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Structure and method

Positioning means finding a place for yourself. Taking control
and not leaving decisions to others. It is a circular process:
make an approximate choice, carry out work, gain experience
with partners, make a more precise choice, new experience,
and so on. It is important not to invest too much energy, or 00
pften, in something that ultimately offers too little material/
immaterial return on investment. That does not mean that you
should keep on the safe side, because risk-taking, dealing with
uncertainties and the unforeseen go with positioning:

; Thl_s handbook is in three parts. All relate to choosing aqd
improvising: the two perspectives with decision-making whic

are mutually reinforcing and vital to each other. The first

part prO\_fldes terms and_ reflections that augment the process
of choosing and improvising. The second part contains the
so-palled building blocks which constitute a concrete elabo-
ration on thf: terms and reflections. In the third part, ‘Origins’,
rea.ders are introduced to my career, and my reflections on it,
to illustrate that overarching theme. Anyone wishing to know
more about the author’s background can begin with Chapter 9, @
‘A slice of life’.

Part I starts with ‘Bonds and freedom’, which addresses
and challenges prevailing, sometimes mind-narrowing terms.
The chapter ‘Artists’ positions—a large palette’ takes us into
the practice of art. Contrary to what one might imagine, an
artist has several career options. It is essential to be alert to
positioning if one is to have insight in and scope for one’s own
practice, but also to win respect from society and appreciation/
acknowledgement from the ‘art market’. The chapter dealing
with that pivotal theme is the longest. It concludes with a
peek into twenty-two artists’ practices, combined with varying
professional options.

In “The artist and his environment, from victim to free
spirit’, I deal with the artist’s capacity to understand the art
world and, in particular, the art market, and gain control of it.
The further growth and development of the artistic practice,
the concomitant setting of priorities and the importance of
mental and/or physical mobility are explored in ‘Dynamic
artisthood, growth and mobility’.

‘Fabric of knowledge exchange, collaboration and friend-
ship’ tempers the idea of self-reliance and the makeable
world, by indicating, alongside individual possibilities of inter-
vention and kinds of small-scale collaboration (the predqminant
focus in this publication), areas in which collccti_vc action
helps in surmounting social barriers and promoting common
interests.

Signals from artists’ studios recur in the first part, when
the findings of thirty-three artists are analysed, the positions
of eleven artists are dealt with, as are the twenty-two sketches
of mixed practices as mentioned carlier.
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In the second part, which has the overarchj
‘Building blocks’, concrete examples are provideq of th
terms used in Part I. Chapters 6, 7 and 8 €xamine, ip ture
the development and realisation of plans within ap indivlil(,j
and a collective route, monetary matters and the Curriculy e
vitae as a personal mirror and a data base, 4
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spoken out, very positivel
y Y, on the
wor!< accommodation for artists an(;eg '
qo-flnanced by the municipality, Sayin
2,\1/e ﬁgatl)’s after the project
ould become available for new : on
Il be co i Pac,
municipality would have given enougmogusppt;rtthe ees
out o

isation
m
ther ¢r, ativeor

Financial Components

Having reflecteq o «
on “wi 2 :
addressed in the sect, here do | stand, financially”, as

of wake-up call, it is

appri i
w‘i)t?] ?Zgggit. 'i-oe; us start with the professional practi

ok skl :t:ds and réquired expenditure on the one
Bt ol O cover it, on the other hand. One of the
e e nkced In the practice relateg to the ‘personal
e 415 housekg(ra ;;irr?gl)atﬁwc:: pay—whiqh forms the basis of
PR 2o - thos:e ofome réquired to cover the artist's
econ(_)mics of the personal h
Practice, the ‘business’, are

Professiona/ practice
The facets of artisthood

influence income and ex
in the laboratory, with ¢

that you activate in

' _ your practic
penqltqre alike. Positions jn the itudio
ommissions, on the stage and ag a :

. equire means of investment (see ‘Artist's studio’
fjes@t“rﬁ;r:t%ressure). With the professional positions of é
,nveiop_ organiser and adviser, the additional costs may be
cul’i‘e ¢ a',vourable' than expected and as the physical studio
starts 10 play a more modest part, the pressure on expenditure
for the studio also decreases. As an educator (if you are *
tmployed someV_V’_‘ere as a t.eacher) additional costs for that

rofessional position are limited, perhaps travel expenses are
o equately met and you have to make up the difference
yourself; and you also have some extra expenses for reading
matter for study. If your studio also serves as teaching space,
it might require a little more expenditure to make it suitable.

Expenditure mix in artistic practice

When you start up the business operations fqr a professional
practice, it is worth consulting a financial adviser in c_)r_der to
obtain a tailor-made ‘model’ appropriate for your indnvndu.a[
situation and one that is manageable for you. Obviously it is

. important for your artistic purposes, like being able to create

work, being able to make headway with !t and continye your
own development. Here, a suggestion W|th_a few mam_themes
relating to the connection between professional and private

expenditure.

Studio the outcome of your income mix

turnover

Deduct practice costs: your own ‘Iaboqr’ .costs,
office costs (telephone, sybscnp’uons,
administration etc.), housing costs (er)ergy,
rent/mortgage for the studio), deprec_tatlopld.n )
(fittings and fixtures and, possibly studio building

Gross gross profit or loss

operating

result

Fo k>
M S
‘,,,.’-ﬂ-"‘ﬂ‘
B : R R e
e o
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tax allocation for j

Investmentg i
_& Development like study, ?rts In Research g '
e e pract}Sini;/e 1 nere is @ list of 7 income categories:

Ly r
which are not Offset by i yOuSzero; c r_etc. BeIOV\";'_’t b i
contributions from funﬁ;ﬁgome,' for eXa:]sTm" P o7 the (art) market. Sale of one-off-unique—

Not 5 | v e Db = 1o o e

result develoa €, 10 be used to pay off gepr. 1B rePFe?..?"tat/'onu i Sfion.f Ibrary fee; copyright (of visua

lop new projects and/or i debts; .. | B el et norston or assignments and projects.

own income for Or increase voura i _ Other incomé from art, if your practice is defined

ur roadly, iS grouped under 1 and, narrowly, under 2 or even
3. design zaSsignments; payment for curatorship; fee for an

s organisational job; remuneration with committees, juries

e mix artistic practice | and company advice; income from teaching (art), socio-

. BrETaeT : ; cultural V\{ork, museum <_aducat|on, occupational therapy;
e us examine Figure 19 ‘Rej : also earnings from seminars, lectures and publications, or
ith your priorities, j einforcing basis’, in which ; your own activities in the studio or at home; income from a

' community project.

Anes n mi
with *additional income'’ tgdé gou keep going a step furth
Crsry | ~ Sidelines, not related to art, but relating substantively to

hieve your main

goal, to realise your personal and/or professional life.
_ Income resulting from economic necessity, if and as
long as inevitable: casual/odd jobs, social benefits and
other forms of income.
— Support programmes for art projects and artists:
starting-, project-, travel-, production grants, and over 20
examples of income components: presentation subsidies,
study and research grants, cost of living allowances,
loans, contributions of materials; prizes artist residencies

Minimise ‘ or studio programmes. -
e Maximi — Income from capital or ‘past work’: interest and dlwc_jend
P gty ‘ on investments: State pension or pension from the Artists
Pension Trust, and sickness benefits. ¢
— Private and miscellaneous Support: from partner, famlly,
maecenas: from subletting living space wher temporarily
absent; subletting studio when temporarily absent or

‘needs must'.
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Personal circumstances

what do you alreac
ds’ scenarios: opti
on. It is moré

dy have? It is wise to
mum and minimum,
about awareness

What do you need and
make two or three ‘nee
and possibly an ideal situati




Y Operati
N your privat Perations

4 contri
e situation: ibute to

fav:u:able circumstanceS'
— €xtra redempti ’

0ons and allocati
unexpecteqd expenditure S

Ideally, peng;
’ 10 7
catego N contribut

for future

from personal h :

f _ Oousekeepij
I0ns are includeq in the g'rrs'st;

Figure 21b.
Expenditure at private level (II)
(optimum level)

In the left-hand diagram almost all income is needed to

cover primary necessities of life (1), little is left for your own
development (2) and there is hardly any scope to achieve a
healthier financial structure with only a minimal buffer to provide
for contingencies (3). The right-hand diagram presents a more
positive picture, i.e. there is more income and, as a conse-
quence, greater leeway for hobbies and personal development
(2) and slightly more scope for unexpected ‘incidents’(3).

Pricing art works

The subject of pricing is somewhat shrouded in secrecy:
evidently it is ‘not done’ to say much about it. You often hear
artists say to one another: “‘Just’ decide on a price.” As a
budding artist you won'’t get far with that. Of course there
are no hard and fast rules, of course you should ask ground,
deliberate and, above all, do not switch off your emotions
when determining a price. A few pieces of advice follow.

Price calculation

When prices are calculated, the following elements pIayd

a part: wage/hours invested, materials, rent, energy an

studio maintenance, and miscellaneous cogts. : -
Factors relating to reduction or increasé in price can also e

taken into account: stage of development; usé of sqpportmgt_

artists’ amenities; vulnerability and life span of work; expectations

when sale is postponed, and also—tentatively—the extent of the
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buyer’s enthusiasm and respect for the
! eCt work,
‘t:c:‘ gfgxgo tfrwrelz pﬂce, because it is sometime: althOd
e o rt;c » SO When your career s jyst Startin, N not to
kol = are good anq Important contacts. lf‘sg gnd Whey
o1 ies are used_ (like a starter’s or workij o
price can be lowered, if appropriate, byt preferg'tg

a tactical ‘introductory meagyre’ g

: ] e’ for a buyer who yii 1.0 as

:}rgr;;ortanc.:e. And obviously if other consideratigr?svm’ 2elof ftyrg
mercial apply. If an artist proves 1o functi Do

In the market, say five years after he has [eft the art acaq
ade

he can raise the pri -
€ price—assuming the 3
of course be sooner or later. e It can

There are Several a
s Pproaches
don’t talk aboyt it, better to keep

The first source s a uantitati
ntit : :
and the Greater ECanomy (ﬂ'X?G'?del from the Working Artists

2008 as an activist ) in New York, founded in
pressure group, the aim heina.
th : ' aim being:
: ie;;ayment of artist fees by non-profit Oienice t?o to regulate
calculator comprising fourte ns. They use

en price ca i
wagefonzvork.com/2/fee-calculator), namely: sﬁg?ar)l(isib(imw'

g ur
on SuccesSfU"y e'y

The Netherlands developed the artjsts’ f S
following discussions and negotiations betw::rs] ?el:)'geeslgﬁ' ;

of artists and presentation bodies, ang Possibly also fyel| Zt'\ées
the W.A.G.E. fee calculator. It became effectiye on 1 Janue y
2017 for ‘non-selling’ exhibitions at the participating institt?trg

in the Netherlands. The complete guideline, checklist and :
calculator, in both D.utch and English, can be foung at www,
kunstenaarshonorarium.nl. Without mentioning sums, since the
vary over time, it can be summarised as follows. A distinction .
is made between set remuneration for the production of new
work (not counting expense allowance), modification of existing
work and usage fee (representation fee) for existing work

in an exhibition, including allowance for activities relating to
the work, for example its mounting. The table with minimum
remunerations also differentiates the allowances according to
cases in which more than one artist is the ‘supplier’.

The third model addressed here, the Pitz model from
Germany, also has a quantitative focus. The artist Hermann i :
Pitz included the Pitz Formula in his compilation ABC der P P
Klasse Pitz. Dictionnaire raisonné des arts (2014) consisting of = ' =
provisional calculations. It is based on five different formulas
focusing on two- and three-dimensional ‘one-off’ pieces,
installations, small sculptures in editions and two-dimensional
work in editions. It is primarily intended for artists starting
out on their professional careers before pricing ceases to be
model-based and is ‘taken over’ by market processes.

80)10BId Y JNOA Buluyed :NVId ANV AV1d ‘Avid ANV NY1d
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The force of the market

The balance between supply and demand, the artis't’s trapk
record with exhibitions, publications and actua] selllng prices,
and his intersubjective reputation with professionals like inner
circles of curators, collectors, patrons, art lovers apd buyers,
as well as the wider public, have been de'alt‘ with dl(ectly or
indirectly in this publication, for inst'a.r:’ce in ‘The artist and his
environment: from victim to free spirit.. .

l\/r\?hen an artist arrives in the high-end art market by vnrt%e
of such factors, pricing models as dgscrlbed can be Ec)Utea:Is e
and possibly looked back on nostalgically at a later stag




wawAed inq ‘sinuead jop yo0jq Bulping £

226

the time “when everything used to be strg

sam i ist i .
occaesizzzllllflst;ﬁ; t:L?t ?;t e CHDuUEY ":‘?‘thtr;omard" Th
e calculatj Arket, g ©
towards the future: “If only | no'atmg Spse o ki"t fllm‘wm
) |

lo
beggar, but a worthy interlocutor. A"n“ & _needed to feg (I)ikg N

Transfer of work

Significance of th

2l can, for a wj ,
fh i al reas’ons, have such great si Bt a wide variety of
at ‘ordinary’ sale is not gnificance for the

: appropri arti
several possible considerat%ﬁxs-pnate at that stage. There Ztre

— The work is im
‘ portant now f i i
o tant , Tor this sta
e t(i \;vabrsjtyg kﬂe:lp It with me for now” ggumcgsxjelt?wpmem
. : Please come b . i i
; D . ack an
hen” or “You can buy it now, but I'll hg;h

by a special by
: yer, for
his reputation. o,

— The i -
definite‘ﬁlzotzlé Ilf part of the artist’s oeuvre that should
_ ept intact and complete; in that case, it is

Personal contact, for instance

a friend or good artist-colleague with whom he has a

relationship of trust.

Incidentally, it is always worth agreeing on the

principles, and specifying them following four

In a contract of sale:

— The buyer will con i

: _ serve (and insure) the

lmn at;i énterests of the work, the buyer)and tvr;/g r:nproperly,

e (Iam unnece_ssary, but the ‘prudent person’ lSt: That
always applied as a matter-of-course Progils

Arrangements of this type may perhaps reduce the unpleasant
feeling of
it is always a good idea to consider: do you really want to sell;
when do you want to sell; to whom do you want to sell: friend,
important co
buyers? Under which conditions, as regards delivery time and
subsequent accessibility of work, and what would that cost.

artist’s personal future, th
the visibility of the work and the effec_t on the
There are several interpretations of ‘visibility’. The wor!

_ The artist can avail himself of his own work for a period
of five years after sale, for exan_wp]g, at most once every
o ars, for a loan for an gxhlbltlon, and after that period
Hegotiation is always possible. This is in the interests of
"fa"riiSI and the buyer, as presentation in a museum
usually ncreases the work’s value and the artist’s reputation.
_ The artist will be consulted, or at least informed by the
owner if the work is presented in public, and under which
conditions.

_ |f the work is resold, the artist will be informed as to the
new owner (and preferably the price of transaction). This
is the most sensitive point, and quite a few buyers are very

much against it.

‘loss’ when a work is sold. So when selling a work,

ntact, with a view to future career, or also to ‘ordinary’

If sale of this type is considered as an investment in t(;e
ere are two important aspects, I.€.
the artistic practice.
k is:

— permanently kept in private circles;_ i
— on view permanently/for a longer time, because itis a ;
work in public space intended for a large, mixed a(l;_dlence, , e
— on view irregularly/hardly ever, for a specific au |enfce, - o
because the work is mostly in the storage premises of a e

museum or collector.

of the artist when the work is disp(;ayed
in interesting places, when oné buyer tips off angtl\;lirl,j Ignnot o
when the work is sold to a collector whose namb e g
out of place on the artist’s CV. Even w_|thout puwhen o4 wor'k
the work’s and the artist’s repute can mcreaslslzcﬁon

features in a respectable public or private co ‘

Sales affect the repute

227



1 curriculum literally means ‘course’

. ing ‘th
 yitae’ (CV) is a way of saying ‘the courge of

‘ is also the equivalent of
i cum:il:;:r:r‘leanlng is retrospective, t
m’?" follow a similar approach to th

(of a race) and ‘curriculum

(my) life’, The
the learning process.

he second prospective,

€ one taken in the
pre ceding chapters and not deal in this

lum vitae as something in th
:t':: g;r:;il:::sis between past and present, a future-

‘building block’ with
e pluperfect, but as
orientated

ction plan. In this chapter the various functions of 3 Cy
a

are examined.
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~ Separate worlds; the
: .‘ § ZA:,.,‘, 0 3“":,,:;2“!); 2 “ O
Artists’ CVs often omit ba karo Vi

i : 0ackgroung—p, ¥
interests and Projects during the | ddlegsgf,‘: in

beyond_ the professional;Mo’reoVé’r-»the SV

My answer is: 4,
llous test with 3

— Name, websi
e, Site and e-maj
works in’ are usually inCIUdeldaddress, as well as ‘lives and

: but place anq '
0 year of birth
Mentioned, pact T;':‘;gaﬁ:ﬁﬁnal background is very rarely
to, and there jg n y "?:ke-un are not referred

(university ang hig

€r vocational) styqi ]
Secondary education s only rar ) studies are omitted, and

2R ly ment
residencies are fashionable ang s o iOned. However,

T € and !
— Exhibitions take the first & loted,

= place, us ;
of solo exhibitions, followed by groU,;J ﬂyhﬂ)?gggg t:% a list
, then

collections, prizes and grants.

- — Assignments follow, lectureships often come as an
afterthought, and projects and other activities hardly get
a mention. Usually, the artist’s own publications and
3 biography of the artist are not stated.

A CV featuring a ubiquitous hierarchy between ‘non-commis-
sioned (so-called autonomous) art’ and ‘low’ art (with less

restige in the art market) is conformist and geared purely to
the traditional museum segment of the art market. It is based
on the idea of the ‘autonomous’ artist, waiting in the isolation
of his studio, for the ‘redeeming’ gallery owner or museum
curator. An artistic CV of this type barely works, if at all, in
such a limited view of artisthood. What does the set, standard
line-up of exhibitions tell about the artist? It contains no distin-
guishing tie-in, giving the reader the feeling of dealing with
a format and not a person. A more inclusive CV can actually
arouse the reader’s curiosity, also about the exhibitions.

But what does it actually matter who in the art market

asks the artist for a CV? Is it of consequence?

Significance, value and content of a CV

As was indicated in Chapter 1, in ‘Business know-how
and promotion’, artists do not by nature take care of thelrII
promotion and public relations themselves._You do 'not :ed
more with portfolios and CVs, you do not disrupt distorte
market relations in which there is a Iargc_a supply of art e
and a limited demand. There are exceptions: presen_'iait;on
of graduation work at art academies.. In such cadgzs c;sal
worth having visual and verbal material at yoqrnlagowc :
Visitors are particularly keen to have informatio

artists in whose work they are interested-

Mirror, logbook, database and ‘signpost

h
ictly personal approac
rrlme yartistic CV’ described

functions.

It is sensible to look for a new, st
for the CV which tells more than t 3
above. | shall single out five values 0
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Obviously, the content of each pe
as a fingerprint, but the compositi

relevant experience, bu
approach like this in a dialogue with themsel

— First of all, the CV is ‘a mirro
logbook of events, and a pointer f

network, an overview of What yoy
wl?en and with whom, in your artj
a list of names in an address direc

— Thirdly, the CV in an inte
a basis for data management (e.q.

in a way, you are guiding what critic 3

nk is important,
know more, please ask me and tell

Content, a personal composition

; L r alo T
A mirror which reflects you, your ¢ 9D00k ap

0

— Secondly, the CV forms the pers
0

have done, Wherey

tSth Practice. Unlil'<e

ory,

colour to your network., ol b Sk

grated, complete form, ig

if you would [ike to
What you make of it

The different positions can relat'e to
ways. You can choos_,e bemeen. n

touching with a rela'gonsh'l
or partially overlapping wit
arising, or fully overlapping.

rson’s CV is as individual
on or form alsg varies
A ake four divisions. Most

terlocutor with

t some people are able to achieve an

1. personal. Standard data such as place ang year of birth,

with a brief description of the personal background" as
well as a concise !lnk between background and artisthood.
Learning. Mention all educa’uon,.not only that relating
G art. If it is too complex, summarise to avoid excess
to det'ail Artist residencies and grants, as well as prizes
Ofd awa.rds can be seen as ‘learning moments’ rather
ar?an separate prestigious events. Learning not only :
t tails the acquisition of knowledge, but also passing it
o This section should also contain artist talks, lectures,
ke inars, written contributions, guest lectureships and
Semhing bosts. If the teaching post is an important part of
:tai(s:thood, it is more appropriate to mention it in the next
:sse(gg)f;]ngr:ll‘(i:;ﬁgentify what your most impoﬂ:g;ti :gclasst;)
ositi i ting your
positions are with respect to qgg::c; Doyogciviics
the public. If two or thfee positi T o,
individual artistic practice, you should e
ierarchically. So do not put thg positio
glc?wer but beside one another (in two collugr:sgr.oss
Then something unexpected takes p gu_ 'o o -
connections become more apparent to ){he'r e
the other, or one contact generates another.

up the entire width. Admitte(;i(l)éi }Qstaﬂozguivalent S eition
the other two, but is ‘upgra

le I1).
as the base for the other two (see examp )

o one another in various
ting them separategléif:i; B
i the two p 2
arising between welges
?1 the possibility pf a t‘hmrja ?nr:
See the following diag
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They over]
ap partj
Perhapg threepdc?rlr?;’f}rlﬁs

Come abouyt insteaq of two

;‘hceg Overlap fyjy and

e One (new) domain,

. acet:_s fuse ang produc'e
new artjst'g paosition

only import
: ant to ¢
th _ eNote the pogiti
& . Positions,
Ping with yhat they have jn 23;7173:”,&)%
n"rore {il.<ely to relate to
POositions within the

€. Fo i
of an Object’ e

. ( In public
¢ ) space
Ject’ in 4 useum Setting.

as you becom '
e acquainted
: ¢onfronts You with ygur
€ out

your pro j i
S p fessnopal activitieg |

e m
e form arket in partj
of Collaborg i articular, there s

tion. |t j i
A e IS very im
Pecially, 9€neroys. Ment’ior? %rrfgt t(,) g2
isely

n the

Jitles, locations gnd data concerning exhibitions, assignments
ctures and projects. Be generous in indicating who ,
»mmissioned the work and which other artists participate
hich curator played a part, particularly if it is someone
our trust and with whom you have worked wel|. You can

play around with the arrangement of that information: details

in italics or in a smaller letter size whet the curiosity, and
similarly, @ modest footnote can have considerable impact.

4. Remainder. What happens to the work and the infor-
mation on the artist and the art work? In this section,
collections (including public collections) are listed with their
names, and private collections are included anonymously
or with just a few names. The same applies for a biblio-
graphy (with monographs, articles, reviews, television
programmes and so on). Artist's books are more at home
in the ‘Connecting’ section as art works that link up with
the public, unless the book has the character of a docu-
mentary or catalogue.

Basic portfolio and biographical notes

The main purpose of a CV as described here, is to document
your own ‘history’, in both professional and personal terms,
with a view to the future. This kind of chronicling also entails
making and maintaining an image bank, so _there is sufﬂqent
Suitable visual material to draw up an overview of worl(<i II?
the form of a portfolio. It is not a t_)ad idea to make annd eep
notes recording personal observations, expenincsvs;k i
opinions. Just think of reflecting on the work, t eCl e
process, sources that have or havg not been uste)r 'have bay
statements and personal recollections that are, pt
of some importance for the work and .w0fkmg p

In short, there are three kinds of files:

— the CV, as dealt with e_xtensively .above;
— the image bank or basic portfollg, ”
— biographical notes and observations.

1UYSQA :NVId ANV AV1d ‘AV1d ANV NY1d
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These three ingredient.

- compilihg person Belienta

: ; al ,. B t

as a mirror, loghook ~'ag e o alony
— enrolling or appl :

reésidency and grantg from

Producing printed inform

s _ation for
'S, patrons, Critics, Curatorg

- On|

[$] <

i o database! ST

Y9 for follow. sL:d s
:funds and

s are important fore

two pages at most be drawn up for graduation work

-’ . Think of a personal mi ;
ased on the CV. T a personal mix of CV, ‘quote’ f
e piography aqd a selection from the portfolio (t%e samtreom

ements as used for the personal website). A printed leaflet

of this type should be unpretentious, generous ang informative

s such—so not making do with a referral to the artist's
~ website, implying the reader should ‘see for himself’.

Following on from ‘values’ of a CV, one can gauge the differ-
ence in communicative intensity in the varying ‘temperatures’

when the new CV.is used:

— on own initiative, unsolicited;
— through social media,
with known recipients;

COLD
LUKEWARM

— on request, by a gallery owner, WARM
collector or when applying for a
grant, a course, a residency;

— just for yourself, as mirror,
database, ‘signpost’, etc.
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VERY WARM

Two examples of a CV,
plus information leaflet

Here two different CV approaches that can be pinpoiqtc_ad from
the infinite number of variations based on artists’ positions.
They are ‘Artist in the studio and in public space’ and ,‘SIUdIO
and educator and organiser’. Apart from the ‘Personal 'b!ock,
they have unconventional headings: Learning, Connecting and
Remainder. The headings are intended only for your own USe,
and not for third parties—the person reading the CV will not
have a clue what such headings stand for.




I

1. Examp/e:-art/sz‘/n the studjio . -
- and aniszt/n‘p‘ulgll"cfspacfgf &6 iy t’ oNNEchNG lanatory introduction to a multifaceted '
g £l »» O B Pprovide an €xp this example: ‘the studio forms the basis

.. AL Wi " % ood, as in how in a gallery and museum, as wej
PERSONAL B BN i . or the,'(‘,’f’rk on ,;'miss,-oned—in public space. I:,'rroneous/y
Personal backgroung: interests jn the mily home 1. s for worl k—;gmous' work and more ‘applied WO”‘,;” ein
developed yoursejf) father's ang MOther’s work. (g : termed ag?a ry (sources of inspiration, of e”e’gsy',ﬁ” diferont
Suggesting an internat/'ona/, Nomadijc youth), famiy, W/gamﬂ comp/e%al scope, interaction Wlt’;, Va,y;? ‘f{,ggraﬁon and
Siblings (or in fac Seace for your oy world as gy, o I of teChfa,,d mutually reinforcing (t ’Z"fhoose your words
Social, cultyra/ and/or religious background and whay oh Wor/d; confrontation).’ Cons;der an
in @ Nutshell, pe of Interest for those ‘readling’ the " [ actualy '

carefully. .
Commissions and projects

Titles, locations and_ dates,
patrons, particulars if any

Presenté_ztions
Titles, locations and

: ’ ' exhibition dates, solo
a varied palette of Programmes

9212eId Uy INoA Buluyeq :NVId ANV AVId Avid ANV NY1d

: - heme
0 ly grouping by t
ion/ (possib o
’ or groups, supervis instead of by date).
ort, but as com cur%torship, etc. I

il complete’). Keep it sh
Possible. |t Makes yo A

U ‘human

Persona/

— Name, Website, €-maj| address
— place ang Year of birth
— lives ang works in

REMAINDER

I ec IOﬂS, f

. set aSide
not 40 articles), e
; d condense (so : ange your
space: reduce a"nst of date to start Wlth)'d?: (ingthis part you
chronol(f)gy (nr?tent' themes, writers, mte them in running text in
; : o for co P ion pu
s Toolschoors, oy o ey st e oiritete

brackets.)

LEARNING

— education, includ,
— artist residencies
— Prizes, grants

— artist talks, Seminars, lectures
— guest lectureshipg
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Il Example 2: artist jn the studio,
as an educator and as an Organiser

Sl Ba

PERSONAL;(See} preVious example) \ il

LEARNING

positions, omit fro
Iectureships—inclu

with lectureships and transfe

CONNECTING

The introductory text links up ‘school’

» ‘Studio’ ang ‘Platforpy

for €xample: ‘The Work js linkeq to and deriyes from questions

ating to the Position of the midd/e-aged Woman, my socjal
involvement Is shapeq jn my /ecturesh/'p, inside anqg outside
official Programmes, namely in the Platforms jn my studo,
in artists’ initiatives, jn my own Publications. My studio work
is not Concealed jn my /ecturesh/}o, but is not always in the
forefront. ” |n this way YOu create Cohesion, for yourself and for

those who are interesteq in you,

Educatorsh/b/transfer
here, When, with Whom,
Particulars (special
exhibitions, artist’s books
and so on).

Exhibit/'ons

f too ‘scant’ in scope
(compared with

iectureships) perhaps add
further expianation,

(e.g. speciaj themes) etc,

If a third po.
iectureships and exhibitiong

o
-~ See th
& iremaln

f ‘the artist as an organiser’ will ‘support’ the

?The pI@ﬁQrU;S' bove, before lectureship and exhibitions.
o columns abOVE
OKCE

it thing about
iol < e. Perhaps say some
i 'ﬁlx: r:r?gljles of both lectureship and_transfer
05 frc:g"tions of young artists. Dojcur:?rrli; l‘]:)l(r']ﬁbitionS,
e llections based ol
i and co ) oS

aﬁglggo define follow-ups you eg(i:\llgl ?i?ge‘garve); ;
Componin;’n: the feedback you get. So, sp
platform

of your efforts.

to future
catalogues,

There is no standard

- an
stic practice that pre-sentsigisglfnfsre simple
isation’, you can, if you like, suffic;ahzv Rl
‘orgamsathn ; yide world’. In that case, rsonal details of
CV for the Ol-'lts window’, the_pe Cennetoglu
Isdisplayed.in;the shop stay inside. Banu

. r : he reveals
g aftslas o, SnopKesks makes choices what

ist's space, books'
BASfEl?sltt!si:esr pF:arsonaI life is

If you have an arti

i 02-2003)
ijksakademie, 20, ’
(a?é what not. Her 'company

i mes
and artist talks) in Istanbul co

n art
ivitation to make a

the invitatio ake another,
led. However, ed her to m

normally concea challeng

ions’ tion
4 ssions itate to men
project _book Ofirﬁ)"'z;?ch she does not h?isvlate ife, v_wth no
compelling fCV:s,ional activities and hv?/;F\)NOF ds, and in
varioutso%oef <S)f preference, in her 0
urgen

a repetitive style.
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2015-2012 / Istanbul ~ Mother, freelance

 of a non-profi Organijgq 0
accountant, org

2012-2007 / Istanbul

1990-199¢ / New York

1996-1995 ; Paris

1995-1994 Paris
1994-1993 / Istanby)
1993-1999 Istanby]
1990-19g9 , Istanby|

1989-19g¢ / Istanby|

Mother, freelance artist,

‘ d
of a non-profit Organisat;

accountant, Organiser;

coffee-shop Manager who photo

Professiona|

photographer, barm
coffee-shop arista, Coat-checke

babysitter;

Profession

ist;' ed
; tion
aniser, i

Gomesing 2
~ pERSON

d livi

|
|

!

al photographer, sales person
translator;

photography stu

dent, photo darkroom
cleaner, sajag Person;

PSychology gt

Udent, Professijonal
photographer, editor;

fashion dito,

Psychology student hotographer's
assistant, fashion e'di’:or; Sl

Psychology Student, tourjst guide,
translator, trade fajr S, animator;

hosteg

3 ; 7 ; t

____ice jnforma :
A c-oncl,se; : thé way suggested: Personal, Learning,
ur CVin

i t a scant
; tips for fleshing ou
yivide up YO nd Remainder. A few tip

having
, 2 onal quote after
ider adding a pers orn, are
Ao ot onuhere o s b, 1
dard i ing. For exa as long
orking. rt academy w
ng and worki ) to the a tay the
t village t and can stay the
Protestan independen “musical
: t you are rageous). Or
" (it tells tha illed and cou ic takes
nd hard” (it strong-wi r me music |
2ourse, mOtNaﬁ(sjt for the visual a”S'nfg makes choices for
family, | opted (t:alls' cultural background,
lace ;
second p

7 a
i

jven stan

; ially
; n if only partia
ducation, eve e
econdary e ce to prec hat

LEARNING. All sider adding a Senten.nterests and somew
completed; (?‘ons ause of widespread Irsity of schooling
‘educatignf: :?;(c::ircumstanceS. a dive
unsettled fam

ilosophy (or
. rt and philosop o
_ on visual art € tly familiari
: erious focus eviden
prior to the s

! e d, no fool,
L ; hich you ha){ - gelf-assured,
something e'.sz mhgst five years”(tells: s
yourself) durin i
seeks and finds). rofessional aCtIYIt,I,ZT'pfr%;“e
isting your prof a professional |
CONNEGTING. B?Ef:/ara?\tl columns, pf%‘gﬁeas;e‘ln the S:gggther
example in the re r activities, sucf s activities 10 i
o Ch you ise variou wn You mlg 5
serving to overar and organis tside it. anying
lone, nd ou ccomp

enerally work a rt world a ikeness accompd
3vith others inside tgsr:elf with a goord ill1lterested paitis!
a recent phOLO c;fthio (a reminder fo

2 in the
a project in

‘ d ANV NV1d
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o So now,,
W
c
5 If you are satisfied with your new Qv approac
g distance has been Covered ang much
i 3 The personal background hag been exam;
- g effort has been made to condense anq int
g career path Personal history anq Positioning i W
- 2 H g and Society as g whole have een Compacteq into one or
= two Sentences,
o The career has been reviewed. The artistic Practice
2 re-balanceq by réassessing ang interconnectin the indivigi
2 Positions, Preceding them with g concise profile that uniteg
;ﬂ". those acets or POsitiong There js NOw order rather than
Isorde
An overa]| Picture js achieveq by grouping the ‘blocks’,

profile or ‘pattern’ may €merge tha
as a résearcher, Maker, scientist, interventionist, magician,
host or hostes

S, or a heiicopter piiot—crossing through
4 the various facets.

This, broadiy Speaking, is What
S the cv amounts to The details arg

information_ When Names of Curators, Patrons gnq others
=5 are includeq, they will pe With yoy for life.

Itis g Major exercige to draw Up a CvV Jike this, but jt
— - is worth While. Yo have:

a different Variation on
a powerfy| source of

: =" — a mirror, loghook an
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