
page to provide an overview for the enclosed work
samples. This eliminates the need to provide a separate
artist statement.

TOOL # 2: ARTIST STATEMENT

An artist statement is a two- or three-paragraph descrip-
tion about your work that provides the reader with in-
formation about your sources, ideas, and inspiration.

Your artist statement presents insightful informa-
tion about your process and answers questions viewers
might have when looking at your work. Remember, 99
percent of  the time your art will be viewed without
you nearby. You won’t be available to answer viewers’
questions, offer fascinating background information
about where the ideas came from, or describe your
working process. A well-written artist statement is a
good place for them to find these answers. It is a valu-
able tool providing an additional connection between
you and your audience. And in doing so, it creates the
opportunity for your work to be more fully considered

and appreciated. These days you can’t run away from the task of  ex-
pressing what you are doing in your work with words. Your artist state-
ment will become a page of  text on your website or accompany an
exhibition of  your work. It can be dropped into your artist package and
grant proposal or included in a press release.

When I was curating exhibitions, most of  the artist statements I en-
countered did not provide me with pertinent insights into the work. They
were too general, too theoretical, or too badly written to be of  any use.
More often, reading an artist statement evoked my sympathy for the artist
struggling to express herself. So, I usually ignored them. Over the years,
I’ve surveyed many art professionals, and they report having the same is-
sues with artists writing about their own work. Now is your opportunity
to change their perceptions. Producing a well-written, informative artist
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statement will make your packet, press release, or proposal
stand out from the rest of  the crowd.

I know how painful a process it can be. As easy as it was
for me to identify deficiencies in others’ statements, I have
struggled to write my own. My intuitive and nonlinear art
practice didn’t address political or conceptual issues, or in-
volve a compelling narrative. Writing about my formal
concerns and process felt boring. The more I worked on
my statement, the more depressed I felt. I concluded that
my work was meaningless because I couldn’t figure out
how to express what it was about. Maybe I just pushed
paint around a surface until it felt right. Was I really that
shallow? Dismissing my work like that was a cop-out, and
deep down I knew it. My curatorial experience with other
artists’ work had shown me the enlightening power of  a
great statement. Yet I had so much resistance to writing
about my own work. I was afraid to reveal too much in-
formation. I felt that if  I demystified my art practice, it
would diminish my work in the eyes of  the viewer or limit
multiple readings of  it. Worse than that, I feared that writ-
ing would interfere with the tentative and delicate process of  creating
new work. So my artist statement remained a distanced generalization
about my practice and of  little benefit to me or my audience.

Composing a thoughtful statement about my work has been a strug-
gle between what to say and how to develop a decent piece of  writing.
Because my major was visual art I blew off  any opportunity to become
a more competent writer during undergraduate and graduate school.
Running the Rotunda Gallery forced me to work harder on my writing
skills, but I still found the process difficult when I had to apply it to my-
self. In my seminars and lectures, I work with many fellow artists who
also struggle with writing their statements. To help them and to help
myself, I have given a lot of  thought to how you can identify the most
valuable information about your work and compose a meaningful artist
statement.
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[Artists] are not taught how to write artists
statements. . . . When we are considering future
exhibitions for the museum and we’re reading
through them, they are a discourse of  rambling
that has no visible connection to the work.
You’ve got to be able to describe your work.
You’ve got to be able to do all the work for the
critic. We want one paragraph maybe.
—Susan Moldenhauer, artist and director/chief

curator, University of Wyoming Art Museum

Less than 10 percent of  the packages I receive
are any good, but every now and then you get a
gem. . . . A gem package is really about the
work. . . . An artist should know how the
viewer needs to see their work. . . . Not only
that, but you need to give the information,
name, title, year, dimensions, media. If  that
information isn’t there, I’m swimming blindly.
So it’s all about the information.

—Camilo Alvarez, owner, director, curator, and
preparator of Samson Projects
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A few years ago, while viewing a group exhibition of
works by emerging artists at the Drawing Center in
New York, I had my first flash of  insight about what in-
formation to include in an artist statement. I was in-
trigued by one particular group of  drawings by Allyson
Strafella. Curious to learn more, I read what she had
written about her work in the exhibition brochure:

I began using a typewriter for its obvious func-

tion—to record my thoughts and ideas. Commu-

nicating is a crucial yet constant struggle for me.

The more I typed, the more the letters and words

on the pages began to take on a new function, a

new language. My discovery of  this new lan-

guage created with my typewriter and paper was

one made up of  patterns and grids formed by

punctuation marks: commas, colons, apostro-

phes, and brackets. It was as if  the typewriter was

experiencing a breakdown, and this breakdown

was my breakthrough. I had discovered a new

way to communicate. There is an endless source

of  information that can be created through a lim-

ited use of  materials: paper and a typewriter. I be-

came, and am still, intrigued by this process.

Many of  the questions I had running through my mind as I looked at
Allyson’s work were beautifully answered in her statement—questions
such as: How did she come to produce these pieces? Why is she doing it
this way? Is it done on a computer or a typewriter? What does it mean?
Reading the statement, I felt as if  I were engaged in an intimate conver-
sation with the artist. Notice that Allyson was able to do this in one
short paragraph. With simple but precise language that was fun to read,
her statement gracefully led me through her process. Although I didn’t
know her, I felt connected to her and her work, and the experience re-
mains a vivid memory. It was at that moment that I truly understood
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how an artist’s few well-chosen words had the poten-
tial to intimately link a viewer to her art.

You may feel more at home solving the pictorial is-
sues of  a good work sample—composition, color, and
layout. You have more experience taking something vi-
sual (the art) and interpreting it in another image-
based form (the work sample), so it’s an activity that
feels natural. Writing well about your work is an en-
tirely different process. Your writing skills may have
never been strong, or they might be a little rusty. Your
college term paper on the symbolism of  angels in Ren-
aissance painting may have been your last written
analysis of  art. But just because you don’t feel as ac-
complished a writer as you are a visual artist doesn’t
mean you are off  the hook. It does mean you need to
be more patient and methodical with the process of  ex-
tracting information about your work and putting it
down on paper. A good artist statement is too impor-
tant a tool for you to ignore or neglect. Like work sam-
ples, an artist statement is just another way to convey
information about your work to the world. It doesn’t
replace your art; it supports it.

To begin identifying what should be included in your artist state-
ment, you need to listen. If  your statement is going to help you connect
with viewers, what might they want to know about your art? You need
to listen carefully and be aware of  the kinds of  questions and comments
that naturally arise about your work during studio visits, lectures, cri-
tiques, and appointments. Jot them down, and look them over. Are
some questions asked more often than others? These are the aspects of
your work people want to know more about. They’ll point you to the
most intriguing or compelling parts. It is your answers to these ques-
tions that should be included in your statement.

A good artist statement informs viewers about the work but doesn’t
overly explain it. What you reveal reflects a delicate balance between
expressing your ideas and providing just enough information for view-
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ers so they can start their own process of  engagement. Your artist state-
ment is specific and poetic at the same time.

Having to produce a well-written, informative statement can make
you feel as if  you’re about to fall into a deep dark hole. To avoid tumbling
into the murky process as long as possible, you just hover at the edge.
You then rush through it and write your artist statement at the very last
minute under the pressure of  a deadline. I’ve done this many times. I’ve
written something in a hurry because it was required. I’ve skipped
proofreading because I didn’t have the time to make corrections or be-
cause I didn’t want to face my bad writing. I’ve crossed my fingers and
sealed the envelope or pushed “send” on an email and hoped for the
best. It’s at times like those when I prayed that the images of  my work
would be sufficient and no one would bother reading my statement.

If  writing a statement feels like an overwhelming or agonizing task
for you, there are ways to get started. First of  all, understand that all
writing is a process, just like making your art. It takes time to find your
voice. Think of  the years it took for you to develop as an artist. Ask any
professional writer how much he struggles to find the right turn of  a
phrase or to clarify an idea and how many drafts it took to get there.
Why should it be any easier for you? Also ask him about how good it
feels when he has found those few choice words. Writing this book has
opened my eyes to the struggle and to the elation experienced during
the writing process. I have no trouble standing before a group of  artists
and presenting a lot of  information in professional skill-building work-
shops, but to get that same material into a written form has been hard.
I’ve thrown myself  quite a few “pity parties” and wondered why I ever
got started on this project. I’ve also learned that when my efforts pro-
duce a well-written line of  text and I hear my voice loud and clear on
the page, the delight I feel at that moment is the payoff  for all my
labors.

A skillfully written statement doesn’t magically appear on your first
try. It takes a lot of  messy writing, which is then edited to isolate the
best parts into the beginning of  a concise statement. You may produce
ten or more pages of  writing to get less than one page or even a para-
graph of  a finished statement. You may need to go through five, six,
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seven, or more drafts before coming up with a finished product. Let
yourself  off  the hook, and put aside any preconceived ideas about your
writing abilities or the difficulty of  this process. Begin collecting your
thoughts, and pay attention to viewers’ questions and comments about
your work. Preserve these observations by writing them down. This is a
good habit to develop long before a statement is needed. It provides the
framework for the information you will want to cover.

Any way you can figure out how to make the writing process more
enjoyable will be a blessing. You may find it easier to write at a certain
time of  day, such as early morning. You may keep a studio journal, as-
signing yourself  a page of  thoughts before starting any work or just be-
fore you leave. You may find a window seat in your local coffee shop a
more welcoming place to think and write. Carry around a journal of
ideas and thoughts that are jotted down whenever and wherever you
are, or have a link to your unfinished draft visible on your computer
desktop so you regularly spend a little time adding and editing.

Getting Started: Collecting Information 
and Composing the First Draft

If  you currently don’t have an artist statement or need to revise and im-
prove the one you have, here’s a way to get started. Describe one or two
recent works. Do it quickly, and don’t worry about grammar, jargon, or
finding the exact word. Don’t think about a format or structure. You
should write down everything on paper that comes to mind about the
piece. Below are some questions to get you started. Not all of  them will
apply to your work, but start with those that are the easiest to answer.

• What does your work look like? (Think about size, colors,
shapes, textures, light, objects, relationships, etc.) Make your
description visual.

• Why do you do it? What is your inspiration? Where does the
impetus for making it come from within you?

• Write about the work from different points of  view, such as
conceptual, thematic, and emotional.

• Is there a central image or idea in the work?
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• What are its different elements, and how do they interact
within the work?

• What kind of  materials are you using? Why?
• How is it made? What is your process?
• How does it use space? How does it relate to the surrounding

space? 
• Where does this work fit into your development as an artist?
• How does it relate to other artists’ work? Who inspires you?
• What questions are you asked about this work?

To make the writing experience as real as possible, sit in front of  your
work as you write to make sure you capture specific details. Don’t try to
answer all the questions above in one sitting, but write as long as the
words flow, and then put it aside. Don’t reread or criticize what you
have written. Allow negative, silly, weird, and even pretentious thoughts
to be expressed. Give yourself  over to the process. Understand that this
is just a way to generate the raw material that will shape your state-
ment. Trust that somewhere on these pages will appear a few gems or
phrases you will use later.

Broaden your writing to include other works that may precede the
current pieces. Continue with this exercise until you have covered a
range of  your work and as many of  the questions above that apply. Al-
low this process to take several days or weeks. Don’t rush it. This early
messy phase is important. It allows you to be playful without the harsh
critic sitting on your shoulder reminding you what a lousy writer you
are. You want to engage the deepest part of  your unconscious thought.
On some days the words will flow, and on others they won’t. You may
find yourself  waking up in the middle of  the night with an interesting
thought or idea about your work. Keep paper close at hand to write
down any ideas that pop up unexpectedly.

Get Help from Others.
Remember what I said before about learning to listen carefully to view-
ers as they look at your work? The questions they ask will often reveal
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important information to cover in your statement. Invite friends to
your studio to talk about your work. You’ll get the liveliest conversa-
tion and can reference specifics and details if  you have this discussion
in front of  the actual work. Try to include someone in the group who
is not overly familiar with your practice. This could be the start of  a
critique group, and you could provide this service for others in return.

Think of  it as an interview, and allow the discussion to build natu-
rally as a give and take between their response to your work and your
explanation. Allow yourself  to be open to their questions and differ-
ing points of  view. If  at all possible, record the conversation. You can
also take notes or ask someone in the group to be the scribe, but often
the best phrases and ideas get lost in the heat of  the discussion. Sud-
denly someone will exclaim, “Wow, that says it perfectly! Write that
down! Wait a moment—how did we say it?” Alas, no one recalls ex-
actly what was said. A tape or digital recorder will capture every pos-
sible tidbit and nuance. You can even buy a voice recorder for your
MP3 player that will temporarily convert it for this use. A few days
later, listen to the discussion, and write down the questions asked
about your work and any descriptive phrases. What did this conversa-
tion reveal about your strongest, most compelling ideas? Is there a
pattern? Have you been asked similar questions during studio visits,
critiques, and exhibitions?

Once you have collected many pages of  writing about your work,
schedule some time to read over everything you have written. Read it
out loud. As you go, use a highlighter to mark the most interesting
ideas, phrases, stories, and concepts—anything that interests you. Save
all this early writing; you may want to refer to it later.

On a clean sheet of  paper, copy the highlighted text as a list of
phrases. Read through it carefully. What does this condensed informa-
tion tell you about your work? Does it cover all the important aspects of
it? Is there anything missing? Are certain words or phrases or concepts
repeated? Is this significant? Are there any thoughts that should be ex-
panded? Add more information, or revisit some of  the questions on
page 51, to fill in any apparent holes.
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Write a First Draft Statement.
This is your opportunity to string together the most important ideas
you wish to convey about your work, incorporating the strongest words
and phrases from your list. The writing will still look rambling, messy,
and disorganized. That’s okay. You’ll have lots of  time and opportunity
to work on your draft during the editing phase.

Edit, Edit, Edit.
After you have written your first draft, look it over, and ask yourself  the
following questions to begin the editing process.

Am I writing in the first person? Write your statement as if  you were talk-
ing about your work directly, using “I,” “my,” or “me” instead of  “she”
(or “he”) or “the artist.” Writing in the first person makes your statement
more personal and intimate.

Where is the most important information? Pull out your highlighter, and go
through what you have written. If  you could only mark one sentence,
what would it be? Is it in the first paragraph, buried somewhere in the
middle, or tacked on at the end? If  it’s in the middle or at the end, bring
that information up to the top, and start again from there. Develop a
strong first sentence. It may be why you make art, your intentions, or
what materials you use. Another way to start is to tell a short story
about something that inspired you into making a specific body of  work.
This is your chance to draw readers into your world. You want to grab
them with the most essential and compelling ideas first, so even if  they
only read the first few sentences, they can still walk away with impor-
tant information about your art.

Is my language accessible to the average reader? If  your statement is difficult
to read, it will not be read. Good writing is clear writing. Keep it simple.
Even if  your work encompasses complex theoretical ideas, you need to
find a way to express them clearly so they will be understood by the wide
audience encountering your statement. Refrain from hiding your ideas
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Almost all good writing begins
with terrible first efforts. You
need to start somewhere. Start
by getting something—
anything—down on paper.

—Anne Lamott, Bird by Bird:
Some Instructions on Writing

and Life (New York: Anchor
Books, 1994), 25
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behind jargon-laced theory or lofty poetic wording. Theoretical writing
does have its place in academic journals, some proposals, and situations
in which it will be understood and appreciated. In general, allow discus-
sions that reflect your extensive knowledge of  art criticism or academic
vocabulary to arise naturally during studio visits, job interviews, or pas-
sionate debates in coffee shops. Leave them out of  your artist statement.

The works deal with a fragmentary corporeality which seeks its

stimulation in the natural sciences, such as botany and neurology.

The drawings construct and illustrate an intellectual model of  de-

construction of  corporeality and the search for unity.

This artist statement begins with important sounding words, but
what do they mean? Not only is it difficult to read, but there is no pay-
off—no better understanding of  the artist’s intention in the work. Read-
ers may feel stupid or ignorant because they don’t understand the text.
Or they may wonder if  the artist understands what she is doing. It is
much better to write simply about what you know and use words and
phrases from everyday language.

Is the writing specific to my work, or could this statement be applied to many
other artists?

My work investigates contemporary scientific, social, and political

issues filtered through a visual medium.

My paintings are a constant exploration of  the human experience

involved in the act of  creation.

My installations aspire to enter into a free-flowing exchange of

ideas between the present and the past. They question our rela-

tionship to the nature of  time and the meaning of  progress.

I like to see things as the camera sees them.
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These statements are so gen-
eral they could apply to many
other artists’ work. They do
not contribute to a more inti-
mate understanding of  these
particular artists’ work. You
need to rewrite broad general-
izations that could apply to
many other artists working
with the same media, subject,
or style. Take the time to iden-
tify what in your work is partic-
ular to you alone. What is it
that sets your work apart from

other artists using similar ideas, style, imagery, or issues? Remember: out
there in the world is a blizzard of  artwork. What sets your snowflake
apart from all the others? Identify what is specific or special about your
work or process. It might be an experience you have had or a particular
way you are using the materials. What is your source of  inspiration?
Think back to how you arrived at the ideas you convey in your work.

Below is an example of  a statement that successfully addresses both
the specific ideas behind the art and the artistic process, in this case the
process by which the artist Heeseop Yoon constructs her wall drawings
and installations.

My work deals with memory and perception within cluttered

spaces. I begin by photographing interiors such as basements,

workshops, and storage spaces. From these photographs I con-

struct a view and then I draw freehand without erasing. As I cor-

rect “mistakes,” the work results in double or multiple lines,

which reflect how my perception has changed over time and

makes me question my initial view. Paradoxically, greater concen-

tration and more lines make the drawn objects less clear. The

more I see, the less I believe in the accuracy or reality of  the im-

ages I draw.
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Does my statement come off  as overly aggressive or passive? Eliminate words
and phrases like “unique” (all works of  art are unique—it’s a given);
“first” (you may be wrong); and “only” (probably not and hard to prove).
Challenging readers in this way will work against you. Let them discover
your unique and fresh vision on their own. Also try to avoid using words
like “aspire,” “hope,” and “attempt.” They are weak and may reflect your
unresolved feelings, or make it appear that you are hedging your bets as
to whether you have accomplished what you wanted in your art. Write as-
sertively, using active verbs and strong phrases. State what your work is
doing, not what you hope to do. Change “In this series of  paintings I hope
to investigate . . .” to “This series of  paintings investigates . . .” Notice how
much stronger and more active the phrase is without the word “hope.”

Do I tell readers what their response will be to my work? This is a subtle but
important point. Refrain from informing viewers how they should feel,
be moved, challenged, or changed by experiencing your work.

The viewer will confront their own sense of  isolation and dislocation.

These paintings challenge our perceptions about . . . 

These images will allow us to move toward the delight and wonder

we naturally feel for nature.

You can’t predict how anyone will react to your work. What if  view-
ers don’t experience what you expected? You have set up a situation that
allows viewers to disagree with your work rather than simply partici-
pate in their own experience of  it. You are better off  stating what you
are doing, what you perceive, or what your experience is and allowing
viewers room to develop their own responses.

Does my writing sound defensive? Some statements anticipate an un-
friendly reader and are already prepared for an attack.

This installation is not about conceptual art.
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I do not feel as if  I am limited to production within the medium of

photography.

Compose your statement with a sympathetic friend in mind who is
genuinely interested in the work and wants to know more about it. In-
stead of  defining your work by what it is not, simply state what it is.

Have I used the spelling and grammar checker installed on my computer?
These tools are free writing help. They do not replace a thorough word-
by-word edit. Spell check has its limitations and won’t flag easily

mistyped words, such as “shoe” for “show” or “who” for
“how.” The computer’s grammatical suggestions can be
comical or just wrong, but they will point out problem ar-
eas. In the end, it never hurts to get a second opinion from
another reader you trust or to have a copy of  Strunk and
White’s The Elements of  Style nearby.

Make the reader feel that they know something special
about you after reading your statement.

The Wrap Up: Testing, Testing, One, Two, Three
Once you have finished your first draft, have several
friends who know your work, including some who are not
artists, read your statement and respond. They may have
good ideas about your work to add or might be able to
catch phrases that don’t make sense. Your non-artist
friends will be the best at flagging art jargon—those words
frequently used within the art community but not well
understood outside of  it, which should be avoided.

Even professional writers depend upon editors and copy editors to
catch incomplete thoughts and correct verb tenses. If  possible, ask a
writer to proofread your written materials to check for grammatical
errors and evaluate the overall structure. Good writers are merciless
in deleting repetitive or extraneous phrases and straightening out
twisted run-on sentences. It’s worth it to pay or barter to get their ex-
pert advice.
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People who write regularly know that writing is
a physical act. Nabokov wrote standing; other
writers need specific dimensions of  desk space;
others compose orally and record what they say
onto the page later. Find out where, when, and
how you write best. Sometimes when we are
stuck it means we need a good walk, a deep
breath, or a snack. As you edit your work, try
printing it out to get a better view of  it before
your next edit. Try reading it aloud in your best
newscaster voice. Really. Newscasters have to
read a lot of  text clearly, in a short time.
Putting yourself  in their shoes vocally might
help you see where your writing trips up a
reader. Wherever you stumble or stutter, see if
there isn’t a small problem with usage,
punctuation, or grammar.

—Aaron Landsman, theater artist
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Make the Writing and Editing Process Physical.
Another way to experience your statement is to have
other people read it out loud to you. Close your eyes, and
imagine that you are hearing it for the first time. How
does it sound? Where do they stumble in their reading?
Does it represent your art well?

Your finished statement should be no more than one
page long, double-spaced. This is about 350 words. The
art world will appreciate your brevity. Even if  you have
more to say, ultimately you want viewers to spend more
time looking at your work instead of  plowing through a long state-
ment. There is nothing that can’t be said in one page. That includes
summarizing a lifetime of  work, discussing different series or media, or
describing a single group of  paintings. There is a fine line between pre-
senting just enough engaging information to satisfy readers’ interest
and burdening them with your life story.

A one-page statement can address a large body of  work or different
media that embrace the same idea. It becomes an important item to in-
clude in all your submissions for exhibitions and grants. It will be used
as a valuable reference for describing, promoting, or selling your work
for gallerists, curators, publicists, critics, and journalists.

For other uses, the longer statement can be shortened to one or two
paragraphs that are no more than half  a page. This condensed statement
addresses the most pertinent information about your work or a particu-
lar series. A shorter statement can be incorporated into the heading of  a
work sample description sheet accompanying a portfolio or grant appli-
cation. It can be the leading paragraph to a longer description of  a spe-
cific project. It can be integrated into the body of  a press release, an
exhibition announcement, or the opening page of  your website.

Work on a version that is twenty-five to fifty words. This brief  state-
ment contains the central idea of  your work to grab the reader’s atten-
tion. It gets inserted into cover letters, letters of  intent, and your artist
biography. When you have memorized it, you can use it as a verbal
business card to introduce your work to someone new. Artist Dread
Scott has managed to slim his statement down to five powerful words:
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It has to tell me what you are thinking, tell me
your concept. What is the idea behind it? And
if  they’re just great abstract paintings, say that.
You know, that’s fine. Or tell me who your
influences are. I mean, you don’t have to explain
the work because it should speak for itself  on
some levels, but you need to be able to explain
where you are coming from.

—Julie Baker, president of Julie Baker Fine Art
and partner of Garson Baker Fine Art
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“Revolutionary art propelling history forward.” It succinctly sums up
his mission of  over twenty-five years and serves as a tagline on his ré-
sumé, business card, stationary, and website.

Once you have nailed down a good statement, you will find it neces-
sary to revise and make changes as your ideas develop. This will become
a natural part of  your creative process. If  you continue the practice of
listening carefully, keeping a studio journal to record ideas as you are
working, and taking notes during or after studio conversations, the revi-
sions won’t be so overwhelming. You will have plenty of  material to
start with when you sit down to rewrite your statement.

When I was organizing the seminars for the Artist in the Marketplace
(AIM) program at the Bronx Museum of  the Arts, I worked for many
years with Senior Curator Lydia Yee. I admired the thoughtful consider-
ation she gave to the hundreds of  submissions the museum would re-
ceive for the AIM program. Lydia also frequently serves on selection
panels for other highly competitive opportunities. Here’s what she
looks for in an artist’s submission; she nicely sums up the importance of
your work samples, descriptions, and artist statements.

In an artist’s package, I look for a well-organized presentation and

good quality images. Artists need to take advantage of  every op-

portunity to document their work, particularly when it is installed

in a proper exhibition space. Often times, more than one image is

necessary to represent a particular work. When I am reviewing

documentation and there are multiple views of  a work or several

artworks from a series, I will take the extra time to get to know the

work a little better. If  I can’t tell what I am looking at; if  the im-

ages are not focused properly, overexposed or underexposed; or if

they look like they were done with a snapshot camera with inade-

quate lighting, it reflects negatively on the artist, and I am unlikely

to give it a second chance. Each artist is competing against dozens,

perhaps even hundreds, of  others, so those with good documenta-

tion have an advantage—they are able to communicate more

clearly with their viewers.

60 THE ARTIST’S GUIDE

Know how to sell yourself, talk
about yourself, and talk about
your work. Practice those
things with people that you
know so that when you are at
a party, an opening, an
exhibition, or wherever and
someone says, “Oh, you are an
artist. What do you do?” you
know how to open the door
and present your [work].
—Carolina O. Garcia, executive

director of LegalArt
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I never take what I’m looking at for granted. I often ask myself:

What am I looking at here? Is this a painting? Is this a print? What

materials is the artist using? What is the scale of  the work? What

seem like very basic questions about the artwork may not be readily

apparent in a photograph. I want to see an image list or script that

identifies each piece: the title, date, medium, and dimensions. A re-

sourceful artist will also use this as an opportunity to convey a bit

more about the work by adding a sentence or two about where it

was installed or about the choice of  subject or materials. It’s incum-

bent on the artist to make that basic information available to the cu-

rator, critic, gallerist, or whoever might be looking at the work.

An artist statement not only provides some context for the

work, but also gives the artist an opportunity to tell a story. It leaves

the person who is reviewing the materials with something memo-

rable that will stay with them a little longer. It doesn’t have to be

overtly biographical, but can simply be what motivates the artist. A

vague or generic statement won’t help the viewer understand the

work. It’s useful for artists to get feedback on their written materi-

als from a friend who isn’t an artist or involved in the art world. All

of  this material should work together to make a big impact.

TOOL #3: ARTIST RÉSUMÉ AND BIOGRAPHY

A résumé is a brief  listing of  one’s educational and professional qualifi-
cations and experience. It is also referred to as a “curriculum vitae.” An
artist biography is a one- or two-paragraph summary of  an artist’s ma-
jor accomplishments written as a narrative.

Including an up-to-date document highlighting your professional ac-
complishments is a necessary accompaniment to your work samples
and artist statement. Scanning it quickly, a reader will learn what you
have done in your career so far, and it provides clues as to where you are
headed.

Here is something to remember: your résumé and biography are not
the main reason you’ll get opportunities. No gallerist, curator, or
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As an artist, it’s important to
be as articulate as you can
about what your point of  view
is, what you are looking to do,
and what you want your work
to project.

—Nicole Straus, public
relations consultant
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