable
example of what arts management programs should offer. DiMalggmoescthat the
program, which started at the University of Wisconsin, Madison in 1389taken
as a model for arts management education programs in many sclhodl886, by
the time DiMaggio researched available arts managementsttiikeprogram at the
University Wisconsin in Madison was offered as a part of the Bssine
Administration Program (DiMaggio, 1986, p. 162). Today, the university offers
two-year master’'s degree in arts administration, as a p#énedschool of Business.
Students are required to study business foundation courses, as vedi apurses
specifically designed for arts administration.

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

education programs should include business education, practice in manggeme
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leadership, planning and organizing, law, computing, and cultural pqdic24().
Dorn further cites Joan Jeffri, who takes a different approachudpyesting a more
philosophical program, with emphasis on aesthetic decision-makinghikrsophy,
and knowledge of art forms (Dorn, 1992, p. 241).

When designing an arts administration curriculum, it could be presuraed t
students should have some education in the arts. A curriculum withsaseawed
content is probably the hardest part of constructing an arts athatiois curriculum
(Dorn, 1992). Dorn (1992) mentions DiMaggio’s stiMgnagers of the Artsyhich
is the first study of its kind on “working arts administrators #reldifferent training
approaches to prepare administrators for positions in theatdrsnuseums,
orchestras, and community arts organizations” (p. 241). Dorn citesaddjigl
concluding that arts administrators “have different views reggrdi) their
preparation to assume management functions, (2) the management tthayng
received, and (3) the formats used for training managers” (p. 24d¢ording to
Dorn (1992), DiMaggio also concludes that although the differentirigaiand
education programs offered to arts administrators are valuedyhtbbl experience
gained on-the-job is more useful than the study programs offeredound
DiMaggio’s conclusions to be similar to those that | elicitecbdlgh a series of
interviews conducted with arts administrators in different artgarorations of

different sizes. The results of these interviews are discussed in ChaptsutsR
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During the course of my research | found very little literatwvailable on
education and training programs for arts administrators. Of thiallealiterature
on the topic most was more than ten years old.

One of the most current studies conducted on arts administratiomgrand
curricula is a dissertation written by Beth Bienvenu. Duringrésearch Bienvenu
(2004) compiled statistics on the satisfaction of students in arts administrajiee de
programs at a number of colleges. According to these studibasy,aignety percent
of students are satisfied with their programs. Bienvenu notealthast all students
agree on the most valuable points of being in an arts administratéstenrs
program to be (1) making connections; (2) internships and/or practitfared; (3)
courses on fundraising, accounting, finance, and administration; (4) egptsur
some arts administrators and artists, who on occasion also teacdjunct
professors at colleges and universities. On the other hand, weskmnessaster’s
programs offered include (1) lack of internship and/or practicum oppoésin{g)
advanced finance and accounting courses, beyond the basics offerenir§&s on
behavior and human relations; (4) computer courses; (5) leadership coursesg(6) mor
in depth specifics on arts management and non-profit arts organimanagement
(Beinvenu, 2004).

The most current literature | was able to find on education in arts
administration was published in 2004. | plan to review the arts adratiost

education programs at colleges and universities in the UnitedsStat ascertain
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whether or not the findings discussed in Beinvenu’s dissertation Heaeged

significantly in six years. | will include my findings in the appendix.
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CHAPTER 3
3. METHODOLOGY
3.1. Overview

The purpose of this research is to determine what criteriperiexce, and
education an arts manager needs to be able to administer a cogylicational, and
well-funded program. Although examples of for-profit organizatiom$ performing
arts institutions are also included in the discussion, the studyyntainterns visual arts
management in non-profit organizations.

In order to meet research goals, a qualitative study was dexdutQualitative
research is a process of naturalistic inquiry that seekepth understanding of social
phenomena within their natural setting. It focuses omwthe rather than thevhat of
social phenomena and relies on the direct experiences of human hsimgsaning-
making agents in their every day lives” (What is Qualitative Research, n.d.)

This research was conducted through interview with arts adnaitoisgrholding
various arts management positions. The interviewees were askpekpaged questions
of nature not specific to a particular organization or position. The prgfogsing this
guestionnaire was to collect information on arts management posiéindsgcompare
whether or not arts managers working in different positions shiaméar 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 writezatlire and (2) data
gathered from respondents to a survey in the form of an interview. A descrgsteagch
method was used for this study. The descriptive method is an iratestigf a situation,
as it exists at the time of the study. In this methodihestigator collects data using
guestionnaires and test hypotheses regarding a currently excsmdition (Sevilla,
Ochave, Punsalan, Regala, Uriarte, 1992).

The interviewees for this study were chosen by position and bvigfla
Participants were chosen from a variety of arts organizattonsobtain more
comprehensive view of the skills, education, and experience requiredsudl \arts
managers.

Interviews were conducted at the following sites:

(1) The Corcoran Gallery of Art, which is a non-profit museunthva
large permanent collection of American and European art from the
18" 19" 20" 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 thergall
of this arts center showcases members’ works and solo shows.

(2) The Hamiltonian Artists and the Hamiltonian Gallery, which i®a-

profit contemporary visual arts center with a for-profit gallerrhe
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arts center offers a two-year fellowship program for innovatigeal
artists working all media. The gallery exclusively featuworks of
the resident artists to support the non-profit program.

(3) The Pyramid Atlantic Art Center, which is a non-profit arts eent
including a stage for performing arts, two art galleries uraag
contemporary visual arts exhibitions, and an education department.

(4) Smith Center for Healing and the Arts, which is a non-profit angece
with a mission to integrate the arts for healing purposes. This
organization also has an art gallery called Joan Hisaoka Gédler
Healing Arts.

The intent of this data collection method, both through literature rewedyv
interviews, is to access current arts management styles amifyidae problems and
successes arts managers are experiencing in their currembnsosiThe responses of
interviewees, as well as information elicited from reviewhef literature written on arts
management are the primary data for this research study.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 ragsagement,
which includes the definition of arts management, the arts mariagestructure of arts
organizations, and the issues of*2dentury arts management. Scholarly articles,
excerpts from discussion forums, and interviews with professiondleimdustry, are

included.
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Information derived from the literature research was orgarniedsections for
use during the writing process and wherever appropriate. Amyesources referenced
in the literature are considered for review and are included istticly when applicable.
To ensure that the information available is the most current, anttgmvmaterials of the

last two decades are considered for review.

3.3. Participants

In order to better understand the current issues an arts mdaeggr managers
from a museum, an arts center, and two non-profit arts organizatenesinterviewed.
Participants chosen are from a variety of arts organizations anud difitérent arts
management positions. Age and gender were not taken into consideratiochabsimg
the interviewee. A total of six arts managers were inteeefor this study. Only five
of the interviews are included in this paper, due to technical prshiiemng recording
one participant’s interview.

The interviewees participating were in the following arts managemeniopgsit

(1) The Gallery Director of the Hamiltonian Gallery and Managertlie non-
profit Fellowship Program at the Hamiltonian Artists. This pgréint 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 gatleegtor 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 Cent&his participant
is in his mid-career stage and has held various arts managemgiainpos
prior to his current position.

(3) Director of Development for Institutional Advancement at the Corcora
Gallery of Art. This participant has joined the Corcoran teaun years ago
and is a mid-career arts manager.

(4) Curator of Artisphere. This is a brand new venue with thregadidries.
This participant is also a mid-career manager in the arts.

(5) The Director of the Joan Hisaoka Gallery for Healing Arthis 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 aremagement

positions could be included in the interviewing process.

3.4. Data Coallection and Analysis

The primary resources of this research are
e Sitesi.e., arts organizations visited
e Interviews
e Questionnaires
e Observation Notes

Secondary sources are
e Literature review

e Arts Management curricula and course listings of universities and colleges
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All interviews were conducted on site at the arts organizatitreseninterviewees
are currently employed. The questionnaire was prepared in adaadca copy of the
guestionnaire was offered to interviewees when requested. Aipartis Rights and
Consent Form was given to interviewees for review and signatéejournal of
observation notes, as well as tape and video recordings were taken duringvaiste

Interview participants were given approximately sixteen topits questions to
respond to. The topics and questions given to each respondent were é¢hensawere
designed to discern the interviewee’s background, education, experiadcgjcesses
and challenges they encountered during their careers. ANimter were recorded with
the permission of the participants. The collected data wasctiiaed and added,
together with a copy of the questionnaire, into the Appendix of teeareh paper (see
Appendix A, Appendix B)

To ensure confidentiality and the safety of participants ofstiidy ethical issues
were addressed in the form of a written agreement, explainingathieipant’s rights. A
consent form was signed by the participant, permitting thelsgerview responses in
an educational and public setting.

Data collected from all interviews were analyzed by examgi patterns for
effective arts management. Curricula of colleges and universities xaerened in order
to compare arts management practices to arts management sfteted and to analyze
the contribution of arts management studies to today’s actuahartagement positions.

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

The termarts managemeris a broad term indicating all management aspects in
any arts organization. The terminology for describing managemeie iarts varies and
there are no standards or set guidelines when using the tetm$/1Anagement, Arts
Administration, Cultural Management, Cultural Administration (see ChapteiRzvew
of the Literature).

According to the literature, there are many different viewswhat experience
and education an arts manager should have acquired. Today’s arts ns\@oage from
a variety of backgrounds. While some have arts related backgranddsave learned
the management skills on the job, others have some business martagespecifically
arts management education.

In order to better understand what arts management entails, Ichagen to
interview arts administrators in various organizations. My prior kedge about each
interviewee was strictly based on the information provided on thesiteeof each
organization, which did not contain any information about the educational backgrounds
of individuals.

First, | wanted to examine the experiential and educational backgojusach
participant, whether or not they had a mentor, or learned thedggsion on the job over
the course of their career.

Jacqueline lonita, the Director of the Hamiltonian Gallery in Mfagon, D.C. is

a young arts manager, who was in her current position for tws ydhe time of the
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interview. The art gallery that she manages is a for-pyafiery, supporting the resident
artists of the non-profit arts organization called Hamiltoniansfst lonita is also the
Manager of the Fellowship Programs at the Hamiltonian Artideecqueline lonita has a
BFA in Fine Arts from the Corcoran College of Art + Design &iad curated art shows,
at available spaces around the Washington D.C. area. She inforenéltat both the
Hamiltonian Artists and the Hamiltonian Gallery are new ogions. Paul So, the
founder of both institutions, recruited her for her current position. loefeas to So’s
choice of assigning her as the Gallery Director as “a dédgith” and describes Paul So
as an innovative person, who supports not only young emerging artisesbuts in
case of Jacqueline lonita, young emerging gallery directaj¢&line lonita, personal
communication, December 15, 2009).

Besides her BFA studies, with a concentration in painting, andvbe as a
curator, through her own initiatives and efforts, lonita has learned atitasgfananaging
a for-profit gallery and a non-profit fellowship program whilerking on the job
(Jacqueline lonita, personal communication, December 15, 2009).

José Dominguez, Executive Director of the Pyramid AtlanticClmter in Silver
Spring, MD, holds both BFA and MFA degrees in Theater. He asaiCertificate in
Public Management from the George Washington University. JosénDoez reports
that he learned many of his management skills while working foris¢rict of
Columbia Commission on the Arts and Humanities. Dominguez alsoamedtthat

about seventy to eighty percent of his arts management trainingr@tmn the job,
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while ten to twenty percent he learned through management coukse\dosé
Dominguez, personal communication, January 27, 2010).

Janice Marks, former Director of Development at the Corcorare@olof Art +
Design, has a background in theater and dance. After her goajuarks worked in a
law firm and ran a theater company for children on the side. \Wieetheater company
needed funding, Marks started writing grants. After receiving hghdiom several
institutions, she started handling fellowship applications and wrifimgndation
proposals. “It became a business,” says Marks. She learnbdradrts management
skills on the job. After a while, she left the law firm and keal exclusively in the arts
by working for several different non-profit organizations. In additio her work in
development, Marks also worked in communications and public relationsygmvpitess
releases, and giving press conferences. Her responsibitésoger a twenty-year time
period (Janice Marks, personal communication, August 26, 2010).

Cynthia Connolly, Visual Arts Curator at Artisphere in ArlingtoA,\has a BFA
in Graphic Design from the Corcoran College of Art + Designonr®@lly is also a
musician, and plays the piano and the harp. She has a backgroundfam@epglaying
the acoustic harp with a punk-rock group. She informed me “the acdionuwéall of
this, is who | am” (Cynthia Connolly, personal communication, November 5, 2010).

After completing her studies in graphic design, Connolly published a bodieon t
history of the D.C. Punk-Scene. Later she got into letterpressngri In 1993 she
started to pursue photography and had shows in the United States, Europestazich.

She further informed me that this is the period when she learfdabout exhibition
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management by managing her own art shows. During this timneelesrned how to
prepare shows, how to handle and ship art, how exhibits work, how igauag to be
hung if she was not available, and how to organize an opening receptioB002n
Connolly went back to school at the Rural Studio in Newbern, AL, lwkicpart of
Auburn University’s program.

Connolly continued her letterpress studies making postcards, postetsoasd
using her own printing press. She learned most of her artagament skills informally
through actively promoting her own art. Prior to her job at the phréis2, she worked as
a manager at the Ellipse Arts Center in Arlington, VA (Cynt@iannolly, personal
communication, November 5, 2010).

Brooke Seidelmann, the Director of Hisaoka Gallery of Healints Aas a
Master's Degree in Art History and the Art Market from Ghie's Education.
Seidelmann admits that her formal education does not relate tutient position and
adds that, all the management related training and skills gn@edt over the years were
learned on the job. Prior to working at the Hisaoka Gallery, Seatel worked at two
commercial galleries and two non-profit arts organizations. Ske ndit have a
predecessor in any of the management positions she took, and thdréfacg receive
any mentoring when starting in these positions. Seidelmanmfagtred in pre-medical
studies during college and was a medical researcher befonpushiged her master’s

program in art history (Brooke Seidelmann, personal communication, March 18, 2011).
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None of the participants | interviewed attended a formal artsagement/arts
administration program of study. All interviewees agreedttiet informal and on-the-
job training was very valuable.

Each participant had his/her own reasons for choosing the caréer\Vgaile
curating shows as a student, Jacqueline lonita discovered thptedbgred working in
the business of the arts, as opposed to creating art and beirtgsa@acqueline lonita,
personal communication, December 15, 2009). José Dominguez was ladctorbnt
position by opportunities that arose throughout his career. He saw the possilusigg
creativity to give something back to the community (José Dominguexsons
communication, January 27, 2010). Janice Marks joined the Corcoran develogenent
three years ago, in order to help with all challenges the Coreeaa facing regarding
funding. It was the challenge and the vision of succeeding in brinigaal an
organization, which interested her (Janice Marks, personal communjcAtigust 26,
2010). Cynthia Connolly’s career was led by circumstances and oppiedwshe was
given, and in her own words “things just happened” (Cynthia Connolly, pErson
communication, November 5, 2010)). Brooke Seidelmann applied to an adwertisef
her position. With her pre-medical background and a degree in artyhisihar saw an
opportunity to combine her knowledge of medicine and arts towards héaimgh the
arts (Brooke Seidelmann, personal communication, March 18, 2011).

Through interviews | found that the participants, all holding diffepaditions
and responsible for different departments of their organizations,dagrea number of

facts about their positions. Although opportunities and some luck broughtt¢htheir
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current positions, all participants were very passionate about thetiey were doing.
Coming from an arts background was a common factor. Participantegaut arts
management to be different from business management with regdsdling with the
arts, artists, and the arts community. They also all aghe¢dhaving an arts background
was the key element for appreciating and understanding artists and tlerarigraty.

Another commonality was identifying time management, money mar&agem
flexibility, innovative skills, and trusting your personal judgment for makingstets, as
keys to success as an arts manager.

Grant writing was also mentioned as a very important skill, caslhe when
working in non-profit arts organizations. Except for Janice Mailkgaaticipants were
working with grant writers at the time of the interviews. @ravriting and finding
adequate funding for projects were mentioned as challengingtaigpecorking 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 resodwe to limited
funding leaves arts managers with multiple tasks that they havemanage
simultaneously. Participants also agreed that time and money managemeheweost
challenging aspect of non-profit arts management.

After completing my interviews, | discovered that all the intamges came from
an arts background, with no formal arts management education; | cahtimugesearch

by investigating graduate programs in arts management.
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The Association of Arts Administration Educators (AAAE) lidtaty-seven
graduate level programs, all full members of the AAAE, whidve a designated
director, a published curriculum, and minimum three years of gradu@itese are also
thirteen associate members currently qualifying for full tpership. Out of the forty-
seven full members thirty-six are schools in the United Stafdsleast eight of these
schools offer only arts management in performing arts, and onlysomeol offers
specifically visual arts management studies (http://artsadmimstiatg/grad).

To better understand the teachings of arts management in tlogsanps | have
chosen to investigate the curriculum of seven graduate degreesdstull members on
the AAAE website.

The Visual Arts Administration Program at the New York Uniitgrss the only
program that concentrates its studies on visual arts managemeat non-profit
environment. Although for-profit arts management is part ofptiogram, students are
prepared for managing and marketing non-profit organizations. The soncseporate
knowledge in a vast array of management practices. Pradicesr to business
management, such as financial accounting, leadership in organizationsgtinga
concepts and strategies are taught alongside courses speafis management. The
curriculum incorporates classes in visual arts, starting from teoexhibit and display
visual arts, appraisal and valuation of art, how to manage a\galtemuseum, the
function and structure of arts organizations, curatorial pragtare 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, MadisonQdliymbia
University, New York, NY; American University, Washington, D.C.; G@omMason
University, Fairfax, VA; Boston University, Boston, MA; and Carmediiellon
University, Pittsburg, PA offer arts management programs, comgprimth visual and
performing arts management. All these degree programs corteastirbusiness models
and management issues in non-profit and for-profit arts organizatidfisancial
management, fundraising, information technology for arts manageamsiteducation,
facility and exhibition management, grant writing, and law and ttseeame among core
courses in these programs. All seven universities offeriwecburses in curatorial
affairs, art history and internship possibilities during the coofsthe study. Of the
seven arts management programs that | examined, none requiredargpptc have
previous experience or practice in any form of visual or performargs
(http:/steinhardt.nyu.edu/art, http:/Awww.bolzerdrg, http://arts.tc.columbia.edu/rcac/arts_mamesyg,
http://www.american.edu/cas/performing-arts/arts-management.cf
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 S
3. CONCLUSION

Over the course of my research | examined arts managemetitgsaeith a
concentration on administration in visual arts. | started my quitsthe idea of gaining
a solid knowledge on the background and education needed for running progratss in ar
institutions, which succeed in making visual arts one of the prineaurces for lifelong
learning.

While reviewing available literary resources, | startedreesef interviews with
current visual arts managers. Through my literature resealdme across some
interesting facts that | had not considered before. New questioses, some for which |
could not find answers.

The management and administration of visual arts is a complielx Vidich
encompasses both the management of the business of an arts anstifgi
organizational structure, finance, marketing, human resources, aaswief management
of art and artists. The business management side of things segnsimilar to running
any corporate or non-profit organization, offering consumers a prodsgrace. It is
managing art and dealing with artists, what makes visuahwtggement unique. The
productcarries a message, a vision, and a mission. céhsumelis an audience, who is
interested in th@roductfor a purpose other than consumption. He/she chooses to view
or buy art because of personal interest, love for the arts,upéeaantertainment, and
intellectual or spiritual stimulation. The meaning of the arkwwr individual and

personal.
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The fact that the arts have the power to intellectually andtisdlyi impel
knowledge and meaning, open possibilities to teach and to learn by meanthathe
school education. This makes the arts an important tool for lifeEargihg. The arts
managers as well as the arts institution become the mediatolesarning through the
arts.

Visual arts organizations are educational institutions. Theirgoyimmission is to
offer programs to enhance self-directed learning, addresissngeeds of the audience
and the community. Literature suggests the skills needed for education ifi'tenfiiry
should include thinking globally and acting locally to ensure delivadyuanderstanding
of the themes of today’s global culture. With advanced technologgutience of the
arts expands beyond national borders. Access through the Internet Hilevarts to
serve not only the local community, but also a worldwide audience.

With global thinking in mind, the arts manager's duty becomes designi
compelling programs and reaching a widespread, culturally diveusence. My
research led me to believe that any program, that does not sddeedemands of 21
century thinking and the global economic factors influencing culturatldpment and
the arts, cannot benefit today’s society.

The demands of today’'s arts manager are twofold. The arts eranags a
business, which requires business practices such as marketinggirfgyafacility
management, maintenance, human resources management, etc. ritveebesiness
he/she runs is in the arts, requiring an understanding of the arfiganag out effective

and beneficial ways to deliver this understanding to the audience. nBeads well as
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interviews | conducted, suggest that the arts manager dealanigis and dealing with
artists is vastly different from dealing with any consumer prtsducThe artist is the
producer of the product. The product is for the viewer to ehfirmation, a message,
and a point of view and to trigger a thought process. The artsgeraizathe liaison

between the artist and the viewer. Regardless of the departmestts manager works
in, the goal and the mission of the organization remains educatiagdance, opening
doors to alternative worldviews.

While reviewing literature on the subject of arts managgmiehave noticed
discrepancies in views of authors discussing the differeneeebrtmanaging a business
versus managing the arts. Authors such as Byrnes, whoséMamagement of the Arts
is used as study guide in a number of arts management programsisstiygfethe arts
could be run with established business practices and leaves outc¢bstartt (as cited in
Brkic, 2009). Many other authors such as Kuesters, Dewey, Arroyoger@alx and
Brkic argue that the art content is the key element of consioieravhen managing the
arts. After reading Byrnes’ book and interviewing seveisl managers in the field, who
also strongly believe in the importance of emphasis on artievbdhat an arts manager
needs to have a solid understanding of the arts and the artistsig Dwriresearch, | did
not have the opportunity to interview arts managers with a degre¢simanagement
arts management study program. | would be very interested to further expletheer an
arts manager with a degree in arts management can as effectivaly aus 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 managetsgJe also found that
there is a need for solid business management knowledge, especiaymanagement
of finances, law of the arts, fundraising, etc. Many of thkeget | researched with arts
management programs do not require any arts practice as @f plaet curriculum. Art
history and studio-based courses are usually offered as eledtwestld like to find out
more about the percentage of students taking visual or perforntmg@arses, while
studying in an arts management program.

One of the questions arising during my study is whether a fiseoaran arts
management background would be more valuable to an arts institution |bokiirg an
arts manager. Interview participants commonly agreed that tn background,
understanding the arts and the artists, was most valuable in sfutlgesunning art
programs. However, none of the interview participants had studied in tan ar
management program. Therefore, it is also difficult toweatal whether managers who
have not studied visual or performing arts, would have any shortcenmragaling with
artwork or an artist. As a continuation of this research, an &algurvey could be
administered amongst an equal number of arts managers comingrfrarts background
and from an arts administration degree program, in order to kea#earine strengths and
weaknesses of both groups.

While inquiring about the different arts management programs dffate
universities in the United States, | noticed that most prograncelar are designed both
for visual and performing arts. The literature | read did noewdfftiate between visual

and performing arts management either. This raised my seconibguek there no
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difference in the management of visual and performing artsthK that there should be
a distinction. Visual arts usually do not have the artist predanhg the entire
exhibition of an artwork. The work itself is there for the vieweeinterpret and there is
no direct interaction between the artist and the viewer. Mostlvésti@orks need an
exhibition space with proper lighting and room for the viewer to wal@utin. The
technical requirements for the space as well as the handlinge adrtwork should be
adequate for the artwork to be exhibited. In performing arts, whether it isterttizance
or music performance, the artist is the performer, and therdfoectly interacts with the
audience. The interpretation of the artwork lies with the arfi$te arts manager does
not function as the liaison between the artist and the audience. The technicahreqtsire
are also different than in the visual arts. In most casaggarlcrew is needed for stage
management. Stage set designers, costume designers, as weelhracal support for
music and lighting are needed. In all, the arts manager farpeng arts has to work
with a particular set of demands, which require different knowledge in the visual
arts. When it comes to the management of the institution’s finamoelraising,
marketing, etc., there should not be a great difference.

As the concentration of my study is on non-profit visual arts managgen
examined the structure and the different programs of some noh-gmsfiorganizations
in the Washington D.C. area. The Hamiltonian Gallery and The kamaih Artists,
Pyramid Atlantic Art Center, Artisphere, Smith Farm CenterHealing and the Arts,
and the Joan Hisaoka Art Gallery at Smith Farm Center, Torpactorly, as well as the

Corcoran Gallery of Art. The Artisphere is the only arts eemith visual and
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performing art programs. Although all of them are visudab arganizations, the
differences in their size, program offerings, space, and capacity &re vas

The Hamiltonian Gallery is the only for-profit gallery, whereoffis directly
benefit the non-profit Hamiltonian Artists, a fellowship progranativance careers of
emerging artists. The Hamiltonian Gallery exclusively bitbithe work of artists in
their fellowship program. This form of for-profit and non-profit ¢co@h makes this
organization unique in its management. The gallery manager Jacquelitzeis both
the director of the Hamiltonian Gallery and the manager ofath@afship program at the
Hamiltonian Artists.

The Pyramid Atlantic Art Center, has artist-in-residencegfaims, education
programs, exhibition and event programs, and specializes in primgnakgital media,
and the art of the book. The art center also offers internshipslfege and post-college
artists in the field of printmaking, papermaking, and book arts projects.

The Artisphere is a brand new arts center, with three ddrigal, an education
center for visual arts, and three theaters for performing adsfimm. The galleries
showcase artworks of contemporary artists with changing exdmbiti Education
programs are offered in visual arts as well as in music andethedhis art center is
currently the largest art center in the Northern Virginia area.

The Smith Farm Center for Healing and the Arts and its galfellpw a unique
mission by providing emotional support for cancer patients throughatise The
organization has an artist-in-residence program, which is hogy@tdd and engages

patients in creative arts activities such as visual artatigeewriting, storytelling, music,
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etc. The program aims to include the arts in the healing procHss.Joan Hisoaka
Gallery, which is a part of the Smith Farm Center, showcasekswwvith different
themes facilitating healing through the arts.

The Corcoran Gallery of Art is a well-established museum asthgton D.C.,
with a large permanent collection of American and European pairgmysculptures, as
well as changing exhibitions of internationally prominent artisBesides the many
hands-on visual arts classes, lectures, concert series, gudstrsgaaes, the Corcoran
also has a College of Art and Design. As one of the largeshsitutions | have
investigated, the Corcoran embodies almost all aspects of vissiah@nagement within
the organization.

Another large art center is the Torpedo Factory in Alexandri@infa. This art
center is one of the busiest in the Washington D.C. Metro area. Tdtpedo 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 Ramtsgalleries, two workshops
for printmaking and fiberworks, the Art League School for visaréd classes, and an
archeological museum.

It is important to point out that | tried to investigate programa small variety of
arts organizations when | started my research. My findings Jeweemonstrate a
much broader spectrum of objectives visual arts organizations havellamg to serve
their community. If only seven visual arts organizations in otyecan have so many
different missions and visions, there are possibly numerous other visual arts digyasiza

in the United States, that provide other meaningful ways to contributee needs of
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society. Consequently, any performing arts organization soagljhave a whole variety
of choices to constitute a mission to serve the community.

Considering these organizations’ aim to contribute to lifelong learning erperie
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 remainswerads How can
an arts management study program, with a one-size-fitcgssalculum, meet the various
needs and demands of the arts in all its forms, when the emphasiainl/ on
established business practices? The answer probably lies wsthmanagers, who
successfully run art programs in various arts organizations. Fumtrestigation could
shed some light. With time constraints on hand, | did not have the oppprtanit
interview practicing arts managers with an arts managedsgnee, but | would be very
interested to find out how they approach problems arising fromndewlith art and
artists.

Alternatively, arts management faculty could be interviewed abbetr t
curriculum development and their own educational backgrounds.

When discussing arts management and the many departments aaraggenctan
work in, | also think that not every arts manager needs to be spediah all
departments. Managers work with specialty departments suchnascdi human
resources, facility management, legal department.  Manager&ingoin these
departments do not necessarily have to come from arts backgroundsediltan
understanding of the needs of an arts organization. Therefore, arggyens could be

examined in two categories, managers who deal directly withaatists, and the
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community, and managers who deal with specialized departmentsnd khiat arts
management programs in the United States definitely addidésthese specialized
departments for administration in arts organizations. Howeverageas working in the
departments of Art Education, Curatorial Affairs, Exhibition, aitistesidence
programs, etc., need a solid arts background.

Since embarking upon this research | have taken a position as amaadger,
which has provided me with an additional perspective on the challengetegnating
business and the arts. | am hoping to implement my managelislsid my knowledge
of the arts as an arts educator and practicing artist, tm lath aspects of arts

management.
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APPENDIX A

Interview with Jacqueline lonita, 12/15/2009, 2:15 pm
(Jacqueline lonita referred to as JP, Idil Periard referred to as IP)

IP: Could you briefly tell me about your background and education prior t
working at the Hamiltonian Gallery?

JI: Paul and Greg bought this building few years ago. Ibead unoccupied for
15-20 years. Greg is a green architect. He is a member of our board. He twaaieme
up with a program to benefit new emerging artists that wadetad after his post-doc
fellowship; where there is a fellow, there is a mentor and a program. So, éelpamth
this model to support new emerging artists, and so, he startedri@ofit Hamiltonian
Artists. We also have the Hamiltonian Gallery, which is alsommercial and for-profit
gallery.
There are two separate businesses here. | am the direttiergallery and | am also the
manager for the non-profit, | run the fellowship program. | am adwgate of the
Corcoran, | have a BFA from the Corcoran, and | was a painteer édtlege, actually
during college, | was curating shows throughout D.C. in alternatigeesp | built a
relationship with Greg, we collaborated on projects few times, ®Wasllooking for a
gallery director, and | was on Greg’s radar. Greg proposed me as canulidate to run
the gallery. So, | started working for Paul about two years aga director of the
gallery. There was a director of the non-profit, but he movedoosome other
opportunities over a year ago and that is when | started to dffigiahning the

fellowship program. | had been doing that for months before. Sbnally 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 inteynal 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 schoahgriittle voyage
to a degree. | started out in a liberal Arts college iniNiag Southern Virginia Roanoke
College. | was there to study business; | decided thaidldone art my whole life.
During that time | decided that | wanted to be an artist, smt weart school and then |
started, you know, curating shows basically with my friends. Eaodlof independently
directed my own little, | would not really call it my own gallery, justeliént projects.

IP: For what did you curate?

JI: We did a show called, oh God, | can’'t even remember. |emaoh you the
information on it. That was in alternative space, on Connecticuhuejeon top of
Godiva, so while | was in college and after college | workedafoeal estate law firm,
boutique law firm. They did everything, they did a lot of redhtesand what that
enabled me to do was to build relationships with property owneyaghout D.C., who
owned commercial spaces and if they were in between leagetewdnts, then | would
grab that space for two weeks or something...

JI: So, the space on top of Godiva, off of Connecticut Avenue, that wased U
to be an office space, and then was developed into this gorgeous, gongedeis
apartment. The show was called Abode, | remember now. So, veallyasurated that

show with the director of projects for the gallery and Jones, wladses a Corcoran
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graduate now and who is also co-director. We curated the show basé@@midartists
that we felt like would be good fits in new property developments aplps homes, and
we invited a big group of interior designers, architects, geagésigners, just people in
that industry. It was really successful. So, we basicaliated things geared towards
industry, not so much geared towards, like a specific art movementha®'s how | got
into it. So, you know, each kind of experience in my life informednéite.. So, each
kind of job that I did, or project that | worked on, really made sesimrting from the to
the last one | just completed, the connections | made.

IP: ...and when did you graduate from the Corcoran?

JI: ‘07

IP: 07? OK, soitis pretty recent?

IP: Yes.

IP: All right. So, was this a career path that you choseasrthis something you
just ended up with?

JI: 1 think so. Yeah, after | graduated and | was curating shanby felt like
this was the thing that | wanted to work with rather than being an artist. Butgom
art school | felt like, it'’s like | can really understand artists, bex&gsll consider myself
even though | haven't been painting about one year. | know what itois &m artist, |
know how difficult it is to balance a job and studio practice, and | khow some of
them are hands on with their installation, ‘cause it's their wadig,their baby. You

know that might sound really dramatic, but | feel | can understlritlis because my
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friends are artists, | went to school with artists, | am rdista So, that’s really helped
perform my position now.

IP: So...

IP: Bringing a different edge, so | am not coming, like, with @&AVvas my cut
through dealer to the job.

IP: What | 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 arti8is@ 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 commiti€thkes a break to
talk to Paul...)

IP: You just said, | was asking you how you are running it, if yeuwarking
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 weatvon't in the
future. We are definitely open to a really great experidikee that. But we are
committed to showing fellows that we have and currently we haxteehifellows and
we give them a show every year. So whatdwelo is, we can't really curate the fellows
works. We’'re obligated to show them and enthusiastically obligatetidw them. But
what we do, we do curate a mentor artist for the exhibition, whedtswith the fellows
months before their exhibition, gives them guidance on.... (Takes anodadr tortalk
to colleague...)

JI: sorry, | 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, fellatvs are
working on the same themes with the mentor artist. And then... themsralways a
more established artist... We might actually show a mentat amtthe same exhibition
as the fellow who isn't necessarily the mentor to that fello8o, actually, Jonathan
Monahan, who is a fellow has two mentors, James Rick and David Bagees showed
in September, who is a professor at the Corcoran, so is David RageDavid Page is
going to show in spring. But | felt like, because of the therhas lhoth artists are
working in, you know, materials, fetishes, kind of over indulgence, religioagery...
Since they are all working in those themes, | thought that\ileeyd be good mentors.
So, they met with Jonathan once before his exhibition and they are tgoiegd a
critique of Jonathan’s work, and Frank is actually going to be involvedtoon. So,
instead of having one fellow for one mentor it's going to be kindkef & more organic
group. So, we don’t work with curators so far, but we are takiregiog more seriously.
So, we are we not just slapping together three fellows with one maatigiy which don'’t
make sense at all. | think in our first year of exhibitions, deénitely made some
pairing mistakes, and this year we are trying to make sharp, conceptinabnashows.

IP: Basically, you don’t have any educational community programghe
gallery, right? This is straightforward showing artists’ works?

JI: Kind of. The two organizations overlap each other, so our rafit-jgrreally
where we kind of zero in on the programming. The programming thagscalong with
the fellowship is the mentorship opportunities. We also have regutdessional

development speaker series. So, we have a partnership with WALAH wghithe
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Washington Area Lawyers for Artists. So they sent one of their lawyersWigsegave a
talk to our fellows. We also open up the professional development setiies public
and they are typically free. So, a lawyer from WALA camd gave a talk to a group of
about forty people on copyright law. So, we are giving these eiffeialks that are
relevant to aiding the professional development of the young emendistsacareer.
Different other topics we have given talks on are: Where id fmoney? Which
community chest to tap into? Which grants to go for? How to nktisasnother talk
that we have given. In January, we are giving a talk on taxestists. So, different
things like that that an artist may not learn in their undergragramuate school. It is
basically based on art. We are teaching professional pratices because we really
want the new emerging artists to become an entrepreneur obtheiwork. We want
them to become their own agent, we want them to negotiate theiramnacts 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 | 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 jobtprihis

one?
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JI: Yes, | kind of did. This will sound kind of silly, but | am notmgpito deny
that had some significance into my professional development, buthaftérst year of
college, when | was 18-19 years old | worked for CUTCO, you know, the&niSo, it
was all college kids there, and | worked for them for that sumrAed it actually went
into that year, and sold knives, and after you sell a certain amoudmivefs you start
moving up the ranks. After just a summer, which is a two monthsahaea-half month
period | was managing a group of about fifteen people. So, | think ¢ady ris
significant in the fact that, you know, | like kind of being a leatbeing a director of
things.

IP: So how is your day here?

JI: We are open Tuesday through Saturday twelve to six, wmhly six hours
through five days a week, but we work probably like, triple tmabunt. We have a
small staff here, who is constantly working. We usually stertemail cycles at 7:30 in
the morning and go till 11:30 in the night. Because we are wovkihgthirteen fellows,
ten mentors, let’'s say, trying to plan for the next couple oksjeteying to plan for the
next two years. We are opening up our application process. So tbdeg to send out
a press release, so that everybody knows the process is opepgesplé want to apply
for the program. We only open it once a week to accept nkawse That closes the
end of February. We have meetings all the time. We have csoperate contracts with
different PR-firms downtown, that | rotate art in, that | h&awego later to do some

consulting for... What else do we do during the day? It's kind of crazy how mudb we
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a day with such a small staff. Angie is busy away wriangd 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? Oris 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 | am full:tirB®, they are here
twenty hours a week, and | am here five days a week, but | wlok autside of the
gallery hours that we keep.

IP: So you work also for the non-profit out of here?

JI: 1 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. Thathere we get all our
work done.

IP: What are the things that have been most difficult fordunng this time that
you have been running this place?

JI: That's a good question. Well, | am young. | am only tweetgss, and | am
the youngest gallery director in D.C. And | think that that has laemcredible
experience for me... And achievement, but at the same tineyelr rmpprenticed under

anybody before this job. So, | am kind of learning the ropes asaingol, am constantly
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picking other gallery director’s brains for advice. And almobktha galleries in D.C.
have been incredibly generous with advice to us here. So, you knovg thma’
disadvantage that | have. But the advantage of that is thaybang, and | have a lot of
energy, and | am incredibly dedicated to this job, to this programvpsking sixty hours
a week for me is normal. It's fine. | have always workedewhoing to school, worked
and painted, or worked and done other projects. So, having to have workload isn’t
anything new. But, | also feel like, because | only have &, Bfay be some... Some of
our fellows are twenty years older than | am. And some of theera MFA’s. And you
know, | don’t blame them for thinking that they know more than | do, you knoitheA
end of the day, | am always willing to collaborate with peoplat & the end of the day,
| am the gallery director, and it is my job to have succesgbdd-looking shows that
make sense. It is my job to invite people into the gallery, wl@aing to give back to
the program. Those decisions do rely on my head, whether or notduargey than they
are, or older than they are, or more educated than they are, edlgesdged than they are.
So, it has been one kind of hurdle that we are constantly jumping dhesame of our
older artists now. So, | am planning... | just applied to grad s¢bagtt a master’s in
Art Museum Settings, and that education | can tailor more towhedsantemporary art
market, which | think would really service this gallery.

IP: Have you thought about where you want to study yet?

JI: Yes, | already applied, and | want to keep my mouth shotiager$ crossed.

| don’t want to say that | have applied and | did not get in, and get embarrassed, so...
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IP: Sure, of course, | just asked out of curiosity... It's a yaEmgonal question
anyway, | wasn't...

JI: No, no. It's a local school.

IP: Here is a very general question, and | think it is a valig one. What kind
of mistakes could be made in your position?

JI: May be not giving yourself time enough to plan for thingsould tell you so
many mistakes that I've made. (laughs)

IP: Well, that's OK, because you learn out of those...

JI: Yeah, | mean, don’t pretend to be something that you are_ika, if you are
not an experienced art handler, don’t pack up art and handle it, bécaasatly ruined
a work of art. Because | packed it wrong, so that cost... dtamy $500, but | still
ruined a piece of art, you know. It was some stuff in a jar ahdnflt pack it up right, |
packed it on its side, so the things that ruined the jar, thainweame apart. Also, don’t
under estimate what you can do, what your group can do, and just go Bamit think
“Oh well, I have only been in this business for X amount of yeaadsl @am only this age
or | have only this background.” Like, who cares about all of thayouffeel like there
is a collector that you want to get to know, do your best to go ana detotv them.
Don’t feel insecure about your goal or your past experiencesgguiir it. You know,
bite off where you can chew. Those are some...

JI: | kind of fall back and forth on what | want to tell you abloiv | approach
the non-profit and how | approach the gallery. At times, you want to theveuper

professional form of relationship with some of the people that you wutk.
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Sometimes you don’t need to have that, because people are justosatiyo earth and
grateful to be involved in the program. | mean artists are josich different group of
people to work with. Artists are definitely a different breddthink that, somebody
coming from, you know, if you worked for, like... | don’t know, Dupont Psstrour
whole life, and you come to the gallery management job where ydn bepaging
artist’s careers, it's just much different. It's really much dédfér Because some of them
are totally Type-A business people, and some more emotional, more @eg you
know, talking about their feelings in their work. You have to tredt eatist differently.
And not give them different privileges, but you have to approach geggonality in
different ways. With some people it's all about business, witrege@ople 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, | wdive you an example:
My boyfriend works in PR here in D.C. And the amount of emotionsisahat we deal
with here versus someone at his job deals with... In DepartmeBtwfation, they
pretty much deal with zero, and here it's just... | mean, thi®igust a product, this is
somebody’s... Not to sound cheesy and overly dramatic, but this is sosbeael and
soul, someone’s idea realized in something that we are all lookargdascrutinizing. It
can be a painful experience for an artist, | know, to sell their work for anhtadis

IP: Do you feel like you are missing something you should go foteamnd more
about to deal with a situation like that or is it just somethivag 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 slallshe max, to the
extreme. Because you don't just get a small spectrum of pewple, are all
professionals and one might get a little attitude with a deadhdeanother one might be
so incredibly easy to work with. You don’t get that little snjpyibu get the full
spectrum. Like people with... Like geniuses with manic depressidmpeople who are
so crazy Type-A, stressed out about everything all the time, people who are inldbe mi
Who are more relaxed. | feel like for some reasons that aa&air and so many reasons
that seem perfectly fair and obvious artists who have a frge rarho act how they want
to act, you know. And they can be as odd and outlandish as they want dhss; can
be as introverted and shy as they want to be.

IP: Apart from your age, that you are a very young gallergctir and that
sometimes causes problems dealing with your fellows becausétidike 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 changeudor
and for them? Would it be another education or do you think age is sughissue
here?

JI: Yes, when people sometimes disagree with you, they kind otbolst their
argument, where they are coming from... Things like “Oh, sugar?,” Age, “she
believes A and | believe B,” instead of saying, “I believe dgduse of X, Y, and Z,”
which are legitimate facts, it is, “I believe B becausXpi/, 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 iasé@ c

JI: People definitely made me feel that that is the aasenobody has directly
told me to my face.

IP: | think this might be your disadvantage, at the same tithek it is very
advantageous, because you are so young and so high, and it can onlyayd foom
here on, but...

JI: Yes. It is definitely both. Not having a Master’s is dligdly, you know, a
substantial thing to talk about. At the same time, | read abautllathe time,
international art-blogs, magazines, about the art market, anictbe paper, etc. Self-
educating myself. Sometimes it is just that piece of papersametimes it is not just
that piece of paper. Sometimes it is just a legitimatereeqgee than being educated on a
certain thing. Itis a disadvantage and it's also an advantage.

IP: | see the advantage. | was a surprised, when | mdbysee how young you
are, but | have to say... Then again | think this is great, bedtassgreat that you have
the opportunity, and obviously you used it to your success, and...

JI: | always say that Paul took a chance on me when malentpendirector of
this gallery and the Fellowship Program, but | feel that nésrotiginal mission of the
Fellowship Program anyway. So, it is to support new emergitigisarbut also to
support a new emerging gallery directors, new emerging noit-pdrhinistrators, grant
writers or whatever our staff does here. So, it makes perfect sense for him to do tha

IP: If you met someone right out of college, who wants to be amansager or

someone like me, who has all the working experience, | have arBA&t History from
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many years ago, then worked in the corporate industry, and now | havebacke¢o
school. What would you recommend to people, whether young or older, whoavant t
take similar positions, to be successful in the position that yomar&/hat do you think
would be very important to watch out for? Mistakes or having sugc&ghat do you
think they need?

JI: | think that you really need to have a well-balanced thayyou would come
off. A really well balanced way that you operate in. You havbe competitive, you
have to be a business woman, you have to go want to go out there andealskdout
you also have to realize that you are doing that to make yostsaroney, to support
their careers, because art is something that you reallysfeel important part of all our
lives and a way of life for them, for artists. People sayis“Bo gross for art dealers to
talk about art as an investment,” you know, | don't really cardiinktthat people want
to buy a work of art; they do it because they love it. Even i§ ia really great
investment, even if you speak to them in terms of, “If you sahisn | think you should
buy this painting right now, because if you sat on this adistife years and you would
want to sell it in five years, you would definitely get your mobagk. You would gain
like twenty-seven percent. This is how the market is going,ishhow their career is
going, bla bla bla...” There is nothing wrong with that. So peoplé thirs vulgar,
grotesque.

IP: It is like real estate in a way. When you buy a house/élue... as a person
who knows the business, you can calculate how much it will go up insp 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 deaimg go be made
because someone really responded to that work. Whether they aigisayinot, and it
is not because of an investment. Anybody who buys work from isd#finitely not
because of an investment, because these are new emergiisgaadishere is no way to
say what is going to happen with their careers.

IP: That actually gives me another question. How much do you thipduis
influence on people buying the work from here? Do you have to put a édtoof for
them to buy? It probably changes, but approximately how much effestidtake you
to...?

JI: Kind of a lot, but it can't come off that way. Few months hgold a $9000
painting that | worked on to sell for three months, so that tdok aSometimes people
come in and just start talking to Paul about something if heres land if they really can
and they are really excited about the works they are talking ab@et, they will just
buy it. And I am not involved at all, and Paul is just having a conwensaThat’'s the
extend of his involvement. It really depends. To make those bigigar Isteel like it
takes a lot more negotiating. Especially because of the magkétnow, it's a lot of
negotiating.

IP: What is the most compelling aspect for you to be workinthe gallery as
well as the non-profit management?

JI: Well, 1 wouldn’t say that I really run the non-profit.run the programming
of the non-profit. There is so much more. Angie is alwalygedhitly writing for grants

and we just got a big grant recently. | wouldn’t say it is bigt but it was a big deal for
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us. | think that building my relationships with the fellows asegglldirector and as
manager of the non-profit benefits them. We will tailor the mmaogto benefit them. |
am also learning about their work, which is a good thing for placing theamother
gallery or placing them in another show outside this gallerigeorg really able to speak
about their work intelligently. To either price it or to marketo sell it or to give them
to curators, that type of thing.

IP: How much of the outside marketing are you involved in? Isatys online or
brochures, announcing what's going on?

JI: 1 do the press releases of the shows. So, all the stateat®ut the shows, |
write. Sean and | design the postcards and get it printed fehtives. We use different
applications like, online Facebook, or we will publish in the Washingtort thes
ongoing project. A lot of it is to go out there and talk about whatmission of the
gallery is, what the fellowship program is, who is showing ngiw, and how great their
work is, and what it is all about. A lot of it is networking and goaut there. And
promoting. We do a lot of that.

IP: And you are doing this together with your colleague Sean?

JI: Sean and | are designing the postcards, but | am a phe [@f&... Artists] at
the Corcoran and | am about to be a part of the Corcoran Contempdsaoyip for
contemporary art patrons. | go to different events like that akd ka@o to a lot of other
gallery openings; | go to other social networking events, wheopl@eutside of the
industry go to get them excited about the gallery. Then theytstaome to the gallery

and bring in their friends. It is not a - sit in the officefront of the computer and go
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home at night type - of job. We have to be constantly promotirag wa are doing and
promoting our artists.

IP: Do you have any resentment? Now that you told me thatrgoa painter
yourself and now you are marketing basically other people’s wddk you paint
anymore?

JI: No. Ireally don't. Sometimes, when someone will bring paiating and |
can smell and see the oil on it, | get a little jealous, becawsant to be in the studio
doing that. It is that old factory thing, which makes me all ngistalbout it, but the
longer | stay in this position the more comfortable | become inmgakie decision not to
become a full-time artist.

IP: What do you think is weighing more? Your management skij®ar 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 nitecbntram the
product of those two qualities that | have. | feel in harmonyhave always been a
business minded kind of person, but | have always been an artist too. Sa@ythe
operate, the way | behave, the way | interact with people, isyslas combination of
those two things. So, | am not really sure if | can differemtila¢ two. | feel like they
are so relying on each other.

IP: The AU is offering Arts Management studies, where yasidally study
particularly managing art in galleries, in museums, or altssof different arts

management positions.
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JI: Angie just came out of that program, the Art Managemeadi@ate Program
at the American University. It is actually geared more tdwaon-profits. Angie could
probably tell you more about the program.

IP: What | am curious about is, is that something you feel wkalld be
necessary? To specifically study arts management or do gblikee it doesn’t matter
whether | studied it or not? | am an artist and | learned thramgseriencing
management on my own, from my mentors or colleagues or otHerygdirectors who
helped you? Do you feel like there is something that you arenssiding or do you feel
like “I can continue like this and | don't need to specifically gud astudy arts
management to do my job well?”

JI: If this were not a two-fold organization that we are runmiege, and if may
be it would be just the gallery, then may be | would feel. Butesit is a two fold
organization that we are running here, | am going back to school. éddkéthere is a
lot that | have to learn.

IP: What are you exactly going to study or what do you want to study?

JI: 1 really want to study not so much the business managemeat #madgs, but
more so the market of things that can help me function and opetht ant industry. |
think that's all that | can say until | get into the programcdse, | don’t know, because
the interesting thing about grad school is that a program chy appeal to you, but you
never know what you are going to get out of it until you get out optbgram, and you
realize how it benefits your career. A lot of the reasons Wgty back is, because this

specific program has this incredible opportunity to make a lot @farking connections
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in New York and in London, which | think would better our organization a thousand
times over. It is not only just about the connections. It is aboutdbeses, and the
program. Like | said, | can tailor that education to the contempaonarket, which is
where | work. | 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. | am somest 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 goHeva?
Where do you see yourself?

JI: 1 really don’t know. | am pretty committed to what we doing here. May
be grad school will give me a clear idea of that. At this poimhyptareer, | don’'t know
what | want to do after this. And | don’t know what after thiskgow many years that
would be. | am really kind of just in the present right now. Whdmnktabout my
future, | always think of Hamiltonian as my future too.

IP: That shows your dedication to the company. That can chdnggs tcan
happen in life.

JI: Totally. | mean, | am not going to retire here. | ddin'hk that that would
benefit this organization and | don’t think that would benefit my ligut am | going
somewhere in a year? No. Five years? |don’'t know yet.

IP: Is there anything else you would like to tell me alssiler the Non-Profit or
the Gallery?

JI: 1 don’t think so.
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IP: Thank you very much for taking the time to talk to me today.
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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: | am the Executive Director at Pyramid Atlantic andregponsibilities have
to do with, programmatically, in terms of managing and creatimmgrams for the
organization, has to do with, interfacing with the public, connecting thiéimthe work
that we do. It has to do with fundraising for the organization, thersitcdhdo with the
management and the development of staff.

IP: How large is this place?

JD: We have, including myself, three full-time, we have tloeesultants 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. | have a performance backgrounek | ha
a Bachelor’s in Theater and | have a MFA in Theater, and thevelduat a certificate in
Public Management from George Washington University. So, | hagetsitraining and
| have a management training.

IP: Do you have any informal education or on the job training?

JD: On the job. When | was working as an actor, one of the thimggaln to do
is, do education in order to supplement the work | was doing, and then loegam t
programs more and more, and then when | was working at the D.C. Coamf@sthe

Arts and Humanities, that is when | did a lot of real program gemant and
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management of volunteers and contractors and things like that. | didSihaa lot of my
training, | guess would say, is probably seventy to eighty peocetite job training, and
then probably another twenty percent, in terms of education in ¢labs¢d kind of

sought out for myself.

IP: So, would you say that the informal education was more valualdenme
way? When you think about your education, getting a certificate vabvable was that
for you?

JD: 1think that the older | get, the more that | am able tolguetiucation within
a context. 1 think, to me, that's kind of the big challenge with &g, because it is
great to learn about theory and concepts, but without the actuacpraas difficult to
contextualize it and say that, “This is great.” But then when you take ntouthie world
you have to adapt. You have to be able to adapt, because within acad#mg that's
one thing, and certain things work because of the context. Then you takeof the
context, you've got to tweak it and do some different things. Sonk thie older | get,
the better | am able to appreciate education and make it workefowhich | think, it is
important for education, it has to work for you. Concepts are jusepts) but you have
to take them and interpret them and personalize them and figunewwou 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 weadd one of the
best things we do, is instruction and education around our mediums. Papgrma

printmaking, the book arts, some digital media. So, those are our &ognshether you
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are a professional artist who is looking to expand their practicke iaclude paper
making, print making, or you are working artist in those mediums iwHooking to
continue their practice or collaborate with an artist and work owjagbror expand their
work, we have the people here, who understand the medium and who aldgbhdove
mediums. Those are the two kind of really important parts agaduocation, because
you have to have the technique, you have to have the know-how, but thalsgoaally
have to love the medium, and want to investigate it, and look at ipuwsidit, and share
that with someone else. So, a lot of the art instruction... | guess theretaretioss for
two groups, one is the professional artists, and then the other orfeatsyevlike to say,
artists of all ages and abilities. Be they young person, wHisésvering 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 ifopamg arts
since it is theater. So, what made you get interested in enthengisual 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 | worked at the Commission, | managed a loffefedit arts
programs. | managed the visual arts programs, | managed somiegrgrams, but |
guess to me coming here... |live about ten minutes from here. | guess ragtirgewo
things: | think artists need support. And one of the reasons whyted to take this job
is, because | feel that | have an understanding of kind of the sigbpmture that needs

to be under artistic programs for artists to be able to do thmik.wSo, | believe in
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supporting the artists regardless of the medium, even it is diumethat | don't
understand or | have never done before. And then the other the péixtadeh minutes
away, and this is my community, and | have the opportunity to makéeedce 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: | use it everyday. | really use it everyday, becdused that theatrical
training is great in terms of trying to understand people, andk thiterms of trying to
understand situations. It is about thinking critically. To meteatsing is about critical
thinking and you learn to think, and you learn to think creatively, you leaiind other
options to problems. | think sometimes, in traditional classroomsatbout, “Well, this
is the way to do it, and everybody needs to do it this way.” Aati$ good, | think that
is good and that is important, but the things | love about my athatkground is | ask,
“Well, why? Why do we have to do it that way?” Well, mayrim#. We can ask
guestions like that, and to me, that is the best part of beingistn &fbu learn to be very
creative, non-linear thinker and | think you need that. You need thatusedtife is too
complicated.

IP: In this context, | am assuming that you are satisfi¢ld winat you are doing,
but if there was anything you would change, or you feel like nelealsge, what would
that be?

JD: To me my biggest challenge is growing our base of suppdgrins of
creating more fans. In this organization, we need more fanse@gkmore folks who not

just understand our mediums, but kind of contextualize, why this art foeeds to
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continue, why the arts are important. We don’t have enough of tlwatth& to me, is
the biggest change, that this organizations needs to have more fameedM@more folks
who understand us and want to... And even if they don’t understand iy tohall they
understand that this is important and they need to support this. \Wetateere yet. If
you are in the arts, and you understand why we are important, fiveg,ibut that is not
really to me the demo that we are trying to get, what veel her us. We need the other
ninety percent of the world, ninety percent of the country who thinksattsats a luxury,
arts is only for the highly educated, it is kind of ivory toweretyyd stuff, and that we
would all be fine without an arts center, without arts education,tlzeudit is only a
distraction for our kids and for our lives, and we would much rather veatolovie on
Netflix or so. Which is all fine, but that is what | would cgan | 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 cenadidns
in terms of operating as a manager?

JD: | guess the two big things are time and money. | findthloge are the two
biggest resources | manage the whole time | am here. dnchenoney. When it comes
to time, the time to do something well, and when | don’t have thetbnde something
well, to find the time to do something good enough to get it done. higugh
everything, from staff, to facility, to programs... And then moneyterms of, “How
much do | need to get a program going? How much do | need for the otgenira
survive? How much can | leverage in terms of what existing fdodks have? How

much can | raise from corporations, grants, government, individudlsfe and money,
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that is what it really all comes down to. It is tryingnb@ake sure that you have as equal
an amount of each as possible, because a lot of folks have a loteofthiey have no
money, other folks have no time. And then some folks have very littlecbf ddnave no
time, | have no money. So, it is trying to make sure that #iet of time and money
isn’t too hard to manage.

IP: What do you think are the most common mistakes that someorauin y
position could make?

JD: 1think the hardest thing to do, but I think the most important thing to do, is to
listen. | think that is the hardest thing, any kind of leader,raagager of a program,
always has to really wrestle with, because there areircéhiags you want to get done.
There is a certain agenda you have, there are some prioritibaiyeubut you need to be
able to listen, you need to able to stop, you need to be able to changeiny@uand then
accepting being wrong. You've got to listen, and you've got to leagvr You've got to
accept when you are wrong, and you have to accept failure. Gmegs | have learned
in my job here is that failure is a really important part of successy tgeroften we want
to win. In our culture we associate success with success, and netluogeds on
success. If you are not successful, you are not succeeding. | disaréeatwi | think if
you are failing, you are working on being successful. | trptk lat each failure as one
step closer to succeeding. That is the way | try to look at ibok at it as “well this
failed, that is good, now | have that out of the way.” | don’t hawedrry about how far
| am from success, because | failed, that means | am onelasep. | guess then, that is

important. You have to go into a position, knowing that you are goingliafal just
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being O.K. with that and having a good base of yourself, a good seysersélf, a good
support system. You have to be able to listen to others. In anythindo have some
faith, take some risks that you may not see something there, yout feel that it is the
right way to go, you got to go that way, and then be willing to adbeptonsequences.
You may be right, you may be wrong, and then you just apologize, and dbekegp
going. lItis hard, but it is good work too.

IP: What are the top five strengths and qualities a manager need in yonfosit

JD: That's a good question. In my position, your need to like pedgales the
first thing. You really have to like people. You have to be curioms;have to be really
curious. You have to love problems. You have to kind of embrace them.eiAsoate
opportunities. Within my job, | think you have to love your field. Toitmeg to love the
arts and love the artists. | think the fifth one is, you have ta team builder, and you
have to be willing to have people on the team who know more than you revemarter
than you, and that is hard. It is hard to find those people andhdrd to let itself
workout. For an organization to succeed, it has to be bigger than yownaganalt has
to be bigger than you. It has to. That is the only way to succédten you are the
smartest person at the table, there is a problem. If you aomtyhene the organization
thinks of it is a problem, because an organization is a group of peBplel. think as a
manager that is important.

IP: How would you describe successful management, what do yowassee

successful management in your experience?
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JD: Successful management in my experience is, when you $egrete |
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. YeioHes growing and
going into different places, so you are growing their skill 3du see projects that may
be, before you got there, somebody would have thought was not possibdeldrnet
make any sense. And you then do it and all of a sudden it is jushwuawgethe fabric of
the organization and it is difficult to think of why didn’t this happefot® We are able
to create some foundation and sustainability for this program thiabwtlive me. So
that, when | am gone there is somebody else here to run thethlacare going to have
a whole new set of problems, but they won’t be the same problemse Wilebe a
whole new set of problems that that person will have to deal witlaubecthat’s just
what running an organization is. It is a different thing everyddye hardest thing, but |
think the important thing, is that when the organization goes ev#refahan | could
have ever imagined, than | could have taken it. Somebody comesaaldixpws out of
the water whatever | have done and takes it to a whole otheti@irend it begins to
succeed. | think that's it. | think sometimes my job is to sfombrk myself out of the
job, because the organization needs to function on its own and it neexdsdbdsive 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 pebthimk, at the end of
the day, an organization and a team, it is about some of its aadst is about things
working. | love it when things work and | have nothing to do with it. | really do, because

it just shows me that that is my job. My job for things tokvamd me to have nothing to
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do with it, because the organization is bigger than me and is blggreahy one person.
This organization is a sum of everybody. So, if something works laad hothing to do
with it, | love it. That's great, | am doing my job, | am doing o, 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 inaobras an additional
strength for you to have when running this organization?

JD: The one thing doing this job is, | wish | knew more about theaVviarts. |
wish | would have more of a background in these mediums, becatss Il would
understand some subtleties that | don’t understand. | wish | knew abong the
mediums, and then in terms of skill set, | think the biggest exingdl that | have is
fundraising. | think it is not something that | cannot work throughijnktif | had that
muscle a little stronger that would make some other things. piodrably | would not
have some other things. | am good in some things, in terms of developgrgms and
raising money from certain groups, but | think my fundraising skitl just needs to be
flushed out more.

IP: If you had an opportunity through this recorded interviewdiosa a novice
or someone interested in pursuing a similar career, what woulkgbit most important
for them to know/do/believe?

JD: | would say, “Do what you love and be who you are,” | think, VB® you
are,” is the most important thing. One of the things | havadehin my development is,

at the end of the day, | am who | am, and that has its strengtlis arehknesses. There
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are certain things | am great at and there are certairsthigng not there. | have certain
habits that are good and there are certain habits | have thabppy, but at the end of
the day if | try to be somebody else | am going to faill thy to be who | am and | fail
that's O.K., because | am failing as myself. | think you gdieavho you are. You got
to make your decisions, you got to try to be as honest with yoasglbssible, and you
got to be who you are. You cannot try to be somebody else. | thinis thetd. That is
hard for a lot of leaders and someone like myself. When ka@adhis organization,
everybody was about twenty-five years older than me. That \alg hard and kind of
intimidating, but through work with a coach, and through my own personal werk, w
were able to make some changes and | feel | am who | amcamdalccept that. That is
the biggest thing, be who you are, because if you try to be somelsalit is just going
to make the process a lot longer for you. It is going to takeaywhile to figure out that
you have to be yourself. Trying to be somebody else is jusstewétime. Do what
you love.

IP: What do you find most compelling in your position? What pagtour job
do you like best?

JD: I love solving problems. 1 really like hard things. | ltkefind the toughest
thing and figure out, why it is not working, and sit there and ‘8&%ll, why is it not
working? What if we did this?” Or, “What if we did that?” baesa after it is solved |
get really bored and | look for the next problem.

IP: So, would you say that this position is giving you possibiliteesolve

problems?
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JD: Yes. Everyday there is something different and | rdiibythat it stretches
me. It is tiring, but | like that, at the end of the day, howtrigtshes me to find out
something new about myself and | kind of dig and push myself to grovacegpthat if |
totally understood everything or | was in a place, let's sayad im a theater, | would
have more of an understanding, because | studied it for so long, tiheveldd be areas
| wouldn’t get and there still would be areas that confound me, bke the fact that
everyday is a different day, and the problems here are long téfou 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. | have been doing this two years here at Pyramid.

IP: Where were you before that?

JD: | was at the D.C. Commission for the Arts and Humanitielsl avas there
about six years.

IP: So is that how you started working in visual arts?

JD: That is how | started managing programs. That isyredien | started
managing big programs, six or seven programs at the samettmno#tyalevel as opposed
to a center level. Before that | was doing art education.slteaching in schools. | was
teaching play writing and acting in the D.C. area schools.

IP: 1 didn’t know about your art education background.

JD: Yes, my biggest background is in art education. | think ingortant,
because to me the challenges that we face, at the end of tloei@ydown to education.

Just in general | think that, because | think if everyone, for exarhpt art education...

91



Idil Periard
Effective Visual Arts Management

Let's say, everybody took art history at high school and it wasdatory, like we take
American history, | think people would be more tolerant to the attsink people would
also have a common language, because like you have taken art histdrglidmmy art
history elective when | was at college, we could probably havenaecsation. We
would probably have enough similarities, we could talk about artistgowld talk about
some periods, and we could have a dialog. | think that is the big probésause most
folks do not have art history. If you took someone off the street anavgoted to talk
about art they would bring to it where they are at. Art his®iynportant, because then
it takes a while for you and that person to come up with a commaistoty language:
Who are your common figures? What are the common people? VWéhsbrae of the
big parts of the movement and then you can begin to have a dialbg?PwiSe, you have
the high-art-low-art conversation and it is not that anybodyragu It really isn’t, you
just are speaking from your experience. You are not wrong, it ilewloel see it, and it
is right to you, and where | see it is right to me. Too manggiin the art discussion we
have good art, bad art conversation. | do not know what that does inaeetiscating
and fostering more understanding. If | am putting down your opinion,nf basically
saying, “Your opinion is not really that important, mine is morpartant,” | don’t think
anybody would like that in any field. From where you see thingsethaee the strengths
to that, and that is great, and here is where | see things, @edcdn get to the point that
we can appreciate each others points of view, then we are making prograssiodoey
loses. Everybody wins. | think that is hard. So, | think educatiearisimportant, it is

key.
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IP: In terms of numbers, just to get an idea, what percentagiaif Pyramid
Atlantic does is community outreach and education programs?

JD: Really big. If you look at broad education, and not just schoolyandy
people, but if you look at university programs, and even if you look adheation that
individuals kind of do for themselves, in terms of expanding theutioe | would say
eighty percent of what we do is education. Whether you are edyeafmofessional
adult or another practice, whether you are working with a youngmenshether you are
educating an adult who is new to the medium... | would say eightgmeof what we
do is education and understanding. That is a big part, if wouldn’'t havewe are not
going anywhere.

IP: That is what | was trying to find out. How much is ediocainvolved in this
organization?

JD: You have to. That is the only way, also for a medium or @afom@n to
survive. Practice. Unless we continue to develop interest inrpagerg, printmaking,
book arts, and digital media... Not digital media so much, but | gaesgually it will
die. There are a lot of art forms that people don’'t do anynimereause people just
stopped doing it or because people just stopped the interest in it, getyoueally small
niche of people who know how to do this, and that is not what we want.wake
everyone to try their hand at papermaking, everybody to try thed maprintmaking.
May be it is something that you want to be your profession. And woil to derive your
living from being a professional artist. And may be it is gm@mnething that enhances

your life, makes your life that much better and that is good too.
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IP: | know you are short on time and we are almost done, but | wkalgidu to
give me a recommendation. How do you think, somebody with my background in
management and art, and an art education degree, should approach ancareser
management? What strengths should | have other than just being?mydeat do you
think | should consider more and think about more may be?

JD: I think one of the basic ways to do this is start by magaagiprogram. Start
managing a program, because that is how you can learn. You ceallpasianage a
program and as you go up administratively, like, when | startedhgiag programs, you
have certain people, you have certain resources, and then as you go uanage mvo
programs, three programs, four programs, you are managing a wbatezation. It is
basically that same thing you just first started with. tmgeof, “I got to get something
done. Here are the resources. | have to get it done.” Anklaalever happens is you
just have more to do. And so, if you could run kind of a good program and youtdo tha
well a few times, then you start taking that skill setnednaging people, managing
resources, managing time and you start expanding it. Then ydubstag able to
basically build other people, because that to me, what a manabereaatd of the day...
That is, how | think you can go from managing a program to managmg@rfograms, to
managing an organization. You learn to build people. You learn to mpaagk. So,
| would say, first thing to do is to start with a program. tSiaing able to get one thing
done over eight weeks or over twelve weeks with a certain amougg@mirces. You got
to learn to deliver on a small scale. So, start managinggagmnoand figure out what it

is like. 1think also a really good skill is, start managingreagram where you have to
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manage volunteers. Because that is a really good way to leartohmanage people.
Because those people don’t owe you anything. Volunteers are veokintewff is staff.
Sometimes staff has to listen to you, because you are the bodsthink volunteers

don’t have to listen to you. That to me is about communication, thhbig relationship
building. So, | would say if you want to start, start managing grano, start to learn

how to manage volunteers and that is a good way to begin to leaagenaent. And

then when you do have people that you do manage that are staff, stheenmays you
manage volunteers is the same way. You want to create avpasilvironment, you

want to be respectful, you want to be grateful that they are.théou have to pay to be
there, they still don’t have to be there, | 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 enkete. So, |
would say that had a tremendous amount of on-the-job education. Jushiegeriknow
about art history, about museum, about working | an art school, | tedroe the
institutions that | worked in. | think, | learned some good skilisiynstudies that served
me well in what | do, but the subject matter was not related.

IP: For me it is good to know that there are people in the bgsiokesrt
management, who did not necessarily study arts management.

JM: There was no such thing to study, when | was coming upvel toakind of
admit, 1 don’t believe that is something you can learn from coursework.

IP: That is a very interesting statement. This is exaelly | was interested in
this project. | have long years of corporate management experand | studied art
history. | want to combine my skills that | learned in corporasmagement and my
education in art history and art education, but in the meantime, | thedirthe American

University has an arts management program.
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JM: And | had interns from that arts management progranis dtvery good
program, but every arts organization is different, and there at@rncgood principals
you can learn in an arts management program, that will gettgoieds on the path to
figure out, how to do what you are going to do. Then you get youjdivghat gets you
in some place, let's say, like the Corcoran, that has a pretty ushigquoture, that has its
own set of issues and problems and no amount of anything that grmedefrom the
management text, is going to tell you how to deal with thiseplalt has been run for
decades by people, who don’t know anything about arts managemefdrmad sense.
There is this body of knowledge and theory that has been build up ovastth&enty to
thirty years, | would say. That to me, in some way, cameeaastuff that you hear about
creative economy. This basically is a lot of carefully aradlyobservation that has
grown into a body of knowledge and theory that doesn’t quite makedped practice.
It's been made some noble effort to say arts organizat@masto have a lot of similar to
each other problems, and we should find a way to quantify, that and pzdplle how
you manage these things. It doesn’t really work. You can pick up goateskills, you
can start to create a network, all the things you do in gradehtelsfor anything.
Except, there is really minimal in there. | have had intems fthese programs, | have
guest taught in these programs, and without fail, what | amga&gyipeople, sometimes |
am with a panel of people, is myth busting. 1t is like, “Lsttell 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 problerns wit
whatever experience and skills you have, but they can’t be learreed.i To a certain
degree...

JM: It is not enough. It should be more like an apprenticeshipgrognd less
like community program. Because the practical stuff is wioat really learn from.
Doctors have to do basically practicals in several diffeageés, so should people who
study arts management.

IP: Like having internships in different places...

JM: Yes. Structured internships, where they actually haveato leow a certain
function works in this kind of organization. So, there are certaircipals. | am not
saying that, if you work in a dance company, you can’'t work for anaop@npany, or
you can’'t go to a museum, but you need to develop a basic understanding thiosew
businesses work. They are not all the same business. So,stlemeitain way that
theaters work, there is a certain way that dance companies twer&,is a certain way
that museums work, for the most part. You have got to get a good groumdariat
organization you are in. To come in with general knowledge of bastigas in arts
management isn’t really going to do you a lot of good.

IP: | have a question to that. Do you think it is important to Imakat least an
arts background to do arts management, or is it more important éorhanagement
background?

JM: It is more important to have an arts background. Firatlafhere is a total

crisis in arts management right now, because there is n@eegtation. Nobody wants
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these jobs. The only people who want these jobs are people wpasarenate about the
art forms. You can go to Morgan Stanley or you can make peanttsefoest of your
life or running an arts organization. That's why having an a&draund is essential.
You have to have not just an affinity for it, you have to have an abspagsion for it,
and you have to have an understanding of what makes it tick. You haue tabout 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 avenake a
difference in that field. Otherwise, why on earth we cant.ddhe work is just as hard.
Sometimes the dress code is a little bit looser, but | hay@wlaen | don’t see the inside
of my office, because | am going from meeting to meeting. stitess level is very high,
the pay stinks, you know. We are here because we want to be hene wkere | am, |
am not unhappy about my compensation, but compare that to what | caldthen a
similar function in management in the for-profit world, and it isld®apart. You have
to survive on the feedback where you go into a situation and say, “I imdstmmething
with making this happen.” Then you are in the right place. No amowedumfation is
going to give you that. The other reason, why | think the art backgisundch more
important than the management background, is that there are no Itides.very scary
place. Since there are no rules for how these problems crop upatbeabsolutely no
rules for how you resolve them. So, you have to be a creative pe/isis are
problem solvers. You know, | want to tias, now | have to figure outowto make that
happen. You have to have that kind of spirit to be able to do what we kdave Ino

money, | have no time, | can't find three people who really care ahisyutout | have to
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make it happen bthis date and it's going to costtat much. And some way or another
the curtain goes up, the audience is there, the play happens. Watigou have to
bring to this. We schedule an exhibition, it is going to happen. MWhete are
successful or not on our end of things, but it is a lot more satisfying if you arethiBd,

it is that creative problem solving ability is much more importaah any management
experience.

JM: To go back to the questions, | think | have answered the secorttbigues
how valuable do | think the informal education was? It is indispensable.

IP: These are general questions. It is not like there anawer to each one of
them. They all go into each other, but these are the points | arastad to know more
about.

JM: My career path, if you look at my resume, it really looksllof haphazard,
but it actually makes perfect sense to me. It is pretjgroc. | have been involved in
theatre since | was [little], before | could read. So, | gupvknowing that this is what |
want to do with my life. And | went straight into theater prografter high school,
because you can’t study this stuff before you get to colleges reedly anxious to get to
college, because | could choose my major, and could put everythingritbad And |
did, and | came out of there, and | had to get a job, so | went and workddw firm.
But | ran a small theater company that did theater for childnetme side, and when | got
into it, the company had already existed, and | was brought in by B@nds. We were
a very small company, and at the end of that first season |“€aid,grant money is

running out, so we have to reapply for some grants.” That fell tdbemause | was the
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writer. | figured out what | had to do and | had the file from peeple before. |
managed to get State Arts Council money, and | got some privateatmmdunding.

There is nothing like success to make you think, “Something isggon here.” My

friends kind of got me into it, and all of a sudden | was left \@itbne-person-shop,
cranking out people’s fellowship applications for the State AaisnCil and the National
Endowment, and doing foundation proposals. It became a business. EvehtuaBy,
able to stop working for lawyers and start working for non-profit migdions. | have
been in every kind of arts organization you can imagine.

IP: Did it help to have all that experience coming here®v rFhuch did it affect
the work you are doing right now?

JM: Tremendously. Rather than starting in a large orgémizaf any kind,
where you might come in and be junior management level and geteagbisomething
to work on, every place | worked up until... | have been doing this foosiltaventy
years, was a one-person-shop. | did all of it, every developmerntoiundvost of the
time | was also doing communications, public relations. | watsngrpress releases, |
was raising money, | was doing press conferences. | wasnfigaut as | went. That
was invaluable, because not only did | build some really good contduts, you are
stuck in middle management, you don’t need as many people, your beds ne
everybody. When you are the only one, you are being everybody. Saj upwuslome
really great contacts, picked up some very very wonderful meritorg the way. That
was a really important aspect of my education, because | wdsng alone. There was

nobody in my organization who did what | did. So, nowhere to get adyofiguidance.
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| had to go outside of the organization to find people elsewhere whohdidl wid. That
was graduate school. That was watching somebody do problem sohawmng
somebody coach me through what the heck | do in this situation.

One of the issues with arts organizations is that they arealgn@in by people
who actually pride themselves on not having any kind of businesgoackl, and not
having any management skills. Usually it really shows. You damiw why these
things run, but they do. You can’t just come in and say, “We are going to clean teis pla
out and we are going to run it tight ship.” They are not goingdpand to it. You are
working with artists. So, you have to take the creative procesydbaike when you
are creating work, and you have to apply it to making your orgamizatork. That's
been really fascinating to me. So, everything that | haaeeéd, trying to keep a tiny
little dance company with a five-hundred-thousand dollars annual bufidead is
serving me right now. There really is no difference, except thebeuwt zeros at the
end. | have been in one organization that completely dwarfs this ¢eens of the size
of their annual budget, but the problems are the same. They justagetfied by the
amount of money. In some ways it's really true that the bitigeyr are the harder they
fall. 'When a really small company is on that line of, if ve¢ gne more grant we can
make it through this year, or if don’t, we are going to have shut ddwnng 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 thaedtabout

nearly the same time as arts management, | think about ybaitg ago, so | belong to a
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professional organization of fundraisers. There is a code oEgth&re are educational
programs. They also decided, in a move to professionalize, to stdgtirog people as
fundraisers. | had been in business five or six years and | safl, IG@m going to take
the test,” and they said, “No, you can’t. You have been doing thimwall’ “Yes, but |
have done all these things and | feel like | am ready todhis tYou have to pay to take
this test. You are saying, you don’t want my money. You wantago away and grow
up, and then come back and take the test. No thanks!” So, | don’theagertification
and | don’t want the certification, because | really don’t think... @tiner thing is that
that level of pier recognition, those are not the piers thairgyertant to me. The ones
that | work with are piers that are important to me. So kalacting intahis subset, not
thatone. | mean, | really don’t care if some fundraisers think that some sort of guru
of something. | really care about the people | work with. Undeistdnat | am trying to
do, respect me for what | am trying to do. So, it's a very different mindset.

JM: (Looking at the questions) What interested me comingtmsoposition?
This place was a mess. It was a wild mess.

IP: How did you know about that though?

JM: | have lived in Washington since a few years beforeMapplethorpe.
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 Corcorlry Had gone
through that disaster, which was a PR nightmare. They got thriaulgkd capital
campaign. They needed a lot of donors. They basically raiseéynto do this Frank

Gehry building that they didn’t build.
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IP: Yes. | had heard about that.

JM: This is all very public. We are going to do this Geldgitgon and that will
be a competition for the architects. We are going to build ayGahiding and it is
going to be great. Well, they raised some of the money, not mubk ofoney, but they
didn’t do what they said they are going to do. And that is the aidyin 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 anohie sases
they set down with the donor and said, “ O.K., this is what is happdmhgou made
this pledge and this is how we would like to look at it.” So, in soases we got less
money, but to a different purpose. For instance, when | came in theystitetrying to
straighten this out. That was three years ago. We had aefieug a local foundation
and it was a substantial pledge, but they hadn’t paid anything @ojtwe went to them
and said, “O.K. so, the Gehry building is not happening and we have e¢ldigepfrom
you, and what we really like to use it is to start fixingribaf.” So, they approved that at
a lower level than they had committed to the other building, butdtsiith a substantial
grant. So, we did a lot of that kind of negotiating. Then thene\wome 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 | came here is, | amaimut thirty
years into my career, this place, by all rights, should have shat glears ago. You
know, it's a mess. But it is a mess tremendously worth sa\Bogthe idea of helping to
bring back an institution, you know, that challenge was really apgetaime. It seemed
like really worthwhile to do.

IP: | agree. | like the Corcoran and | see how they atggling in many
different ways.

JM: The interesting thing is that you can go back through mamynterations
of management here and we always have those problems. So, shaaWainteresting
to me, to see if there is a way for me to systematidiallylt is like somebody designed a
really poor engine and yet this vehicle moves. So, if we werhkt &rad took that engine
apart, and built a better one, would it run better? It's that sehafenges that | felt
would be really interesting to me at this time. | have changesl gince | came here. |
came in as a Director of Corporate Foundation Relations and most fifcus was on
the gallery. Now | 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 bnemd They
have always tried to keep the Development Office consolidated, amdtwnately,
because of the demands from the gallery side, that rather rhatthe college was kind

of the stepchild of the Development Office. Back in the day west O.K., because
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tuition pretty much covered the college needs, but that is not tymeoa®. We need to
build more endowment and we need to raise more scholarship funds, | cooild gt
was a new challenge and | wanted this.

IP: So, how many people are in your group?

JM: Me. And [Sharday], who does Alumni Relations, reports to me. oBut
jobs are very different. | am supervising Alumni Relations, dutrhi Relations has a
lot of factors that are not development. So, pretty much | am -pemsen-shop again,
but it is also a hundred year old start up, which is really fun.

IP: 1think so too.

JM: ltis. Itis exciting.

IP: Are you satisfied with your career and your position?

JM: Yes. At some point it moved from being stuff that happenedetoto me
pursuing. | am very satisfied, because | have been able tonsthg arts my whole
career. | had a couple of little journeys elsewhere forrdthegs that interested me at
the time, but | always come back. And | have been able to me&keear out of what |
do, which is really exciting to me. What would | change? Mes®ources and bigger
staff!

IP: Sounds good. That’s exactly what you need.

JM: Yes. | am pretty much at peace with | know | can do akdoiv my
limitations. | know what | can do myself, but | can see what | could do if | lgadug 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 | would change, but those are pretty
subjective to the Corcoran.

IP: What does your current position require of you to consider wherag®
working on a specific project?

JM: | really need to know what the heck | am talking about. @featit is, and
that’s true for anybody in this field, is that, you know, if you\aoeking for a company
that is trying to find a new way to do waste management, ytiarkdee an expert on
garbage collecting. So, | do whatever | 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 maniageSo, if it is an
exhibition, | am sitting down with the curator and learning aboujusdtthis artist, but -
Why are we doing this exhibition? What's the focus? Whhegstellectual 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, | needderstand
who is going to benefit from this. We have some new graduategmnsgso every time
we roll and it goes out, who is going to benefit this? What kindadafsiries will that
effect? And | need to know all the ins and outs of different ssemel art forms. It is
basically that.

IP: | heard that there is a new graduate program coming in arts management.

JM: | 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 | undedsiia is geared
towards developing people with the ability to navigate all the ssserounding
international exhibitions and exchanging exhibitions. So, the GWbpéris is going to
be a focus on international relations. It sounds like it is pretty much right upligur a

IP: Was this your original career choice?

JM: Hell no! What factors influenced my decision? | regkdo work and
eventually | got to a point, where it was not O.K. with me to hadeayajob, and then
pursue all my other interests in my spare time. So, | de¢alethke a connection and
make a career out of this.

IP:  What would be the most common mistakes that could be magleum
position?

JM: Not doing your homework. Not knowing what you are talking abodt a
there is two sides to that. | am a service area. | lodkeadlifferent departments that |
work with as my clients. | tell my staff, “We are likeetcopy room,” everybody comes
to us with their stuff. So, you don’t only need to know everything youkcaw about
the project you are talking about, ybave toknow everything you need to know about
who you are applying to. When it comes to individuals, you have to know the
background, their interests. It's tremendous amounts of reseaoctihabwould be the
number one most of the common mistake to say, “Oh, they gave moneyKerthedy
Center, | think they will give money to us,” and applying without mgkany of the

groundwork. The other ones are a lot smaller mistakes, but pdwatahbroughness is
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really knowing what something costs, and not low-balling or inflagomg budget, which

is a very difficult thing to accomplish, because sometimes yowuider pressure. If the
maximum that you can ask for this program is a million dollacsy 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 mangggou can't make the
program look like it costs that much. So, those are mistakes to nasicaBy lying is a

bad mistake. At the end of the day, all you do is ask nicely, do whasaid you would

do with the money, and say, “Thank you.” And if you are putting youirgelfa 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 hardeststhiregause of the
grants...

JM: There is a lot of guesswork. You have to predict conseriativeéhink the
other really common mistake is to be pessimistic. You know, weheldnmipossible
everyday. You just talk yourself out of just about any to ask, ygarson or any entity.
“Why would they give it to us? We have all these issues. Tadreight hundred other
people asking for the same grant. | might not even bother.” Wall,can’'t do that.
This is like the department of dreaming. When | work with cusadoeducators, college
department heads... “What's the best case scenario? Where do gbthisao go?
How do you see this in your dream?” Because that's what wetbayet funded. You
have to make people care, and to make people care, you have to ihspireot

something. If you say, “I really would like to buy another piececefipment,” that's not
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going to do it. So, not being pessimistic about it, just not believingur 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 mamagels to have in your
position?

JM: 1 don’t know about numbers, but | would say, you have to be creative,
flexible... You never know what’s going to come flying at you. You cawdmking on
something for months and get told, “We are not doing that.” You canttieggeady to
leave for the day and find out that we have tremendous opportunity andditeis
tomorrow. You have to be flexible, you have to be able to evaludies ifst something
that's worth doing or not. You have to be incredibly diplomatic, becausetimes you
have to say ‘no’ to people. And sometimes you have to deliveryrbatl news.
Whatever anybody wants to think, you never don't get agreementudsecgur
development staff sucks. You don'’t get a grant, because your gerjeécood enough.
So, you are the one to help people with those things during this pro¥esshave to
have a sense of humor or you kill yourself. And the other thingrnsality helps if you
are smart. Stupid people don’t do well in this profession. Bagidalé know what you
are good at. Especially, if you are in a museum and a collegearg in pretty highly
charged intellectual environment. If you want entrée to the peoplasencooperation
you need to get your job done, they have to want to talk to you. Tiattere is to it.
There have been some really interesting things that have happemed td¥ost work
related, one not. My mother was in the hospital last year ardlde& know what was

wrong with her, trying to get information out of the doctors. Mniatalled her doctor
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and | said, “I am here and | am not leaving until you talk to Méat's going on?” He

sat down and he said to me, “Well, clearly you have a medickgbaund.” No, | don't,

but | wasn’'t going to tell him that. | was in. | got exgotvhat | needed, because
something that | 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; youmeed t
know what you are talking about. And they need to believe it. Thagsreason why,
when | was doing the Corporate Foundation stuff for the Gallerydepartment was
really successful, because we got three people, who really knowthdyaare talking
about. So, those are the kinds of things. When | worked at dance cesypatot of
stressed out, really mistrustful people, who have had a bad deal from consultants. But i
my luck in the door that they make the assumption that | havace dmckground and
they trust me. You learn a lot of good mirroring skillsdsing what | studied at school.
| can make a doctor believe | have a medical background; | canaradeker believe |
have a finance background. | 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. afomeet
somebody on their ground.

IP: What are the difficulties and accomplishments you had during your 2areer

JM: In career-long difficulties... Some of this not the functiortha$ kind of
job, but more of a function of what goes on in society. Being takeouseiook me a

long time. | am female and | am little. So, | have beenddebike a child so many
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times. | actually had one interview, where... | interviefegd job at the National Zoo,
when | was first moving here twenty-some years ago, andhust. They said, there is
one formality and the zoo director left for business. He saide ‘‘@are wrap-up thing.
We have to get you down to the central Smithsonian office and theytbanterview
you, but it’s really just a formality.” And | went in and tBecretary of the Smithsonian
was there. And all these guys. Big guys. All guys. Thatyme into this enormous
chair facing them. My feet didn’t hit the floor. And this mamdsaVhat's a little girl
like you going to do in a big zoo like that?”

IP: That's so unfair though.

JM: | know. | left. | said, “This is over, | don't want this jobl”could tell in
that moment, they weren’t going to let me do it. The way th@hSonian works, every
division has to kind of fight for the opportunity to approach a funder theatlkeody also
wants. | am like, “These guys are going to eat me alileey are never going to let me
do this job. Because there is an assumption right now that | can’t.”

IP: That's rude.

JM: Yes, it is rude, but | don’t want to put myself in that sitmat So, that kind
of thing has been a challenge. The other thing, which has beenlengbahat is
specific to our organization is, you often are the only one who dbas wou do in the
organization. Therefore, you are the only one, who has a clue, howoyshad you do.
So, getting your superiors and colleagues to understand, what you aeeth&m in
order to do your job well... It's like, “Here you are and where is iieney?” and

‘Where is the money?’ has to do with how well managed the Has@metimes, because
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that's becoming more and more of importance. Because you have téehgtigwu know
how you handle money in order to give more of it to draw away, but lasquality of
the product. | could never work for a place | wouldn’'t believe in, bechhave to sell
my product. So, if the artistic level is... | always wantggeta So, when a dance
company called me and asked me to do consulting for them, | wouldhemesend me
the same kind of video tape that they have to submit to a festipadsenter, because if |
didn’t like the work, | couldn’t do it. | mean, that's the worst dia@to be in to think,
“Oh my God, this is crap.” And you learn to work through it, because vty e
exhibition is something that you would think we should be doing, bufii§ ithe general
mission and you can find ways to get behind it, you are behind thestiostjtthat's the
whole. But those kinds of challenges are tough. You know, if you thinturkey, 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 &rshow
goes up, | feel like, I am proud, | had something to do with that. ylnareer | had some
good accomplishments. Really satisfying ones; bringing in thgebiggrant in that a
small organization ever got. Getting recognition for my organizdtam a foundation
that has only ever funded really big organizations, and there vee &, those kinds of
things are really satisfying. Creating programs islyesdtisfying. Sitting down with
staff people, program people, and saying and participatitigeiprocess of, “What if we
did this?” From my perspective, | know what funders are inides, that doesn’t ever

drive programming, but it can influence how you structure something. h&ds been
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really exciting, but basically, you know, | went to graduation yleiar and felt like | 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 irgerast
pursuing a similar career, what would you think would be the most iengatting for
them to know?

JM: Everything that | just said. You have to want to do it. s like an
aptitude test sort of thing. It's almost as being a perforitiemot just loving it, it is
needing to do it. | don’t think it is quite that level. If you ameastist, you need to be an
artist and you need to make art. | don't think anybody needs &n lagts manager, but
you have to love it enough, to want to support that process. Blindly. M&ermdnat.
Those are the advices that... Don’t believe what anybody tells Ybare is no way to
learn what you are going to be hit with until you are in the midtile but if you love it,
you will know. So, you sort of have to just listen to your gut. Aggau, are applying
the same principals to managing your organization, managingcgoeer, making your
work. If your gut tells you, “There is something not quite righowt this, it's not
finished, it doesn’t look right,” you change it. If you are an actoryandare not feeling
what you are doing, everybody out there is not going to know it, and tinatt 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: | never have the same day twice. It's never boring. stifeetimes really
frustrating and it's sometimes even depressing, but it isriewéng. | think that the
other thing, which is most compelling is that, this place, thistut®n had so many
challenges that from the get go almost anything I did made it bettemeway. That's a
tremendous feeling to go home with. That makes up for all the daydegl like, “I
didn’t really do anything today.” It is like every dollar tlatmes in here, every time |
make a connection with a faculty member or a curator and thénatiunderstanding of,
“She can help,” you know, that makes it better. And that's redilgt keeps me going.
Getting this place back on track is a hugely compelling reesbe here. All the things
that an institution like this should be, keeping that picture in mind is really congpell

IP: Is there anything else that you would like to have, besidesegimmation and
experience, to better overcome the obstacles along your working day?

JM: Yes. Being born extremely wealthy would have been nice.

IP: 1think that goes for everybody. Doesn't it?

JM: You know, not needing my job as much would be good during times like
this. | am not in the position where they could say, “Well, wel teeonsider a pay-cut
in senior management,” | am like “Well, then | need to consider anghebecause |
have a mortgage to pay.” So, yes, if | was independently wedtatywould make this
whole thing a lot easier. | would give my salary back. Itaenkind of person, who
would work if I didn’t have to, but if | didn’t get paid, | would probably give it away. So,

| have been really blessed. | have supportive family, supportiveagolés and | am in a
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good network of people outside the organization, who | stay in touch withga what |
do. So, | feel like | have a pretty good toolbox for this. But you need all those things.

IP: 1 am happy that you enjoy your job.

JM: 1 do, | love my job. You know, there are days, when | can’titakiee stride
and then | just have to go, take a walk. 1think at a certain y@etan't let out steam at
work, because that can really damage a lot of relationships. Whkehdefeated, I've
got to get out of here, because that’'s contagious. | hate it when peapmeto me with a
great idea three weeks before they need to do it, becausé hlhge to say, “I can’t do
anything for you. | needed to know this six months ago.” Thaesuaning curve, but it
is learning a work. There are fewer of those kinds of amgdlse. Especially, when you
know, who would fund that, if you had time. But people need to learn, how this al
works. So, that's it.

IP: Thank you so much for taking the time.

JM: It was actually fun.

IP: | really appreciate it. You should know that. This islyaadportant 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: | grew up in Los Angeles. 1 think it is interesting to knehere people
come from. My closest family was my mother’s family whoneafrom Russia during
the revolution and they had a strong emphasis, sort of intellectuatid education in the
arts, and | went to a sort of liberal elementary school in Logefes, and then a college
prep high school, but it was in Los Angeles and a lot of the people wettlto school
with were... They were the children of movie people, writergractind a lot of those
people were quite liberal. And I feel like that actually hdaige influence on who | am,
now, today. And my appreciation for art and the importance of arthencportance of
expanding my creativity is. So, | moved to D.C., when my mother mav&dG. for a
job in 1981. | was sixteen and | went to the Corcoran School of Askipped twelfth
grade, and went to the Corcoran and graduated with a BFAaphterDesign. That was
the very beginning of the computer age, so we had the vernyApe computers, and
we did some work on computers, but it was primarily the old stylgragphic design of
cut paper, preparing work for print for color separation. And then,ofmyegucation, |
always wanted to... | was always involved with this music sceRais punk music
scene in Washington D.C., and before that in Los Angeles. Iwegsyoung and

actually, the other day | was telling my boyfriend, | w&eli. There is a very famous

117



Idil Periard
Effective Visual Arts Management

place in Los Angeles on Sunset strip called the Whisky A Go Gaewliee, the Doors
played, and these people, and he says something about it, and | god ltéeunia and |
go, “You know what? | played at the Whisky A Go Go,” and he was fkeu did?”
and | go, “You know, that’s funny. | never thought about the fact thetulally played at
the Whisky A Go Go.”

IP: Do you have a music background?

CC: Yes. Itook 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,
| played on stage with the harp when | was something like fifteen or sixteei, iwhic
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 | forgot.
Anyway, this all sort of... Basically is the cumulative of who I am. When | moved
here | actually was most interested in science, math, and art. | kind okéetbidy
are all very similar, because they all kind of go into a realm of the unknown. So, |
ended up going to art school, because my mom moved here, and | go, “Oh, | will just
go to art school,” which in retrospect | regret, |1 wish | would have focused on math
and science, and then art, but that’s O.K.

IP: That's what | was saying to my daughter. She is a junior at high school
and can't decide between medicine or art. 1told her, “Go study medicine and take

some art. You can always keep painting.”

118



Idil Periard
Effective Visual Arts Management

CC: That's kind of true. Medicine is actually... That whole world is so
much about the creative process and art is... Itis so important. Really, doing it
together, it is the best. It will make her the best. If it's medicine and beaiiogtor,
or the other way around, it is going to nurture each other. Just not doing one. |
totally agree with you. 1 just think it is amazing. So, anyway, | just h&fAain
Graphic Design and then | started doing my... When | graduated the Corcoran | was
kind of, sort of damaged by going to art school. | kind of lost my inspiration to do art
and | think it is because | chose to do graphic design, which | really didn’t like. And |
did it, because it was like a good job and then | didn’t use it. | ended up using it for
my own projects, so | 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 | did aidhe
processing on the computer, but then output and layout was on boards. So, | have
used my graphic design and then | got into letterpress printing. |1 do have a whole
letterpress shop and | 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. | did a where we go every month to
different galleries and cafés all over the United States, and then loMguatdpe,
ended up in Australia, and | 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 | learned
about really managing art shows from my own art shows. Shipping them, how to
handle, how to talk to people about what | needed from the exhibits, how it was

supposed to be exhibited, and if | 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 | would come in and do the
opening event and promote it. So, | was doing this really on top of having a full-time
job. The other job | had was... | ended up doing music. | 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, | was doing a lot of promotion for that simultaneously to doing my own
art shows. And then eventually, as an artist, | ended up going back to school in 2002
to the Rural Studio, R-U-R-A-L, people always can’t hear what | am sayinige so t
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 | was there, | was asked to be in this show called “Beautiful Lbdsers
which was a contemporary art exhibit, but toward... It's kind of... It got reviewed
and | got reviewed in Art in America as sort of the new art scene. And pgirharil
was asked, because of my... The curators knew me from all the work | did during my
own shows by myself, without the curators or bigger art institutes, you know, | just
shined all that and did my own thing. And I did my own thing for a long time. |
manufactured postcards of my work. They were sort of their own pieces of artwork.
| should... Ithink I might have some here. Should show you some of them.

IP: Yeah, | would love to.

CC: And the books... |did boxes of postcards, | made... And then the
letterpressing, | would actually letterpress my own posters and allfiiéospromote

my artwork. So, all of that is sort of my informal education, which really i®$gu
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about arts management, and that turned into this... Which | have never done, | told
somebody recently, “You know, | never have applied for a job, they...” Somebody
always comes to me and says, “Can you do this?” and I'll go, “Yeah, I'atb and

then it ends ups this five year job, where | end up doing something, or ten years, or
whatever. So, actually applying for the job for the Ellipse Art Center aldich

was run by the Arlington County before Artisphere, was the first time where

really... | had resumes, but | had always made them just becaudy vaatied to

keep track of what | was doing, but | actually really had to write a rep#yific

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, | ended up
getting that job and it was basically really about... People understood me and | think
the community, they knew | was sort of, you know, | was involved with working at
the Farmer’s Market in Arlington. | knew Arlington really well. And | hedike to

do things, where | 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 | would actually
expand, sort of what the Ellipse was. | think that's why | 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. | sometimes worry about that, ‘cause
now | do... | feel like doing this job, it'’s just a job, and | am not doing this... Sort of
my own personal work or community work that | did so much of before. Because

this seems to consume so much of my time.
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IP: Yeah, | 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 | don’t have to work eighty hours a week here, but it seems like it
takes a lot of my creative energy. So, | don’t have that anymore, you know. It's O.K
| have a job at least, so that’s good, right?

IP: Well, | don’t know. Honestly, | am not working right now and | am
loving it, because | 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: 1 had... Even my husband and | 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 | have time for that, but then again, it doesn’t make
money.

CC: Right. You have a husband to support. |1 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, | am sitting and going, “This azag,”

you know... “You are here.” When | booked bands, | 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... | got this job for five or six years. And
really, everyday | go in there and | am going like “I can’t believe | hlassgjob. 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, | mean not
classical, but like newly composed music using classic instruments, likerpanics

arts, story telling, poetry, dinner theater, and some of the visual art on the walls,
and... |did everything in this place. | was like the person who... And it was
incredible. So, when we started talking about Artisphere, actually | saidl thigeis

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 | said to them, “I...” They carae for
meeting and | talked about Artisphere and they were kind of like, “We dony reall
understand how it works,” and | 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 intporta
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 taidesehat |

did. It wasn’'t something easy like, | 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 youonssythe
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, | have always been frustrated about that, because in
order to advertise or promote art in a world that doesn’t understand art, iheedlly
And that’s part of what | feel like a challenge here and anytime you stiowiew
do you make it so that the show is something that people can understand, somehow?
So, how valuable | think the informal education was? | think | already said that.

IP: Oh, yeah yeah. That's why | 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: 1think you already...

CC: Did anyone of your family or friends influenced you in your choice?
That's funny, because | already sort of answered that. It's just that iv&ppéning.

IP: That's why | gave you the questions. That way | 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, | 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 | really don’t think | consulted her about how |
took the GED, which is a test to skip... | skipped twelfth grade. | only needed like
one credit to finish high school anyway, so that | can go to the Corcoran a ygar ear

when | moved to D.C. And then | don’t even know, if she knew | applied to the
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Corcoran. | just said, “I got accepted to the Corcoran.” | was just goingan,r
really don’t remember her giving me any advice, which is sort of straogethat |

think about it. But I think it was, because she was in a place, where she wasotrying
figure out so much about her own life. | 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 | 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 theysheehorned
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 itis... It's gallery wallsheitblywood
behind the drywall. It's constructed as a gallery. And the track lightihgghwve
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 xoshe
thing is moving into this space, and have a gallery and have to do... have this
creative output. | mean, | really missed it. | didn’t know, | was just garmydor
year-an-a half, because | felt, | was put on hold and then organizing shows that

weren’t coming... And kind of having this anxiety about how they were really gonna

125



Idil Periard
Effective Visual Arts Management

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 measuyxirgal

is very hard to go during construction to measure anything and how diffiagsito
imagine how this space was gonna be like, and if it was gonna fit. | was $§ikhis’|
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 | will understand this space and it's potential more. Because | 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 | am.

IP: You sound like you are enjoying it, Because it is important.

CC: Ithink it is important, because | think that... [ think it shows in your
work, and it shows in the... | mean, | 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 | think it's important. It's a subtlety that some @eiapl
miss, but then... [ think it's a subtlety sometimes people walk away and go Iyl real
liked that show.” And they don’t know why, they just... That’s that subtlety. So,
yeah, | am glad | am doing this. It's amazing really. It's prettgang. It's hard

though, when you have to do so much bureaucracy. And sitting here for four hours,
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when | really wanted to be writing this essay and | say, “God, when doegtis e
end?” But you know, that’s what it is.

And my original career choice, | think | sort of already talked about that. So,
my factors influencing my decisions were the circumstances in front of ired. sort
of directed me. But really I think there were just these circumstances, but dpvious
wanted to do it. It wasn’t completely... | mean, | am not like | am not interested i
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 | ever had in my life. That was
really important decision. And really, | am now learning this thing aboutidecis
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 yea'tve
doing that, and it's really easy to make that decision. So, | did that with the Rural
Studio. | was like... They called me in July and said, “You have been accepted.”
And then | had to be there August eleventh or something. So, | was like, “That’s in a
month. | have to quit my job, | have to figure out how to get there in Alabama. Pack
everything up and what am | doing?” So, that was a lot, so | said, “Well, laNill ¢
you back.” And then | sat there and said, “O.K., what are you gonna be doing there?”
| don’t know what | will be doing, but it will be a lot more interesting thanngjtin
front of this computer doing email all day. Then | was like, “Of course | anggoin
You are a fool not to go.” So, I did that once. | recently bought a banjo, a really
old... | started playing banjo about five years ago and | had this reallyycbamjo

that | was learning on. And then it was in Utah and | went to this amazinghstbre t
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had all these old instruments and | tried them all out, and | knew exactly..wl kne
the feeling of what | wanted and nothing was there enough. So, | said, “Don’t you
have something else? And he goes, “Well, | bet this banjo that | 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. | was like, “This is the banjo. | can’t believé thrsd
then | did that thing, where | was like “O.K., this is just crazy. | can’t belibis is
really the instrument. Is this the instrument? | am just duping myselbetigving
this. This is not true.” And, | mean, | got really excited, because | was likeni®
gosh! How much is this?” You know, it was really expensive, and | was like, “O.K.,
visualize yourself walking out the door.” And | was like, “Oh, that is not happening.
| am walking out the door with the banjo.” And | had to getit. It's a really great
trick.

IP: | think it's really good. | guess you measure yourself on the spot, and go
like, “Can | be without it? Can | do without it?”

CC: Oh, my gosh, | am so glad that | got that instrument. It's amazisg. It
really amazing.

IP: Good for you.

CC: I am so happy that the money | have spent is completely... Who cares?
Do you know what | mean?

IP: Yeah, sometimes it is the value. Itis 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 | 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 wiyetlner
enjoy it and | really try to encourage people about that. Cause | reallytrisating
art as a monetary investment, | think it is sort of degrading what it really is

IP: 1don’t really understand that. It's like, “Why?” As an artist | find ittha
to put a price on my work. To me the price is, “How much does it mean to me? How
much work did | put into it? How much of me is in that?”

CC: It's completely true.

IP: Sometimes | have used the same amount of paint and it is the same size.
Say, | did a similar one to the first one, but in the first one | felt so much that that
double the amount... may be in my mind that should cost much more, because | have
so much of me in that painting.

CC: | know.

IP: But can't really justify it by that, and it is really hard.

CC: | have done that. | have done some really wacky pricing. Like some
photograph for eight thousand dollars. They go like, “Why is it eight thousand
dollars?” and | go, “ Because | don't... |just... That's the number that willéet m
give it to you.”

IP: 1did the same thing with a painting, where... Somebody wanted to buy it

and | completely overpriced it. And he said, “Why is it so expensive? It's just
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small painting.” | said, “Because it means to me so much. | wanna keep itybut if
really want it, you pay for it and at least | can say “Well, | got so mugatesnthat |
have to get away from it.” Otherwise it's not worth for me.

CC: Right. It's so interesting. Artis 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 | love that. There is alvisys
sort of... Itis just an open field. Ijust really think it's the greatest thing. Aaid t
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 yoodwsiderwhen
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: 0O.K., so there is so many parts of it. And now that we are in Artisphere,
there is more. And | don’t know what they are yet, because we have three \sual ar
spaces. So, then | started to think, “Oh well, this gallery and the this galleays
showing in the two galleries, and | kind of want them to be different. | 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 | 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 knowtwhat i

is.

IP: Is that the one by the...

CC: The entrance way, yeah. So, there is that, which | 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 | was sort of talking
about this earlier... Curating a show... | really wanna have outside curatoes curat
shows and pay them to. | don’t want my perspective on everything. But in the
beginning | am just doing it, because it's just a matter of just getting it cohthen
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 thatréhsgraof
diverse from one show to next, addressing different issues. | guess thaiistisdy
part, but then also about management, which | sort of mentioned earlier, before we
started the interview, not putting together shows that are right up againsitkag
that require a lot of management or that a show that | can hand of the management
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, | am here with the space. And once the artists come in hersalve ar

working on this together. And managing sort of how the artists install and ttkags li
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that. Those are the things that | consider right of. And then the details come in,
which... You know, I think of ideas and then | go to Lisa Marie Thalhammer, the
education programmer, and | say, “Hey, | have this idea for a show, what do you
think of this? What kind of educational components can we do?” And | sort of talk
to her about it, to see where it goes immediately, before | even decidduetshbtv

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. | 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, Ilen‘WWell, 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 | 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 wihkéhey

show, but there are other artists in the show,dhatalk about their work, or can be
more hands on and speak with the public about what they are doing. | think it is
important. So, there are different curatorial aspects in doing a show and these ar
things that | am considering, while working on projects. And then, the projects, you

know, today | 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 | am talkimy
remembering something that | forgot to do. Let me right it down...

IP: What are the most common mistakes that can be made in your position?

CC: Idon't know. What are the common mistakes? Forgetting to do
something. | don’t know. You know, sometimes I think people forget to do their
press and promotion part, but | don’t know if that is a common mistake really. | 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 rage deali
directly with a group of people, or class, or whatever. And may be, there might be
some common mistakes. You are working | 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 | am asking. If you have an answer, you have it, if nst that’
fine.

CC: And the top five strengths is interesting, Because | never really thought
about that either, but obviously being really organized and being able to foresee, sor
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 evegythin
to happen to make it work.

IP: Which is very typical for business management. | 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 takiés a li
longer do we have time we can play with or this can overlap...

CC: But manufacturing especially is totally as art, because... | 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, | don’t know.

IP: Actually there are a lot of similarities in managing arts... Wianl
see...

CC: And manufacturing?

IP: Yeah, but there is still this... | don’t think if you don’t have an art
background... | am getting more and more in that direction while | am doing my
thesis that you are not gonna be able to understand or feel what is necessét'yg to...
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: Ithink 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 liepla gr
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

134



Idil Periard
Effective Visual Arts Management

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 | also feedlbs re
important that we experience art and understand creativity. Cause crestivigt

makes those things manufacture and exercising creativity in all of us. fEhegta
separate. Just like your daughter and the medical field and art... They are not
separate. Inthe United States... | don't really think Americans understandtthat

sort of frustrating. | mean, in general sense the importance of art atiditydawill

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... widsere

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, | understand what you are saying. You know, you and | are in the same
boat...” | 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. iBwas all
about... He was just sort of stubbing his toe or tripping along in this area, this zone.
He was stuck in his art. | 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 | mean? Because, “You can't even give us the answer,
how much it's gonna cost.” That's where arts management is completelyrtiffere

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 peokiedaof

on the fringe and they communicate differently sometimes. And you have ko spea
their language and that can be really difficult. And it can be easy. Butttmat's

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 ssamles
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: | 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. | think
that’s the accomplishment feeling. That's how | felt, when | put this up. It looked
like, “Oh it just... She just put it up there,” but | closed down the Corcoran doing
this. It was like two o’clock in the morning and | 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 | want to do a paper-cut show, but it's a...
Don't tell anybody. | can’t even tell you what it is, | can’t tell anybodyrmaore. But
if you are still here, that would be fun to have you in the paper-cut show.

IP: 1 would love that, because this is my direction now.
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CC: | have to write it down.

IP: 1 would love to, because at the moment | am doing another paper-cut. Not
installation, because it's gonna be on a big large black paper, but | am doing.it agai
And I am loving it. This is something that... | 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 | did collages and this was... It developed
into this paper-cut thing. | wanted to do sculpting to try out something with mixed
media and do sculpting and | couldn’t, it didn’t work. And then | was working with
Judy Southerland and she said to me, “Yeah, well, may be you wanna do paper
sculpture or something,” and | started playing around and | started cuttifigs |
did a tiny little one of them. Everybody loved it and then | 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 | knew her. She was doing
woodcuts and then from woodcuts she started doing paper-cutting.

Where were we? | didn’t do five mistakes, did 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 | have... | expect that

certain people know what | 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 skateabteaga
good ashowingthat 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 seedtdeskat
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 | didn’t know until later, “This is for an art
gallery. Make it arty.” | had told them that all | needed was a document efkiuss
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 | 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 | get this thing, | am like, “It looks pretty good, except... Can’tusiu |
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, | didn’t commumicat
it at all. Ithought I did, and I think I really did, but I think it was months beford and

didn’t reiterate at the last minute, and so, they spend all this extra timegglttihis
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extra work into it that they didn’t have to. | feel bad, except for that yreailldn’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 justiéavsomething. So, here |
wasn’t communicating. So, the point is that communication is really importaht and
almost feel like | can be insulting to re-communicate the same thing over to some
people, but | swear, | mean | get these emails now... Even now | am just like, “We
already talked about this and we discussed this, this, and this.” And people forget.
It's really... | don’t even know how to resolve... | think the communication thing is
just what it is, but we need to communicate well. Really is one of the top five
strengths.

| think | have already talked about the difficulties and accomplishments, they
are more detailed, but they are really... Some of the accomplishments... At the
Ellipse | did a show calle@ihe Thread is the Lingontemporary sewn art that... |
really worked hard on that show for about... Since | started the job at the Ellipse, for
about four years | guess. And most of these shows are sort of an expression of
something personal for me as an artist, and my experience. So, that washmatly
seeing how people started using the thread and sewing in a contemporary art realm
and | started seeing it, when | was selling my postcards in New York anch@arngi
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 greatgrdsgou

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. | 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 | am being more specific about the sort of musis | wa
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 tolgctua
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. | 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 careeryedidt

you feel is most important for them to know do you believe? Well, | reallyikeseif |
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you... If a person really believes, and what... Truly believes in their heart, lveyat t
are doing is right, they should really trust that. And that’s really... | thinkyreal
important. Not feel unsure of themselves. If they really feel that, theydshimy
forward and do what they are doing and take the risk. Because actually | don’t think
there is a risk. | think that if somebody really believes in something that tiegt,s
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, | really think that's the important thing to realizet’'sTha
what art is. So, it's the same thing. That’s interesting, because somesurator
wouldn’t be artists and whether they... Would they know that?

IP: 1 don’t know.

CC: But | feel like it's an art thing; that you learn that in art, by erpes.
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, thieat “
worked,” and knowing when that gut feeling is right.

IP: 1 don’t know, because | haven't talked to other curators and you don’t
know what the background of the person you are interviewing is, so every time |...

CC: Oooh!

IP: I mean, | didn't know about you, for example. From the Art Education
Department, Pamela Lawton, she is in charge, and she started basicahdhae-
half years ago at the Corcoran for the Art Education graduate degreenpragch

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. | was like “O.K., | 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: 0Oooh, how interesting.

IP: | just wanted to see the place...

CC: Oh, my God, | was so out of my mind...

IP: 1 am so sorry, but | mean...

CC: But that was great that you did that, because | thought, “She’s getting
what she needs. That's great.”

IP: 1 was like, “I am just gonna walk in and check it out.” | wanted to see;
what is this place? | have never even heard of it. Missed the press about it, the
opening... | haven’'t even seen or heard of it so...

CC: But you were here right at the beginning.

IP: 1 know, so basically, it had opened the Friday or whatever it was. | came
like a couple of days later and everything was just still... You know, they were
installing the computers and...

CC: 1 know. (laughs)

IP: The lady downstairs said to me, “Just go ahead, go walk around.” So,
started walking. When | saw “Education Department,” | just walked right re the
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, | said, “Hey, | am sorry for
disturbing, but I just saw Education Department, they told me to just walk around and
look at it and | wanted to find out about the place. And here | am. And by the way,
can | interview someone?” That's how... She said, “Yeah...

CC: That's great. How funny. And | went to the Corcoran! (laughs)

IP: 1 am sometimes like that. | had time that day...

CC: That's good. Well, that's really good to do that. | mean, if you would
have made a phone call, you wouldn’t have gotten anywhere. | mean, actually when
you came here | was like, “She is smart, because she just showed up here, instead o
just trying to make a phone call.” The phones didn’t even work.

IP: 1 was just hoping to meet someone, who might be willing to schedule
something, and | 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 | started working at the Ellipse,
| was running the art center by myself, and then | really wanted to hsts & do
educational components related to the show. So, again that was when | would curate

artists... | would actually talk to the artists about their work, and ask ifthey
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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 | said, I'd
mentioned that. So, | talked to Lisa Marie about ideas about a show, and to say, these
artists would work as a ... Doing classes, so | feel like there is something strong i

this and may be | 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, | would like to talk to her at some point too. | emailed her, didn’t
hear back. May be | will remind myself, but whenever she has time. But what |
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 |
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 | 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 workan tow
curate shows that kind of bring up the discussion of what creativity is and what art is
So, this showSkateboarding Side Effectsas really important show for me, because
it talked about... It brought skateboarders in here, who | 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 thikgsHat,
which | 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 actudjly real
couldn’t believe that these people creating this work were actual skatelscasder
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 mtygroisi
to be able to expose people to art. And have them understand it. Not be scared of it.
| think a lot of people are scared of art.

IP: 1think so too, | 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 tha

the beginning of what art is. It's just saying, “I like that. | don’t like thafhy?”
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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... | mean, that's great in one respect, and then on the other hand, | 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. | am kind of like on the fence about it. | kind of want simplification of the
discussion of art, and then people can figure it out. | am kind of about both, | guess.
| 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. | first look at the art and then read the artist’s
statement, so that | can have my own... My opinion, or my feelings, or whatever it is
that | have for the art first, what it gives me first... | want to takedttaen see what
the artists actually thought about it while doing it, or what... May be... Sometimes
they write, what they waryouto do with it.

CC: That's true. That's what | do. It is interesting to see how you react
versus the artist’s intentions are, when you read it. It is interesting thate
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 | wish | could figure out is... | have the most impatience
for using the computer, | can’t stand the... | mean, | love computers, | use them al
the time, | have used them forever. But | have this impatience for learenng
software. It sounds like so stupid, but | am so sick of it. | think, since | 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 | really am frustratedtwiifhose
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 | said before, about knowing feeling secure with
yourself, if you are a curator or artist, feeling what you feel is dgtimaportant, 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 | think too. There was an artist
yesterday at George Mason University, who was creating this amaziptuseuit
was beautiful. Made out of pallet wood, cut into these tiny little pieces like this bi
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.s It wa
very well contemplated. It was really beautiful. And | was like, “You should gubmi
it to theContain, Maintain, Sustaishow that we are doing next year.” And she was
like, “Oh yeah, I guess.” And | was like, “What do you mean you guess?”slsara

of like this, “Well, | don’t know how to move it.” | 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, | know. And then | 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, bedsuseadly
was hesitant, and | 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 | saw that work, and | was like, “This is
perfect. You've gotta submit it.” And she wants it outside, so it gets weathered. |
mean, this would be perfect for this show. So, | don’'t know. You know the artists...
(laughs) What can you do?

IP: Exactly. Well, thank you very much.

CC: Thank you.

IP: 1think that was our...

CC: That's good. That's great. It got me inspired. | want to do my own art

now.

148



Idil Periard
Effective Visual Arts Management

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, | am not going to introduce myself. Souldvike to
know about your background and education. Informal or what you learned @bthe
what is important to you, who were your mentors? Not who they, Watevhat kind of
mentorship have you received from people who have been mentoring you.

BS: | first want to answer the first part. My formal ealimn is: | have a
master’s degree in Art History and the Art Market from Gla’s. And that... It doesn’t
really relate to all what | do, it certainly provides some sort of foundation androacki
for understanding the history of art, but we were never engaaitingcontemporary
artists and working artists, and sort of what it entailed to ruar@norganization. So, |
would say in terms of my job, all of my training and everythinghdéw in terms of
running a small non-profit arts space is completely on-the-pgihitg. May be | have
some interesting knowledge about art history in general througmasyer’'s degree, but
beyond that | didn’t get much formal education. In terms of informaalihg, it's really
been this syncro-swim thing. You know, you are thrown into the situatioaerewyou
just need to figure it out. And along the way | worked at two comiadegalleries, and
then two non-profit arts spaces. And in terms of the non-profit spheé I've worked,
it's... You know, you are handed this job, and you really don’t know... Yeunat
given any direction, | mean these have been my two experiencegpandst sort of

figure it out. And | take the lead a lot of times from myamueve director. You know,
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who sort of directs, but then entrusted me that | will sortlipat and they trust the
vision. So, a lot of the training, | wouldn’t say that | have hadeator, | 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 $keond question,
which is how valuable you think the informal education was, probably for...

BS: | mean, it's extremely valuable, but that’s the realftyvorking in that very
particular job. But each little non-profit has its own specedds and appeals to its own
certain clientele. And they are very niche in a way, and ystugdapt, and that’'s sort of
bearing it... What has happened along the way, and | will take... Eoeworkers...
You ask a lot of questions, and co-workers will direct you, but adaene thasn’t been
one person. There was never somebody, who was prior to me, to traom shew me
the works in any way.

IP: Why did you choose the career path you are in? | meahave studied art
history. Was that all along your choice?

BS: No.

IP: Or did you just find yourself in it, or?...

BS: Well, | was always creative, like doing art mysatice | was six. | was
drawing, and then | did print all through college. So, | was alwlaysg art and | was
always good at art history, like, visually | was very inclinédut when | graduated, |
came to this reality that | don’t even know how | am gonna suraivé,you know, how
can | survive on these smaller salaries, and everything, and astudlly went into

medicine. And | was about to go to medical school, like a month away rhedical
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school, and couldn’t sleep, and | was like, “What am | doing? Ivetitina go back. |
wanna go back to art. | wanna be involved in art.” There is samgetloire there, that |
had to, and nobody in my family does art or anything, it's justdart | really just have
always been drawn to it. So, then | started... Completely turechérand | went and
got my master’'s degree at that point in art history. And ttleew 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 entdhesl position? This
particular position?

BS: Well, this is a really unique non-profit in that it mexrdpth health and art,
and my background is particularly suited for that. Being thadd aymedical researcher,
and | did... | wrote papers aheumatoid arthritis andacupuncture So, | had a whole
other profession prior to working in the arts.

IP: How did you get involved in that?

BS: It was when | was studying in medical school, so...

IP: Pre-med?

BS: Yes. It's pre-med, and then, when | graduated from college | startkisthgvor
in... Doing research studies. And that sort of was a naturaditien, sort of writing
papers for researchers, and editing papers, and... | just got sttiekt world for about
three years. And then, when | got into medical school, | went, “No.mbire of this. |
am going back to my arts.” So, | have that background, but of courselvengered the
arts it sort of became, like, it never happened. It wasn't usetbke arts. | mean, they

are very different things. So, this is a very unique non-profit in thtve knowledge in
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both areas. So, | have both the non-profit art experience as wadlsas working in
healthcare system. So, it's sort of a perfect melding ofitbeahd there is nothing like it
| have ever seen before.

IP: And how did you get involved with the place?

BS: At this? It was just sort of circumstance. Somebedgmmended it and |
read the job description and | was like...

IP: Oh, it was just an announcement?

BS: Yeah. They were looking for a new director, and | applied, arydwbee
like, “This is so perfect. We haven't found anybody’s resumethige” And | was like,
“It's so bizarre. | haven’t found anything like this eitheiSo, it just sort of was like a
perfect fit.

IP: That's really cool. And obviously you are satisfied with yoareer choice
and position in that case | gather. Is that right? Because/disathe next question. Are
you happy? Do you like it? Would you see yourself in doing anything else than this?

BS: I mean, | love it. It's sort of a perfect mixing of the field like tsand right
now it makes... | really am sort of pleased with where | am.

IP: What would you change about your career, if you could?

BS: What would | change? It's horrible to say, but it goek badunding. |
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 vibrathteié was more
funding coming into it, and also in terms of my everyday, myrgaiés always a little

difficult. So, that is like the basic thing | would change | have to say. It isahg/re
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IP: It is the reality. With the economy especially. Sos was your original
career choice?

BS: No, it was going to medical school and working in the heakhsgstem.
Completely different.

IP: And what factors influenced you? You talked a bit about it, butado y
wanna say anything else to it?

BS: To coming into the arts?

IP: Yeah.

BS: What | was always drawn... | just love being around creaiaple who
sort of just looked at life a little differently. It wasnalys inspiring. Despite, you know,
having a lower salary, and sort of struggling through that, and you Kradwhie jobs are
sparse, and it's not exactly the most nourished industry, in terpmopte’s interest in it
all the time. But just being around those people everyday, andfgadilitating them as
best we can, and sort of giving them the exposure that they neepgath&sort of hold
on to. Through all the other stuff. It gets me through, and itljust... | don’t know,
it floors me in away, and yet the healthcare system, | mean, olyiaen | was
working through it, | didn’t need a healthcare system. Thersarmeany other problems
there, and it’s just... It was a lot more commitment than | rgady to give, and it was
already draining, and | wasn’t even in medical school, and | wass$ionate about it
anymore. And so, somehow art | always held on to as this sort of thing that woulel get m

through and | ended up going back to it.
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IP: That's the same thing with me. | did management and hve&king a lot of
money, because | was working in the corporate industry, but luwsaske, “O.K., you
know what? You can pay me as much as you want. It's just not vierttress and the
struggle. Everyday struggle. You are fighting for something ybatdon’t even care
about, but you do it because it is your responsibility. You feel respensidl because
you are a responsible person you do it, but...”

BS: You don’t even care for it. Yeah. | would say the stress is the opposite.
In that the everyday stress is that the funding just isn’t thiemeean, | am doing... But |
love what | do, and that keeps me going. And like, | can walk awayi, amdstressed,
and may be like a certain artist is giving me a headachet’anast like... You know, a
lot of the times you are dealing with diva personalities. Buthygou walk away, and
you are like, you have created something really amazing. Anditls@kes you so
proud, like, we created something really amazing on a reallynmalnbudget. And
people are still respecting it, and coming to see it, and thedlty rewarding to me.
Like, | created this something. And you believe in it too.

IP: What does your current position require of you to consider, when warking
a specific project? Other than the 9/11, because | think that.hough that is a specific
project too, but | don’t think...

BS: It's not typical.

IP: And it's not your... It has nothing to do with your gallery diocg work that

you do inthe org... |don’t know.
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BS: I'd say it only relates to is sort of bringing artists together. hiteat’'s sort
of pulling these artists. That would be the equivalent | can gptitong their exhibition
schedule.

IP: May be that healing aspect of the arts. Healing through the artspimjbet.

BS: Yeah. That's the overlap, as you well know. But | would saterms of
specific project of, like putting together an exhibition let's sagt’s a lot of dealing with
the artists, sort of signing them the contracts, and walking tieough setup, and
putting together a consistent show that has a unified vision or dgatatision. That's
the fun part. Everything else, being that we are a little nofitpyou do everything.
You are the jack-of-all-trades. | mean, | hang the showst'sThet typical for even a
commercial gallery or even a non-profit for that matter. Stg éverything from hang
the show to clean the space, to label the artworks, to managthg alit sales, managing
all the marketing materials, staffing the whole place.edm it's everything. What you
see, | pretty much do it all.

IP: And is that because you are a small organization orkbsciuse 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. | mean, we are doing hedith, we are
doing programming for cancer patients, and the gallery is jgsbset of a larger non-
profit. So, | am really the only person here, who knows... Who woilts axtists or
who knows anything about art for that... Well, not anything, but workk thie art

market. So, I do it all. You know, it's right there and everybody up Isedoing their
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own thing, you know, running their own little projects. So, yes, weiaderstaffed, but

also do a lot. We are understaffed, and we are all doing tvagfireyent things. So,

that's rare. | worked at other non-profit arts spaces, where bave been like three of
us or four of us. Very tiny still, but everybody is working with #eme end point as
presenting good artwork, and helping artists, and facilitating tHarthis case, that’s not
the whole agenda, my non-profit here. That's just really mtlg lagenda in the larger
organization.

IP: Here is an extra question that | have other than these. ddesvthe gallery
fit into the organization? | mean, what's the connection, becatese $ee the yoga, the
cancer, and using the healing aspect. How does it work with tleeygaiid what kind of
artists do you work with? What are your day-to-day dealatigsr than running just the
gallery part of it? There is gotta be a connection...

BS: ...within the larger mission itself. Well, the way itreaabout, which might
answer the question a little bit, is that we run cancer tstreAnd one of our alumni,
who went through the cancer retreats, really sort of, was retvavile the art therapy
component. And that's a really big thing. We do art therapy wopgsslamd we do
different creativity workshops to help people sort of deal with unaeyigsues. | mean,
really the argument is, all art is healing. So, that's where it getteantiaiddy.

IP: Is that connected mostly to the gallery or Smith Center?

BS: Smith Center does... We have art creativity programs artbwaet therapy
in our cancer retreats.

IP: But you are not running that part?
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BS: | am not running that part. That's somebody else. Wdgtened is that an
alumni left, and before she passed she said that the part she foundewensting is
exploring that connection between art and healing. So, she dedicatddwthstairs
space to exploring that in knead connection between art and heblowgever abstract
that might be, | mean, it's not work by cancer patients and ttie’ snisconception that
people have, and that's an error in the brand itself. | meanijtiheoft the gallery,
Healing Arts Gallery it confuses people. So, our exhibits are a little more ddeote
that. Like in another non-profit arts space, they would never have aallogharging
mission that would say, sort of insert these concepts that youdaxplore with every
show. Initially that was very limiting, as we have grownlieg@g that, you know, you
can expand that concept of healing and whatever it means. Whatedbeg mean to
anybody for that matter? It's a very open term. So, outbéghare a little different in
that they explore issues that address like social change, envirtatista, issues like
racial identity, gay and lesbian rights. It's larger commuissyies. And it's basically
starting this healing dialogue. So, it's still sort of a mankgecrisis that we have, that
people are confused about what we do, especially associatecawdé@r non-profit. But
in founding it, it's sort of... We have also relied on it, hoping thadacsthe point the
gallery will generate little more funds to support our other wigatprograms, and
defining ourselves separate from other non-profits and commesatiatigs, because we
can’t compete with them. We are not in that world. We are nettetwsin that world.
But we have one foot in healthcare system and one foot in thisverasts component.

So, what we appeal to is a collector is looking to give in twoswday give back to local
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artists as well as to give back to their direct communtyd if that’s in giving money to
our community center, to run our open community programs, or give baak twancer
programs. So, really, | mean when you look at this and you buy a piece whether
you get the object itself that has inherent value in it, as agethe money goes back to
the artistandthe cancer non-profit. So, we sort of help each other. The gh#fry the
larger center. It's not as obvious to people when they come intoptuoe,sbecause
“healing” can be such a jarring word for people. “Ooh, don’t preach to me, | don’awann
hear it.” Or like, you know, it also sounds like, “They are s€rilin a way like this
healthcare setting. And especially if you look at this very kmngal gallery name. It
sounds like a hospital wing sometimes, so...

IP: Something you said earlier, which was about you. Beferget all the other
things about your management, and how you evaluate your position and egerythin
wanna know, you said you worked in for-profit galleries before and naiit-galleries.
Can you tell me what the difference is, to work in a for-prgéillery? What were you
doing in the profit galleries? What were your responsibiliteghose galleries versus
what you have been doing in the non-profits, and how are they diffed&ésta good
comparison for my project and it is really interesting to find someone whoeeasdoing
both.

BS: Again, it goes back to your funding. If at the galleeye... At this non-
profit space, a large portion of my time is spent writing grami filling out a lot of
paperwork. | do a lot more of everything here. And because thaceagher funding,

like, when | say, “The installer]’am the installer. So, my time is consumed a lot with
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writing grants and doing every other little thing that | nevet ttado at a commercial
gallery. In a commercial gallery we were never undeestaffBoth of them. We always
had more than enough staff. So, that wasn't a stress atladl.stiess came in selling a
piece. Everybody that walked in that door. So, | would say | wasrdiefl sales
person, you know, | dressed nice and | sold a really high-end prodmatySnain job, |
was a gallery director, but my main job was selling that pacart when somebody
came in. So, there was this whole language about it, you know, pullopdepe, and
telling them about the artist. | do that know, but | don’t do itgagessively, because a
lot of times in a non-profit space we don’t have that type of cioltevho is coming in
and assess the value of it. We have a lot more of the commamtggin that are, like,
looking at the art and... They don’'t wanna be approached and hassletiavitil the
time. So, my role has changed a little. | do a lot more hersalad are still very very
important obviously, because the funding is so minimal, but it's nosahee collector
that’'s coming in.

IP: So, in the for-profit organizations it was more the collsgtpeople coming
in for the value of art.

BS: Yes. They didn’t care about the mission versus this bemangrofit we
have an underlying mission that sort of helps sell the work .itsSedople are already
interested in, like, “What is...?” In a way, | would say thelave healing, but on the
flipside people are very intrigued in a way, like, “What does treind How would you
interpret that?” So, just having that there, people are engagedalked they wanna

have a conversation, and they don't feel the pressure to buy aapiemach, but they are
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also not looking for it like that. So, yes, in a way | have to beeraggressive for people
to collect art through a non-profit space. But versus the cocmhart space, you had to
be on top of always pursuing that collector. | mean, | would spendyafiutauing one

collector. And I just don’'t have that here. May be because | tiané that collector

base. It's not strong here, so | rely more on my grants.otigsor the other, | spend
more time writing grants and spending less time being aggegspursuing a specific

collector, because those collectors tend to go to commercial spBleeg are drawn into

the market itself. They are excited by the trends. Angustedon’t show that type of art
here.

IP: Well, yeah, those are very different ways to work. Myt rgpestion is
actually what would be the most common mistakes that could be mgder position?
But when | say this, let's talk about your current position first, lowould also be
interested to know how it was? What mistakes could happen in a pitod, you have
the experience?

BS: Common mistakes? | think it is not knowing your audience, or notikgow
your clientele. When | say “community,” that's not very focuseédnean, it's large.
When | say that we have communities, yes, that is great, uedlly hard to focus in on
who we need to come in and buy art, and who we really need to t&geimarketing is
more of an issue. That's the error that you are marketomgsglf incorrectly or
confusing people, because there are so many other cool, cuttiegagdgpaces. They
are like, “Oh, but there is this flashy cool piece or soo® environmental video piece

over here, | wanna do that.” And like tlhepeople are going to those events. We can’t
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compete with that. We are just not inserted into that. In thdtdw&o, we have a very
particular clientele. It's somebody, who is interested in s@tiahge or is interested in
talking about deeper issues, and health, and like all these otheritmges. It's those
people, who also care about their direct commuemitywho might be willing to buy art.
So, it's a very pointed clientele. Not only do | have to sell akwbut | have to also
appeal to a larger community. Even if they are not buying ary, nleed to still be
coming into our space. Because like | said with grants, you toegitbw that so many
people are fed by your programs. | think the biggest mistake is just not knowing who you
need to focus your efforts towards. And really target them, whibtland. Especially in
our non-profit here. We are targeting like seven different groupgean, you have your
groups in South East and you have... | have like my art people and wedapie
through the healthcare system. So, we all need to know our targetd Say that that
would be the biggest errors. Not really focusing on that and gongi¢ too fast. Does
that answer your question for that? There’s probably other enarsan happen here. |
just can’t think of.

IP: | said, “The common.” So, there is of course always atiituar things,
which can happen and... But those are once in a while.

CC: In terms of a commercial gallery, like | said, itsdes and driving it and
appealing to that collector. It is sales, it really isouXan't let go of that. If somebody
bites, don't let it go. Stay on them and stay focused. Calling.th&lways be around,
always be more than helpful with everything, give them options. Asw ahow them

that you are knowledgeable about your product. The error is hegiteBiort of stepping
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back and going, “Oh no, you take your time. Look at it. Think aboutDbh't let that
person leave the gallery. That's the biggest thing you learn. [$wiyés interested in a
piece, you keep them there as long as you can and you sell theredée If they walk

out, they are not gonna buy it. That's just like a sales persnog.thi mean, it's a
different mentality. You work in a commercial gallery, you argales person, and you

are on it. You are like a bulldog about it. A non-profit spacehais do you appeal to a
larger audience and give them so many different options, and differegrams, and
different art events. It's trying to stay dynamic, but 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, | would say.

IP: O.K., those are actually very interesting points you atkgnga Thank you.
What are the top five strengths and qualities a manager needsettohae successful in
your position? It doesn’t have to be five, but like of the top of yeadhwvhat comes to
mind?

BS: Number one: I think you really have to be very diplomaYiou are dealing
with so many different personalities and so many different eesiPeople want to get
different things out of everything. It's from the artist to gemple who are facilitating
you to mounding the shows, even down to like, the printer who might gsaisind help
you cut an expense here and there. You just have to appeal to ladinofand work
within their needs. So, it's managing different personalitiesid As to be expected,
artists are difficult. It's just the nature of it. | mearhave amazing artists that | work

with, but every once in a while there is that one that throws yawagk and needs your
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time all the time and needs you to focus on them sort of twentysieven, which is
really hard. So, when | say you have to be diplomatic, you sort ofthaag, “I| am here
for you and | am gonna do what | can for you, and like, we are dllsridgether.” It's
more of a team mentality. You have to really remind them veh&eas going back to
commercial gallerythat you would have said like, “Well, | need you and so | am gonna
do whatever | can for you.” So, you turn your efforts and you really ¢cake of that
artist more versus a non-profit space, every artist has egpaltunity and | am caring
for so many more artists and the funding is not coming back as $astwe need to all
help each other. They are helping me just like | am helping thea).it's more of a
give-give situation.

Number two: you have to be really organized. Because theretim@rsaging
different little projects. People work constantly. | mean, ewrycim finding myself...
| feel like disorganized and frazzled, but thank God, | have like sttstems in place and
ways to sort of organize as best as | can. | guess thatwgtheany job that you should
be organized.

Those are the two big ones. You obviously have to be very social irnt dezae.
You have to stay connected to people. Especially in terms of a nfiniptbat people
are willing to collaborate and they are not expecting the big fea big payment in
return as much, but they are willing to... Where everybody is helpaah other.
There’s more of that mentality. So, you really have to sorppfaach people and really
sort of help each other. You know, like this other project that eevarking on, like

Robert Bettmann is like, “Well, | am helping you with this,” and $iputting together a
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different event, and | feel like this obligation of, “I should do that tdcet’s all be
involved. Let's make this a bigger issue,” because we arédti@lnon-profits that are
trying to make our mark, but really, we are stronger if wec@ine together. In fact,
when | worked in this commercial gallery | keep mentioning, it wasdiff@rent city and
even the commercial galleries teamed up and they would put togettvealks. It was a
way to pull all their collectors and sort of spur this largeeredt in the community and
people who don’t normally do galleries and make an event of iaverit been able to
do that here as much, probably because the galleries are mad spteand sporadic,
but there is also the commercial galleries and then the nom-gatieries. There is a
division here in that sense too. So, | think you have to be open for collaboration, working
with people outside of your organization. That goes back to being socidieing able
to network. Also, you have to be really good for a non-profit... You habe fgood at
grant writing and writing a lot. | mean, my writing skilleegested everyday. | have to
keep up with counseling versus at the commercial gallery, | didu# bha do that as
much. You know, we put together high-gloss marketing materiah® writing wasn’t
there. It was talking one-on-one with the collector. It whslabut selling the product
versus | spend a lot of time writing press releases, writagketing material here,
writing grants all the time. So, | spend a lot more timeingihere. That's an important
skill.

IP: Is it learnable?

BS: Yeah. Ithink you learn it, yeah. | think you just have to keep up with it. It's

a type of writing, it really is.Youknow.

164



Idil Periard
Effective Visual Arts Management

IP: Well, | haven’t written any grants, so | don’t really knowhat's one of the
things that | really need to learn I think, at some point.

BS: | am by no means an expert in grant writing. | mearhave grant writers
that assists us. But then [ fill in everything else thajaidery related and 1 fit it in her
language and match that tone. You look at what other people are ddiypwa sort of
model it after that, but it is a different tone. It is very paiht And now, | write more
like that. My regular writing is now very professional and mamoeited. 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 dorwytistalace.
Artists bail on projects last minute. You don't get the funding yadnso you are the
one hauling works around town. You just have to be really reallybfeexind accessible
as well, to artists who might need you at any second. Yegibffilg is big too, but that
goes with being diplomatic, | suppose.

IP: What are the difficulties and accomplishments you have ereredntiuring
your career? Other than the ones you have already mentioned.

BS: Like | said earlier, there is working with creative pedpbt really fills me
and | get excited by their projects, and being a part of it,kemag pulled in it, and
facilitating that the best way. That's exciting, but thendhare those rare moments,
where there is a particular artist... It's hard to sepatat&@hey sort of cross the line, if
they are not being professional, and it feels personal. And lagght up in that and |

have learned... | have to constantly say, “It's not about me. They@set about
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something that is beyond my control.” And may be | am a sengéixson, but it's hard
for me sometimes to separate that from my other work acahitsort of side-track me.
Like | said, being diplomatic, it's like there is a partroé that really wants to make
everybody content with what we are doing and everybody should fe¢hékeare taken
care of. That can be exhausting. And that's probably my limtatiAnd may be it is
tougher skin, | need to get better at that.

IP: You are not the only one who has mentioned this, you know. It'puisof
dealing with different personalities, so...

BS: Oh, | know. It goes with that. Also, coming with that vision arghtive
spark that these artists bring to projects. There is aqgoassere and they are so
committed to it. And yet on the flip side, if they are upset plasssion can flare up in a
very unfavorable way. That can be really sidetracking. So, together an amazing
exhibit, we did this awesome show with a bunch of... It was very, dbelas very
conceptual, it was old factory art. So, there were artists fbnover the country,
dressing, smelling, it was very out their scientific stuff, and know, one artist | had
offered myself at some point. She would call me at night and comgilaut some press
material that went out, or complained about how | hadn’t sent photograghsexed to
give her feedback constantly about what people had said about Ipgzcart And that
just can wear you down. Sometimes | am like, “I don’t know, if htta 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: | would say accomplishment over all to me is that | cart's.nbt like your
typical job, where everyday feels like the same thing, and like a gearlyy, and you are
like, “What? What happened? What exactly did | produce?” | cdnbaok at a full
year and say, “I put together those seven exhibitions and | hakeedvavith over
hundred-and-twenty artists, and | have that to show for it.” Tresoinething very
rewarding about creating something. The artists are cgeatoiividual pieces, but
overall we are creating this larger exhibit and a largbedule, and helping to feed this
little non-profit. | feel really rewarded that | can worktlwartists and also work with a
non-profit that really needs help in a lot of ways. For me & double win, just like |
said with collectors. They are supporting the community and they are suppotittg) |
am sort of doing the same thing. Supporting a non-profit and suppdréragttsts. To
me after a year | can walk away and be like, “That'#yea accomplishment. We put
together that many things and | knew the budget all too well, varynal, and yet we
created something.” People remember it and occasionally weregs. Hopefully we
will get more press so we will have more art sales. Eyeay we are hoping for more.
It's little accomplishments | could say, | guess.

IP: But those can feel big depending on, if your budget is sergll and you
have done something amazing with it that can feel like a bigngztcshment 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 vehia¢ tmindful of or
what would be the most important things to know, to do, what recommendatoihd w

you have?
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BS: | guess the biggest recommendation is, as | said earBelg flexible and
offer your time willingly when you start, because it is gettingt exposure and getting
that experience with artists and different other arts orgaomafind other curators. It's
getting that exposure and experience of working with all types ablpe | think the
more you work with a larger group of people, and really start to knowthawanage
personalities, that's like the most valuable thing for me. The people... Everybody
teaches you something obviously, and the more people you work wiyhoeathe 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, amd ifiat
compelling?

BS: | think one of the parts that | find most compelling, and itsgmemy
background, is this merging of science and arts. People areirgafigsted in it now. |
mean, not now, but | think people have always been fascinated withahsts and
scientists think very much alike, and how they tackle problems andssn these very
visual ways. And | find that really compelling, and it is jashatter of how do we bring
that into more exhibits in our small space. That's my ongdimgt How do you realize
that? Like | said earlier, we did this old factory show, and schac this whole...
Clinical allergist, who is a curator. He is like an interowadil arts curator and critic. And
he put together these artists, who were looking at science, buirgpgigir 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 artistswhalo the shows.
Then we have about three curators a year that come in and ttwiatewn shows and
then the two are open call. Last year we didn’t have any oplen &o, every year is a
little different. So, last year | curated four shows and thehadethree curators come in
and curate the other ones.

IP: So, when you curate a show,ya look for artists and call them in or?...

BS: Yeah. | set up studio visits and, you know, | sit down with necetive
director and she sort of recommends artists that she has been lablkang themes that
she wants to address. | mean, being that we are sociallyimssour shows aren’t just
about showing the next up and coming hip artist. Far from it. Owrsshave to deal
with larger themes. So, like, last June we did a whole show tla#édeo the Haitian
earthquake and basically the Haitian earthquake happened and we said to eatiWether
need to find a way to address this issue and show how art iadnekople in Haiti,” or
even just do a show where we present some Haitian art and the goaselyack to Haiti.
Whatever we can do to help that sort of need or fill that need. rdean, | found like a
New York Times article and there was a photojournalist based lifol@& who was
working with children in Haiti in orphanages. She had been doing tefoyears and
had given them cameras and taught them how to photograph their woddséeabe was
tired of sort of being this voyeur and capturing their world arfteravanted them to turn
the lens on themselves. So, we did this huge installation of hunadetivanty

photographs taken by children and the photographs were like tweatgdllars. And
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people came in and bought them and the money went back to the Haitlajualee
victims. So, we have this larger social agenda. That stimité us in a way. | am not
just always looking for what's cool or new, | have to be replynted at what | am
looking for. It can be challenging in that way. Because somstimy biggest concern is
compromising the art. Bringing in lower quality art just toafitheme and that can be a
struggle. Sometimes | wish that | was just looking... | el have a good eye. A lot
of times | will go to typical commercial galleries and ib@ ] there is a breath of fresh air,
it's not an agenda that’s being sold to me. And in a way it woukemay job worlds
easier if | was just finding beautiful artwork and saying,KO Here’s a cool title.”
Attaching and saying, “It's a theme,” but instead we havelltthfs socially conscious
mission. That can be hard.

BS: Is there anything you would like to have had besides your tenlu@nd
experience to overcome the obstacles along your working day?n| rmebere anything
that you would have liked to have studied? Or courses that you wouldikes/® visit,
or?...

BS: | didn't know this, but | wish I'd taken more sort of work in
communications, then more marketing background, because you ang setliall the
time and now | am selling a mission and the name of our galteoy.l have learned that
on the job more and more, but | don’t know as much about the marketing dengoa
whole social media, and all that. | wish | had more backgroundain tBRecause that’s
really valuable. Spreading the word and getting people themean, the biggest thing

is, like | said, when | worked in this commercial gallery, peopée coming to us
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anyway. They were already an invested collector base, dvet dhiave to do as much
outreach to get people to come to us and to sell the gallerysasrémd. They already
new it and they told their friends and they said, “If you wanndige art, you go to this
place.” So, that was a lot of word-of-mouth. And then selling woaidecin talking to
them one-on-one about the piece. Now | am selling a brand anddllamng & mission,
trying to communicate that to people. | wish I'd taken moresgla or had more
experience with that. But, | figure it out as | go.

IP: Anything else you would like to add that could be important that | amngissi
here?

BS: | can't think of anything.

IP: O.K. Thank you...
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