
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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awards panel uninterested in your work samples and confused by your
artist statement will proclaim, “I want to do something with this artist,”
based on your résumé. In fact, your résumé is generally the last thing
they scan, after making their first impressions about you and your work
from your other materials. Too often artists get unnecessarily stressed
out over their résumé. They worry about its length: Is more than one
page too long? Are three, five, twenty too many? They worry about in-
cluding their birth year: no one will take them seriously if  they are un-
der thirty, or they will be seen as failures if  they are over forty and
haven’t “made it” yet. They place too much importance on securing
multiple exhibitions every year and freak out if  there is a gap of  one or
more years in their listings. When faced with their anxiety in my classes
and workshops, I often wish these artists were more worried about the
quality of  their work samples and producing a good artist statement
than they are about their résumés. Your résumé is just information that
either confirms or contradicts any first impressions someone has made
about you and your work.

The Résumé
So what’s the purpose of  your résumé? It’s a listing of  facts that place
you in the art world. A résumé with listings for the last year or two an-
nounces your emerging status. One that goes back for decades signifies
a mature, seasoned artist. Where you received your education may pro-
vide an art professional with clues about your work, especially if  it re-
flects a style or a conceptual line of  thought for which the school is
well-known. Your résumé reflects in what arenas you have already re-
ceived support: nonprofit exhibition spaces or commercial galleries; lo-
cal, national, or international venues; lesser- or well-known curators,
critics, and journalists. Competitive grants and awards reveal the valida-
tion of  your work by peers and art professionals.

Your résumé is a fluid document that can and should be tailored for a
particular opportunity. You want the art dealer, curator, critic, search
committee, grant panel, or exhibition visitor to easily scan the informa-
tion listed. You will have different résumés: one will be shaped for exhibi-
tion opportunities, while another will be formatted to apply for teaching
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positions or freelance situations, or to stress your activities as an inde-
pendent curator or critic. You will select your listings accordingly.

The basic headings on an artist’s résumé are as follows:

• Name and Contact Information: List your name, mailing
address, studio address, home phone, and cell phone, along
with your website and email address. When you exhibit with
a commercial gallery, the gallery will often remove much of
this information, so other art professionals will need to go
through them to contact you.

• Education: List undergraduate and graduate degrees,
institutions, years granted. Don’t fill up this category with
every workshop and seminar you have attended or every
master artist with whom you have studied. This category is
right after your contact information if  you are a recent
graduate. Once you have five or more years of  experience
outside of  school, move it to the end of  your résumé.

• Exhibitions: List the title of  the show, venue, city, and state.
Group them by year, and begin with the most recent and
work backwards. Do not include the month or dates of  the
exhibition; it clutters up your résumé. Combine group, solo,
and two-person exhibitions together when you are starting
out and highlight the solo shows with an asterisk. Once you
have had three or more solo and two-person exhibitions,
pull them out, and give them their own category; put
everything else under “Group Exhibitions.” If  information
about the exhibition is posted on a website, include the
complete URL.

• Awards/Grants/Residencies: Include the names of  the
organizations, and group them by year received, beginning
with the most recent.

• Bibliography: This category includes exhibition reviews and
catalogues that discuss your work. Both print and online
media count. If  a group show you are in is reviewed and your
work is not mentioned, do not include this listing. Again,
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group them by year, beginning with the most recent first.
Standard formatting is as follows:
- Book and catalogue entries: author’s name (last name,

first name), full title of  the book (including subtitle, if  any),
city of  publication, publisher’s name, publication date.

- Periodical entries (reviews or articles in art magazines, in
newspapers, or online): author’s name (last name, first
name), “full title of  the article,” periodical/online
newsletter name, volume or issue number (date): pages
occupied by article or URL for the article. 

- Consult a style book to get additional help for this section.
• Collections: Limit this list to public collections and well-

known corporate and private collections. If  you don’t have
any, don’t break out in a sweat, just don’t include this
category. It will look better than if  you scraped together a
bunch of  unknown collections.

• Other Professional Activities: On your exhibition résumé
list only those activities that apply to your studio practice.
Freelancing, jobs (even college teaching jobs), curating,
writing, and professional memberships are of  lesser
importance here, so limit what you report in this category.
Instead of  listing every show you have curated, you may
summarize the activity in one or two lines. You will develop
separate résumés that focus on your teaching credentials,
independent curatorial projects, work experience, or
freelance activity.

• Public Commissions, Film Festivals/Screenings,
Performances: Depending upon your practice, you may wish
to include these categories as well.

Keep the format clean and neat, so it is easy to read. You want to be
sure all the information in your résumé is up-to-date, accurate, and free
of  grammatical and spelling errors. Exchange your résumé with a
friend, and carefully proofread each other’s. It is easier to find a mistake
on your friend’s résumé than on your own.

64 THE ARTIST’S GUIDE

0306816529-Battenfield:Layout 1  4/1/09  12:58 PM  Page 64



JOAN LINDER
resume: joan linder, 2008

Ink on paper, 11 1/2 x 8 3/4”
Courtesy of the artist and

mixed greens gallery
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As you accumulate exhibitions and other professional distinctions, be-
gin to eliminate lesser listings. You don’t want the reader to get buried
in the details of  each and every exhibition, grant, and review. Selecting
the most important and titling the category “Selected Exhibitions” or
“Selected Bibliography” alerts the reader to the fact that you have done
much more than what’s listed here.

Artist Joan Linder has a series of  drawings in which she painstakingly
renders artist’s résumés. On page 65 is a drawing of  her one-page ré-
sumé of  selected listings.

Don’t be too concerned with the length of  your résumé. Generally
one to three pages is sufficient to provide an overview of  your career.
Somewhere in your archive files will be a complete listing of  every-
thing. If  your résumé is more than a page, make sure your most recent
listings and strongest categories are on the first one. Avoid bloating your
résumé with benefit auctions where you have donated work; exhibi-
tions in restaurants, bowling alleys, and bars; or too many juried exhibi-
tions. Most art professionals are not impressed with long lists of  juried
exhibitions, or that you have been included in the local annual arts festi-
val every year for the last decade. They may have been important mile-
stones in your professional development, but allow them to remain
your personal history. (Chapter 4 has a longer discussion on the pros
and cons of  juried exhibitions.)

The Artist Biography
Your artist biography (or bio) summarizes your résumé in a narrative
form. It will be incorporated into written programs, flyers, and press re-
leases. It will be read out loud by a moderator to introduce you on a
panel or at a lecture. To create this document, you will need to go
through your résumé and summarize your most significant accomplish-
ments. Your bio is also a nice opportunity to include one or two pieces
of  personal information that may not be included on your résumé such
as where you were born, your interest in environmental issues, the
many languages you speak, or the fact that you lived on four different
continents before the age of  twenty. You can also include a sentence or
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two from your artist statement. Below is Joan Linder’s résumé from the
previous illustration transformed into her bio.

Joan Linder is best known for her labor-intensive drawings that

transform mundane subjects into conceptually rich images. Life

size representation of  figures and objects explore themes such as

the banality of  mass produced domestic artifacts; the politics of

war; sexual identity and power. Linder has exhibited throughout

the US and in Brazil, Germany, Israel, Japan and Korea, at venues

including White Columns, NY; the Queens Museum of  Art; the

Museum of  Fine Arts, Boston and the Gwanjgu Art Museum, Ko-

rea. Awards include the Lucas Fellowship at Montalvo, CA; Mac-

Dowell Colony Residency; the Foundation of  Jewish Culture’s

Ronnie Heyman Award; and a grant from the Pollock Krasner

Foundation. Born in New York, Linder attended the Skowhegan

School of  Painting and Sculpture in 1999 and received a MFA from

Columbia University and a BFA from Tufts University. Linder is an

Assistant Professor of  Visual Studies at the University of  Buffalo.

She lives and works in Buffalo and New York City.
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JOAN LINDER
Detail, front bar, 2007

Ballpoint on paper
From “the pink”
60 x 164 inches

Courtesy of the artist and
mixed greens gallery
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It’s easy to feel insecure about your résumé and bio. Seeing your ef-
forts as a few lines of  black and white text can be deflating. Remember
that it is just a document someone will scan after they have reviewed
your far more important tools: your work samples, descriptions, and
artist statement.

The Payoff  
The benefits of  producing great promotional tools are enormous. As
you incorporate these tools into your art practice, the clarity and insight
they provide are an important feedback mechanism that will help push
and lead you to develop your next body of  work. Looking dispassion-
ately at your résumé will help you ascertain if  you are challenging your-
self with new opportunities or settling for the same juried show each
year. Comparing your goals to your résumé will help you decide which
new opportunities you should seek out next.

Your ability to thoughtfully discuss the ideas and issues in your work
is a powerful skill. These words become the nucleus of  all written in-
formation about you and your projects. Yes, it is difficult to discover
what to say and write about your work. The more you capture illusive
information through taking notes, keeping a journal, and listening to
yourself  and others, the more ease you will feel expressing yourself
and the fundamentals of  your work. Images of  your art will be your
only reference after the work has been sold, dismantled, or stored
away. They are important records of  your achievement. Your artist
statement and work samples will help you prepare for a studio visit or a
public lecture.

You shouldn’t settle for anything less than the best promotional
tools. The confidence you feel having great work samples and a well-
written artist statement will motivate you to seek out more opportuni-
ties with those people who will help your career—artists, writers,
friends, art dealers, curators, and critics. As you will see, these contacts
and relationships are essential to your career development.
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