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T ABSTRACT C

v From University to the Work World: \

Early Career Histories of Art Ggsdgstes

K]

. . “Joanna Black

The aim of .the research is fd understsndothe early.career

¢

experiences of five art studio majors during the years followisg their
departure from university. After undertaking preliminary resesrcﬁ, five
pa:ticipayis‘were selected on the bases of (1) their articulatsnéss, (2)
their insightfulness about past career experiences,'(3) thelir
willingness to confide in the interviewer, and (4) their divérsity of
experience from one snother. Also, it was A concern that the
1ntervisweeé' memories were still "fresh"” and not of the distant past;
therefote the people selected were all fairly recent graduates hssing
all graduated or left school between 1970 and 1981. A two level
interview process was used In the first unfocused interview the
psrtisjpants led the dialagﬁg and discussed issues they felt were
important. The second interview was focused by the researcher toward
specific topics selected to establish validity and probe key issues
further such as marketing, idealisms and disenchantment. Other data
such as exhibition catalogues, and the researcher's own observational
notes wese.aISO collected; . All the data was then used to compile a
career histdry of each’person. In the analysis the pattern of
transition between university and the work world is identified and
elaborated using evidence drawn frg; iaterviews, The‘analysis reveals

111 /

]



. -
a
“ ¢
R -

that as the interviewees,go through the trapsition process from

university to the work world.andvmake decisions sy’nt a career as a

professional artist their university expectations turn out often to be

1

11lusions. As a result, a shared pattern that thesparticipants

'

. L
experienced. was. focused upon: they all confronted conflicts, struggles,

and disillusionment, The five interviewees views of their university

education related to their transition to the work world reveals issues

and’ suggestions worthy of attention by university art educators and art

education researchers. o ) ) . .
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#1. Professioual Artist: ‘ -

1

A person who creates and exhibits art on a rfgulaf,basis., This
.deflnltloﬁ excludes classifying a P;ofessioqal artist in other terms
s;ch as life style, knowledge acquired, public responsg. The definition
.of the 'professional artist' -- and'alao the definition of *education’

-- used in this thesis are ones directly related to the professional

career‘world. y !
A . , N
fa § * ’
#2 Successful Artist:
. -

A.étofessiqnal artist who has achieved recognition in termé of the art
world, and/of’lﬁ termé of éomm;rcial recognition and monetary sﬂccessf=
This definitidn excludes qthér typical explanations of suécess of ;hich
soﬁe are as follows:‘ first, in terms of artistig productfbn; second, 1in

terms of selling numerous art works; and third in terms of the—quhlity

of the art produced.

o ‘ N - '
#3. Art Graduate: ‘ ST <:—\)

A peﬁg;n who has obtained a M.F.A,, B.F.A. or a B.A, in Visuval Art.

i
»

#4. Business of Art Course:
! , ¢
A course covgring the business side of art, namely how professional

artists méiket themselves; the exhibiting processes artists undergo; the

numerous profeusional relationshipe with key people in the art world;
]

the monetary aspects of a career as a professional artist; and the

application strategies for grants and other assistance.

AN

viiti




#5. Nonstandardized Interview: s ™ /

- -

An interview in which "no prespecified s&t of questions is eﬁployed nor
are questiohs asked in a iggcific orde;. Furtﬁerﬁore, a schéduié i{s not

employed. This gives the Interviewer a great deal of freedom‘to probe

- ]

»

various areas and to raise and test specific hypotheses during the

4

course of the interview (Denzin, 1970, p.126).“p

. .

N

#6, Nonscheduled Standardized Interview:

i

An interview in which "thé”inferviewer works with a list of the

- 4 . .

{nformation required. from each respondent. This form most clearly.

' : 24 .
approximates what has been called the focused interview in which certain

. ] .

’types of information are desired from all respondents but the barticular

Pl

constitute the whole. Evidence 1is structurally corroborative when .

Ay

phrasing of questions and their order is redefined to fit the

characteristics of each respondent (Denzim, 1970, p.125)."

4

Al

#7. Structural Corroboration: 4

A process which Eisner (1979) defines as follows: it is on} "of
gathering data or'information and using it to establish links that

eventhallytcreate a whole that 1is’supported b¥~the bits of evidence that

pleces of evidence-validate eagﬁ‘other (Eisner, 1979, p. 215)." When
v i

one_establishes structural corroboration intrinsic adequacy is enacted.
s L}
v

 J
#8. Intrinsic Adequacy or Internal Validity:

A procedure which is called intrinsic adequacy or internal validity and

which Alexander (1981) states are parallel (p. #2). Denzin defines

9 N

internal validity as making certain that the data providedtby the
ix - '

- . . .

0
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interviewee has not changed as a result of the interview process. - .

Denzin,’ (1970) urites that "when dealing with one case researcheta must

14

be aware of their reactive effects and of changes that are going on as

’

the subject reconstructs his life (p. 241).
7

) X o
#9. The Topical Life History: °

A type of life history in which only omne phase of the subject 8 life is
studied (Denzin, 1970) which {n this study would be the university and

career years of the individual. . - !

#10. Art World: ‘ ' . .
A phrase which refers to not ;nly the artist who pro&uces the artworks
but to the network of individuals in art occupations who gnable the )
artworks to exist. T place particular importance on such igdiVidpals ;8
deélerqﬁ agents, curators, and gallery owners —- people who assipﬁﬁthe
ariist {n displaying his or her work io the p&blic. This'ggﬁiﬁlgiéq‘is
influenced by Howard Becker (1982) who writes: "Art worlds consi;t_of
all the people whose activities are necessary to tie production of the .

characteristic works which that world, and perhaps others ‘as well,

define as art. Members of art worlds coordinate the activities by which
~ et

-

work is produced by referring to a body of conventional understandings -
<& -

embodied in common practice and in frequently used artifacts. The same

-

people often coopérate repeatedly, even routinely, in similar way}:to

produce similar works, so that we can think of an art world. .as an }'
\ ] ¢

establiahed network ‘of gooperative links among participants (p. 34) "

" N ¢
B
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- ' ‘ ' INTRODUCTION

. ) - . )
N RS ' Py ; ” ) .
S T .
¥  Statement of the Problem

’ - The!ﬁ are numerous myths about artists. Meny‘bf them have been
~ prevalent since the early nineteenth century:t for.example, it is often
- -~ Y ‘ '\~ . .
thought that artists are moody, unreliable, unconventional,‘and

~ to :—exseedinglg'promiacuous ~-"1n short, eccentric bohemians; it is a

typical belief- that artists 1live alone, povergyfstricken in a' garret

. - . “ Y

with only money enough to buy art.supplies and alcohol; and it is common’
3 . . s . -
} -
to think of the artist-genius as one who will one day be discovered and

then be rightfully ‘placed in the prestigious art history textbooks

< (Ciptiano, 1977 Freundlich 1975; Getzels and Csikg;entmihalyi, 1976;.
Gouin, 1981; Griff, 1960; Munro, 1958; Pope, 1937). Although somé of. '
these m}ths indicate tfuths, much 1s based on stereotype conceptions

(Getéels and Csikszentmihalyi} 1976; Griff, 196071 In the last few

deeedeg, researchers have found that many of these stereotyped images: of
artists and their lives are incorrect; this- has become evident as a
-

.result of both ieseérching the types of personality traits compon to

successful artists (Getzels and Caikszentmihalyi. 1976; McCall, 1975;
Whiteset, 1974 yilton, 1978), <%nd by résearching the experiences people

. have undergone in becom;ng professional artists (Cipriano, 1977; Getzels
and Csikazentmihalyi 1976; Goodman, 1974; Hendricks, 1973; McCall,

| EERUIEE winaer,. 1981; Witten, 1984). S |

' ‘ ' o Reseerchers have indeed focused attention on the *successful*

'artigt. One fesearchet has made an,idﬁdepth study, inquiring of

N 1

.



- [
uniyersity graduates, who had become successful fine artists, ﬁow they

>

felt the university art programs could be improved (Cipriano, 1977).
Others‘have written detailed, biographica} accounts of successful
artists' past career“struggles (Getzels ard Csikszentmihalyi, 1976;
Winder, 1981). Even though a small numbef'of art students become -
p;ofeséional arti;ts (Baker, 1971; Getzels and Csikszentmihalyl, 1976; g
Griff, 1960), ‘few studies have :;:;::éf tge fg;e art gra&uate who 1is
unsuccessful in becoming a proféssionai artist or who has consciously
rejected a career as a professional artist (Getzels and
Csikszentmihalyi, 1916; Griff, 1960, 1964; Wilton 1578). I have found
no re;earcher has writgsn an in-depth blographical account of Ehese
graduates’ career.strugéles once the sthdeﬁts left- the university. The
gap 1s addressed in this résearch study. ‘

The focﬁs.of this stu@y is on 6btaining an unde;standing of the
experiences of promising s£ﬁdio fine art university graduates in
becoming,lor in trying to become, or in consciou?ly chdbsing not to
"becgge a professional artist during their years at and following
un1Vet§ity. ‘I have interviewed graduat;Q who are (1) successful
artists, (2),0; who are struggling artists, (3) or who have deliberately
reno&ﬁced such a career. The term 'experiences' covers a wide area

- - é

including brofessiona} training, the gradﬁates' career decisions and the
subsequenﬁ‘putcome;’the@r fqglinga and 1ideas when they accept, reject or
are rejected by the art world; and their pefceptions towards thelr |
sélected career as an artist or im another occupat&on from the vadiage
point Jf looking at the past. In summary, the aim of this studf is to
gain an understandiﬁg of studio art graduates’ life expe;iencea at

ctucial points in their early career years, especially that period wheg

- . 2 !



they are at university to when they enter the caréer world.

Y

Assumgtion

v

Five studio art graduates' narrative accounts of'their care?r
experiences are iﬁcluded 1q the thesis. A major goal of these career
histories is to convey to fhe reader, the interviewees' experiences as
.directly as possible. In the accounts the intétviewee's own voice
dominates. ' The presentation of these experiences from this perspective
'1s'a congequence of a key assumption: namel&, that people's own
perspectives of  their .experiences are'extremely 1mg$£;ant (Denzin,
1970). I agree with Becker (1977) who believes Ehatjyhe reseafcher at
'best "emphasizes tﬁe vglue of the person’'s own story. This perspective
"differs from-that-of some other social scientistsuin assigning major .
importance co‘the 1nterbretationskpeople place on gheir experiences as
an explanation of behaviour. To understand why so?eone behaves as he
does you must understand how it looked to him, what he thought he had to

contend with, what alternatives he saw open to him (p. 420)."
Limitation ‘ ﬂ/é?\\ ) |

_In dealing wiFh graduate students who wege asked to discuss their
past éﬁ?lﬁﬁ"fhé’interview, a complication arose. Thg data elicited was
based on memories. A major criticism can be given; people do not always
remember accurately the way reality actually was at the time it was

<

&
experienced. This is a limitation of the research. A documentation

could not be acquired of the interviewees' feelingé and ideas concerning

Cid

their experiences at the time they occurred. Raéher, a documentation of
tp? interviewee's perceptions was acquired at the time the interviews .
occurred. Fqs}hermore, it is understood that memories change as new

experiences 'shed light' on and consequently alter one's understanding

R e



K
<9 N

of old experiences. .This is, however, an advantage for the people

in erva;ed, because it enables them to speak with hindsight.

Personal Motivation for the Research

Personal experiences impelled me to choose the thesis topic. After
having entered an Ontarjo university in an undergraduate program, after

having studied intensely for four years in Visual Arts, and after having

finally‘graduated'l was unprepared when entering the work force. 1

graduating without having received any career.preparation whatsoever.

@

asked myself numerous questions. .What career do I want? How do I enter-
the art world? If I want to become an artist how do I proceed? What -
does becoming an artist entail? I felt that during my years as a

student these issues were dealt witﬁ)extremely inadequately. I ended up

Aftét ﬁniversity it was painful facing these 1ssyés alohe, isolated and
unprep;red. For myself, Betty Chamberlain's (1974) insightful comment
about grt students was applicable: what happens “afteﬁ college? --
astonishment!"”  (p. 45).

One of the reasons for undertaking -the research was to explqrg and
understand experiences other people have had who had graduated from a
studio fine arts program. I wanted to compare other people's

<

experiences with my own. One supposition was very strong: 1 believed
o . L

that in the case of art studio students, facing a crisis when graduating

and upon entering the work force was a'common dilemma and not isolate@aﬁ/ -

to myself alone.

-

When I had begun the art education research for my thesis, I
reflected on this situation I had experienced as an art student. T felt

impelled . to research the. subject of professional training at the

o

. university level. Two preliminary studies have since been completed.

4 X
-




In the fall of 1984, I undertook the first study: I compiled data from

a questionnairé thch was answered by Concordia art students. The
\purpose of this study was to find out whether art'students wanted a
'business of art' cOurse‘atlthe university level and it was found that
927 felt a definite need. Furthermore, 76X said the; would certainly
take a course if it was offered. In the winﬁer of 1955, I completed the
second study. I interviewed six B.F.A. art graduates using é‘
semi-attuctufed in-depth interview style. I asked them ques;ions about
their university professional trainihg and careers. The results of this
study indicated firstly, that the students felt professional training to
be inadequate at the university level; and/;econdly, the§ felt a
definite need for a ‘'business of art' course in their B.F.A: program,

As a resplt of these interviews the ethnographic data collection methoés
and interview strategies as well as methods for writiné life histories
were devezyped. Furthefmore, as a result of the two pilot studies, I
developed an interest in acquiring an understanding of studio B.F.A. art

graduates ' experiences during university and their ensuing careers.

Significance of the Research for Art Education

There are several reasons for undertaking this research. First, as

a result of reading the written lifé histories, it is hoped the research
will reveal to educators, art students, and graduates some of the types
of [experiences Canadian art graduates have had in their studio art

iversity programs and in the wark force. Second, for art students, of
whom many do;not know what it is like to become a profesfional artist,
andtof vhom many will probably be facing similar career ecisions, this
research may be beneficial to students as a preparatory igformational

service to help them engage in the issues as they affect their lives

5 -
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(Brodsky, 1977; Chamberlain, 1976; Fingleton, 1982; Goodman, 1974, 1975,
1976, 1981; Sgouros, 1978; Whiteiel, 1977, 1979). And third, the life

histories may provide other researchers with data with which to work

(Degge, 1?75);

s
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CHAPTER 2

LN - ' i
2

REVIEW OF THE LITERATURE S

4 i
It is necessary, in order to obtain a eomprehensive understanding

of previous research undertaken to cover two main areas: first, the
univetsiiy studio art institutions' programs in terms of professional
training; and second, the artists in terms of their professional

. /
‘ 'careerﬂ N

Schoolsland their Programs ' . //<

B

 The Education Commission of the States (1986) wrote twenty-two

recommendations for the improvement of’undergraduate education, and it
was suggested that research be conducted in order to "find out what ///

alumn! and former students think about their undergraduate experiepé;s."

) /
Taylor (1982) interviewed twenty-four professional artists abousztheir‘

secondary education experiences and it was found that they wé;é very
‘negative believing that the 1nst%putions had failed to mee;/iheir needs.
The artists felt a lack of profe;sional support, although Ehey mgntioned
a few nurtu;ing teachers. Cipriano (1957) interv;eweg/fifieen artists
and found that th;y believed the university did ligt{e to prepare them
for the professional art world; however, 1% was péted thagltﬁe teacher
was an important influence who fostered profesg;onal attitudes and
served as a role model, . .
Freundlich (1975) praises the unive%;ity environment. He believes

: it is excellent for it (a) has uume:oﬁs qualified, knowledge;ble'

: o tedchers; (b) provides a nurturing ;nvironment; and (c) stimulates the .

7



growth and development of students. He does not mention the lack of

professional preparation students receive in art programs. Goodman
(1974, 1975,.1976, 1981) believes artists must teach themselves how to
bécome established in the art world. Evan ;nd McCloskey (1973), though,
believe there is a definite need for career training in academic
8chools. Unlversities, théy think, need to change. ,
Manf other writers have applied information agout the art student
or the arcist's struggles in becoming é prqfessionai to art education.
The Education Commission of the States (1986) notes that students'
concaﬁp for employment hés Tesulted in a narrow specig}ization and
consequently, it apvocates tra?ning in cultural heritage; critical
thinking, intérpersonal ski1lls and developing the student's sense of
social responsibility. Brodsky (1977) thinks "colleges and universities
- have a moral obligation not to 1eaq students down th? gardéé path by 9
giving them four‘intensive years of liberal arts,eéﬂéation and no way to
survive after graduation. A liberal arts education/should offer a mneans
for students to develop some sort of professionali/m as well as give
them inner resources” (p: 16).° Bfodsk} sees a defgnite'need for a
busiqess of arts course in the schgol curriculum: Cipriano (1977{
writes thqt art "programs cannot profess to train or educate arti&ta
Qiﬁhout fully exposing its students to all the facets of the art world

4

or art scene" (p. 169), hence he advocates students' exposure to both,

L.

3
the art market and the current art trends.

e

Chamberlain (1974) believes graduate art students are

1

insufficiently trained due to (&) a lack of communication pbetween

schools and students about the work world; (bi hostile att%tudes of art
fa:plty towards students' need to 'make bread’'; (c) career placement

8 |
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The Artist \\

~

officers who are not knowledgeaﬁle in the Visual Art field; and (d)

professors who are not knowledgeable about the art world. It 1" the
' v

responsibility of art teachers and art departments to teach about

«

.
' -

gallery practices, she asserts.

Goodman (1974) notices the difference between medicine and art
education, writing that "business practices are not studied system-
atically by_Eptists as they are studied by students in every major
medical and dental school in this country” (p: 20). Adams and Kowalski
(1980) compiled results from a questionnaire given to sixty-four art
students about professionalism and as a result of the re;éarcﬁ they
strongly suggest that universities develop cooperative programs
involving education and 'on-the;job' work experiences. Moreover they
advocate that art students would benefit frgh professional artistic
experience in the work force while they are gtil] axtendingnschool:

"The part of career education that develops saleable skills obviously

could have helped students” (p. 14). ‘ .

y
b e

The artist, 1s the key figure in this-review.' There are few®

studies written about unsuccessful artists; however, I did obtain a

descripiive failure story. Edinborough (1977) described the once

successful porfrait painter, John Leach, wha gave up His caréer because
of his intense dislike of the business side of art. Says Leach, "It {is
a difficult business, so much anxiety and torment,‘so much ‘socializing
and drinking to make myself known and sought after.” Edinborough adds,
“And bustling f;r portraits was not only foreign to his nature, but it
had a terrible effect on the portraits (p. 30)."

9



Researchers note the ‘tension between business and art within ’
artists themselves. Sgouros (1978)‘advocates that "strange as it ;ay
seem, the artist can join the commercigl world without any sacrifice in
integrity" (p. 104). Griff (1960), however, notes that many artists
suffer a personal.identity crisis when they choose a career in graphic
art. Goodman (1974) who also recognizes this dilemma, observes that °
.many_arg}sts find business distasteful and disturbing. But later,
Goodman (1976) revises this as a more radical idea that every
professiona%ﬂartist is a businessman.

*  Becker (1960) relates a change of career to a change in self
identity. Getzels and Csikszentmihalyi (1976) also note the importance
of an occupation 1n shaping a peréon's self—image; "To become
established in an occupation means far m;re than working to make a
,1iving ... One's occupation is not only a source of incoqe:‘it is a .
definition of who one is" (p. 186). They found that the identity of art
graduates was still that of being a fine artist wheﬁ they had chosen
another career. Griff (1960, 1964) examined the identity crisis of five,
art students who had chosen careers in commercial art and he creatgg
1h£ee categories to identify the way in which they were able to cope
with their occupations: (a) the "traditional-role artist” is a
commercial artist who still identifies with the image of the fine
artist; (b) the "commercial-role artist” i{s a commercial artist who
completely Wejects the role of the fine artist; and (é) the
compromise-role artist‘is a commercial artist who 'identifies with
various. aspects of both the commercial and fine artists' roles. Griff
believes that most commercial artists can be c;tegorized as a

AN
traditional role artist.
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Hi1l (1980) comparéd the perﬁonality characteristics of cogmercial !
and fine artists and he concluded-that commercial artists tended to be
" less intelligent, emotionally stable, humble, conscientious, shy,
practical, conservative! and group~dependent, than the fine artists who
tended to be more intelligent, affected by feelings, assertive, -~
expedient, venturesome, imaginative, experimenting tnd self;sufficiett.x
Fat researchers'deai directly with the question, what happens when
artfsta refuse to learn the business aspects of art? 'G;odman (1974) / ‘.,
believes that'they will (a) never become proferional artists; (b)
remain unknown as a consequence; and (c) probably become bitter and
-diailltsioned because their works were not acknowledged by soclety.
Goodman (1975) also addresses idealistic, dreamer artists. He
»belie;es these artists do not have to promaote themselves but people wiil

—— ’

discover ;;’ir genius on their own:

3

Someliow the notlon has been widely disseminated that our
leading contemporary artists were all “discovered' more or
less accidently, by wealthy patrona, powerful art dealers, and
prestigious crities. I call this illusion the Star-Is-Born

s 'Syndrome, after the unknown actress who catapults into
super-star status overnight, because she was discovered at her
.waitressing job on Sunsgét Boulevard. There have been cases

a where just such miraculous events did occur, but these are
' rare to say the least (p. 20). .

There i8 also another artistic myth, that artists automaticaliy "learn
< the ropes” of the art market. ‘Getzels and Csikszentmihalyi (i976) '
. believe that art students-usually learn art marketing on their own
initiative. Winder (1981) found after interviewing thirty professional
' art;sts’that few of them knew, when théy.first graduated ftom art - '
school, about the ways in whi&h to gecome professioqg} artists. They
lacked role models, did not knéw‘what an artist's 1life entails, and knew -

little of the ways in which the art market functioms. Brodaky supports

' / ) 11
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Winder 's view: "I have’peard people say that artists automatically
- . .

learn how to survive in the work, but-I don't believe this" (Brodsky,

1977, p. 18). -

Baker (1971), Brodsky (1977), Buchanan (1983), Cipriano (1977),

'/,_4

Fingl&Egg (1982), Gillespie (1976), Goodman (1974, 1975, 1976, 1981),
]
Sgouros*ff978), Whitesel (1977), Wolf (1979) explicitly state that
| 3
artists must acquire knowledge about promoting their works in the art

world. The advice expléining how to promote ar£ varies.
Goodman™ (1975) advocates that new artists should promote their own
art themselves when they first become involved in the art worlgl. Oncé

they have become established and have developed a clientele they can

épproach a dealer. Tarrant (1977) and Wolff (1979), however, believe

ghat an .artist's wisest first step is to acquire a dealer. The

diversity of .opinion indicates that either not enough research hag been

. L] €
done iIn this area or that there are several routes people can take to

bquhe a part of the art world,

Buchanan (1983), Burnham (1982), Cipéiano (1977), Getzels and
Csikszentmihalyi'(1?76), Griff (1960), Mollenhauer:(1982) have commgnted
on the low income of artists. Gouin (1981) provides statistics:
“artists it is found earn between $3,254 and $5,826 per year from their
work wﬂbreas Ehe artists"expenses inc}uding production, promotion and
marketing are betweeé $6,135 and $7,096" (p. 2). GIh examining graduates
of both genders both Cipriano (1977) and Grif£“(1960)vnote that, as a
result of economic reaaods'they find that graduates parents will be
supportive if their children are serlously‘intgrested in art when they
are yddng b;t become negative if adolescents retain a serious career

t

interest in the field: '

12 : . e




\ CHAPTER THREE : .

RESEARCH METHODOLOGY

Methodological Rationale ’ ’ “\l,,/)/)7‘

- This study was conaueted following the methods ofrlife his;orj

research. The data collection techniques used were interviewing, .
s written personal observétions, and published written réferences on the,

interviewees. My intention was to seek an‘ﬁnderstanding of human

w

experiences which are based on accounts of art graduates' petceptiong;of )

o

their pa;t experiences, Eisner (1981) writes: "Artistic approaches to
. research focus less on behaviour than on the experience the ipdividuals
are having and the meéning their actiofis have for otherg... Thus major

focuses in artistic approaches .to. research are the gganings and

v ¥ -

experiences of the people who funection in the cultural web one gtudies."

The artistic, or in other words, qualitative methods allowed me to

)

research people's perceptions ofggﬁeir past experiences. .

.

Selection of the Life Histor§ Method o o °

One of the main objectives of this study 1s_ to obtain a detailed
\ ~ ' -

o understanding of studio art graduates' experiences at a particular

period of their life from their point of view. To achieve this gbal I

e have chosen the life history methodology. Bogdan' and Biklen (1982)
write: “When the interest is to capture one perébn's interpretation 6f-
. ~_ : .

his or her life, the study is called a 'life history'" (p. 3). "The

[y

1ife history method is excellént to employ in order to acquire a
< M

biographical account of the ideasd, feelings, and experiences of "o
x . .

< 9

4 Yo o e
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_ , . o ;
s " individuals from their-perspective"” {Bogdan and Bikj.e?f: 199,:2; Denzin,

1970; Langhess ard Frank, 1981).

The life histc;ry me&xhod is suitable for scrutinizing career S, '
. . A L.
development:

' o I "L
y ffrs}-pergon life histories collected through:'case at‘udi'
intérviewing are usually directed at using the person as a
vehicle to understind basic aspects of human behaviour or
existing institutions rather than history. Hence the concept 1
of 'career' is often used to organize data collection-and
presentation. Career refers to the various positions, stages,
. and ways of thinking people pass through in the’course of
their lives (Hughes, 1934). *Sdclological 11fe histories often
. .. &ry to construct subjects' careers emphasizing the role of
[ T ’ organizations, crucial events, and significant others in

G

Y

. ghaping subject's evolving definitiona of self and their ‘.
£ .perspectives on life. (Bogdan and Biklen, 1982, p. 1) . '
/
./_ . . - N " ° )
. The Written Accounts of the Life Histories

In writing the life histories I.partially followed the steiaa Denzin

[y

outlines (1970, ps. 253-254 see Appendix A for complete derivatiom):’

'What is ;ei‘med the 'topical" 1ife history 1 have, written on each of the

interviewees selected, focusing specifically on their ,care-er history,

N -

“ pfofgssiohal trafning, and,educa.‘ti.onal experiences. I have written in

}t‘hat used by Robert Coles in such books as Children of Crisis, and Studs

<

. \Chapter Four accounts of the interviewee's, lives'in a style similar to.
. (\~

Terkel in Working. They have served as my models of a style of writing
' that is clear, interesting, and personal, ua'ing the interviewees' voices

J \J

frrequently and effectively. I have follo‘.aed Cole’'s precedent by not
3 .

& .
o
A .
e
: ]
-
s

indénting quotes of the.interviewees .in Chapter Four,

~

When w;:iting these narratives, I did not follow the. chgonology of

3
3

°

. . \ the interview{f, ‘but changed the sequence of paragraphs and sedtences
%’ S _’ often,iand deleted extraneous dialpgue in order to make the reading flow

bet"ter, and most_impo;:tan't:ly, to brgsent what I found to be the ‘most

P
5
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* rsaders will thus obtain a sense of the interviewees'

ww N "

»

significant payt of the material. I-have tried to write a narrative

that is auepinct descriptive and which is ‘an overview. The only other

main aﬁberatiou was in changing some grammatical structures if the”"

pagticipants had used incomplete sentences in their dialogue which so «

oftert occurs in conversations. I share with Coles a strong desire to

convey to readg¥s as directly and poignantly as possible the

1ndi¢1dua;'s life situation, decisions, and ideas.

the readers a better understanding of the central issue:

I hope it will give
the igsue of

the professional experlences of studio art, university graduates and the

~t

struggles that they. hdd to confromt.
I have tried to remain as true to the speaking mannér of the

interviewees as possible. I have attempted to reveal not‘only what the

Sy

people say, but how fhey say it. The rﬁythm they use' I have tried to

keep intact by being careful of the punctuation. When for exemple; a
period replaces a dash thete is an incredible shift in:.meaning.

Furtﬁermore, I have tried to keep intact the way a person speaks; one
‘.person 's rambling dialogue is as“huch a part of them as anothei person's

short, terse, perfunctggy way of conversing.

It 18 hoped that ‘the

personalities.

‘Furthermore, profanities and slang are -left dncensered in.order to keep’
. . ‘

tothe apirit of what_éhe participants-are, saying. -
Names ada’iécations and sometimes specific facts have been

dfsguised in respect for the p%ivacy of 1nterv1ewees and those persbdns

-

[ B
thev have discussed. I have used pseudonyms for all the interviewees:

<

Kram and-Lily chose their fictitious names and I chose the names

William, Sylvia and Roslind. ‘For this research it is not important to

. \\ei\\,obigin specific facts about such aspects as the names of participants

‘15
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*  and professors or the exact location where they studied. It is

4important, though, for the interviewees' experiences and insights which
. \ they so generously shared, to be communicatéd to: the readers.
In writing these narratives, in Chapter Four I use my own voice to .
‘both tie the information. together and to summarizg key points. When the
A

interviewees discuss their emotions, ideas and experiences, I have tried

as much asﬂpossible to quote their exact words. I have to admit that as

7

a researcher I have not pretended to be totally objective. w1tﬁ some
interviewees E had a rapport which was stronger than with others. This
may be evident in the readings; howe§e%, as much as possible I have
tried not to let my own feeiings occlude what the interviewees had to
say. ;

. As has been mentioned previously, in this 1life hiastory section I
have attempted to present an overview to the éeader; Approximatély
one-quarter to one—f%fth of the materiél gathered from the interviews

" has been used to write the life histories. Consequently, in the'

. .,. analysis, I have used some data that one will not read in the life
W ? !

history section. Thus the new data which is excluded in the life
S .
history chapter I have made certain to quote in itas full context in the

L
analysis.

Description of the Fieldwork

Langnéss and Frank (1981) write: "One of the recurring flaws in

b

existing life histories is the fallure to discuss the fleldwork out of

v

which they emerged” (p. 32). By addressing this issue in the following

pages, I hope to avoid this flaw.

I selected as interviewees five Canadian former university stu&io

16 -
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2
art students, Two people had a masters of fine. arts (H.F.A.);,twg :

-

people had a bachelor of fine arts (B.F.A), and one person was a few

courses short of a B.F.A.. I foq?d these people by'asking s;x |
uaiversity professors who teach studio art coufses to recomﬁgnd students
who h;d shown promise during their un;vefsiéy years of succeeding after
graduation as professioqfl artigts. A few problems were epcountered ;t
this stage. I begail my ;;éeatch in Juiy of 1986 which was not the best
of times to start. First, I visited art departments to make '
appointments with professors 6u1y~t6 find out that all but one of the
full-time professéra were on vacation‘and the one professor thgt was
th;re was'leaving the follow}ng week so we were not able to schedule an
appointment until a much later date., Second, I was fold that the
professors teaching summer school were part-time teachers who had not

while.

been teaching for very long, and consequently would have a difficult
time recommending people who had been in the work force f

At the time that I had finally contacted a few ‘professors (by
L]

leaving messages in their mailboxes, by phoning them, og_by waiting a
month and a half until they returned) a few more problems had artsen.
Some professors had understandably 'lost trackﬂ@of the outstanding

students' current location., When I tried to find the students’ -

addresses and telephone numbers at the university administtation offices

>

I was refused access to personal data. Consequently I had to find them
by contacting the former students' gallery (if the& had ohe), or by

using the phone book which was extremely difficult especially.for people
who had eithe£ relécatgd to otéer parts of the country or who had names
like Sm;th. A further difficulty presented itself when I talked to the

o™

professors for I found that many of them had only remained in contact

17
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-

with their former students who have since become professional artists.

I had, however, wanted to interview some people who had decided to leave

t

the art professfon. I finally spoke to one professor who recommended
sthdents who had chosen careers etﬁer than that of being an artiét.

¥érhaps one explanation of this phenomenon is that professors usually

’

keep in contact with former students whe have become artists because
L Y ) )
they are only interested in people who have chosén this as a career.

Another exﬁlanation could be tPat stuaedts who are interested in
becoming artists will keeb in contact with professors they like. A
further,explanation is that the art community 18 close-knit and
consequently, students’ and profesaors can easily keep in touch through
going to openings, participating in gallery showings and being inVolved ’
in. the numerous ert eveqts. ' . /,// K4 |
Originally I had intended to interview onlylstudente who hai
received-their élf.A., but I found that many .professors had difficulty

recommending outstanding B,F.A. students because all the exceptional

ones, they ‘said, went on to do a M.F.A., Hence I changed my strategy and
included M.F.A. students in the study.
The criteria used in selecting interviewees were that the graduates

1

are articulate are willing to confide in the researchet, posseas

self-understanﬂing and sensitivity towards their past life experiences.

I chose people who had graduated from university between'1970,end 1981,

which meant they had some’ time in the work force, and they also had

‘fresh' memories of school. 1 wanted -an interesting variety of people

who have had different experiences, made different career decisions and

had different attitudes towards their career experiences from eac?

other. For this study I decided that at least one person interviewed

[y
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would be currently 4 professiongl artist and at least one person would

have.chosen another profession. Moreover, I planned that at least one
male a;d one female were chosen as participants in order to prevent the
group being comprised of‘one gender. On these bases, from the initial
thirteen people I interviewed, I chose five. The five people were

selected after the first interview.

Ethnographic research strategles were used for gathering the data

-- especially for the interview methodology. I used two interview
s,
3

strategies, I followed Bégdan and Biklen's (1982) advice: "different
types of interviews can be éﬁployed at different stages of the same
study. At the beginning of the pFoject, for example, it might be
important to use the more free-flowing exploratory interview because
your purpose at that point is to get a general underitanding'of a range
of perspectives on a topic. After the investigatory work has been done,
you may want to structurqainterviews more in.oraer to get comparable
data atroas a larger sample or‘to focus on particular topics that
emerged during the preliminary Interviews (p. 136)." For the first
interview section I asked the interviewees to discuss their lives from
their years in &niversity to their present career position. These were
unfocused interviews (what Denzin terms 'nonstandardized interviews'). '
I asked questions based on what the interviewee answered and was led by
the interviewee's focal points in the discussion. I’noted.these points
Fr e
of attention., For the second interview I directed the interview by
asking more specific questions. I did this for twﬁ reasons: first, in
order to establish validity (pre&lous answers were checked), and

A

second, in order to develop patterns shared by the intervieweés. A set

of more specific categories of questions is in Appendix B. The number

¢
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of interviews per person varied depending on whether the appropriate

data was obtained in a shorter or longer period of time. At the

minim;;t two interviews -- the first unfocused and the second focused == '
were compiled., At the maximum I had three interviews with a

participant. The interview sessions lasted anywhere from half an hour

to four hours, and the average session lasted about one and a half

hours.

In the first, unfocused interview sessi&ns I encountered some
difficulties."Some interviewees did not like my passive approach and au’
a result the interview was'awkward. Rather than letting this.
awkwardness continue I played a more active role in the interview., I
found that although I tried to Ief the interviewee lead the intervie%,
if they did not want to do so, I did not force themi ~The way in which I
directed it was to ask questions éo that they would recount their career
history in a chronological manner. Fothexample, at the beginning of the
interview I asked the interviewées to start by recounting their
experiences in the first year of university. If they stopped the
convqrsation and anticipated another question I would often say, "And
what happened next?” When the intervieweea left out a noticeable part
of their life I would lead Lhe interview by specifically asking what had
happened to them at the ti&e they did not mention. For instance, in the
intefview I had had with Isabel she did not ﬁgntion.what had happened to
her during the two years after she had graduated, so I asked her
spécific questions coacerning this period. ‘Sometimes I felt a need to
§sk questions when the 1n?erv£ewees made ambiguoug comments. For
example, Roslind said, "When I was with a parallel gallery I was working

out 2 lot of feminine issues.” She proceeded to change the topic and I

20
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then directed her back to that issue by asking, "What kind of feminine
™

issues?”

13

1
To establish validity I used a few qualitative research techniques.

Data was acquired from various soutceq:’ mainly from fnterviews, and
some secondary sources were newspaper and magazine accounts, exhibition
catalogues, looking at the participants' artwork and writing my own
personal noteé about the interviews I had conducted and about the
interviewees. These vati;us sources aided In achieving the goal of ;
intrinsic adequacy using structural corroboration (Alexander, 1981;
Eisner, 1979). Also, when interviewing people during the(first
unfocused interview, I attempted to use a mirroring. technique, so that I
would not direct the conversation. For examplef the interviewee may
say, "I'did not like {t.” I mirrored by responding, "So, you did not
4 1like it?" The mirroring technique ensures that the interviewee directs
the type of information offered. I had some problems, howgyer. An
examplé of a personal note that I had written abokt the problems
encountered in 1nter€1ewing is quoted below: - 0

In Lily's and Roslind's interview I did less directing and

more sitting back, listening, and mirroring than with the

other interviews. The participants expect me to lead them on
the whole, They have an idea (I suppose) of what a
traditional interview is like, and so rather than leading the
conversation, they want me to direct them by asking leading
questions. Consequently, I feel in"a position in which I
cannot mirror adequately. I find that {f I only use the
mirroring technique in an interview, I look like an absolute
idiot. Mirroring constantly makes me feel (1) uncomfortable;
and (2) I find the interviewees also begin to feel
uncomfortable, and they begin to ask me questions about my
opinions., They want a response. (August 22, 1986)

I established further validity, by double checking, especially during
the second {nterview, taping the interviews, ;s well as having the
interviewees read and verify the transcripts.

21
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In writing the analysis I followed very simple procedures, ‘First I

examined thé transcripts and found themes. Second, I divided the
material in the transcripts into the theme categories I had selected, I
then wrote a preliminary analysis draft in which I discussed the themes
selected fn relation to two broad categories which atfe the university
aﬁd.the art world.

After a critical review of the analysis I reorganized the .themes
under a new category: namely the pattern of the experience of
transition the five p;rtipipaqts shared. I used—the transcripts to
formulate both the commonalgtiés and variations of described experiences
whiéh*relate to the idea of transition. The themes chosen are ones
which "fly up like sparks” when I read the transcripts. Barritt et al.
(1983, p.- 9"0) write, "The goal of the analysis is to find common éhemea
in the written descriptions and to find language that gaptures these

themes."” This is what I attempted to achieve in Chapter V. In Chapter
VI I discussed educational issues which a¥ose in my thesis, 1 expressed
my own personal thoughts about some educational issues, and I offered

suggestions for Art Educators. My research findings in this Chapter are

coanected to Art Educational 1sshes.

@




- &

. X
P _ _CHAPTER FOUR

CAREER HISTORIES

Looking Ahead: Lily

.
-~ . e Q

“My aunts and uncles think I'm cute. Now and then they drop in on
" me to see that my mental health is okay. They come in and they look °
arournd and they sit down and fhey want to know, and show and tell'won't

work. They (ask), 'Are you sure you're okay?' They are concerned.

~

They think that I live in a very bad environment. My sisters approve of

. me because I make really qonderful Christmas presents for their B
children. That's as far as they're concerned.\\Bécause,I'm oad, they
treaé-me differently, which is okay because I'm unusual. When you go
out with your family they look at you wonde??hg 1f you reqembér how to
use a knife and fork, And sometimes you don't remember, but you/can
always get fo;d into your mouth."”

My perception of Lily is that she likes toabe considered an
'eccentric artist'. She regards herself as being somewhat irrational,
d}fferent,'an anomaly. In fact, she belleves tﬂat most artists are
unusual: ."One of theAthings that strikes you is that these guys are
weird. They are no;rnormal. They are not people in business suits. °
They are like an outlaw and not someone who has to adhere to the world,
(but) someone who has to break a lot of the rhles." During the winter
Lily walked around the streets wearing strange, brightly coloured
hanﬁnade knitted haks, and dutingyany season one could see her’wearing

boldly designed, bright and colourful, 'loud' clothes that make her
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stand out very markedly in any crowd. She skid, “"People on the ;tteqt
tell me, 'Nice clothés!‘ Most ofhghe time I find myself ;retty boring
although‘I realize that I am a Central Street eccentric. Like, about a
ponth ago, everywhere I went, to stores and stuff to pick up lunch,
they 'd say, 'Almost hat #eason, aye?' Yes, I'm known' to be weird. Yes,
1'm a nut, I asked the director of the gallery the other day, 'l bet
you wear your tie when you paint, don't you?' He always wears ; suit
and tie. It came out that what a drag it was to péﬁnt ; portrait
because'you had to put clothes on. He said, 'You paint without clothes
on? ' I thought everybody did that because you get up in the morning and
you don't gress to go to work because 1£ is just in'the other room."

Lily pays special attention to clothing -- or not clothing -- her
body for specific reasons: what she wears is a symbol of rebellion, it
creates a;tentio;, and it makes her feel special. She explains: - "I've
al;éys had a ,terror and respect for authggityrthat 1 can't seem to get
away from. A gi;ling of inferiority and trying to do it playing their
game and doing it thelir way aé best as I can except wﬁen it comes to
fashion. Why do I wear all these damn hats? I doni&'knod. (In school)
1 managed to become a star, which is nice. 1It's where I like to be.
That 's why we do all this. To get all the attention and make everybody
go 'ooo' and 'awh'. That's why these pants (I'm wearing) are no solid
colour (but) all these stupld little details."”

Lily always wanted to feel speciali "1 was seven when I realized
that I wasn't normal. .I~figured that I couldn’'t have a regular f;nily
and be a regular person, I kind of stuck to that although you don't
wan? to make those decisions when you are a little kid.ﬂ I alwvays felt
weird and ostracized and all those bad things, but that makes you

< ¢
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special too if you pyt a little work into it."” She did work at it. At
high school, college and university Lily was popular: She felt 1like ;
‘star’: -7I'm well known among my friends. I noticed at university,
when I was there -~ this has to do with the star thing —- that many more
people knew me than I knew them. Like many more people knew my name (Iu
didn't know their name) which freaked me out. (I would think),{'Do I
know you?' That's‘pretty strange. I guess whgg I was doing was unusual
in the university.” ' People would visit Lily at her school studio~to
talk, gossip and ask her for feedback about their artworks. Lily likes
attention and believes that this 1s of utmost importance to furthe£ her
career. "You could be the best painter in the world, but 1fvyou kept
your art in your apartment nobody would ever know. ‘Atteption is°’
important because if you are showing in Kingston maybe twenty-five
peogle will see your stuff, maybe there 1s an article in the paper, and ‘
another twenty-five people go by word-of:mouth. Maybe altoge;her a
hundred people g; to see your show. If you are really géod, the more
people who see your (work) the more attention you get, and hence your
work will be sold and put into permanent collections and all kinds of

s

things -- if you are good. Attention is an important (aspect).”* Being
a star, being thought eccentric, rebellious, living strangely is all
part of what Lily éalls "the artistic mystique': “We all have to be
weird and live -on tge bad side of town and wear berets.and dress weird

and (be) bohemian."

Professional artists, Lily believes, are usually good at making

o att,'ppssess self-confidence and a high sense of morality, are very

disciplined, committed, (é;eresting, are ablé to cope with isolation and
loneliness and are able to.conteﬁt with a life of sacrifice and

25



|
- &

- The sky was bright blue and

struggle. Much of what éh; believes to be situations or charact;riatics
of professional artists also relgte to herself: "(At;ia:;) don't have
to play‘by the Fggularfrules. l?here syould be a really strong'is}ality
there., I have g; morality, not based om God or man but on making the
good art. So, because there is this aesthetic that you have to adhere
to, (artists) are good, better, mofe interesting. They make aesthetic
decisions on their own between good and bad,"Thié extends in?o lifg.
You dpn't fave the same kind of relationshig‘rulés as other'people‘have
or what society ‘'puts' on it. I think you should try as hard as you can
to be in a position where you are only responsible for yourself because
you can really screw up! (Have) ;obody dependin{ on you, Oéten, when
things are going very well and there 1is another p;;iun\}ﬁvo;ved you_,,
don 't do much work, but thé work you do you don't notice pntil‘suddenly
they' re gone.. You use them as fertilizer. You are doing good work now
which 1s hgrd on the people around you: You don't get along with
people./ You need a lot of tfﬁe to yourself. Most people want a lot of
tﬁme with each other. Well, I'Ye lost people whom I wanted to keep
around. It 's been a choice between him or 'it' and 'it' usually wins in
the end.” »

“This hasn't Pappened this year; it happened last year. I wa;\\
walking home down Frank Street which was beautiful: huge trees, big ol
houses gith Victorian‘gingegxtead, and it's all painted different colours,

E;;\(rees were orange and there was this b%g
balloon with a *‘basket and a person in it way up in the distance and I
thought, 'Normal people go out for walks on fall days. I'm going homf
to paint. ' It was beautiful. The weather was beautiful for the next
coupie of weeks and I was home with no ;indows and I was workiné hard,
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‘éﬂgthat's a sacrifice. Normal people don't have a job and then go home

and work for twelve ﬁours.”
s

“You have to protect the time because there i{s a lot of time that
you sit around not paintinél It takes a lot of being alone adq a lot of
work. You have to think of it a lot although I don't know that I do
because it surprises me when I do think about it -~ but then I don't
know that I think about anything else. I think 1t may take disc¢ipline.
You have to recommit yourself constagtly.” Lily has thought to herself,

"Yes this i{s whit I am, {an artist). I have no chance anywﬁere“else.”

She said, "You'reﬁgoing to do it or yoh are going to waste your whole’

v S~

7 1life. That's ;hg alternative. It makes it easy.”
In choosiﬁg to béjan artist Lily.has éacrfficed fiscal.secutity.
\ At one time\;he earned three hundred and forty dollars a month of ui?ch
;f two hundred and thirty was spent on rent. Seven-"hundred dnd“twent§ is
;!Pat she preséntly earns per month -- she is faring financially bett;r'

now. she still is in a 'tight' financilal gitu;tion, but.Lily remarks,
"I don't think because I don't have-the money that I should change my )
goal. The goal would be the same. Most everybody is mercenary. We all
have jobs so that we can pay the rent and stuff. That's normgl, but t6 '
spend all youf free time that you'v; earned doing something that you ”
don't get any money from or a;y credit - it 1s a weird thiﬁg for people
to do and most people don't do it. I don't know if making a lot ‘of
money puts an end to struggles at all, ihere are many new struggles
then, The financial struggle is not the big one."

g : o There are maﬁy struggles Lily has discussed. She says tHat ° -

”

deciding what to paint is a trauma, that making good artwork is a

‘struggle. She questions her career.sitdation, questibnd whether 1t:is
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<:::aneed worthwhile to be an'artist. Sometimes she haé’aaked heréelf, "Am

¢ 4

1 wasting my time{ Do I really have tq;get up and paint tpday?" None
of these struggles, though{ are what she calls 'the‘big one,"which is
"getting rich.anq famous.” She said ‘it is "geéting the right people's

.attention. How much is enough? How much'do I want? How much is going

E]

to sa}isfy me? I used ﬁo think that I just need one person to think I'm

wonderful. That's not néarly enough. I just need to have a show, to

- . - . * 3

get a grant, but'fhat's/not enough because nothing happens. You have a

] »

show and you get a few obscene phone calls- for a week or two.

Lily .has been 1nvolved with art since her childhood At college

~ .

o
her‘focusxwas on art; she received a B.F.A. “Of university she comments: ’
e %

"I was really surprised (at) how many people are (atudying fine art)
because there. are so few artists in the world compared to art students.
Before‘f’went, I had no idea what it was going to be like. it was a lot

of hard work, it was a good time, and "it was a hard time." .

'

"My first year (in university) had a lot to do with a painful
unlearning of what I had learned in secondary school becauae apparently

we were studying with bigger and more ‘famous teachers, It was hard, it
was emotipnally hard.” As a result of being gens@ti&e to her teachers'

1

prefergnces_in'ait, iily felt tne need to conform. She recalls her

.experience in school: "All through high school I was a baby surrealist.
Evergtﬁing had to be subcnnscions. ;'gqf into secondary school and even
in my screening, wnen I went into the 1ntern1ew, they shi@,' Do you like

Dali? ' One of the teachers,said, 'You'll get over it.' I thought, 'Oh,

-
°

no. Surfgalinm just wasn't considened an art form when I was in

- 2

school.” Then Lily went.to a nnivetsity in which the professors favored

abstract art. She liked painting traditionally but changed her style to
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suit their tastes and she noticed that.students who produced worklthat
was similar to their professors received better marks.

o

* Lily had numerous criticisms: about professors. As well as being

o o

biased by personal preferences, she cdncluded that some of tsem had
prejudices. She recounted an important experience she had had with one
{nstructor. After spending an entire year making a purple, feathery,
glittery,ljewel-like sculptuig resembling feminine genitalia she finally

had a critique. Her professor harshly criticized her choice of colour:

P

“He put his arm around me and he said that he wag very glad that T was a
P ;

Woman and that he knew qe.’ I got a little like, 'Oh, what's going on
here? 3 I got really defensive. He went on and said that If I was a man
end‘; had done this sculpture helwould have a verf strange idea about my
personality. Like, 'What! What are you talk’ng about?' I thought. He
said, Well, it's purple.’ I said, Yeg{ it' s purple. I was going to
paint it flesh coloured because it's really fleshy looking and I was
walking in a hardware store where all the car paist was. I had some
flesh paint in my hand and then I saw that they had purple glitter
paint:~ I put theyflesh (tone) away because I like glittery purple
things,‘vane he said, ‘'Yes, but that {s their colour.' 1T said, ‘Whose
colour are §ou talking about?' He said, 'Those men, you know?' I said,
' Which men? ﬂwpat are you talking about?' He said, 'Purple is the
colour ;f homosexuals.' I laughed and laughed and thosght he was crazy.
This‘a a sculpture _t:’eagher who.;has a prsjudice -- an art teacher with a
prejudice like rhat againat colour!” '

Lily:spoke.of’idE9mpetent teechers: pro%essdrs who were not
cha;;enginé students, who did not anLOtheir subject, who gave terrible
feedback, eud'were sometimes abusive.' Furg;ermore, some professors

- . o 29 .
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provided little technical advice about the proper way qg.h|;d11n§ -
materials, nor did some teach student’s about which maierials were
dangerous and WS:L to use them safely. *

The need to prepare students.for the professional art world is an
issue Lily discussed: "My mother felt very strong that I get my degree.
I told her that if I graduate from art schoof and don't know how to
paint, I'm in a bad, bad way. 1If you can't paint when you leavewart

school it doesn't matter whether you can apply to a gallery." Lily did,

though, remember that she had received little prepapation for the art

market. At'uhiversity, "They don't tell you how deal with galleries

%

" or how to geﬁ grants, how to put a portfolio

statements, or even how to live by yourself alone. I once, I'm ashamed

gether, or how to write

to say, wrote up my propbaal on graff paper —-- tﬁat's theaworst that I
was! Artists think~£ﬁ§tﬂit is very important to be individualistic and
expreséionistic and cre;tive and unusual, ﬁut submitting something to be
taken seriously by a gallery or a foundation or anything, ;ou do it as
professionally as you can. Nobody tells you this. You have to be so
professional.” )

Overall, Lily looks favorably at her days in university. She was |
stimélated, challenged. Lily said, "One of the things about school is
that y;u are bombarded with so many techniques and possibilities and
_stuff that you just have a little flash at each one. You don't have
time to pursHe anything and there is a lot. I was always busy doing
stuff.” She was with friends exchanging ideas, she exhibitedfoften and
* .sometimes received award; for her artworks. It was an exciting time.
_Sge said she was .lucky enough to have one excellent professor a year, '

A few professors exposed her to new art concepts, to different waxs.

30



~

of handlinglart materfals, to different art techniques and styles. Some
prafessors were challenging and provocative. The most influgntial
instructor Lily had was her painting -teacher who, she wid, "TPught me
t; %ove painting and also to paint what feels mos£ natural to me which
had never occurred to me befogg. Ve got aiong fabulously. ' I did my
best work in painting at school that year."' ‘
Lily left university in 1981. This period of transition from
school to the uo;k force was difficult. "The last term in school,” she
said, "you've probably been through this: you've jusé been trained in
art school, ;chool is going to be over, (and you realize) you've been, in
school for twenty years. I chose to stay in bed at home for two weeks
in a catatonic fit." She then started a jewelry business with another
friend; however, that ‘'fell throuéh' after a month. More events
occurred which made Lily feel 1nseéure: immediately'after her jewelry
business collapsed her relationéhip with her boyfriend, Tom, ended, and
her parents told her to méve out of their hquse. She moved to another
‘Fity. About a week and a half later, Lily was living in a room in a
Y.W.C.é. She acted quickly. In the first week at the 'Y' she applied
for abP?t one hundred jobs, only one person called back for a second
interview, and as a resulE ghe obtained a positios:which she still has
filve years- later. She findsnher job flexible, untaxing, an occupation
with few responsibilitiés. She .works in a trendy gift store as a
salesclerk. "Okay, my true feelings (about it),"” she said, "I don't
want a job that I have to take home, that's going to drain my'creatLvity
that I have. I want to‘work, make money and then come home and play."” v
Lily had a job, and had found an aparfment, but she had great
difficulty in painting. She commented, "At university‘I was surto;nded

L8
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by people who were artists. #By the time 1 was out of school I was .

living in a little room with a paint box that I didn't know what to do
with! I was in a total state of shock. I had been an abstract painter. ’"\
I tried to do abstract painting and stuff, sort of painterly abstracts :27

]

of my new environment and it just didn't work. I couldn't paint
abstractly. f-had ﬁo gnchor, no reason to pgint abstractly. You need

an awful lot of theory to paint something that doesn't look like
anything. That was suddenly jgst gone and I was all by myself,

I got tremendously depressed, didn't peint for aﬁout two months,
Tried to kill myself. The only thing to do was die. I was absolutely
unhappy. .I had no friends here, didn't go back to my hometown for the
first ;wo or three months and just fi?bped out. ? just took a lot of
dr%gs. After about eight hours of suffering you’reali;e 'This {sn' t’
going to kill me. I'm going to live with myself apd I'm going to be
sick! ' was deaf for a couple of mpnths from all the drugs. 1 was super -
depressed, in bad shape because of school, and then loosing Tom, and
moving away. It was like on all fronts: art, home, family and love. I

called Tom and we talked all night which was about four days later, I

told him what I did. He talked about a lot of things and then he said

¢ )

something that made me really jealous. I asked him, 'What happens now?'
He s#id, 'Well, just what's going to happen.' He was a year behind me
in school. So he was in his third }ear and he said, 'You're going to go
on as you're going and you're either going to paint or you're not going
L paint. I'm going to finish being an undergraduate, go to graduate
school and be an artist.' I thought, 'Fuck, I taught you how to paint!
I gave you your first canvass -- don't giQe me that shit! I'm going to
be a painter.' 1 got really aggressive. I realized having gotten right

32

“



down as far as I did that I have nothing to lose. I can devote my

entire life to being a painter. So, after I decided (that), which ;as
six months after I had finished school, I worked a lot and hard. I
painted all the time. So I started painting porgraits and applied for a
government grant. They give you your refusal on Christmas Eve
- generally, which is a drag. I applied to graduate school and didn’t é:t
in.” |
Lily did manage to obtain a grant and two years later she had her
_éirst one person show at a parailel gallery. She descriPes her first
higltion experience: "I walked in with my slides and I left them (at
She gallery). When I went back they said I bhad to f£ill out an
application, so when I came back with an application the guy who ran the
place said, 'When would you be ready to show, Lily?"' I said, 'That was
great! I like that kind of attitude.' 'The jﬁry is just going to be a
formality. When would you like to show?' he said. So, I had a month to
;%epare a show. I got éood reviews and it was funny how my attitude has
changed-in the last three years. 1 was really shy'and there were a lot
of people I would have liked to have invited but was just a little shy.’
'Had a show but didn't really tell anyboﬁy. There was a nice party and I
got all dressed up and lots of people came with their family and
friends. I got good reviews in the newspaper, (and) on the radio.
Nothing happen; when you have a show and you are not prepared for-that
at all. This was just two §e3r§ of work, a month of just maniacal work
-- just crazy stuff, . I expected bombs to go off. (Neverthéless), you
feel good about it. You meet new people. Now and then, maybe eight
times in the next two years people would say, 'oﬁ, I saw your show.’

You think, 'Woeee, really somebody saw it!'
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Two years after this first one-pers;n exhibition, Lily found out
that she was pregnant. She went through another crisis. Does she have
an abortion and continue to paint? Does she have a baby and "life is
over"laé she.énows it? Can she be a painter and a parent? Lily did not
have to decide --.she had a miscarriage. Nevertheless, she resolvegrpot
to have any future occurrencég: "1 got my tubes.tied. It {8 almost \'
something you want to put on your applications when you go to a
commercial gallery, because it is like .insurance that I'm not golng to
drop out and have a family. 1It's making myself as good as I am able.

So far, I think it is the right decision.”

Four years after her first exhibition, Lily had another one peréon
show at a parallel gallery. Since then she has shown in another gallery
and presently she is exhibiting her art in a group travelling show.
There have been several reviews of her art and she has had interviews on
the radio. She has been working hard at obtaining publicity which she
begrudgingly gives precious time to: "I've been bad lately. I've been
taking care of business, shows —-- bullshit -- which is a problem when
you (ar;) painting." -

Lily currently has a position on the selectiot committee for a
parallel gallery. Even though she herself is a member of the art world
she does n;t regard it positively; she thinks it is remdte, and fickle:
“"The art world is like fashion; ;t‘has nothing to do with me. It
changes every six months or three years. Trends don't really impress
me. (The art world) is very elitist. I have a friend who was asking
me, 'Oh, did you see Art News?' I said, 'No, should I? Sorry.' Things
like that aren't really going to affect what I'm doing.  Aaything I'm
intéreated in I paint. I paint my friends, my obsessions, my "

1
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perversions, my holidays and mﬁ pictures of animals now. The art world

is elitist because they have a secret which makes what they do --

&

(artists who paint abstractly) ~~ look good even though it may not be

interesting to look at or pretty. But, there is this balance that goes
on in the canvaﬁs when the total sum of it comes up. When the total sum
of all the parts add up to nothing we have_a perfect canvass. There's
this Minimalist thing, like, 'Wow, she put a line in it!’ Tﬁéy khow it
is good and their friends know it ig good anddthe people who know about
it know it 1is good, but if all those people go away iq'isn't very good

at all. 1It's pretty boring."”

Making art has one major positive benefit: money. Lily's first
painting was sold for three hundred dollars, and last year she sold a
painting to the city hall for two thousand two hundred dollars. About
;he latter painting, she said, "It hasn't ha;pened before and hopefully
it is the beginning of a new trend. For Father 's Day this year I am
magéég a picture. &bid I tell you it is a photocopy of a cheque for

thousands of dollars from the city? One of my sisters is sending

picéures of the baby and I'll send them the picture of me énd the man

_sitting in front of my .picture.”

) Lily looks at her teacup as she discusses her present and future
situation: "There's nothlng I'd rather do than be a painter. I like
it. For the last twenty.years, maybe more I wanted to be an artist. (I
get satisfaction) from‘doing things that I didn’'t think that I could do.
Yes, from doing thingskphat I think are going to be too hard for me and
pulling i; off. I was;thinking that there are a lot of better painters
than me painting. What can I add to this? That's what I get

sat&sfaction out of. To get everybody's attention I have to show them




‘something. Hopefully, the work is getting better. The batter tha work
is the more~people will show iﬁ. Hopefully, that all snowballa and gets
out of control.”

"With everything, there's more self-confidence and you need more to

feel you are a success, although my goal for the last couple of years is

two television shows in one night. One night I saw Joycg Wieland on
T.V. on two different channels -- two different programs in one night!
She's a Canadidn woman artist and I'd like to be one too. Two T.V.

shows on in one night., I figure that's probably making it, you know?"

‘ Lily contemplates her situatdion. Trying to become a professional
artist is a struggle. "It is so slow. Like, since Iave left s;hool it
‘has been over five years a day at a time. You work towards things. You
build up confidence. You tell more people about yourself.” She
examines herself in terms of per success; "I have been pretty lucky
because it has been about half and half. A lqt of peoéle just get
refused about everything; a lot of people get everything‘they want., Por

3

a long time 1t was a lot easier than I thought it would be but it still

goes on."

Recogg}ti%n: Kram

[}

"Art is a habit, like, I suppose, drugs can be a habit, It's the kind
of thing;.}that I'm not happy unlé;s I am working. It {s a necessity
for me. It is an emotional, psychol ical, physical, necessity for me

to do my ;ork. If a week goes by anjgybhaven't been able to do any work
bgcause of circumstances, whatever they might be...l atartnio feel very
tense and I start to ;eel very nervous. It {s probably that I get that
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"ainy for a number of reasons: first of all because I love to do it so
much and anything that distracts me from doing it is a drag most of the
time, but it gs also because I've been doing it for‘so long and for so
many years that it is sort of like someone who works their whoie life,
gets up at 8ix o'clock every morning...and they do this for forty years.
When they retire they are tPemselves...getting up irf the morning... a
because their body has be nditioned to éo certain\things all the
‘time. So, it almost continues on its own whether you like it or not.
That 1s the way I am with my work because it has been such a priority in
my life, and I have spent so much time doinq it that it feels the need
to continue, if for some reason I find myself not doing it. There isn't
anything else that I'd rather do.” '

Kram has been consistently exhibiting his artworks since 1970. He

has achieved an international reputation: £films about his work have

been produced; numerous reviews and several museum catalogues have been

-~

written; he has achieved many awards from government grafts, to a major,

prestigioﬁs North American fe%lowship; épd he has exhibited throuéhout
thé world. 1In one exhibition press release, it was written that, "From
Canada to Germany, from Holland to United States (sic) his 'image’
generated curiousity and admiration, making him.one among the few to
enjoy‘an international renown.” ’

Ié 1970 Kra? finibhed a four year Bachelor of Fine Arts degree. He
talks ppsitively - fven fondly =-- ;f his yeérs at unive}sity: "1t 1is
kind of 1ute:ea£ing because one seems to rate universities based on

. their facilities. We had virtually nothing at that time. We were (in a

large huiiding) and the entire Fine Arts Departmett only occupied a’

small portion of ft. That was the enti:é department...but it was great
4 , s ] ]

© 37

T



-~ it was really great. I think that some of the best work that has

ever come out of that university came out of those years, the years
-‘before I was a student there dAd the years up until probabiy a year or
so after I graduate&, and then it started to lose a lot of that feelidg.
It really lost a lot when it came into (the new, larger) building in
terms of how 1t functions. You didn't have this sort of barrier that
you have now. where the students are the students and the administration
'
is the administration and they are at opposite ends of the poles. There
is very little communication...Ultimately the bottom line is not how
much equipment is available. The bottom line 1s what kind of teachers
you've g;t and what kind of rapport there is between the administration,

-~
the teachers, and the students.”

) Tge rapport Kram had with people at the university was good. Kram
talks about éositive experiences he had had with the department in which
he fouﬁ% profeéso;s "really bend over bangards for the students, They
made thing; work for you.” Kram cites one example: ‘an arrangement with
his profegsors was made during his last year so that they gave Kram a
mark corresponding to the one he recejved for sculpture enabling him to
sculpt and only to scucipt duri& his fourth year, even though his report
card indicatea that he had indeed fulfilled the mandatory requirements
by taking painting and- printmaking courses, About this exé;rience he
réflects that, "It wouldn't be reallstic to expect that something like
that would continué for ever and ever, especially as the university
grows and you get more and more students. Neverthe%ess, you do hope
there 18 always some kind of flexibility. Yoﬁ do always hope that at
least that much prevails, but that ha;n't prevailed. If anything -- now

'I think ‘a teacher would consider this an iﬂsult almost, or 1f not an

2
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insult (they would say), 'No, you can' t do that beéapse that is not the
way this thing works. You have to taie your painting course.'i Then
(when I was a student) you gould do what I did because they understood
the concern of becoming an artist and what it is all about.” In another
“circumstance Kram 'recounts how one professor 'bent over backwards ' to
make it possible for him to show his art at the university gallery
because a person from a major museum's selection committ;e was coming to
view Kram's work. - e
Of one professor only did Kram séecifically and repeatedly talk

about, and Kram talked about him in the highest of Eerms. Although this
teacher's work was stylistically different, he understogdgKram's work,
accepted it and encouraged him. Kr;m sald, "He had a natural talen;,and
ability to ciyﬁanicgte and a wonderful understanding of art. My fogmal
art training déé;loped to a great extent because of him or through hiﬁ.
My attitudes and I guess my ideals and:..to‘some extent myfyork habits
really developed due to a great admiratio# for him."“

_ Kram 1is currently working for the university that he had once
attended as a student, so he is in the particular position to compare '
the way theq?achelor Bf Fine Arts (B.F:A.) progra; was then to what_it
is today and he 1s not impressed with the present situation. "The main '
concern now for these people, for these professors, associate professors
(and) teachers is to surgdve themselves first and Fhen the students
(come aecond).; j |

As well as seeing the cur}ent problems, Kram notes past problems he
encountered while at university. One major problem, he notes, is that _

professors tended to be greatly affected by what was popular in the art

world, which consequently affected what and how they taught. Another

~

*
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problem he believes i1s professors unacceptance 'of students' worgjuhich
stylistically differs from their own. The greatest problem, however, he
feels is the lack of profel¥sional preparation he received1for‘the
profeséiohal art world. He commented: "I don't think the university
trains people at all to be professional artists. That is a complete
f;llaﬁy...They don't tell you anything, prepare yourin anyway at all for
what the real life day-to-day struggles. of an artist is (Eig). (This
university), in my experience so far, doés absolhtely nothing to train
.you in terms of being profeésiohal artists. The current situation,”
Kréﬁ strongly feels, "still has not changed. How I know," he said,

N

"that (students) are not getting that kind of 1nformation of how to

v

survive as an artist from their teachers or from their regular classes

L}

here (1s) because they finally end up. seeking me out and asking me this
information."”

" Kram considers this lack of professional training a serious prob;em
' tha; has not only affected him, but has and is affecting numerous Fine °
‘Arts students. "fgu have the people who come through here with the
1llusion that they are going to go out and make a living at being
artists. Since nothing is being done in the way of training them to.
present a portfolio, or how to approach a gallery, the kinds of ;rants
a;ailable to artists, (or) how the system -- and there is a system out
there -- how the system can enable you to survive as an artist, the?
shouid, they should reaily do that 1if théy have at all any interest in
turning out professional artists. (When I say professional artist, I
mean people who earm their liying from their art.) They don't, they
don't do that at all. Teachers don't do that because they don't have to

~

be concerned about surxiving as artists because they have forty thousand
< .
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a year jobs. For the most part people who are teaching .at (the

univ\ersity hete') are not professional artists. -JBesides which a lot of
those teachers never have one man shows, some of them have 11ttie or no
experience in terms of exhibitions or grant applications, so they csm't:~
advise students about that sort of thing because they do not have a lot
of .experience in it. (Because) ihp majority of their income is not™\from
art they do not have the kind of pressure that artists w.ho are dependent
pri;xxarily on their income from their ;)wn work have or students that are
graduating from an undergraduate program with a B.F.A. (have)."”

Kram discusses ;:he need for a course which w&o;lda?réin students for
the professional art world. ."I think they owe it to the students to
give them the option to take that course. Maybe they don' t -have to t:ak.e
it but it should certainly be available, Students come out wlith this
{deal tha;: you think that ;ou are going to be an artist an”d: that you are
going to make 1it. You start to find out that the reality of the
situation is that their is no money out there for that to happen.”

About twelve yea‘rs'aggo, Kram's wife attempted to give such a university.
course, but she encountered a lack of interest and support from‘ the
school faculty. Some professors said, "We couldn't institute a cyo'urse
like that because all the students would take that'course and vhat would
end up happening is that would deplete students from taking other 3
courses and the drop of enrolll;lent: in other courses yould be the
result.” Kram reflects upon this situation: "So, you' get 1involved in
all this political crap which has l.:xoth:lng to do with artists and an art
school—. It shouldn't have but unfortunately it does. That is the
problem. ' ~ -

When Kram was in university he made @ conscious decision that

[
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becom.i,ng a professional artist was‘definitely what he wanted td do in
the future. He commented thaé, '"Throughout high school and university I-

did a ciot of . different things.  0dd jobs that :I thought I wouldd)like to

)

do as careeré, ‘but 1 tgaé:hed a certain poinf: in doing these things \het\‘
+ » suddenly I realized, 'I don't want to do this the rest of my life." I
could:seé a point at which (I ‘thought)‘, 'This is going to become a
d'r;g,' or, "Tb.is is j'ust going to become monotonous for ‘me.; In other . .
words, I reached a mental high or peak in a certain thing that I was

5 doing and 1 felt after that it is like basically downhill.”

e

"My mother had this little country place, so 1 went up there

\Sécause T was helping her build this little cabin and I did a lot of my

work there, I was?ﬁust doing sculpture. It was between my third and my

-~

last ye‘gr. I'said to myself at that time,' Well, I'm going to glve
myself five yéars and all I'm going to do ’s I'm going to just do my

sculpture. I'm going to work like hell for five years, and 1f I see I'm

going absolute nowhere’ with this, after five years, I'm going to quit,

L 4

"1f...I-don't see a dead end and .I'mnot bored and I don't see myself

i going down emotionally, then it- has got to have enough to sustain me.
A
If I see anything at all going for me I'm not going to quit. I'm going

t

to continue.' That really didn 't mean financially as much as, 'Can I

'\ . 0y
_ come to terms«w/ith an image or a thing that I really love to do when I

see that I;/n\ot\going to become bored (and) where there is not this
. dead end to this sort of thing?’ .
. Beforé lgram gra.duated from university he was offered an unusual
;;pportunity‘ for \an‘ undergraduate student: two of his works were chosen

by a jury to be displayed in a major exhibition at a large Canadian

museun of fine arts. The 'show later travelled to another major Canad{sn

) ) o
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gallery. He remembers the experience: “The way they juried the

exhibition was one of the juristgAEade this an open exhibition in the

? ot

sense that any artist, anywhere, in the country could send slides in of
’ r
their work. It digu't matter how little experience you had in the érts

or how much experience you had.. Then (the ju%y) travelled right across

the countty'f% gee artists whose slides were of interest to them. There

was another student at the time who. was also in sculpture (and he also

L4

gsent in slides to the jury.) These.pecple came by, thei looked at the
A\ ' "

14

work and they weren't supposed to say anything to us.- They were going’
acrgss the whole country, theygwere gaing to look at a low of work and

we were going to only find out later -whether any of our work got
. . . /
accepted. (One person on the jury) was very nice, so before he left he

’

said, "I'm not suppose to tell.you this but...I guarantee you both that

4

yo;'ll both be in this show.”
"That was really wondgrful! To be 3ust starfing out as ; Fine Art

student who 1is just gettidg ready to gra&uate and to have semething fike

that happen was just wonderful! This guy 1s going across the counify

. ' Y,
and you figure he's going to p%ck the best and it was wonderful that he
’ 24

°

was picking us because we were just students! We were like nothings if -

you figure there 1s a whole art world out there of professional people

who had been slugging away there for umpteen years. I think he picked
four of my pleces. That was probably in a sense my greatest high. I
& >
. r
mean more important things, I suppose, have happened in terms of "a

career, but not mora.important emotionally, to have that happen at such

N

an early part of my career was a wonderful thing."”

.
After graduating from university Kram considered teaching to

support himself =-- an occupation many of his friends chose.' He decided

., -~
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against it. "I felt,” Kram said, "it was really important not to go
. ; A .

into a teaching situation becaugse that really had a death-grib on people
who seem to have done that...I did hav; the opbortunity at that time to
go right into_tgachihg at the university (I graduated from) if I had
wanted to bécause at that time they were hiring. They offered me a
teachiqﬁ position, but I was never interested in that. Not be;ause 1
didn't enjoy teaching, (but) you get sucked into a teaching syatem. Yoq

~

become dependent on a regular salary and there's no way you are ever
going to give that up. It just doesn't happen. I was very fortu:ﬁ@e to
see, to have learned from the g;pértence of others who were a yeaf or
two ahead of me, who graduated and said they were only going to do ;pis'
for a year of two. They went into teaching. A year or two later poé
only did they not quit their jobs and go b;ck to thelr work which 1is (
what they said they would do and they do have this ideal -~ it is with
good intention that they say ;hat (they are not trying to sound off),
but'they not only didn't do that, they just stopped working completely.
I saw that happening and” I said, 'This is a trap. 1I'm not going to get
involved.' So I didmn't.

"I was just convinced that art is what I wanted to do. I didn't

Y

[
‘ifglly care whégher I was going to be, you know, when you are just
starting out you can afford to be irresponsible in & sense. You can say
ﬁo yourself, 'Big deal, so I'm not going to earn a lot of money! What
do I care? How much money do I need to eat and to pay the rent? Vhat';
the big deal?' IE is not as great a sacrifice as it becomes later when
you get married and you have k;ds and _gow have responsfﬁf&ities or your
parents start to get old -- whatever\It&is. There are all kinds of
things. The réalities of’life become much more important. They play a
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much greater role in your everyday life. So at -that point it can become ' t
- L

more difficult to be idealistic. It is much easier when you are just

starting out. If you don't want to teach, take extra jobs or sometﬂigg
like that and you want to try to make it as an artist it 1s much easier
when you are just séarting out providing you are sta}ping out from high
school or university. If you want to be an artist and if you can avoid

doing (anything else b;t aqt) at the beginning that 1is probably the most .
. i
crucial time."

Rather than choosing a teaching career, Kram managed. to set up a
sculpture studio in the spray room 9f his old ﬁigh school. At the same
time he first began to gpply for Canada Council Grants. During the two
years he worked at his o0ld school, Kram received two major go;ernment
awards and he hadﬂihree one ma& exhibitions -~ he was extremely
productive. As a result of the grant monies, he was fortunate enough to
be able to dedicate himself full time to making his art. Two years
later, Kram's universityﬂsculpture professor gave him access to the
f&EIiIEies at the university from which he graduated. About this time, .
when he moved to th; new environment, he said, "I was able to work there
without being a student and without being a teacher. 1 came into
contact with students. I guess the teachers felé it Q;s nice to have me
there because students could ask me things and I was always helpful,”
During the next two years he received another government award, he had *
Ewo more one person shows, and he accepted a position for a year as an
official artist in the university residence.

In 1975 Kram received .an important European award. He moved to
Eut;pe and lived there for a two year ;:rigd. Originally, it was
supposed to have lasted for one year, but he received an extension in

i
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order’ to establish exhibitions in galleries and museums throughout
Europe. For Kram, this was an incredibly crucial experience in terms of
his career: "Most of these people who receive these grants," he said,
“;re very well known artists in whatever their field is. I was probably
(33

an exception in the sense that I wasn't a household name in the art
world. There were a number of museums that wanted to take my work and
show it in other parts of Europe. Museugé and pub}iqﬁgalleri 8 are very
Interested }ﬁ these artists because they feel they areilikeL€Ze cfeam of
.the artists. They want to be able to shoﬁ their work. (Consequently,)
I"ve had Sig museum exhibitions that were quite significant. Probably
the ones I had in Europe were the most significant while I was there for
the two years.”

When Kram returned to Canada he was again*oéfered a teaching job at
a university which he refused because he felt it was too much of a . °
commiﬁment. His priori;y was making art and he did not want that
suﬁerseded. Upon receivinglhis refusal, the professors at the
university asked him what he would like to do, to which he replied, *I'd
like to ideally: be able to 60 ﬁy own work at the university -- I mean,
I'lllpay for my own materials and everything. I just want to be able to
use the space‘and be here as an advisor to students, 80 that they can
come to me and ask me questions, but’I don't want to teach.” He thinks
to himself now, "At that point 1t probably wéuidn’t hav: been térrible
to teach, just because I had somehow managed to last six or seven years-
kjust making my art) and I had my priorities ;fetty much straightened
out in my mind. I knew what {t-was like to devotd all my time to m¥y
work and put my work ahead of everything else.”

A new position was specifically created for Kram as an -art
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technical advisor which.pe has had for the last ten years. It was

o«

originally made for him and it suits him: he has steady money coming

in, 1little bgfeaucratic and administrative duties, few hours, and he can
use the university's facilities. Students seek him out to ask him
advice in all areas from technical and aesthetic aspects of making art
to .asking him about how to apply for grants,

During the last ten year; Kram has taught a few university art

~ §

courses in Western and Central Canéda. In the future he could 'see '
himself accepting teaching positions for one or two year periods, but he
does not visualize himself in a steady tenure-track position.. '
Since Kram graduated f;ém university hé has had twenty-one one man
exhibitions and he has participated in twenty-five group shows -- he has
indeed been active in the art world. Kram thought about his attitude
towards the art world when he was at university, an attitudé he summed
up in one word: idealistic: "When I was a student I had this
idealistic view that I could go through the fine arts program and when I
was finished I could ;ﬁen do my work, whatever it .happened to be. I
could then devote the rest of my life to dolng creative work that was
based on my own kind of ideas as opposed to being gommissioned’to doing
something or working for an organization or for an individual to dd‘soméj

-

creative work. In other words, instead of doing somebody else's ideas,
my idea was that I.was going to come out and I would only be‘answérable
to myself. I could do iy own ideas and I could go the rest of my life
doing that, whiéh is a fallacy. Ak that time nobody enlightened me that
this was a pipe dream, that this could never happen. So the other part'
of this idealism is the-idgal that everything that is successful out
Dthere is good and you find out that it really has very little to do with
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the quality. What it has to do with is marketability, and who is

\ . presenting it, aﬁd how they are presenting it, and who these people are
contacting, and that is essentially the galleries' job, in a w;y, (which
1s) to make. your work saleable. The galleries' major concern is, ' Can I
sell this?' They are not so much concerned with, 'Is this important?',
or, 'Is this good work?' Tpey can admit it is good work, but if it is
not work that they think they can sell they are not going to show it
,because they are in the business of makiﬁg money. Private galderies are
not donations. They are not people who are just putting their money
into tﬁinés Just because of the love of 1t. So, those kinds of ideals
start to bréak down as you move along because you start to realize
things aren't what you thought they were."”

: The one positive a;pect about the arft world, he believes is thé

. excellent financial support system in Canada. Kram mentions the Art
Bank of Canada, the Canada Council Grants and other grant organizations
that award mo;ey to Canadian artists. He commented that, "The Canada
Councii currently gives out more money, their grants are much higher
(and) the amount of grants that'are glven out iﬁ proportion go the

» °population is much greater. If there 1s any country you want to be in

and try to make it as an artist you want to be in Canada because the

opportunity is there. There 1is no saying you are going to get the

grants. It is just that your chances percentage-wise are better than

being anywhere else.” Kram has benefitted from the grant system here

and indeed calls this award money 'éodsends ' which hKGE—ﬁEiBed him out

of tighg'fiﬁizcial situations. Other than the grant gystems, he has f
! .

liitie else to say about the art world that is positive.

Kram feels the art world is pretentious. He calls it a 'system' -
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which requires 'playiné the g ge': “There are a lot of things in the

art system that are to you; ad;;ntage éo learn about and to accept if

you are going to survive as an artist. Well, it's not a necessity, but

it helpf if you become a part of that systeﬁ. In other words, 1if you

play the game. Playﬁgh the game means -- and th;; is sometﬁing you have

to decide whetqgr this 1s riéht for you or not -~ playing the game means

you go to all the openings, you ge; yourself seen, you spe?k ‘to people.

It doesn't matter what you realf§ do just so long as you appear in a

sense in the public eye. ?he>puplic eye is not so much the general

public out there, but it means the people that are Iinvolved in the art

scene. Either artists, gallery owners, the collectors and so on." Much

of the business transactions Kram learned, occurs over a beer or

cocktail at openings and parties. One collector, for example, said to

him, “You should really attend these (openings) because I can introducé

you to other collectors and 'tﬂis' and ‘this' can happen,” which made

Kgam realize, it "doésn't mean that right there and then somebody is

going ;o buy from you because you show up at an opening or you meet f’f”
someone, sut these things have sort of a way of developing over a period
of time that inevltably, ultimately lead to saleé and connections and
things like that.”- ’ ' -

Meeting other artists, making friends, getting to know more and
more people in the art world is advantageous because of the 'power of
friends '. Many juries consist of artiats and 1if they are friends, Kram
discovered, chances are much‘more in the appli;gnts favor for being
avarded the grant: 'SOmebody’likes somebody else, even if they don't
particularly like their work they are going to give them the benefit of

the daubt. It has to end up playing a role for better or worse. We are
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not inhuman. We all have got hearts apd blood and soul and so we are
going to respond in certain ways. That is why it s of some advantage
to become part of the art community. That means to completely make
yourself available to o;her artists and especially to and for other
artists.” Unfortunately, sometimes the system results in important
judgements being made on fhe bases of personal feelings and not on the
bases of artistigqguality ~-- this type of practice he particularly
deplores.

Playing the game in order to succeed 1nvolvés m;re than merely
meeting people in the art world. It also means working in a style that
1s popular or working in a style that " happens to be in'. Kram's’
cynic?gm is revealfd in thHe following words: "The more you understand
about the system, and f? ?ou don't find it aggravati;g and {f you find
it natural to your rhyﬁﬁm of 1ife then the more of that that you use the
greater chance of your success. That i{s, not to‘say, that if you use
all those things that you are going to succeed. You can even be doing
good work and that doesn't guaraﬁte: success either béc good work,
if it i8 not the kind of work thal ﬁappens'to,be popular, then it's not
going.to succeed -- not readily anyway. To be cynical 1s*really a ;q;y
accurate outlook on what actually exists out there -- and that 1is, it is
extremely unfair, unjust and it's a very sort of complex system. If you
want to insure the maximum possibility of success or just the
possibility of success you have to sell out a great deal. That is just
my feeling. And if }6u don't sell out, the less you sell out the mot;'
your possibilities are cut downhfsi success.,”

"I1f someone was to ask meé what is the key to being sucéesstul today

as an artist, I would say be aggressive, but not obnoxious. You are
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He stopped seeing exhibitions early in his career. There is a sacrificequ " -

]

probably better off doing conceptual work than figurative work. Go to

as many openings and meet as many people as you possibly can. A lot of *
things likg/zhat, depending on how strong willed you are and how
committed you are or your own sort of emétional-rhythm that will
determine how much you will give in or how much you will change because
all those tgings will affect you to some degree. Whether they actually
do change your style of work or the way you think is har& to say because
a lot of it plays a sort of subtle psychology on you. It is difficult
for even you yourself to Eecognize gometimes how much of an effect it is
having on you.. But,‘all these things in some sense are going to tempt
you, and so when you start to recognize‘things like that and i{f you ’

refuse to become a)part of that, you do so knowing that you are g;ving

up a certain amount of something. It is like (asking yourself), ' What

am I prebared to give up? What am I prepared to trade—off to do what

is necessary to bg successfﬁl?' It 1s a difficult kind of situation. L
Now some people fall into thése‘things and féel Qery comfgfgable at
doing them and maybe in many cases it is even natural for.thesé people

to play the game,' be part of the system, do what is necessary to be

successful, then it's terrific for those people.”.

Kram disliked going to openings, seeing far too many bad
exhibitions and too few good ones, spending too much precious time.
viewing bad shows when he could be spending it working im his studio.
. . &
and he is well aware of it: "By mot going to galleries, I'm missing

some of the good wqu going on out there. That is the penalty I pay for

.not going, but on the other hand 1 can't deal with ninety percent of my

time lookéng at garbage only to find ten percent good stuff. It
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doesn't pay off for me emotionally. It 1is not enough of a return for

what I put ir, so unfortunat miss some of that. It'sla (decision)
that's cost me, but that's a choice I've made because I don't like to do
that. I don't find that is a necessafy part of the cre;tive p;oéess to
have Ehat contact witﬁ other artists. It is not important to me. I
could be living in the middle of nowhere as long as I have my materials
and I can do my work. That is all I neéd."

'There are four qualities that ﬁarticularly stand out when talking
to Kram: commitment, determination, optimism, and an ability to cope B ‘
well with struggle. He said, "The most important thing you probably -
have to have in'order to make it is total commitment wﬁich AObody can
train you for. You have to have that in you. You have to have that .
belief and {hat kind of commitmenqﬁthat you say, ' No matter how bad"and
how tough i{ gets I'nm goiﬁg to stick this out because this is what I
really want to do. There is nothing else I really want to do. " To hell
with the responpiﬁility to my family, to'this, to that and everything
else.’ }t*is just a question -- because things Qork out one way or
another -- it 1s a question of commitmént. Are you going to throw
everything in and give in and join the system so &hag you can have a
regular salary and be comfortable or 1is your priority to create work?

If your priority is to create work then other things have to be
sacrificed in exchange for that. It i8 a sacrifice because short of
your family being independently wealthy (yho will support you the rest
of your life as an artist) well there are going to be a lot of
sacrifices along the w;;l The question really becomes hpw much you give
in and at what point you give in and how much sacrifice you have to make

in order to make this work for you."
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Kram has asked himself questions like, .Should I teach and sacrifice
time for making art ip exchange for making money? Should I rely on
grants, spend as mﬁch time and energy as possible on my art and
constantly be 'low on cash'? He chose the latter position so that he
could have as much time and energy possible fqr making his art.

1
Consequently, he 1s always juggling bank accounts and 11§ing off credit
car&s with high interest rates to finanéially survive, Occasiodglly he
has had to borrow from friends for financial support. Kram commented
that "some people can't bear the financial stréss very well. Tliey can't
sleep at night if they owe a lot of money and they don't know how they
are going to pay for it, (They feel stress if they cannot) pay back
that money.or they never feel right if they feel they owe money ét all.
If they have any\debts at all they nev;r feel good until they' ve cleared
them off. So it depends on how well you can cope with—that. If you can
handle it, okay, and I figure given what my situation is.I'm doing
extremely well in handling it. Probably other people would 4{e having
nervous breakdowns a long, long time ago. That's the price I pay: It's
not that there 1s no stress. I just caﬁ't completely ignore it because
I am answerable. At some point at the end of a certain number of months
the bank manager is going to phone me and I'm going to have to come up
_ with some story. It is in therforefront of my everyday life -- the
reality of ft, but still, given what my situation is, I think\I'm
holding out alrigﬁE. I don't tend to worry very much. I tend to be a
very optimistic person even when things are really bad. I always hope
gomething is going to work out.” '

Kram says he regards success in terms of monetary gains. "My major
.P‘°§%§;\13 a financial one. (Some people may see success) as being
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" artist, the way they do things, if another artist tried to do the same

recognized as an artist. I don't have that problem. I am not concermed——

ab%gt recognition because I have established myself in the art world and
there are not a dholeilot of people doing the kind of work that I do and
the kind of imagery that I &o. So, in a sense, I stand out probably
more than most artists do. It‘just happens to be the way things work

\

Kram constantly encounters another type of struggle other than a

out. So (recognition) is not my concern.”

financial one and it is positive. It is the creative challenge to
develop new ideas and solve aesthetic problems which is one of the main
reasons why he says he is an artist. He enjoys this type of challenge
involving judgement and decision making.

Kram believes he does not have a preconceived image of what artists
age like. An ideal artist could be doing anything because people are so

different from one another. He feels that "sometimes what works for one
0

-

thing it wouldn't work."” There is only oné,qual}ty that good artists
should have in common: they should be doing excellent wofk. "Agide
from that 1t'doesn’t mat;er what they aré; or how they are, or what else
they do. It is not terribly importan£ to me." Even though Kram himseIf
does not have a‘fixed image of what an ideal tist is like he does
acknowledge the public's conception and he is affected by its attitude,
Being‘gp artist, for Kram has a negative side.” "Being an artist,” he
said, "is sort of a drag. I don't like to tell people that I'm an
artist. I don't avoid it. If somebody asks me what I do I sa& I'm an
artist, but it is not séméthing I can say 1'm particularly proud of
because I don't like most of what everything has to do with art. I love

to work and I love to look at good art, but most of what is going on has
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nothing to do with that =-- good art, you know. I spendfall my time

crehting thiﬁgs that I love to &reate. I love being an artist in that
sense. I don't like most of what,is out there in terms of art. So, ln
a se:ae, in terms of a public kiﬁd of image of being an argist, I'm not
terribly happy about that, but I love being an artist for myself.”

| S

\
re
An Alternative Road: William

. % -~ -

"1 am very opinionated about this topic,” William said when I had
approached him for an interview. He is indeed knowledgeable, having
spent a dozen years in university and following that, almost a decade in
the work force. Iq'his middle thirties, he is a falr-haired, attractive '
man who 18 soft spoken yet at the same time articulate and forceful.
William was born in Britain and unfil hig\éarly adolescence he
studied in the English school system. Having moved to Canad; at the age
of thirteen and having accelerated in school, by the age of fourteen h;
_ <
had entered a Canadian university and was studying architecture.
Eventually he switched his major to classics and when he graduated he
decided to study art at a university in Western Canada. It was an
~exceptionally positive experience, for he met students, many of whom are
now important Canadian artists, he was téught by stimulating teachers,
and he was given much academic freedom: "Anyone who; I've ever talked
to About éhat school who went there and who has gome on to other
schools, have all agreed that it was a s}ecial placé. It was just
chemistry. It was the right people at the riéht time. We had people‘
- who were at that school teaching who should never have been there: .

famous people. They had cash, I guess, to bring them there. It was the

35

£



~

Pl
o

environment. Those artists or writers or critics wanted to go for a
s:)mer or for a break to work at the university and live on the islands.
So we had people like William Burroughs and Robert Morria -- all sorts

of peopie who wouldn' t normally have been there. You got to know the

- 3

teachers, you got to know them as people. The town vas small enough as
well that you sort of knew things about them and there was a much looser
division becweeg.fghulgy and studen:s. There wasn't a }1gid kind of
structure. You worked with them on projects, you'd paint the%r houses,
and so as a result, in the classroom the§ dealt wtth‘yoh more as a
pérson. They just gave us room, If I want;d to work on plexiglas, for
example, (they'd say), "Here's the ‘'key."” You know; one year I did towm
planning and I never knew anything about 1;'30 it was good. The next
year ‘I did casting iron and things that you would never normally.do.

So, you were'led into this kind of labyfinth of tqchniqueh énd.questions
and you were able to explore them. " What you certginiy did Gas }eatﬁ a
lot about a lot of?things. .It wasn' t like another'ééhool where youagre
committed to drawing or painting or sculpture. Yo; were gold,' Learn
all these things and make your decision later on."' So, by the time I
was in second or third year I ha? done everything from seulpture with
brass and bronze and animation and film, to drawing and painting. I£
was a very special place. It was just that the qttitude was 80
different., It was like a day-care in many ways,. but at the same time it
was a day-care that was very heéﬁthy, very thick and fe;ia}e. We did
not know anything about selling works or apout galleries -- we just wvent
crazy fo£ a few years and tﬁrned out some great wo;ks. I don’'t thbugh,
have a rom;nce about it. I recognize its deficiencigs. But, in terms

)
of assisting a Btudent, in terms of encouraging a stddentu\aﬁd making

»
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them curious, it was{a great pléce."
William appeared to be what one calls a 'prgﬁessional student’,

meaning a person who interminably attends school eventaally almost
. /.

becoming a permanent® fixture in the university milieu. Upon graduating

s

he studied Art Histoty first for a year‘aﬁ another ﬁniversity in Western

Qanada, and then for a year at a university in England. Then he ’

returned to Canada, studied phototechnology and some sciences.at an

Ontario university and eventually moved out east in order to study Fine

Art in a masters program. "I went all over,” he said. "It was better

.than worki_ng.° I wasn't pushing for a career. I never really ne;ded it.

I never reallz worried about ghose things. I had th; misfortune d‘out . -

‘being curious about a lot of thinés when I was in uni&ersity. I might |

no® have been 1if my parents had not forc;d me ta,study something

rigidly. So when I was able'\o‘freé/myself from that I almost probably(‘

chose not to pursue a particﬂE;r line’bé research:and investigation. I

have a gatee:, not as a result of egyloyment, but as ? result of my own

needs." ) ~ .
William discusée& the masters program {n detall., Sewveral ;f the

profesaorg he had' he enjoyed. One teacher's style of steaching was

excellent; another professor William respects because he took an active

and sincere interest in his stddents' welfare; yet %pother professor was

a good practicing artist who was readily available for his students; a’

different érofeésor'(even though, to' use William Ys wofds, he was .4

"pickled in gin') was aB;; to offer some 111uminatf;g perspectiyes; énd

ohe particular teacher was important because he could(inépireustudents ,

‘ . : a .

to do%what they wanted éitistically. He learned much by beloming

acquainted with his teachers. "Meeting people and se!lng the truths .
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was important). Like meeting Professor Smith was a very important thing

for me because everyone had always been in competition with each other.
meeting him was like meetingisomeone who wasn't competing, He is a
generous, gentle, and intelliget;aguy who did his Yérk. I always felt
really sorry for him because he always seemed to me to be under an
enormﬁus p?essure to have a.successful career apd it was so difficult
for him. That kind of really steeled my é}nicism about the art world by
seéing what it was doing to him.”

Although William values some of the relationships he eatablighed '
with professors, this is the only valuable aspect about his graduate
‘'studies: "ﬁell the‘maétere ﬁfogiam was -— and I &on’t think this is too
ridiculous a suggestion -1 thing it was a farce. I\geally do, Maybe
thgre are M.F.A. Erog;ams that aren't farces, but I've never encountered
one. I got nothing out of the program whatsoever fhat 1 wouldn' t have
gotten somewheré else, by myself, 6r just by knowing some of the
professors I had had.” |

The masterg program was a disappoi;tment for several reasons. One°
major one ﬁas that William learned little from the other students: "In
art you learn to'be a good artist in spite of the ?chool, not because of
it. 1If you are lucky you are with a group of people who contribute to
your life and your mind,” If not yop,ﬁﬂounder for a couple of years.
There {s such an intangible quality towthe process of ‘making art that
it's d%fficult to ascertain what you're doing. 1Is it any good? How do
_you measure it? What is yoﬁr measure of a goodrpainting?‘ If {t moves
you? If it survives? If 1&'3 big? The measure of a good painting is
when it prd%okes me. Out bf twenty artists that I ehcountered as a

grhdhate student in that intimate environment there may be three or

L i
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four, at most, that were making concributions.to my knowledge and to my

expetienggs, that brought a perspective that was uncommon, that brought

inv;scigations that were innovative and provocative and that moved me.

I give them full credit. The rest of them (the ninety percent) were _

3 . . .
simpiy more Jesuits reciting-their lines.”
He explaiégd this iast line: "Graduate school was an eye opening _
experience for me because‘I realized people were so self-absorbed and
. terrified by anything outside of their own experienc?s thatlit was

really disturbing., I didn’'t realize that what art schools do 1s they

create students (who conform). It's very simtlar to-a Jesuit seminary.

You obey. They're loose, the rules aren't concrete, they' re an amalgan

of things, but you learn them. For example, if you don't talk the rigﬁt
<7 4 way in a graduate seminar you are ostracized. If you dare to be .
different you're ostracized. Art students (as a consequence) address
vety\narrow ﬁoints of references. They can;t deal with tﬁe artwork dny
JCher way except as artists.” ) ) X

Tﬂ; time when William asked his friend, a commercial photograkher,

to show his work at,a graduate seminar he well remembers. The
photogr;phs were of an unusual place where none of the etud;nts had
vigited: "It was a remarkabie place. Ehese students were with a man

&

who knew an enormous amount abogt the place --a very special place -~

' ;nd they jumped all over him because he wasn't a go;d artistic young

. ) boy. I thought, 'What's happening here? Sure he is a bit of a know-it-
dall, a bit of a creep, but damn his stuff was incredible! He has a lot

- of knowledge and why not suspenq that compétitiveness for an hour of

your‘life°apd hbvé a iook at them and think, 'Oh, what's this thing?
And how does that grow? Where does that come from? What's it like

o . - 59
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there? ' You ask students and it was like they could not see the work.
\

They could not see the place. I realized it was an attitude and that's

what you get from art school: you get attitude."”

“That's what it does, these schools: you've got to read the right
books, and carry around books by Roland Bdrthes. You've got to cut your
hair really short, and wear lots of black, and if you make the 'rig;i:

kind of art you succeed, and you get four Canada Council Grants, and you

get a couple of shows at a major museum or art gallery, and eventually

-

% Q@you buy a house and all is well. That doesn't make it for me. That's

just not interesting -- no thanks! 1It's a farce. Good paintings float
to the surface. Institutions doa't create good paintings. I think that
Qhat makes a good artist is the fact that they 1isten to themselves and é
that they provide a perspective that's uncommon. Whether they address
the common issues is not important, but ;peir perspective 1s personal.
In an institution you don't encourage that. Art schools in a lot of
ways destroy the very things that made art what it is, which is a
pergonal, private investigation and speculation into what is happening
to people in their art. They encourage conformity -— it's a subtle,
insidious kind ;f conformity, but it is there. Art students can't
diésent. There‘is a great deal of lip service and a great deal of
11lusion in terms of dissent. Students delude themselves; they think
they' re special and they are not. Art schools teach students to conform
(and yet) to labour under the delusion that they are nonconformists.”
Conformity, William believes is not onfy éelf-destructive, but f{t.
also af7ects other students. A compefitive, destructive environment
develops. He provides an example of this: “There wés a girl at school
when I was there. Her's was really old-fashioned, traditional painting,
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.but boy could she paint! Everyone hated her and treated her like shit.

She finally left. She could paint these people under the carpet every
.day of the week. She could have painted everything they were painting
ten times better, but she wanted to paint the way she wanted to paint.
I don’t think she was brilllant but she was very good. I think, 'So
paint! ’Here's the ticket. Do {t! You make the paintings the way you
Qant. I'm not going to tell you how to paint. I'm not going to
pressure you into painting a certain way. I'm not going to treat you
badly because you are not-paintiné‘avant-grand subjects.' She was an
old fashioned girl from southern Ontario and they destroyed her. What a
éragedy; So, 1f you happen to do something that is not 'cool’, if you
do a funny old landscape and there is no pretensions to being anything
else, they'll destroy you. Carnivorous, because they are Intimidated.
They are insecure about what they are doing. It i{s necessary for the;
to protect thelr work; it is necessary for them to protect their
1llusions. They do it by evolving an 'adversarial' relationship with
othe; artists. It's pretty sad.”

The major reason which caused William's disenchantment with
graduate school (and consequently with art schools as a whole) 1s the
lack of rigor and lack of exgellence he saw., William provides several
explanation;. One reason, he is convinced, is because the university
staff are not always hired on the basis of excellehce, but on the basis
of personal factors.‘ Too often friends or relatives or lovers obtain
key university teaching positions. "There aée people there who are
really doing interesting work,” William said, "and need a job and qobody
goes to the effort of finding them." Lack of rigor is leo a result of
professors who do not work towards academic excellence themselves. They
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_ often do not set high standards, provide precedents, but are too often
-too self-interested. William feels that some profeséors lack of -
. :

dedication to Ege art field, their ;ack of concern for pursuing rigorous
stud; is often being oveérided by their interest in such aspects as
salary and sabbaticals. Anothgr explanation, he believes, for the
mediocrity he finds in the art schools is the professors' encouragement
of untalented art students: "We're ngg,honest with our students, we're
just not. We say their art is good, keep going when it's not. That's
the problem: you take bad artists with bad teachers and you put them in
a school with all the students 1y1né to themselves for four yea;s in
undergraauate school (because they think they are.talented). We shoyld
say, 'You can't paint. Get out of school.' We don't have reSpéct for
excellence in our culture at all. We've lost iE. Plumbers leave holes

in the wall., The same thin appens with artists.” Furthermore,

another cause of the problep, William is convfnced, is that the
/

standards in the art schoolq are miserably low. Coming‘from England,
coming from a different edficational system, he compares and/ does no£
1like what.he has experiendced in Canadian schools. "England has a much
different tradition in tea Aing art; it's a-much better system...There,
ninety percént of the kids. et'tripped out on théir ear. For them art
1s a s¥ill you acquifé. If ydy want to develop your skills (their
belief 13) there are the requisite thIngs you have to do. Here it is a
kind of party. Here 1s a general 2rosion Iin education. I see it in my
students I teach. The} are subliterate. It is a function of thefr
environment and it is a function of the educational system they pass
through. If I have a'student who writes a normal essay it s

exceptional, Furthermore, the major aim of art schools, which William
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believes is training art students to become professional artists, 1s one .
qf the major reasons for Canadian art students' inferior éducation. By
training students to be professional artists "we are able to'exploit the
system at the expense of the work. We've allowed the making of art to
be eclipsed by the selling of it. It's always been the case because ’ -
we've institutionalized the act of making art. Now we' ve made it a
commodity ;nd we package 1t.”
"I don't thingggpe emphasis was necessarily preconscious on the
part of the college. The professors didﬁ't‘ﬂecide to teach you how to
' be ptofeseionalfi?ut the attitude, the kind of pitch of the program was
- ajways towards that. I think it is in most cases a kind of attitude
that other artists, teachers, and administrafors inherit from tradition
or from the environment. There was always that intense competition
betweén teachers and between studengs and that was a kind of currency.
Peoéle would.ask each other, »'Are you having a show? How many pieces
did you sell?' So, what happened, I think, is that in that kind of
environmenputhose attitudes of prbfessionalism evolved and so they
became really important and another subtéxt really. They underlie

-

. -
.everything. People were preoccuppied with it. In graduate school

students were preoccuppied with the curriculum vitae so dhch, in fact,

thaf they would fabricate them. They'd sénd a piece, let's say a
_photograph to the National Gallery with no return address and theﬁ they
would write in their vitae;"in the collectiod of the National Gallery.'
I'm not kidding! I saw that twenty times -- not once and not with an
isolated individual. So, that what was the unifying factor amongst
‘ students and faculty was the idea of a career and not the idea of
investigation, not the idea of any of the challenging aspects.of making
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.art, but just the practical ones, QTO train studgnts (to train them in
drafting skills, material skills, historical skills, Art History, and
Art Education), or to makilthem curious, or to make them think is much
harder and causes more work and more preparation by the teacher and by °
the administration. I think universities have abandoned their'mandate,
their traditional mandate which was to question and, to (be a place) for
learning to occur.”

By the time William was in his final year at graduate school he was
teaching art on a part-time basis at a college. A few years later he

(ibtained a full-time position at the samé college and is still working .
there today. William enjoys teaching. He takes his job seriously,
aiming to exﬁose the students to as much information as possible,
working towards creating a rigorou\ éurriculum, and setting high
standards for his pupils: He also feels it is of ;:host importance to
provide honest feedback to this students. "Do I discourage my studgnta
from going to art,school if they are\bad,arcists? You bet! I get in
lots of trouble in my department for telling my students what I think
the truth is. I'm supposed to encourage them and cultivate them. I do.
I cultivate their minds, but I don't\think necegsarily that they should
be handling a brush."” To use a ;liche, William practices what he
preaches. He tries not to make the same mistakes that his former art
teachers had made.

Being a teacher does\have benefits that William fully acknowledges.
He finds teaching easy, not too demanding, well paying, and unlike some’

4

other jobs in the arts it's relifable and consistent. Moreover, even

s

though he is considered a full-time employee, he in fact has about six’

months off during the year which enables him to pursue his numerous

a
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other iﬁtetests. ‘

During William's first year teaching he had a 'graduate’
exhibition, “The -last group of work that I did was a bunch of printq,
b;intings, and photographs combined. I did thirteen of thenm here "in .
graduate school and I sold them all. In fact, I sold most of them to .
student;.and teachers. They didn't even make it to the galleries. I
:knew they'd love it. They did. They were really pretty. My friend
bought one, teachers bought them, the school bought one and a gallery
bgyght one." He was never enamoured, however, with exhibiting.

"The fir;; show I ever had I knew that there was something wrong

1y

here. It was out west., I had a one man show at a gallery. I had

twepty-seven photographs and I sold thirteen of them to friends and
réigtives. Everyone bought them and it was 'cool’'. I kept thinking,'Is
this it? Is this 1it? ' Now and then: local art magazines published
picéures and they interviewed and a major Canadian magazine put one of
them in...I kept ;hinking, 'Is Ehis it? What am I getting ba;k from ic
fo; having these shows?' I remember having a show at a parallel gallery
and one professor coming Nup to me) and going 'crazy' and saying ‘how -
brilliané my work'was. I knew which one she'd like and I knew which
one that person would like and I'm thinking, 'Is this it?"' Isn t there
more? ! and there wasn't more, but 1'd beéntled to believe that there was
more. It became predictagle. What forced me out of making art was that
I‘could'anticipate eveégglorner, every event so far in advance it was so

.o ?

unrewarding.” ! .
v .

After he left graduate school he had a few shows in Canada and in é\

the United States. William exhibited what he termed, "regurgitated, «

¢

whipped up, old work,” that for him had little meaning. At about this

I



time, jush after he had graduated, he stopped exhibiting and stopped

producing artwork professfonally.

"The thing is, that 1f I would have been a bad artist then it would
have been .hard, but Ilwasn'é. I wvas a very good young artist. I was an
above average Canadian photographer, but I kn;; I°d never be much more
than that, a least if I ég%tinued the way 1 was conti;uing. 1 wasn't
going to lie to myself and say what I was doing was important. What I N
was doing wag not that inventive. It was okay, but I don't think I have
the insight and I don't think I have the skill to ‘make a significant
change. Well, I guess it's a question of standard;, whether they are
high or not. I think that the standards by which we assess art are not
reasonable or responsible. There's so much tokenism and so much
indulgence. I just don't havenéhe tolerance for that. Wﬁat I respect
about artists is that they don't delude themselves. Most of the artiéta
" that come out of graduate séhool; they don't admit‘that the bad
paintings they make are bad. They thi%k they're great, the dealers tell
them they 're great, they think they're great and they are n;t! I guegss
I've work;d enéugh at other th4ngs like thestre and films to know that
you can see something. I worked last year on an Agatha Christie play
and I could see the thing there on stage. When it was finished I knew
that was 1it. That is what it was for and whgé it ended it would be used

. -
and it would be torn down. There is no myth. For example, you make
this chair, someone sits on it and eventually it will break. It's
comfortable, and it works and ;t's pretty. I'm not going to think that
it is anything else other than a chair. (But people think differently.

about art. They say), °‘You were an artist! You are special, ' you know?

Give me a break -- this is bullahit; but that is what drives pegple. It
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{s this neurotic need to succeed, this neurotic need t6 be different.”
"We 1inherit attitudes from our culture of the ar?ist as hero,
artist as 1conoclast,f%rtist as revolutionary. That's naive. All
,through school, all through your life you are sold the image that the
¢ ‘ artist is the free spirit who communicaée; with his inner self. Out of
that union, the illuminating encounter of one's inner self, there
produces something. The product of that is, of course, revelatory and
lights the darkness as it were. I;’some cases that is true. "You can

name them on one hand in the last #ifty years. I think this romantic

myth fs something that we sell to art students to keep them 8J§;8 on.

It does provide fuel for people for it makes Fhem hopelthebrgw;rk will .
improve and their life will improve, but in most cases artists delude
themselves. The selling of myths is like an enchantment. What's it
called when you chant? Your mantra? You are going to be discovered and
things will be good and you'll be yictorious."”

"I think we lived submerged and intoxicated by promise. If we
didn't have promise we've had it. We'd kill each other. We would just
give up. We romance everything we do. Now is the fact that we are

< yéung and happy; we live as if we are immortal. There is no other way
‘toadrive us, especlally artists. For very few artists is there any kind
of real reward, so (as a result) there is/;\qggig/fomance with that
life-style. There is an old saying: "If it sells it doesn' t mean it's
good.' There should be an ammendment to th;t or an ;bpendage which
should say, 'If it doesn't sell it doesn't mean it is good,’ because a
lot of artists think, 'What I am doing is 'real’'. Nobody understands my
art. Everything is going to be great. Eventually things will work.'

What someone should tell them is,' No, actually it is just shit. You
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should go back to school or get yourself a cab or something.' We

3

pretend as artists that there is something happening. There is nothing

happening. People just go to the studio and make_work and if it works,
it worké, and if it doesn't, it doesn't. The marketplace -~ the
scholars, the critics, and other artists -~ create a system that you're
parf of. It is like practicing medicine without a license; you can't
practice art without a license. You get a license -and ;ou've got to be
part of that community. If you are part of that community you've .got to
lie,‘;ou;ve got to pretend./,In some cases people can work past that,
b&t it takes a long time in their career. So, I don't have low
standards for myself and {f my work was just acceptable I couldn't see
any reason to do it. It was, so I stopped."”

William also stopped producing art professionally and exhibiting
art for several other reasons, He reflects: "I think that I have a
determinist view of making art. I think that if a wogk i1s strong 1like a
culture is strong, it survives, it takes care of 1itself, it s self-
enforéing and 1f I did a dozen really strong drawings something would
happen, but I'll never 49 a drawing thinking that I'm going to have a
show or maybe I'll write a book or maybe I'll do this or that because it
is not that lucrativggemotio;ally, intellectually, or finanéially
compared to a lot of other ways gf making money or making yourself feel ’
better.” He explains the reasons why being a professional artist leaves
him intellectually and emotionally bereft: "What I wanted was for my
work to be personal. I find that when I write it 1s more intimate...
Writing is also a challenge because I take a structure that's unknown to
me and I really h?ve to work with evéry letter, every punctuation point.
With a painting or with a drawing, or with making a phot9graph there are
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so many rules that I find very hard to shake. Also, making art (as' was
already stated before) is too predictable. Furthermore, 50 one i3 going
to tell me anything I don't al{eady know. What are you or ;vhat is Joe
Smith or what is anyone going to tell me about the work that's going to
send me off in a remarkabqle direction with this? PForget it! I ‘l"n out
there. I'm reading, I'm learning, I'm listening, I'm thinking. I don"\
eed anybody's help: I've long since past the point where someone‘'s

going to come and give me some direction in my life. If it is going to
happen it 1is going to have nothing to do with having a show somewhere.

So that's not the reason. I can't think of any explanation that would L
make it worthw&ﬁile. Financially 1t wouldn't mean anything@ even 1if I

sold all the prints, Let's say I had a show. I had ten prints in my
show. A1l the prints were sold and all the’ prints' were say, three '
hundred dollars. I can make three thousand dollars in th:;ee days doing
commercial photography. It would take me a month, minimum of everyday
work‘to put a show together, plus all the agony and stress of putting a
show together, all the f_ears? all the worries. So it is not financially
worth it to me. It is not going to be enriching and rewarding to me to

have the exhibit. Societally, I don't need it. I don't need the smx

currency of having an exhibit and Being an jrtist and being patted on

t back by my contemporaries. I l‘ve my friends, I know enough people
- thalt enrich my 1ife that I don't;. need other people to say, ' Nice work
William' and people do say, 'nice work.' 1 'can't think of any reasons
for having a show. I know that it disappoints my friends who are
artists and my o;l.d teachers who think I'm a failure because I'm not out
there dragging my shit around in a black leather c;se. I divorce myself
from that too. It w;!s bullshit.. .Th{at' s not what I'm §11 about.

A
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That''s not what moves me. If it moves me I would do it., We'd be having

an entirely different conversation. Time goes By and I guess I just’
lost a lot of the naivete that I had inherited from that environment
about making art, about the art world, about other artists. It's the

o

same in that we would shed that naivete about anything else hat we would

5

start. It just happened quite early."

- -

Although William still has strong ties with the art world nﬁt.:oug} )

AN

his friends, former teachers a) assoclates, he has effectively
lieu. It was a‘conscious decision bas‘ed

w'ithdrawn himself from that
on thorough disenchantment. His reasons f;r.disliking art schools also
,pertain to the art world. Like art studentg, William feels _artfsts are
too often di'shqnest ‘abqult their abilities, and consequ‘}ently the art |
world 1is full of medfiocrity. Partly' this is due t<‘> low standards,
partly to a belief in artistic romar‘ltic myths, and partly to what;

. ™ . 4 ’ «
William chlls the institutionalization of the®&rt world: "Hell, we' ve
-institutionalized everything (we've e:ren institutionalized sexuality),
. 1 ’ .
So what we do with the institutionalization of n_lakit’lg art, we've allowed

? -

it to be the home of the mediocré because there is no ethic at all. In

other words, you can be 4 successful artist,and be a terrible artist

' é

because of th® institutional aspects of mak ing ért. HistoricalIy; there

is a greaf deal of evidence to indicate that if you uet:en' t- good you

4 o

did)n't get anythiﬁg. Now, it is possible to work the system,"”’

. ; ' ,
Also like art schools, the art world has a lack of rigor, a lack of

°
¢

striving towards excell'ehnce.) For exa'rﬁple, William knows artists yho
' | . _only are inspired to wor}( when they feel the pt;.ssur‘euof _ea;iiibitio\n’
deadlines: "Like some of my friends think, °'Oh, I've gotg to do s sﬁou.
. ¢ and I ‘ve. got' t%gét this shit t;ogethe:, damnit! I'we got .r.o go to the
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studio and whip up.a couple of paintiﬁgs.' Then théx'll whip them up

. \
angd g!c it in there and. say, 'l don't care., It's goiﬁg to be“;33\<:;n§

1t's there in the show.' That’ the way they talk’ deg of my friends ¢
-~

wait for like a month before they exhibit and'then they do all their o
paintings. I think, 'What are you doing? Is that painting about
painting under pressure or 1is that painting about you? I think it 1is

the former. It 18 a kind of gymnastic 'virtuosic' exercise, 'Let’'s see

what I can do ' kind of paing\hg. Only one motth! Fourteen paintings in

... btne month ladies and gentlemen! ngbe 1'm a tomantic in that I think

works should be better, should be more important. I don't think you

o

. make a sigﬁ&fw:ant contribution or a significant growth if you are .

« o

painting that way. I think that the work you do has to come from you
< / 7 ) . . . .

. when 1t comes and you can't force it because you are ‘part of that
. . w

1 . .
economic or artistic communit®." ¢

Lad ‘4 . . .
What ‘art students and artists also hfve in common, William feels;
- )
18 that both are too concerned with professionalism and not concerned

enough with the art itself "Art has to be a product of your ﬁife and

.-of your observationhymn%%sg product of homeostasis, of the organ

surviving. It's got to be an expression and so much today is done

. !
dbecause of survi , because you need a show, you need a grant, you need

& y

this-and you need that. All of thst affects the way you make art.

3

]

Succesp become such, -an 1mportant thing to people that they equate it

with survival. It, in.'act does determine what kind of art you make.

L g

There {s an absolutist point of view that igh ' Wwhat I do 1is good, eggo
it will sell, érgo L willfhave a career.' That certainly is -

dsstiuctive. It destroys artists’' curiosity and it destroys their
R #
capacity to render judgements honestly about their own work. TIf they ‘

! [y

' no,
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are so. provoked and so pressurea by'the‘need to have a career and the

. e
. need for success they don’'t see their work the way they should. That's
Q i

\

all part of the careerist attitude.”

William believes artists have much in common with merchants. They

.\*

both are concerned with selling tﬁeir wares: In the’casefof the artist
3 -~ . v -

their art is the pr@ﬂuct. Toward those artists who do appfoach their

art with a‘careerist attitude and admit it, however, William has

‘b

s 4

respect., - He said, "Merchants are honest. Joe Smith who sells you a

-
suit knows what he's doing. I respect that honesty. It doesn't mean I
»

agree with what he is doing (but) I respect his (attitude. Likewisd,) I

respect, the artist who admits what he is\like he doesn't lqbor under

any delusidhs, that he 1is any different, that he 1is special. (For
example), one artist said, "I'll give them a blue, and that is four feet

long, that goes over theé couch. What colour do you want it? No

<

N\ ..
problem. Want it in blue, we've got it in blue.". They are merchants.

'

' .
Let's be honest about the whole process, you know, and not pretend.that

1t is somehow a righteous endeavor when it is'not. A lot of artists'

LY

work is.really con@ittQEfd by‘the marketplace. It'e understandable. We

have such a romanticwrelationship to the arts. The& are unsullied, not

sordid fike other endeavors like being a dentist; (but) art is the sames

way -- of course it is! It is a guy sitting around drinking a beer,

watching a hockey'geme and painting. That's what it 1s.”

-

Why do people buy art, William wonders, when people are unable to

Y

, agree about it's worth about what the artist was trying to do, about

its message? He provides answers to his &hestions; “1 think we are

.afraid of what we don't know, and so ve pay for it. There s a kind of

’ &' "3 ' . ) - «
cultural cachet for art when yoy buy and when you support '{t, but you

¢ N < 72/ L4



‘really Hon}t know what's happening.. People will go and stand in front

of a wo;k'and'look at it qu go, 'Wow, it must be great! ' There's a

kind of mythology, there is a kind of language, an arcane language that

. {
nobody speaks but everybody knows is there. It is like® secret signal

between the viewer and the art object. There is an ambiguity, a built

+

in aﬁbiguity which profoundly influences the way people deal wi;h work.

If it is intimate, like §ay an etching by Dore, you can see whether it

-

- works or 9‘5. You can assess it and think, 'This is an interesting
’ .

plece of work.' (But, humor is not often dealt with by arFists) and I
tgalizfd why. It is so difficult because it is so universal. It 1is
something that everybody understands. To use humor you have got to
commun}cate directly, intimately with a person and you can then judge
whether it works or not, whether it is not a gdod joke, (or) not a good
painting. I realize humor is a very vulnerable‘thing for the artht to
use because what it does is it removes the mystique the built in
attitude that is: 'Maybe I don't undérstand the work tﬂerefore it might
atilﬁﬂge good.' This 1s difficult to articulate, but I think iF 1s'§
very Qig thipg. In 80 much of thé‘work that you sée_there is nothing .
happening. ‘What you have is blue next to:béown and that 1is a;l. What
is the painter actuSle saying when y;u look at the.work, like a
Sc¢hnabel paiﬁting? I QOn't know what it is saying, you don’'t know what
it "is saying, AObody knows what it is actually saying except Julian, and‘
maybe it 1is nat actuafly saying an;thing. .Everybody stands there and

goes, ' Ah, ' and somebody buys it. I want to know why. So much of art

is predicated on distance between the work and the\public and not

predicated on the intimate connections which one would assume would be

s



think is structurally a very important thing."

"I am stealing an 1gea. It was in an article in which the author
said that the actual physical work is worth like five percent i{f you
were to take a global view of the artist, It is an'impresaion'that ;he
myth is paré of the artist: what he did, his life-style, who he did it
with, what kind of pegson he was, what kind of clothes he wore,
etcetera, etceteta,‘etcétera. That 1is up at ab;Lt Eighty percent.
Fifteen éerceﬁt 1s the business aspects, the mechanics of the art, The
five percent or whatever is left is actually the, work. So, when you sell
the Julian Schnabel, for example,, that's the kind of formula tﬁht works

'ogk." | ‘ "
There are many concrete aspects about thé art world that William

dislikes. He has been on committegs and watched artists being réjected
. \ .

Secause they were disliked by jury mbers rather than because they

found the quality of the ért lacking. ~has seen people supporting

their friends and not supporting people on the basis of merit. ‘ﬂﬁ
[ 4 . B -
dislikes the pressures on artists to conform to the latest artistic

style and he dis%ikes the rigidity he sees in the art world.’ kll too-
‘ofgen people who are recognized as being'accompiished in one medium,
willlhave difficulty'havtng thelr work accepted if ano;her Ted?um is
used. .Moreover, it is difficult for artists to change theié ihagery.

Like actors that are typecast and often they have a hard time breaking

boundaries: “There's such a myth of freedom for the artist. It's just

not true, 'If Tom HopkKIms wants to make a ‘painting of the sexual acts of -

animals he.can’t. What if he wants to? Not that he would of course,

4

but I mean his dealer wouldn't have them. There's not the freedom{

That's‘bullshit (that there appears to be).” ‘

A
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*" 18 fully -aware of how difficult‘it would be to be accepted as a painter.

William thinks the art world iq looked on with far too much awe.

"What about the world of dentistry? Who cé;és about the art world? It
is8 not some éacred cow that you shguld tread around lightly! No, not at
all! The way we tread around artist and art schools! (Artists and art
students) should be turfed out when they aren’t doing any work and so
should bad art. Good art is good art, bot?om line and there's logs of
it out t@ere...but it is like one percent of the people that are making-
it and that's the way it will always be."

Even though William has rejected the fine art world he is,

a

_ nevertheless, very much involved in the graphic arts. He mostly works

for one woman who is like an agent finding him numerous jobs.
Consequently, he has worked at jobs making films, building sets,
designing labels for manufacturers, illustrating, designiné products,
and éroducing commercial photogpaphs. He also has other ‘jobs. For
example, this summer he travelled to Russia, Iran and Turkey'b;ying
carpets and pottery kor Canadian collectors. He can be talled a fine
art *' bricoleur' having been involved in so many qépects in the art .
) » .

fleld. ’ ) y

It has not been easy for William to break away from the

LY

. N ‘ .
. professional art world. Sometimes he thinks he would 1ike to_ paint, but

)

he wag trained as an illustrator ;nd photographer, and consequently he

He is also aware of how much learmning would be involved. "I haven't

paid my dues,” he said. "I haven't learned how to paint. To learn how

' to palnt takes years and years\aud'years to really learn the materials

in the same way that learning hn instrument does. To learn how to write
]

a novel is a life-time ﬁursuit. There's no doubt about it. You can't
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do it any other way, an%ﬁl just don't know whether I could commit myself

to the thing long enough to be really any good at one thing. What
you've really got to do, to be a good painter,.or to be good at anything

is you've got to have single-mindedness. Eventually you really have to
. } L] 1
commit yourself. There's a point where you have to say, ' Okay, this is

what I am doing and I am going to concentrate for twelve hours a day."

I don't know whether I can do that. I'm not a drone. I d rather be an
astronaut or a wrestler. There's too many thingg out there that I don't o
know anything about that intrigue me.”

-}
William feels strongly that he made the right decision to leave the

N

art world although occassionally he encounters some conflicts, "I still
feel a little bit of guilt. I guess you have a social contract with

people...Who are you now?‘(Thidgs that they knew about you they don't

-

know anymore. It's difficult because people like my work and they want.

™

me to do things. They encouraged me to make drawings and paintiﬁgs
bec?use they knew I hated photographs. ’I like the fact ;hat they care
pgbout me as a‘person. (But), one professor in b;rtiéular thinks I'm a
failure. I feel guilty because I like him and I want him to like me.

It's a personal thing, you know? /I want him to think good thingg, but I
think who I am as a person is a 1pt more important than who they think I
. &, v ¢

am. (I also think) they obviously don't Know what motivates me. Making

1Y

a drawing in terms of success 1s/not what motivates me. They probably |

don't understand it. It is like being part of a religion,wI guess, and
» - O hd I 4
I rejected that, You are a.backslider and you are shunned. You are

excomnunicated: With rejecting a religion there are all the problems of
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social pressure.- Eventually they leave you alone. They gtop talking to.

. you because you'are not going to ‘play the right way. And I'm not a
success because i don't make art anymore. All I have to db 1is have~;ne
show at a gallery and be a success agalin. They'd say, 'Oh,.Fhat's nice
to see your work Dilliam. Great. Nice work!' That wouldn't make me a

success (in my own eyes)."

William has few regrets. He does not_have to compete with other

¢

artists, he does not have the pressures to produce art and feel guilty

1f he is not, he does not have to conform to the art world' s rules, and

2 ¢

he can enjoy the art making process: without being worried about the
¢ ‘ 1

cbmmercial aspects. He feels a tremendous amount of-freedom. He said,
! ' »

“I continue to make art, but only for myself {and) not for you; not for
. . k]

¢ »

my friends, not for any customers, because I refuse. I don' t need
[:4

anyone to say it's a good painting. It might not-be, but § had a iot of .

-

fun making it. It is not important to me that it is good. It is-
important to me that it was interesting for me to do while I was doing
. * ‘ )

it, and if 1t thpens to be a good work, great, but I do.it on my own,

A Y B '
terms. I don't plunge through the pages of Artforum to look for some

kind of justification for.it (like so many art students and artists do.) °

Probably the most important (crisis point I had) was coming to realize
. h N .

that art wasn't the most important thing in my life, that it was a part

of my life and not the focus of it. That Was a great release. I felt

-

" 1ike I had been able to shed a 'life of beautiful and rigorous study'

and shed that kind of doctrinaire approach.. I would do whatever I
. ‘ )

- wanted. That was really important.-. I was sort of released ~out of the

cult. I vanted to live my own life and not something that the

¢

"institition or my aoqiptyldéaigned for.me,. ﬁhybe I m wrong. ° Maybe

o
+
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I'11 have a tough time later on, but I won't think that I've spent
twenty years bullshitting in the basement with abpot of paint and a

a

canvass creating garﬁagg.“

In Limbo: Sylvia

o

An interviewee informed me that her friend, Sylvia, was extremely
[4
interested in being interviewed. I contacted her. .With a;a of the
other interviews I approached veople, but in this situation I was the

one being approached., Later she admitted thpt just before we had met on

the day of our first talk, she was subconsciously thinking about her

artistic career, memories of her experiegces(in art school, and of her
experiences making art, and she -said she felt extremgly depregsed: "It

i1s like phe whole thing (my artistic experiencéj was a terrfgic galn and
now it has been lost. When we §ta£ted tg talk about all these things Il }

realized that I was‘really feeling badly about it all and that a lot of

those sad feelings were from that. So for me it's really sad...I feel

s

very strongly and I feel very bitter and very disappointed.” _f
ﬁ

"I once went to see (a guidance counsellor) -- this was a few years

J
ago when é realized that T wasn't‘ma§ing it as an aptist or an art

teacher. I .wanted to be an artist who 1s supporting herself by her

teaching ‘and b went\ES\:fihguidance'depattmenc; They .said, 'You must

have the feeling that you™have been led down the garden path?" Well, we

- k4

all do! He just came out with this. He didn't know me at all. I
thouéht, dBo} that really describés it! It's ‘like 1£ was all a '
fairylangu“'

‘Throughout her life Sylvia hés been struggling trying to decide |
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bétween two very different lifestyles: on the one hand she 1s attracted
towards making money&(at least a liveable wage), having stability, and

security which usually is the resuit‘of a full-time job; and on the

o

other hand she dreams of becoming a professional artist, to as she saild,

Ll

“make art and to enjoy art and to live art.” It is-.a tremendous
conflict she herself is very aware of: "Thera's two different urges:

,
the one 18 to give up art and just be safe and secure, and(the other is ,

to keep struggling, and hoping, and t:r:y‘ipaﬁ,> and working, amd feeling and’

thinkinks ‘§y1via.haa had to contend with“the longstanding dilemma from

as {ar back as high school at a time when she was chooeiﬁg which field
) i

d

to major in at university.
When Sylvia left high school she wanted to study art at a museum

school, but her parents had other ideas'for-they wanted her to obtaln a

practical degree, a degree which would enable her to have a career,
money and security. She ended up graduating in Library Science. Ddring

these years Sylvia studied two Visual Arts courses and'because she had
. . ) ]

.8uch a negative experience it was not until ten years later that she .

at

becdme involved in art again. she commented about this period in her

lifelﬁhen ;he became reinvplved; "I went to the museum at night for one

night a week. 'My teacher taught both‘there and at'a university and he/

wad marvelous. At the end of the course he said, ' And you, yoy should

b;:?bing this.' For each peréon, I assume he told them what to do next. .
_He opened ;Be'door for them -— he opened—the door for me certainly. Heﬂ

\
suggested -that I go to university for my next year. It would have taken

. "P : _'. S
me a few more\ﬁea:s to catch onto the fact that that was really my next : a
step., I did go...From,then on it was just like I wanted more and more
and more so then”I went back full-time for-a iear," In the next few S
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yeags she worked p;rt-time and attended university on a part-time basis,
Sylvia said, "qul, I rgally felt I had an education for the first time
in my life that really chal{enged me. I mean,‘;:ve been thréugh another
university, but getting a bachelors degree in Library Science was so
simple and‘it was ;11 kind of on the same level. I didn’'t work very
hard and I didn't do that well, but even to do well didn't require a lot
of hard work. It wasn't challenging, whereas the painting program in
" the undergraduate department was. Y?u really felt that you had finished
one step and boy there was anothe; one to go and {t was h;rder.- So, I
felt for the first time in my life that I was really learning something,
and I hate to répeat it again, being challenged, you know. That was a
very good feeliné becau;e £t felt like, 'Oh, at last it's happened!' It

was ver} exciting to feel like that."

After graduating from a Bachelors of Fine Arts Program, Syl&ia

stayed out. of school for a couple of years to work part-time as a |

)

1ibrgrian before she reentered universigy'éo study Fine Arts at the
. masters levél. -She compared her experiences studying Fine Art at the
”university levels: "I éhink that the undergraduate and graduate
'progrﬁms were entirely different. The undergraduate progray I really
felt was like first this dtep,\and then that step, and then it was mgre
. diéficult, and it really béilt ;pu Ths courses did get harder and
galied for more background and experiences ;s'you got through them:' One
‘would build on the other. Then, once you were in the graduate program
there wasn 't a program -- I mean; geally tﬁete wasn't, There were '
c;hrses so it was totally a.different ball game. It was the people dand
there wasn't any kind of coordinated péograﬁ being offered or courses

getting harder. There really weren 't courses., What we did was we went
) . s

R '
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from person to perion each day: one day we'd visit someone and their

work and the next day we'd visit somebody else and their work.
Occasionally we'd go to a show. In a way that is kind of leaving it
entirelyluﬁ to the studént depending on what- came up during the talk

about his or her work. Ther% wasn't much rea.ly offered by the teaching

staff, I don't think, however, you could not help but learn. There

were people from all over doing all different kinds of things with all

A

different kinds of skills, with all different ideas on how to go about

) w
it, and with all our studios together im the same building and almost
»
everyone content to share whatever they were thinking about and doing.

* People likeJ to give the other person a hand. I think that was

absolutely fantastic."” Talking with and sharing ideas with other
students was for her one of the most important aspects.
,
Being in graduate school was. a stimulating time for Sylvia. She
worked on her art, became involved in the politics of the graduate art

department as a result of being a graduate student representative, and

she worked really closely with one ﬁtofessor in particular. In fact,

she began taking numerous courses with him while she was an

undergraduate student and becéuse of this poéitive experience, Silvia

reestab{ished,her{;ieé with him in graduate school. She spoke fondly of

3

this professor: "He was my teaqher, my painting teacher. He was

enormously important. A4s a student and teacher we were quite close. I

-

had had him as a teacher for probably over a pefiod of five or six or
seven years., I knéw him quite well; he knew me quite well., In terms of'

v ) Pl .
a student-teachgr team we worked well together, but it was strictly

within these limits. He gave me a lot of personal attention and a lot

-

of knowledge and a lot of'understanding about art. It comes out in all .

[
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“kinds of ways‘éll the time. 1 think.uhat was really important was that
there was one person to whogJI became a real person, that I‘just wasn't
another number going through. So, for me, that was really valuable."

Sylvia thinksﬁback to how she felt at.the gime she was a graduate
student. She thinks about the way she felt about her experiences
overall: "I loved the program; I was the only one who did. It is
really true! I was coming from work as a librapiaﬁ three d;§s a week,

I was so happy; I was 1n.seventh heaven. Just éive me this for the rest
of my lifé; it would have been fine, really! So, I wasn't being very,
critical of the program at all. I guess it was like all your eggs in
. one basket, like (I thought), ' this is for me.' It was what I needed so

I didn't compare it to what pogsibly‘could have been. I didn't have any
choice. I had to stay in the city and they didn't have any other art
programs in tbé city and it was my h;me ground anyway. So most of the
time I felt that everything wa; fine.” VNow, howebét,‘after having been
out of graduate school for glwﬁht a decade, after having acquired'
different experiences whigh shed new llght on old ones, Sylvia's -
"attitudes have changed. She looks at her years in graduate school more
° . ecritically, ‘ ) . e
Ie-1is the little experiences, the everyday‘happeningé ;hat one
often overlooks when they occur, but that remain tenaciougly in one’s
’ ;emory." They serve as examples 111ustqati;g abstract ideas with

» D

_ concrete dé;criptionsu Sylvia provided anecdotes .describing her
frustration with the department. She, discussed one particular fncident
when she had asked two profésaors for recommendatipns'because she was

s applyiné for a scholarship:L "They must have given me fai?ly good

recomﬁendations," she gaid, "for I got the qcholarship’pnd I-cqllqd up-

‘ L]
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the assistant director to say, 'l got it! I m so excited and so pleased

and so happy.' He said, 'Why did you call me up? Why tell me this?' I
just kind of said, 'Oh weLIfJI'm sorry I bothered you, ' and hung up and
1 felt really like somebody had slammed ‘the door in my face. When you

look at it now you think, well why not him? What I'm asking, about is

Q
)

did people take a personal interest in their students and the answer is
hardly.c I can remember something else too. I was in on all the faculty
meetings and all that stuff because I was a '‘rep'. I remember iﬂeo j
director of the program telling the professors to make sure Qhen they

gave someone a recommendation that they hake {t good. If you are going

to give someone a recommendation to make it re;lly good! In other

words, these guys were sitting there giving their students lukewarm

halfhearted recommendqptﬁhs. That's a real way to stab yéur tudents in \
the back and I don't th;nk you are supposed to do it. You are éither

supposed to éay, 'I'm not going to give‘yéu one,' or you really back

them up to the hilt., I also remember two very good students who had

asked someoﬁe for a recommendation, not getting a scholarship that I got

and coming to him and Qaying, 'Gge you know, we didn't get that

scholarship. ' They had obviously expected it and quite frankly they

really deserved it, I'm sure it wds because this guy had written some

o

half-assed resommegdation and so of course they didn't get it. So that

was tLe kind of faculty it was."
‘ “Overall, I don't think the faculty was concerned about building a - -
systematic program. C;:tainly, from what E remember from the faculty

meetings they ;ren't. I remember the dire?tor saying, 'How can we
* change things? ' and he' meant big changes. Maybe th;t was the probiem

because he was a new director and he was coming in. Maybe they were all

’ R -
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kind of looking at him sort of cynically thinking, ‘'Come on. You don't ¢

really know what is gaing on.' Anyway, L must have made trouble at
e . . v

]

several meetings like that objecting. I think I did a lot of objecting

and one of the people in the faculty meeting said ‘something to me l1ike, ‘
~ . ) \Vi L
' Well, what do you want us to do, fuck you?' T really didn't know what °~

' .

. ’ * o
to say and I was really hurt and I just shut up. WNo one else said

+

anything either. No one else at the meeting said, 'That's not a
professional remark, ' or, 'You can't talk that way.'" ‘ :

Sylvia talked further about her university experiences: she

-

provided anecdotes whSéh 1llustrate the unequal wa} professors treated

?

students: The ones who excelled, she said, received recognition and

support, and thg others were neglected: Yes; we are not all Gauchers ;
‘and Molinaris. You really want to help the students who are‘boréegline.

iou don't-ha&% to help the students who are extraordinarily good and who

are asked to Eeach and who can teach and do mgke it. You want to help

the next ones down who are pretty gdod and whq areheither going to sink

or swim depending on their preparation. It 1s the kind of proéram thch
doesn 't serve the people who are struggling and have the troubles agd

who are borderline. I think in teaching that those 980;19 are important ' .
too. So, in a way it was an elitist program.” ’ -

‘At both the gra&uate and undergraduate level Sylvia sﬁrongly feel;

,that ;hete 18 one major inadequacy at the university shg épudiéd at:
‘namely that she fgun& the;;(was.no ftaggégg for the pié?é;sional art
world. "They didn't help you survive as an artist on your own overall
at all. fgé;e is sometidpg missing really in terms of if you are a
professor who has students and you want them to get out into the world -
;nd survive, Tﬁey mades very littlg effort to make a;re that h;bpened.
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It,was pll training to do art. It kasn 't really training to survlve as

‘

. )
an artist. There's-a difference. There is so much you cah Ho in terms

7
¢ !

of presenting your work to galleries, ﬁhich galleries to go to. - There's

P
8o many ways that you can initiate people %ha\\are coming up 1nto that

'

world out there and it was all so oriented towards making art and L

towards criticizing art, and (it) dealt not at all with the practical

Y

aspects® that would enable people to survive. Yo% know there;ggge people
in that program who n;eded to survive.”

"Why didn't the professsors lcontributé more? Why .didn't they help
us more to survive afte; (graduating)? Why weren't they more involved‘
in what was‘re;llg going to happen to us? They could talk about {it,
Ehey could §ave ﬁeoéfé come in who graduated and made it in one way or

. .
anothet- and talk about how they managed to do that. Like working as a
& *

. - N .
carpenter and painting -- not necessarily teaching and being totally

successfui, but (they shoﬁl& have talked about) how others had done {it,
They should offer a package on framing, and portfolios, and interviews.
I think they shoulﬁ do more in placing people for jobs. I'd add a
univefsity non-credit course letfs say for half a term about your own
packaging -- all the things I've mentibned in here, and if theg are not
going <to qéach you these things‘they should at least warn you that,

' We're not\teaching any of these things you need to get along in the
professional art world. Get out and ffnq it on your own." At leasL
people wouldn 't blunder through i{t. Oh yes, looking back on it they
cg&ld have made my 11fe so much easier with just a few little hints here
and there, with just a few little courses or «a few iectures oé how to do
this. There is that'transition between being in the university and

having to make your way economically ottside of it. I think that what
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we are talking about a lot is that bump, and how it 1s handled, and how

‘4t wasn,'t handled by the prbgram at all, and how looking back you could

™ .

.\ expect them to do something about that.”
Sylvia learned about how to approach galleries from the ather

students in graduate school. Sometimes they would tell her to ente}

.
Vd

shows. She remembers "when soheone in the program came in -- she's one
of the really good peosle who had done .really well and she feally is
good. She had a loose-leaf folder. In the folder she had eight-by-ten

'gyﬁssy photographs of her own work. It was like a whole commercial

.

presenta}ion of her own work., I was really shocked! I never thought

N

* that being an artist entails presenting you;self as a package to the

¢

world, .I mean, I think,I've'gone all the way through university

absorbing what it was saying which was that art {s for art’'s sake and

you don 't worry about -framing, you don't worry about packaging, and you

%

don't worry about selling yourself; you just do aft. (Anyway, this
woman) knew just what t; do, and how to do it, and where to do it, and
sﬁe‘did it!" During Sylvia's third year at graduate school she tried to
'd; it ' -~ she took her art works to three galleries. At that time she
felt ﬁer works were good and that they should be exhibitedu "I think",
she sald, “that I didn't handle itewell. I just took it to one or two
+places. I don't tﬁink I knew how to package it and present it at all.

4 So;'IJa“give them kind of a mixed bag instead of ten things on f theme
that all tied together and that they could evaluate as a show. I took
it to a gallery and they said they didq't want it but that to come back
again., I took it to a commepciai gallery on Sherbrooke Street -~ a very
good one -- and they weren't interested. (I) can't remember why. I
took it te aparallel gallery and they walked all over it! ' That was
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'drawing sleeves. ?héy had taken all the work out of the portfolio and

t < . .
lovely. It was drawings and watercolours and they were in those plastic

put it on the floor. I guess they hadn't walked on i} but their floor
was filthy. They picked'1§ up and put it in the portfolioc and when I
took it out of the portfolio the sleeves were gritty and grimey. They -

were diriy! It was just a mess -- the whole thing. I just didn't know

-
-

. L
what I was doing. "I don't think I tried very hard, I didn't try many
0 hd - ‘
places, and I don't think my work was maybe that strong, and I don't

think I presented what I did have well either. It was a mixture of a
| ,
lot of things.”
"1 really didn't think I was ready to show anythiné and I really

didn't think of myself as an artist.” Artisfs, Sylvia thinks, are

"driven, are committed solely to their art, are people who work all the

5

time making their art. It helps if they can handle the business aspects
\ : . ‘

/ .
of being a professional artist, but it is notf necessary: "It is really

- »
’

true that i{f you're really good, and 1f/you just do your art it really

\
P

will be okay. You know-someone else will come along who will package it

for yoﬁ or will hatdle” it; somehow it will get out to the market.” Y
. .
The financial struggle, Sylvia realizes, is what most artists

contend with whether they make good art or not. "Upstalrs we are

hearing the footsteps of an artist...He works at a photography store as

a salesman and he is reaily into photography and into music. He is
h;ping ko be hired as a part-tide musician somewhere. In the meantime
he is trying to support hig family and he's got all ihese expensive
tripods and cameras upstairs. They can hardly scrape together the money
-- T'don't know how they are going ko scrape together ghe mogéy'for )

rent. They are living on the sales from his salary and there are four
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of them, yet he is full of ‘pie in the sky’', The whole idea is that

it's absolutély wonderful to do anything artistic. It hasn't dawned on

him yet that there is an immense price that you're paying and you have

to look at it more critically.” Sylvia dods not believe that most good

» ~ | <,
artists can mainly exist off the profits from their grtworks, that they

- can lead an idyllic lifestyle working solely on their art: “All the ' "

P

students knew that you have to teach. Well, what else is there to do?

r
{

You know, you are not going to‘eﬁrn'a living by painting. unless you're

@

unusual -- you're just not. ¥ou have to go into teaching or into some .

°

other line 9f work, I really winted to stay in Qrt," but it beéame
increasingly obvious to Sylvia that she herself had io teach.

While working on her thesis and painting during her last year at
graduate school, Sylvia managed to ébtain a position teaching one courge
in a private school. After she left gradﬁate school she wrote every
school commission within a manageable driving distance an@ consequently |
obtainea séveral part-time jobs in:community centers.

During the time that she was working as a teacﬁer Sylvia h&& two
job interviews for an art college pog&tion. She said, "They were the

only (full-time) jobs that came up. in the few years after I had

graduated. I found the interviews really difficult. They were ’

interviewing éevera} people all at once and we all had to sit in the

o

same waiting room Iooking at‘each other., There were about five people
‘doing the interviews sitting around a big table and they wanted to hear ".:
your views on art. I really, at that point, was a lot less articulate
than I am now and even now:l'm not sure of what I think about things;

So, I walited for them tg say -what they wanted ang the; wére'waiting for '

- me to say what I was going to do. I found that very strange and very
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difficult. They were,h@ing very carefu} about not giving any ?uégeation
at‘all of uhatq-L and i‘think this gs perfectly fair of them -- of wPat
kind of thing the;,éxpectéa; They were careful of not leading me on, I
.realiged.hgw used I am to that in ; conversation of what the other
pe}son‘expectq and then you qaé fill them in. You f&llg? that Tead and/
there weren't aﬁf‘lqads! I don't think 1 presented myael} ;ery well,'
and I dLn't think élgo I'm:aS'htticufate or clear about wh;§ I do or
about what I think about art as other people are. So I came out .looking

©

more scrambled than I am. That was a -crisis ggr me because 1

«

desperately wanted to get the jobs and didn’t get them. That was

awful. " )

During tye time that Sylvia was teaching she also decided to'try to
exhibit again: "I had a sh9w~1n a major public library. At school I )
wené through.hith a group which was kind bf 'Oh, you don't bother about
art galleries anyway; You show in ﬁﬁblic plgcea,and to hell with having C -y
a careég,' whichoalsé'madeiit difficult for mg to have one, right? If I
ggd'pgrsbnally thought, 'I'm going to have .a career and I'm going to‘do
everythin% I-can to have one,y‘then maybe I would have picked up more
what you had togdo; Maybe not because I<think I'm not like that anyway.
There were people with me who were much m&te ambitious in terms of doing
. that and they did i{t. So what dia_f_do? I had a show in the library
which I really loved -- I liked what i showed, (but) it was like not

showing it. I mean, very few pe&ple who I knew came _out to see it. I

had another show in the library a couple of years later. I was 1living
in Pleasant Valley and I did photoggaphs of some;hing that had happened
there so I had another show agaiﬁ in the library, ‘but then I

deliberately wanted it there and I didn't try to show it anywhere else.
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get some kind of feedback from the.gbmmunitj newspaper. I Fent them
photographs and asked them to mention it and write‘it.ﬂp. They didn't'
- even mention it. They usually have an-artisg in thé.local library.; K
- They forgot to mention it so.it“ﬁever got the slightest® publicity
;hatsoever. I could have 'killed * the editor espec;ally because he 'kept
saying, 'Well, we're not going to do it this week, but we'll do it next
week. ' The show was up‘for tﬂree &eeks'and then it was off."” She hag
not ?xhibited since‘that experiendé. ;Now I feel,” she.comments, ;as
though exhibiting is all over with. - Also, T haven't been qrawgng or
Ppainting so I-kind of fei} out of it,  If I am interésfed in doing
anything it is photograéﬁy and maybe short movies just for my own
pleasure, but-art movies." ‘

Sylvia Kept teaching part-time ;at Qarious schools until two
incidents occurred: fi;stly, the provincial governmené cut its funding
for cémmunity based educacionglacourses'by about,fiftf percent, and
secondly, the principal at the privateopchool she was working-at favored
the cook 's husband and consequently fired Sylvia‘so that he could hire
the husband as the new art teacher. Five years after she had left
univergity she was unemployed. |

After being on ﬁnemployment insyrance for four months, a 2r1eud
informed §y1via éf a library posiEIbn. She apélied‘gﬁa‘was hired. 1
rBalized,"laﬁeEEaid, “I'just’ had to (accept the position). It was like
I' was forced back -- I really felt forced. Theré wasa' t any choice
enonomicalli. There was just not enough jobs left so I had to fall back
on what I had in another area outsideﬂof art totally. I realiy felt

badly about it and I still do and I probably always will.” For over the .
90

I thought that was really the place fo},g;. I really thoughi'I would -
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~last-five years ‘Sylvia has wqéked/as a librarian. She is gurrently

working on a full-time basis running a library in an élemewcary school, -

and 'she also teaches part-time in a library science ﬁrogram in a
. ] | , /
university. /

Sylvia reflects on her gitwation as a librarian. 'It Ls’ttoublé-
; .

-

some: she is torn between the security, money 7ﬁd stability -- the
fru#ts of®a full-time job position, and the de71re to be involved in the
Visual Arts. Shgireflects on her situation: /"It is kind of nice to

save some money. 1'11 just work all year k7ep1ng my standard of living
AWt

the same and put all that extra money in tHe bank and have it as a
cushion. That's fine with me except th;7/1 certainly feel awful. 1It's

jist terrible -- I really don't like it/ I really would rather be doing

u / ‘
art or teaching art.or making art at yéast part of the time. Anything

/

that comes up that has to do with arf I find so much more exciting and
interesting than the rest‘of the w?éld. I just feel be&ter when I'm {in
touch with art. "It is hard, it ;éally is hard., At first I thought,
'Well, this is-really a lot eai}er than I thsught ig was going to be',

but it is getting to me now. /ﬁ feel torn all the time."™
. / .

Sylvia is in a quandarg/ She thinks over and over again to herself
what her next decision shodld be. Should she stay at the l%btary? She

herself provides her own/keply: "I might decide to contihue on if I
y !

stay as a librarian and’ make money‘and forget aboui art. If I could .
/ . )

t t e '
just forget about Fh7/whole thing I would be happy. 1 really would e’

A

A )

happy to fgorget it #11 and be content with what I've got, but it is like

asking yourgelf to be made over. It doesn't work that way. You really .
7 :

have certain v§;ﬁes and they don't change even though you'd be more

1
¢

comfortable/;}éhout them.” She wonders- whether she should remain at h;r

9 ' g
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job and work OA%Zer'arf,Qn a part-time basis during évery free moment
she has with fervor and”energy. Yet she has not done that successfully
in the ;ast. Purthermore, she looks dis;ainfully’at this practice, one
that she feels belongs to a 'Sﬁnday painter': "My friend said that he
could see he and I would be the_kiﬂd of people that would stop painting
completely rather than dribble on doing second rate or third rate stuff.
Kctually, he- 18 right. I can't dribble on. I rea11y~couldn'i go on
painting or drawing and not feel that I was working to the same
standards and demands that I d;d as a serious artist. It is like asking
a concert pian{stadho has given up being a concert pilanist, 'Can't you
Just play a few tunes to make yourself feel good?'" )
Sylvia asks herself‘qhether she should quit the library job which

s

fs anqther viable alternative. If she does she thinks she would go on

A

unemployment insurance for avyear so she would have the much desired
time for art making. Yet, she feels she will be leaving good jobs. If
she leaves she worries about loosing her job contacts, she worrles
whether she can reestablish them later on, and she worries about what
kind of position‘she will be in a.year later when she reenters the wor?
force, An;ther ?osition\she is thinking about is taking part-time jobs
again here and there, and as she said, 'scrambling for whatever is 3
available 'e;abling her to have time for her art. She hesitates, she is
uncertain about the risk, the insecurity and remembers that scr;mbling
and scraping by she had done for so long a time.

;It‘q;' e," Sylvia sald when discussing her future, "I'm seeing
that maybe I can work things -=- gsomething in -- somehow and I'm not
seeing this as the final stop for me; (that) this is tﬁé end game and
I'11 work at this full-time for the next fifteen years until I retire
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with my pension as a librarian. I can see that tﬂere are other threads
} :

that are going to continue and I should keep my mind open and flexible.”

Sylvia reflects on her ;ituatién: "It doesn't actually worry me
beqause I seem to always land on my feet, but if you start looking at
‘money which I never really looked at I gave up an enormous amount of
security, financial security, in ogde; to do the Fine Arts program.
(Nevertheless), I always felt immensely rewarded. I f;lt, 'Oh well, but '
I've got eyes to see with.' .I think‘I'm very unhappy that I can't use
it. I think that's where the bittéi feeling comes from. ‘It's like I 've
got all this (artistic) skill and all this potential enjoyment and I
can't enjoy it and I can't do art. Partly I feel 1£ was my own
disorganization. For me, I was lost in the romantic haze of being an
artist and I wasn't .thinking of the other reality at all (of having to
.get out of school) and having to support’ yourself by teaching or sellﬁgg .
your work and having shows, or building a féputation.: I wasn't thinking

e

of that reality at all -- not in Qn organized way. I think certainly
you could say, ' ngl, why weren't you?' ?art&y, however, I feel I could
have used moré_practipai guidance., I think the school has to feel
responsible for this ktypb of dilemma). I'm sure I'm not the only oée .
who i{s trying to survive in 1life wanting to make art and finding it hard
to make a living. No, I know'i'm\not. It 1s {irresponsible of tﬁem,
(the professors), to go arourd with their head in the clouds just
teaching art and 1gn%!ing thé practical aspects, Tﬁey are putting
people through real pa?n and real struggling and réal hard times and

they don't have to."

1
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‘ Beyond Personal Expectation: “Roslind 9///’///
\ - ‘ b

< &
"The most exciting thingiithat happened to me was I got on the cover -

of Vanguard about a year ago. That was exciting! It is still curious

to me to read an article (about myself) because when I'm reading it half o

the time it feels like I'm reading about somebody else. It's very odd.

It's a very weird feeling. Tﬁen a few more articles were written (Bn my

workj, I got some major writ; ups,~and‘I was invited to exhibit at a;ﬂﬁ-

major contemporary art.museum; a;d theq}tbey pprchased‘;ne of ﬁy pieées

~I had exhibited. Slowly but surely a lot of these things were, happening
and I'm.gtill surprised by it all. So;etimes‘l sort of pinch myself ’
because I'tan't believe what's been happening.” Roslind said.

"I'm really happy. I'm flying."I 1ové what I'g doing. 1It' s not
always easy -- it's‘not as easy as it maf seem. Somefyofnings I reéily
don 't feel iike working. I'm basically very lazy but;I'll get up and

I il force myself to work. I'1l procrastinate for an hour or so aﬁd
then lay on the guilt and say, 'Oh, I should get back into my work.'
Some mornings I get up and I just look at the work for hours and nothing

/) happens. I 'll just putter around in my studio and not do anything
really constructive and a whole week can go by like th?t. I used to <i—«)
feel guilty about that and now I don't anymore. 'I Just accept tﬁose
periods asliging normal,'natural periods. The very productive per1;d§
are just as normal and as natural as these periods gherevl'm not doing
that duch work, but I'm still working. 1It's something gpgt I've
accepted (which is that) when you don't’'work you're still working. Tt
is still picﬁlng up information and stimulus around you. Then there dre

"periods where 1 go tgéough self-doubt and there are periods where I

°
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don'é even doubt anymore. I just enjoy creating. ‘I love being here and
A%

I love working and there isn‘'t any-room for the doubts’duting those

{
periods., Then, all of a sudden I step back and ? start doubting again.

.Other times it goes really, really well and other times I'll get a

-

surprise phone call from a gallery who had seen my work a few months
before (and) who is £nteresged in my gork, who fould l{ke me to sena-w,lw
dossier. I think all of these things are all normal 1n(;h:-proceas, in
the production pfocess because there is nouway you could work ;n the
same level the full time. Youucan'f keep plgggiﬁg away and plugging
away without'atopp;ng and taking arstep back and digesting.it all.”

"It is a type of carger;thac'ig extremely surprise oriented because

it is really not a stable, predictable existence. It {s really

unpredicféb;g. It's like playing thetfbttery. You ®ave to find

stability .elsewhere., I find I have to find it in relationships with my
Y :

friends and family. Everything is based on 1f1‘and buts -and maybes. It

" becomes exciting. It depends on the person, I think. Some people wéuld

hate that kind of existence. They want to know where they are going. I
think that practical side of me also wants to know. ' (I think), ' Well,

wifi I,get a grant next year? Will I be able to sell my work next year?

.

Will my work be as acceptable next year as it is this year?' Sure those

.

questions arise.sometimes, but in general I am very happy that I can do
' - ' s

-

something that I'm in love with, something that I love doing."

Rosli&d works where she 11v¢s'1q‘a sunny, spaclous, immaculate

-

studio which-has g large area for art mg&ing, a huge beautiful windowed

area overlooking a mountaired vista on one side and the city on the
other, and a commodious living room-cum bedroom spdce. She lives in the
heart of the gallery district, is neighbours with well-known parallel
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galleries, and she is {n short walking distance of the gallery at which

she works as a coordinator of exhibitions. Because of her gallery

position-she has met with innumerable artists, she also has many friends.

who are artists, and she works in an artistic milieu.. While she sips an

4

expresso she thinks carefully about being an artist and about what she

3 Y

feels are traits people need for this type of"careen:E "You've got to be

¥

L

poaitivg." she said, "You 've goteto be persistent,uand you've got td be .
aom;what'of a dreamer too. You've got ;o discipline yourself. You have .

to" hayve 2 lot of order in your life to do what you are doing.

Othe;wiée, you'd be too scattered and it would -show in your work. It "\

would show iﬂ-the‘ya¥ you préé?ﬁt yourself -~ presentation is so o :

a

important, I think that you can't lose insight. You've got to be aware
. N V 3
of your own survival, but at the same time you've always got to keep . e

+that freshness about you. You've got to be realistic, but at 'the same

time you 've also got to keep the imagination going. You've got to keep

the creative juices flowing at 'all times, even though at times you are
looking at &%e world too realistically. .I'll give you an example of, *

2

let's say, an artist who suddenly discovers one day that by doing a

o

certain kind of style he can sell a lot better than‘by really followidg
his own instincts and doing exactly what he would like to do. He'll do -
a certain style because ‘it sells better, because lt is more acceptable,n 2 e
it'a more accessible to the public, so he completely forgéfs about the
workjthat i1s true to him.and starts working on these,-false works. ‘Ihrd
think that one of the hardeat‘things to do is to say, "Wait a second. .
I've got to keep doing-what I believe in even though it is really . S
‘

magéinal, even though this'ogher_stuff is selling, and even thod%h this .

other stuff is getting.my food on the table. Even though. it can bé;
« . .o . } . . ) -
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) appreciated by a much larger public 1 ve got to, stop doing it. I'veﬂgot

to keEp working on the work that's true to me, that I feel most ~ -
comfortable with,;" Roalind further_discuSsea the issue of an artist's

iIntegrity: “If someone comes up tg me and said, ’Well,,wh; d% you work

80" large? Can't you work smaller?‘ I would\)till liaten to him., I
wouldr say, 'He's talking at a vgry practical légel. These things don't

P .
fit in someocne's hbme, but I wouldn't work smaller because‘that person

suggested that.to me. I would work smaller because I felt the .need

)
) P N ’, ¢ ’ ' .e
to. - . . ) ) Ce .

"To tell you the truth "~ Roalind salid, ‘as she pondered further over

- the” type df characteristics artists have, "I think that werhave juat as

- . A

' many personalities in the art world as in ‘any other buainess We have
‘the artist.that will go, to bars every night and sit and drink and smoke

and discuss art for hours and hours and hours. We also have the-so
o - A * . "
called 'straight' artist that works a nine to five.routine in his studio

0
-

and is‘just-as serious and Just aslproductive°as.the other artist is.
L4 b, - - ¢ ¢
It's all a personal thing. You are talking about personalities and in
S LN
every field and in every career that you choose you are going to have

o

1hdivi¥uals that are so different, one from the other.' Each one oeala

. N
~ > Al . P v

-with his career and his profession 1n‘ﬁ3different way, but I don"t thiny :

that ‘'we are a strange animal that most people thinufthat Qe‘are."

! 3

. ”It s a very fictional cliche image that has been laid .up on ua. 1
° Pl K
think that on tbe contrary, ‘the artist of the eighties 13 extreméiy © L

business mindah, is extremely concerned with money, is extremely

Y

gconcerned with how he.lives, how'he‘dreasee. You '11 gosto a vérnisaage :hi

and you“lﬂ see artists that are extremely well dreaaed in the - lateat

fashions. I think the eighties are not as idealistic as the seventies

° \ ¥
-~ 7
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or the sixties. I think in the eiihties that people are much more Jpare
of the fact that ‘in order to get something they have to go out there and

get {t. I think.-that that also applies to art and artists. I think .

4

- +

they are .qu'it'é aware of the fact that if they v;var_xt‘t:heir works to be .
. ’ X5

4 seen ti‘ley have to find someway of presenting a dossier or of going from
one galle-ry to the néxg and not just 'sta;'ing in tﬁeiz: studio and working
'bec;su'sg tf\ey realiz"'e' that the ~perscn t;eside them 1s getting. exhibitions, )
is able to ahowfhis work and the only way he was able to do that' was by v
‘pu,sh:in‘g hiniself to go out there a‘nd sfxow his dossier or by getting
someone else, to represent him-.‘ That's.a myth, that's a hugé myhth that
éptist’s don't know how to handle th_eir own busi&r;ess aft:airs. I think a.
lot of artists do.know. Some dén';,'but th}en again, I keep comparing it
] ,’to other careers.’ A lot of people, a lot‘of doctors (for example),
don 't knov; how to handle their own affair:ds .~ It depends on the
‘p‘ersénalitly, 1t depend's on each {individual, I guess it 1is all relative

because we are not as flippant and as crazy as other people think we

N 3
are. We'couldn't be b’ecause you have to have a lot of discipline to do .

* \<what you are doing. I'm not aware of the artists, though, who have just -«

grad_uated or who are still going t.o’school. They may be thinking .

‘ -

complret:e‘ly on other terms. I'm thinking of the ones that grdduated at -
AT . .
" ‘about the same ‘time as I did or ones that have been working steadily and .
& : '
have been on thfe‘ market for the past ?1ve to ten years., I see how they

live and I s%e .how they dress and I see how they travel and it's not at
L] ' ~

" all that bohemian starving artist impression that one has always had."
Roslind éhought more about the image people have of artists. She

‘18 well aware of this image for she herself feels that she has sometimes

4

been stereotyped as an offbeat,’ fringe person, living a bohemian

-

4

.
:
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she found was too technical, so she changed one major to Art Education.

3

lifestyle, She talked about -the romantic notion people have of artiata €

who are suddenly overwhelmed by the creative urge: "I think: generally

spdaking artists are still looked at as someone who creates at whim. In
. T

the middle of the night he wakes up because he has this incredible
inspiration and he starts painting furiously at three in the morning.

Ié's not...all of a sudden waking up in the middle of the night and
\ )
saying, 'Oh well, I've come up with this brilliant idea and I'm going to

start working.' It doesn't work like\that. That's a bunch of bullshit.
That's bullshit because you have to keep plugging away at it and through

doing the work do you get the inspiration. It's like a myth behind the

4

artists ' life."”

L)

Roslind spent threg years at university studying Visual -Art.

&

During her first year she took a doubleimajor id Studio A;t‘and Art
History., Unlike many'other students in her.situation, she did question

what she could do after she graduated with a degree in what she vas

b

studying. Just thinking solely about a degree in Visual Arts made

Roslind feel insecure: "If you think 'I'm going fnto studio and then

,'I'm going to  become an-artist,' then you‘think -= you panic! You ;uat

re
say, 'Well I don't see myself doing that, getting up in the morning and

Ed

being my own boss and bustling and pushing my own work.'™ Art History
é

This ¢hange, however, did not prove to be beneficial, for Roslind found ’

the educational theorybcourées, on the whole, were not only banal but

dry. She was not deriving any satisfaction from.those studies ao'ahe

consequently decided to study only studio courses..

Roslind thinks- she learned much from her university studies. She

learned that presentation of the work was as important as the work

v
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itself;n She learned about multimedia, about the then uncommon practice

of‘mixing.différenq mediums together like handpa@ntipg an ‘etching, for

example, and then zeroxing the image. She also learned to speak about

. ny

her artwork in a professional manner: "If the teacher," she said, "gawe
you an opportunity to discuss your work a little bit it w;; reafly
positive, but if you just éame, presented your work and the teacher did
a critique, you didn't have an opportunity to talk about the work and to
evaluate yourself. I think that it takes a certain kind of professor, a
. really speclal kind of professor that will allow &ou to think first
before he gives you a critique. That was rare -- that was really rare.”
Roslind also was affected by one professor whose _teaching was very
ge;taix-like" She learned to not only draw the object but to be aware
of the environment aréund it! "We ;ere introduced to another way;of
drawing and another way of seeing that still influences‘me today because
I'Ll make a drawing and I won't stop at just, let's say one figure, but
I1'11 shy this figure belongs in this other enviro;ﬁept.“

One pfofessor Phowed\slides of contemporary Canadian artists works.
This Roslind feels is of u%ﬁgit‘impértance because students should be
made aware of what their c;ntempo;aries are producing, what ideas they
are Qbrking,with, what their lifestyle is like, and ﬁow they are able to
survive economically. Thié course content provides real p;:cedents for
students. One of her major criticisms is that this type of material {is
not covered in ﬁbrg clésses: "(As a siudent) you'd be busy creating,
'yoﬁ'd be busy working on your own work, but you didn't En&w about your
contemporaries, you 4idn't know about the people who had just grashated,
or the people Fhatlhad been on the market for the past ten years. You
heard bits and pieses about them. I think that is really important to
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be able to stop the class once a week, let's say; and bring in slides or

‘talk about somebody's work, or have an artist come in and talk to you

about: Yﬁa\ﬁidlives and talk to you about his artworks. That was rarely

—

. done. I can think of one profesgor that introduced artists often., I

think that 1is really, really important because you start learning about
your own personal environment and how it relates to others, how it

rel;tes to the artist living in the United States, the artist living in

. . ,
Europe, and:how it relates to you once you are out and not in the achool

situation."\ \

Ros1ind wasavery fortunate to be asked, while still a student to -

\ . . » )
work for a professor who was an active artist. As a result of being an

o

'apprentice’ she started learning about the artistic environment around

her outside of the school art séene, she met artists and people from the

o

art WOrld,‘agd she was introduced to a professional artist's ligeatyle.

v

Roslind was hired to work on an art plece for her professor which'she

- saw develop from its initial planning phase to finally seeing it hanging

1

¥

Three or four times a week Roslind would meet her professor and thgy

would talk about everything from art, to art exhibitions, to presenting

~ artworks to galleries: "She introduced me to a whole aspect of art that

I wasn't familiar with. It was a real learning experience for me.
Sometimes I would walk fr'to her office at home and she would be working

on, let's say, a grant proposal and not knowing exactly what she was

e -~

doing I still had the feeling for it. I still was introduced to an

aspect of the mflieu that I wasn't familiar with. In other words, it
wasn 't just going to the studio and working on your work, but there was
all that other paperwork (I realized) that was just as important.”

[~
.
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At university Ros};néﬂ?;@ }ittle exposure to the information she
was learﬁing as a result of being aﬁ apprentice. "We had teachers” she
recalled, "who would tell us, 'You're all in this frogram in university.
You're all in the Visual Arts and you are all idiots.' This wag the
only time Chey would tel} us what the world was really like, All of
them Qaid, 'You know in Canada'there are only a handful of artists that

‘ ) are living off only the sales of their artwork alome. All of the others

‘ are teaching as a sidekick or they're getting grants, or they're doing
something else to survive.' And so at-first I just said, ' Yes, maybe we
are idiots,' you know? At the time too, when you are young you keep

' fhinking you have this whole idea}istic image of-what you may do in the
future. (Then when you leave university) you féalizé a lot of different
things. You realize that the world isn't that easy. _It's not as easy
as xo% were led to believe it had been. (Overall, in university)_ye.
were encouraged in terms of the creative process and not of survival and
not of using th} we have in a business form. So, it is ideal:_ iF is )
ideal to think that we can go into our studio and create and that's all
there is to it. That 1g. very idealistic pecause what happens to
survival? What happens to that? They never told us about’that."

. "Univgrsiqi doesn't prepare you gor the real world. I mean,\it is
the type of thigé where you are there'everyday, you're taking courses,
you re in a situation where you are cré;ting and you a?e learning,
you're'having some fundamental interchanges with people, but it doesn’t
prepare you for what's really out there. It doesn't prepare you for the
discipline, for what you need to have in order to continue workiné. It
is a plastic existence. There is nothing real about it. First of all,

when I was in university we didn't have any courses deéling with "“ﬁc’;p
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marketing, public relations, something as simple as putting together a

dossier. We didn't learn the basics. We didn't learn any of that. All
of that stuff I learned afterwa?ds on my own. I think those are basic
fundam;ntal things that we have to know about so that when we've
graduated.we ére no£ out there completely cold having only a technical

~ C

training. You have to iearn the basics for marketing your work: you
have to learn the basics for plugging your work out the}e, or how to go
about finding an agent, or somebody to represent you (and) the logistica -
involved. ‘For example, if the gallery decides to take fifty percent,
what 1is the gallery offering you? All thosethings yoP suddenly
rdiscfyer for the first time after you've graduated. I think that's
wrong. I think you have to trainopeople not only in the simsle‘ruleé of
‘painting and drawing and’ everything else th;t is involved 1n.the e
creative process but alsc what happens after you havengne the creation.
What then? Does the work stay in your stuéio? Do you want to push it?
Do yo; want to work as a waltress and keeﬁ working at your studio
without pluggingi without pushing yéhr work anywhere? All these things
you have to be made aware of, byt in school, in university your onlx
priority is get£ing your work done. fLet's say, you are required to do
twentyvto twenty-five works by the end of the year so that's your only
priority. You're not concerned with what ﬁappeqs to you when you
graduate. It's really important and I'll tell you why because when I
was.part of the parallel'gallexy I was also on the prégram committee
there. As a_group we had(;o choose the whole program for the year. It
had to do with performhnée and the visual art aspect of the gallery --
everything that went into the gallery that year we were in charge of.

Sometimes we would be sitting there sifting through seventy (or) eighty
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dossiers and three-quarters of the time entation was terrible --

'"R\teally, really terrible. The artist will Send us an envelope like this,

throw in a few slides on some linéd paper, handwrite,'l'd like to
exhibit at your gallery because (of) so and so reason, and send a 'c.v.'
that's very poorly done and then é;pect to have a show. I realized that
presentation is so important. Part oI being a professlonal'is showing
that you are professional, showing that you can present yourself as a
professional. VTherq 1s no way that you'll be able to get away with any
of that anywhere, whether it is here or whether 1t is in a bigget place
like New York ;r Toronto. People won't take you seriously. But these
artists that did this don't know any-differently; they don't know any
differently because they were never taught any differently. 'I mean (the
bot;om line is that) art is a business when you come right dowp to it.
It 1s like any.other business. If you are not trained for tﬁe business
aspect of it you are lost unless you are a natural born business person.//
s Roslind belleves she learned mo}e when she was out of school than
she Aid when she was at university. Not only was the apprgnticeship/
experience enlightening, but the man she was 'involved with' while she
was at university taught her much that was of utmost value: tPierre
helped me a lot. He was in his last year of university, but he was an

<

extremely active student. He was extremely 1nvolved\aﬁd he with four

¢

other students f;rmed a gallery, an art performance gallery. The only
thing that they presented for that whole year were performgﬁces where
the artist would transform the whole galléry into his own yision, and
then he or sheé would perform. It was really interesting to see that the
students could actually go out, form their own gallery, ask for

government grants. That I never even imagined doing in school!
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‘Becoming professionals even before the end of school, even before they

graduated. I learned an awful lot from him because I would be there

continuously. I was introduced to arother milieu, a French milieu,. . )
performance (art) -- something that I didn't see at the time -- (and)
installation works. I }ealized that they didan't have any kind of
direction. In other words, they didn't have a professor telling them
that they had to do Lhis. They did this on their own and they realized
that fhe only way they could run this whole show was doing'it on thgir
own, was gallery sitting on their own, was taking care of all the bills
on their own, was sending out invitations and contacting the press. All
these things I wasn't aware of. I think I really learned.a lot from
him. It was a really, really good period.”

After three years studying at university Roslind ieft. She still
has to complete t;; courses in order to graduate, but at the time she
felt she needed to 'break away'. She was disillupioned with school;
conéequéntly, she never returned. With Pierre she travelled: "We lived
together in Europe. The fact that.he had just ggaduatedxand I had just
left university and we were in the same position was good. So I left.
After three years I left and I went to Europe and I stayed there for
about eight months. I think that was ‘really an important perio becéuse
it was a real divorce fro;~Canada, from the things I was familiar with,
Suddenly, I was' put in an environment, I didn' t know the culture, and so
I didn't feel threatened by starting to work on a series of works that’
héd nothing i6 do with what I was taught. It took me awhile to get {nto
my work again., I remembér that I had planned to live in Spain for about
three months, and I séid, *I'11l get all my materials from Paris and then
pack it all up and then go to Spain,’ which I did. One day I just
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‘situation. My parents were not fighters, business people or anything

decided to get up in the morning and start work and ever since them I

haven't stopped.™ S , ‘
'"Sgeing Plerre plugging away really gaught me a lot. (I 1é§§§éd
from) seeing him c;ming back to Canada and looking for.a studio. He has
a studio across the street here. (I learned from) seeing.him rénovate'
that studio -~ well, we did that together. We fixed Fhe place up and I
;ealized, ;Well, maybe 1it's not that difficult to do this. ' I think
it's just because I saw that he‘had an idea and he went for it. I think
Pierre»igfluenced me more than anybody in that ﬁe said, 'You can't
dream. You have to do it. You have an idea in mind (and) you've got to

2
do it.' He's always dreamt about living in Paris (for example). Now he

lives Iin Paris. In other words, his whole idea 1s that 1f you have

- gomething in mind nothing should stop you, That you'll find funding

somehow. You'll find the support somehow. Yoé‘ll find 1t if you really"
want to do it., I think that was my biggest lesson in 1life because I

wasn 't brought up in that way. I was brought'up in a very passive home

iikg that anq to see this was completely foreign to me, but it was very

intriguing. It‘vas the type of thing where I felt, 'Maybe I could do it o,

too. Maybe)I coulg look 'around for a studio. Mhybe I could renovate.'" |
When Roslind returned from Europe to Canada, she came back to her

former apartment. She remin;sced about this timg when she had come

back: "At the time it was interesting because I_was living a V;ry
bohemian artists' llfestyle where you spend most of your time at bars
ta;king about art instead of doing it! I realized that that lifestyle
wasn't for me at all. A lot of those people (I hung out with) are still
doing that. :They haven't' changed one bit. They still meet at the
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same bar. They'll still talk for hours and hours right into the early
@ornfng about first of all how‘much of a bureaucratic sf;tem it is and
how much it's unfair\;nd how much they've tried to push their work and
it hasn't Qorked. Most of these people will never create. They'll just
bitch about art and how unfair it's been gnd how galleristsdyave taken
advantage of them. In the meantime if you look at them, if you look-at
.them with a fresher eye now, you realize that they'll never change.

They are the type of people that will always bitch abouF their situation
and they woé't ever change. They are not interested in going into their
studios and working eight hqurs a day and pkpducihg‘and pushing (their
work). They're more comfortable complaining about their situation. All
these friends are no longer in the art world. The&'ce all doing --
except for one person -- something else. It shocks me, but at the same
time it's a boost for me because I say to myself, 'Well, I guess I made
it this far, it'; 1m$ortant to continqe.' We were also given statistics

.

(in school). We were told that five percent of all art students will
/

coutinue for the rest of tHeir lives (making art). Those kind of

statistics really discouraged me at first and I just said, 'Do I really

want to be part of the people who don't continue?’ Then I realized, ' I

can 't possibly not continue. This is my life; this is my passion,'”

"I tﬁink that coming back to Canada I panicked again because I
said, 'Well, where do I go from here? "You know I have these drawings,
fhese series of drawings ;hat I did 1in Europe. Where do I go from
ﬁere?' I didn't know wheré to start. Then finally someﬁody suggésted,-
'Why don't you join the parallel gallery? At least you'll be part of an

organization. At least you'll be an active member. At least you can do

thingd and share things with other artists who are in the same situation
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as you aﬂ.' I think that if I didn't make ’thﬁ’t decision to be part of

a paréIIel gallery, ‘it would have taken me a really long time to get

{nvolved in the art world. I wouldn'f know where to start. You doﬁ)ﬁ

know where to start. All of a sudden you find yourself there out of

school. with no teachers directing you. Jolining the parallel'gailery was

the best th%ng I could have done for myself at the time." a

It was‘a stimulating environment at the galler; Roslind had joined.

" She met various other artists, they shared artistic ideai, and she
became invoPved in the politics of the gallery. Meeting other grtists
was significant. "I met artists,” she said, "that werg”older or'som; . /
artists that were younger than me. It was a real lggrning gxpefience
5;cause I realized that no matter what age level you were at you still
had the same insecurities, the same doubts, the same struggle.”

At this time Roslind lived a hermit-1ike, reclusive existence. She
recalled that\th;s was a cons;quence of her insecurity about her
'-nrtistic abilities. "I remember that 1 didn"t show my work at all. I

was in my studfﬁf I was plugging away and I didn't want t; show anybody
my work. Anytime somebody would come over I would quickly hide 'my work '
"and pretend {t wasn't theée. 1 dién't know whereAI was going. It was a
petiod where you had fo sort of get rid of all the influences you had in
university. So it was a reéal sifting out period-where I just said,

'This is not me, that's not me, that's not me and I've got to start

finding my own language. Something that's original and .something that' s

.,me.' Nothing is completely original, but it is finding the point where

it 's more you than anyone else." o : -
In order to survive monetarlly, Roslind worked approximately thirty
to thirty-five hours a week for a few years. At one time she worked as
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a salesperson at a bookstote, at another time she worked as a waitress,

o~

and at®other times she df¥ numerous odd jobs on contract while at all
A o " ’ ’

£ times.;he was exceptionally. &tbjointed. It was a difficult period° she

. ‘ , earned a minimal amount of money yet most -of ~her time was spent on

.

. " “obtaining it, and her energy was dissipated instead of being focused on

9

‘///) Jer art. Sﬁe was exhausted. Nevertheless, Roslind did manage to work .. ‘
ﬂba
on her art asxmuch as possible being prodded on by exhibition deadlines.
{70

There were a couple of group exhibitions she presented her works in and

yvo
she had a two-person show. @ . —

_ A year latér‘Roslipd was offered a pqeition as‘aséistant !
coordinator of exhibitions at a commercial gallery. She said,N“I kn;w
: the woman, Gillian, and I went to her one.day. We speﬂt the whole
P afternoonitalking about art and at the end she says, 'I don't know what

I could offer you as a job position but I'11l keep you in mind.' And

then 2 month later she called me up and she says, 'Well, maybe you can - - .

M }

L

gtart part-time. It was terrificdbecause it was a real 1life situation

where I was éaked out of the parallel situaFion == I was still inhthe,
J?%allet“gallery situation, but all of a sudden I was seeing the other
‘Qide ;f the coin, the commertial aspect of art. It had nothi%g to do
with the parallel world. You were dealing with a whole set of people
tﬁat were not marginal. There were people that we;e interestéd in'
investment, whereas in the parallel world they did work because you were
- following a certain kind of theme and you're not concerned with selling

\ v
your work. You are concerned with exhibiting, you are concerned with » -

making a statement. All of a sudden I felt tbﬁt I was wearing three

2

hats: there was part of me that was a parallel artist, part of me was

an artist, and part of me was a gallery director.

»

. S . 109



e AR s e e e m— ™
*i_‘; . . N .
& ’ '
» ) e

tdd N

_.After Roslind had been working for Gillian fgr awhile she ﬂad the
opportud}ty to show Gillian her art. "I was really relyctant and then
finally I said to myself ' Why not?' So she came over and she really
1iked igﬁ Gillian offered her a show. Since that time R;alind has-
been consistently e;hibiting her work at this gfllery. She said,
“Fortunately, 1f 1t wagn'k for Gillian coming along and ‘doing that, I
think that it would have taken.me much longer tg realize that in order
to syrvive in this kind\of milieu fou have ts find somewayrof exposing
yourself or diffusing yourself out there. Now the gélle;y represents ﬁe
8o I don't have to do a lot of the pushing. I don'tvhav; to put. "
together dossiers ahd\that used to take a’lot of tﬁge; It was a huge
Qhung pf'time to put together your slidEs, put together four dossiirs,
preseAE them to othef people. 1It's also a part of the career that T
can't, stand. J ‘

-
"Then suddenly, I don't know. how 1g;happened but one critic wrote

a

about my work and then another critic came and wrote about my work. I

P

é’ guess it was because the exhibition I had at Gillian's had works thaf

. &
you didn 't see much of. I don't want to sound pretentious, but it
wasn 't something that you saw often here in this city. It was something

that really came out’ of my head. I don't know where it came from. Each

o -

plece (it wasn"t a sculpture and it wasn't a painting, it was two or
three dimensional workszsfame out of the wall into the spectators’

space.”

Now Roslind is actively exhibiting. She has works in group shows

-travelling the country and she still exhibits at Gillian's gallery. .
Roslind feels exhibiting is important: ”I think it is 1mportant because
what, is art all about? It 13 a language and you have to communicate ,
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‘tha’t language to o‘the‘ QQle. If you just produce md produce and
axn

produce in your studil axd not show your work it 1s. like t&lking to

yourself., You end up talking to yourself and that is the oply language

you are dealing with. -You are not déallng with an ‘tntemational .

language, you are not 'demtting your Volce out there and it

is really your voice. It is really yofu: point of view. So what happens

-

M - . ’ 4 ' ' 4 1 3 . .
is you just close yourself off. You live in a vacutm and there 1s’no
‘ »

[ L]

s ‘ ‘t . .
communication going on. If you don't show your work, you n;ayJ be the type

of persion who 1s comple\ely introverted or who lives that kind of
existence. I'm not like.that at all." ' -
: ..
As well as paint:ing and exhibiting, Roslind i3 working part-—time
two afternoons a week at Gillian's gallery. About two years ago she

left the parallel gallery for several reasons: she left because she: .

)

rfelt she was growing’ stagnant ‘there, because she wanted to be more

individually and less soclally_ oriented, and because her energy waa not

focused enough as a result of doing far too many’ecti‘vities.‘

A .

Three years ago she applied for grants, and consequently Boslind’

has not had. to work at jobs outside the art field. She received a short

[ - .
term grant -two years ago, and another grant la‘st year.. Furthermdre,' she

»

: has amed extra money through selling her art. The government, a few

gall( /x;ies., museums and private collectors have pdrchksed her work.

“Without the sales of my works,” she said, "and the granis, there {8 no’

e

way I'could continue doing what I'm doing because each piece costs quite

a bit of money to create and most of my biec’es are very large. The -
. . F -! . r

materials cost and living here costs so I think that.if I didn' t have
o ' . o - .
those grants and 1f I Had to work at.a full-time job I wouldn't have the

energy or the time to work op my art. So, I am really :t-hanlt‘ful for
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_ these grants. I'm glad that we have this kind of system in Canada."

~ . -

.. " Roslind has been involved in the art world for the past six vears.

At fjrst, she.admitted she was intrigJEq by it, yet she also found it
'extremely intimidating. "I felt it was a type of world -.that 1 could
nqwer penetrate. It is that whole feeling that the people in tke art

world are s.f)ecial ’eople. It is because you're not a part of it. You
- *

see it.ftom a distance and you see it frem an agwkward point of view.

H

You haye your notions and preconceived ideas of*hhat it 18 really all

o

.about. (You.think):, 'lhey're different end.h?w could I ever be part of .
1&?'.bu§ ehen.onee‘you are part of'it you just work om your own work and
'yeu don't even thlnk about it. You don't stop to thipk about those
other people because those other people are really like you e theyare
doing the same_things as you are. You exhibit with them, you apply for ”

< tHe same grants, you are part of the system, so it is not intimidating

Y

anymore, You realize that it.1s not magical.”

\ 4
~ -«

° "I think we are very lucky here in this city in that in most cases

# when you go td a larger‘city like New York there's a feeling that

o

there'e a real elite behind it a11. There's a group of peBSle that feel

-

) quite superior to the rest of society, Here I find that they're very
accessible, that you could talk to them about anything. You could fdlk

ﬁto a curator or critic and I find that they are very easy to approach

Maybe I wouldn t feel this way if I wasn't in the milieu professionally.

18]

If I wasn't part of the galdery I would still feel 1ntimidated by that.

N
~.wh3le scene and l may have that same attitude as I do towafds the
éallesies 6; the art crl;ics or the curators ln New York. Buf% here I
fi;e that it's,a very tight group and the ‘curator isn't afraid te say,
\\\~\LI really love your work.' He's not afraid that you're going to try to,
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get something from him, Most of the time they're very honest relatioﬁ—

ships that yéu will ﬁa&é yith critics and curators, and because {n the
past two years (people in the art world) are working together towards a
certain goal, the same goal: tryiﬁg to mage contemporary art wo:k:

This didn;t even exist five years ago. So you see there is a regl
feeling of ;ogetherness. Maybe it's too easy. It's ﬁoo easy in the vay

that one tends to feel very comfortable here, whereas in New York or
o

a

- Paris you are continuously on your toes because'phe competition is
fierce, people aren’'t as nice, they aren't as accessible, and it' s very
hard to show your work. Here it's not as hard." ,

Here, if you are accepted as an artist it's quite easy. It's not
as much of a struggle, but then again here what happens is that you are
put into the limelight for a year or two or sometimes three years, and
then you're shqved aside and then somebody else ig put into the lime-
light;ﬁwhefeas in New York or Europe the opposite usuaiiy happens.

It takes you a“really, r;ally long time to penetrate the market and onéz
yoL have you're there for 1ife! I haven 't experienced this yet so I
don't know whether I'1l feelhresentment or whether I'1l feel stifled by
it all. From what I've seen around me I ghink it's unfair. It's funny
because a lot of Europeans have told me that when they came to Montreal
to live they said, 'It 's really easy to make friends. 1It's easy to make
friends but the§ don 't last. AThese relationships will last a month, two

. .
months, sometimes six months and then you don't hear from that person

"

anymore; whereas in Europe, '

they said, 'It's very hard to make friends,
but once you 've made those friends, they're friends for life." So, I
would say it is the same type of thing as the (artist who is popu;ar in °

the art world). We are living in a very throwaway type of soclety here,
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J
where if something doesn't work...Il mean relationships are’the same way. '

You keep hearing about relationships not working out. There isn’t tﬁat’
same drive or perseverance thaé there is in Europe, fbr example. It is
‘all based on a very fast type of (attiéhde that is), 'If th};gs don't
work out we'll try something new;‘ instead of saylng, 'We'll work.with
;hat we have and ﬁe'll make it ;ork.' It's very consumer ;riented.
It's vef? throwaway; it's very fast-food. It's like, 'Well, we'll
consume Lhis person as much as we can as an artist,' for example.‘
ﬂWe';l gras e;erything that she produ;es or he produces now.' Then all
of a sudden two years down the 1fne they'll discover somebody else and

they '11 do the same thing with that other person. This first petson.is

sort of shoved over into the shadows. I don't know 1f things will
L}

" change in the future, but this fs how it's been."

”

Rosiind admits that beiné an artist is a sttuggle:; it's a sﬁruggle
in terms of instability, and a struggle fiscaliy. Yet, she feels, as
she 'looks back over the last few years, yegrs in which she has béen an
active member in the art Qérld; that her past éxperiences hav;—been
positive: "I don't think anything that I have experienced in the past
few ye;rs has been ‘negative. it's been constructive. I guess I.don't

see things as negative in general. I see things in terms of what gne

learns from a certain situation, a certain experience, I guess because I .

. am pretty positive about things. Even if something happens that could

be negative I try to look at it differently. I try to see it as not
- 2

positive but a learniné experience."

In her young career, Roslind, howevér, indeed has ﬁaﬁ numerous
positive experiences and she fully realizes this: "I feel very lucky.
that I coﬁld work on a passion that I have always had and that I don't

/
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have to do anything else. Right now

tovéontiﬁue with my work,
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It is something that makes me happy; somékhing that I love.,"” - . .

. .
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1 have been giyed this opportunity

<

to continue with the whole creative process.
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CHAPTER 5

.

THE " ANALYSIS

_Introduction:

After amassing hundreds of pages of transcripts I thought to
myself, 'what now? What are the similaritfes; what are the shared
patterns of experiences?' Sylvia's brief comment about her interviews
was very illuminating for me at this point. She said, "There is that
transition between beingyin the university and having to make your way
economically outside of it. 1T think that what we are talking about a
lot 18 that bump and how it is handled.” This so called 'bump', or in
other wordsbthe experience of transition from school to the work force )
is what I will discugs in this chapter. L

Four related themes that form'a ﬁattgrn I cali "transition" which =~
Q;e discﬁssed in the analysis ﬁ?d are a part of the common experiences
the five pa;ticipants shared." Each participant had set expectations
while in uniyeraity about being an artist and about being involved in

the art' world. In the analysis these expectations are examined, and

then I proceed'to discuss how the transition from school to the work

force affects these expectations. The pattern of transition consists

-

in, firatly! expectations they had while th were in the university;
secondly, the att&?gles with spsgigic probljzz\they enéquptefed in tﬁe
art world; thirdly, disenchantment, and lastly; how they‘éoped‘with
their disenchantment. Although egéh'of the interviewees shared this
general pattern, the sequence of events is not 80 clear-cut. in real
lgfe. Hhan.the participants discussed their experiences, for axample

‘
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their struggles and disillusionment often occur simultaneously. For the

sake of clarity I have organized the discussion according to the pattern
of the transition phases.

The transition is dealt with on two &ifferent levels: one {3
action, and the other is feeling. The former level is about the‘changes
in the interviewees' lives and the problems they confronted; and the
latter is about how they cope with changes in terms of the%r
‘undetatandigg qf and reaction to probleys and conflicts, This second
level also is about the participants’' sense of self-ident’ity expressed
through various forms such as explanations, rationalizations and
justifications; this self-identity continuously constructs and
reconstructs itself in relation to the experiences the five people had
as they made a ghift from being a student to trying to become an artist.

The expectations are ﬁiscua%ed in relation to two very important
factors: firstly, in relation to being an artist;oand'secondly, in
relation to being involved in the art world. )

As a result of examining similar patterns among the five
participants, I have developed ideas that reflect common aspects of
_their experiences; I make no claim that what are shared expefiencea of
the‘interviewees are also shared experiences of a large population of
studio art graduatég\ I leave it to the readers to recognize what
experiences are universal or more.common to art: graduates as a whole,

Much of the quoted material that was used in the life histories is

again used ig the analysis to substantiate ideas. It will be somewhat

repetitious, but I hope the reader will recognize and identify exactly

why I am arriving at a certain idea. \\\\_w

117

e



K It is 1mportant to realize that the analysis is based on

{nformation provided by the people who are looking back at their

As a result, often in the analysis it is difficult to

experiences.

separate what a person recalls as former dreams, attitudes or beliefs
from their present understanding and viewpoint of that pgst.
Thé:: perceptions at the time they were interviewed only pertains

to that particular time period from August 1986 to January 1987. If I
had, for instance, interviewed the same people immediately after they

had:left university I probably would have received a very different

description of their experiences and attitﬁdes. - Perspectives and

und;rstanqings of past situations are constantly altering as each person
encounters new, experiences which shed light on old ones, and ?lso a:

their self-understanding evolves. 3 { ' \ ‘

I do not assume that I am presenting objective truths or facts in

this analysis.| The aim of collecting the information was not to acquire °

facts but to gathér an.uﬁderstanding of people's experiences in a

particular situation.. Moreover, I would like to point 0J£ that the

infbrmation gathered is two stages removed: firstly, time has foected

the descriptions since much of the 1nformatio£ is based on meméries of

events that took place ygarg‘before; and secondly, the interview L ’
situation also affects the information acquired as a result of the type
of interviews, the type.of questions asked, and the person who is .
.conducting the interviewa.' Like a good novel, in which the auqbor X
describes situations, di}emmas, experiences vi;idly I hope that

information provided in the analysis enables the reader to acquire a

+

better understanding of-the five interviewees' past experiences.
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Theme #1: HOPES AND 'PIPE DREAMS'

All the participants remember the attitudes they had while they
were ﬁttending university. While at school they had definite 'hopes and
dreams ' about their future artistic careers as artists, and about their

relationship to and involvement in the art% world.

Kram, Roslind, Sylvia and Lily were at university,

"Making Art": - Wh

beébming a profe€ssional artist was a dream. Kram recalls that "I was
just convinced [that arp 1s what I wanted to do," and Sylvia says, "I

wanted to be an artist who is supporting herself by her teaching," Lily

, recalls: . . .

-

For the last twenty years, maybe more I wanted to be an
artist...By my last year at university I had decided, 'I'm.
‘going-to be a sculptor for the rest of my life. Like this is
it! I love {it!’ )

Roslind also dream?d about becoming an artist but had apprehensions, :?
her last school year, however, she had decided to drop her other
: ' courses, take studio art ones only and pursue her dream of becoming an
artist. Unlike the others, William does not sF& he had similar career
(‘*~ expectations or greams:

I dida't have that drive that motivates people to create a
career. I've never felt the need, the fear that will drive
people to say they are painters and paint for fifty years
hoping that they will survive...I wasn't pushing for a career.
I never really needed it. I never really worried about those
things.

Part of the dream included the belief that being an artist is not a

very difficult profession. In recalling this belief Lily's comments

include the sense of how mistaken her expectations were:

The thing that I was not expecting was all the work I had to
do...I love to draw and make things but you are not suddenly
somebody who does. That isn't an automatic thing that comes

H]
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with the 1ifestyle, and clothes, and the eccentricity. You
have to work at both of them hard.

Kram expresses a similar .idea in the followingqsenténge: "Well, I
suppose when T first graduated as an undergraduate I had the 1dea1ist1c
outlook of what it was going to be like to be an artist as you were just
going to go oyt there and do your own work and everything would fall
into place, everything would be free and wonderful.” Roslind, like Kram

r ) and Lily exprésses an analogous view:

At the time too when you are young you keep thinking you have
this whole idealistic image of what you may do in the futare.
You realize a lot of different things. You realize that the
world isn 't that easy. 1It's not as easy as you were led to

-

believe. -
The five participants express several preconceived ideas aboﬁt what

- being an artist is like. William talks more generally about "romantic

{deas"”:

I think we live submerged and intoxjcated by promise. If we

didn 't have promise we've had it. We'd kill each other. We
would juat‘Flve up. We romance everything we do. (I think)

.;dow is the ‘fact that we are young and happi& we live as 1if we .
ate immortal. There i{s no other way to drive us, especially
artists.,.It's the romantic notion. You need it. It's an

armor for you against reality.

- . 2
Sylvia also hcknowledges her time of being "caug%} up” 1in the dream of
being an artist:
‘For me I was lost in the romantic haze of being an artist and
I waan't thinking of the other reality at all...having to
support yourself by teaching or selling your work and having
' shows or building a reputation.
. . J . . ’
Sylvia thinks that the university played a role in fostering the idea
that professional‘attists need only concern themselves with the art i
s ‘ making ptocess:_ ’ ’ér

There's so much that you can initiate people that (sic) are
coming into the world out thére and it (university) was so
oriented towards making art and towards criticizing art and
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(it) dealt not at all with the aspects that would enable
people to survive. .

Lily "echoes"” Sylvia's observations: "dhen I was &n painting
class...people falked‘about the meaning of meaning and..,I don'£ know 1if
there was any talk about how to put a portfélio together.” Roslind also
comments -about the lack of university training concerning survival as an
artist. "It's an ideal to thimk that we can go into our studio and
that 's all there is to it. What happened to survival?"

"Romantic 1deas" affected the way the.participants vieved what
being a professional artist is like, and affected Fhéii,ideas about the
personaliiy of visual aétists. William discusses his jdeas of the

artist as a nonconformist who has the freedom to break conventional

rules: .
All through school, all through your life you are sold the
image that the artist is the free spirit who communicates with
his inner self. Out of that union, the illuminating encounter
of one's immer self, there produces something. The product of
that,1s, pf course, revelatory, and+lights the darkness.

Lily communicates her belief of the artist as someone special, an

P

iconoclast: Ll

One of the things that strikes you is that these guys are
weird. They are not normal. They are not people in business
suits. They are like an outlaw and not someone who has to’
adhere to the world, (but) somepne who has to break d lot of
the rules...We all have to be weird rand 1live on the bad side
of town and wear berets and dress weird and be bohemian.

And Roslind refers to the ungonventional image she had of artists:

(there is that) "bohemian starving artist impression that one has always

bad.” i -

"The Art World": Roslind recalls her ideas towards the art world when

she was in university. She felt it was an exclusive special group of
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people; she was intimidated: ,

1 felt it was the type of world I could never penetrate. It
is that whole feeling that the people in the art world are
special people. It is because you're not a part of it. You,
see it from a distance and you see it from an awkward point of
view. You have your notions and preconceived ideas of what it
is really all about. (You think), °'They're different, and how
could I ever be a part of 1it?'

. The intimidating feeling Roslind had was similar to the same sentiment
Lily had: ‘Lily felt it unapproachable and elitist. William referred to
it as beiég a 'sacred cow', immune from criticism. Roslind also called
it magical.

Kram pelieved that the art world supports only the artists who are
talented. He says, (I had) "the ideal that everything that .is
successful out there is good."” Kram furthermore expresses the ideal
that the art world is not concerned with money as much as with promoting
artwork that {s excellent. William relates his belief about the
equation of artists and their financial success: "It's an abs&iutist

point of view, (of thinking) that what I do is good, ergo it will sell,

. &

ergo I wi;i have a career.”

William also discusses how he had_felt while at school .that the art
world is enlightening and has a very sophisticated culture that artists
can be a part of: )

N _— It is all predicated on attitude that culture is‘good for us

and enriches us...We have such a romantic relationship to the

arts. They are unsullied, not sordid, like other endeavors.

For these individuals, the dream of becoming an artist carried with
it gxpectations that thé transition from student to professional artist.
is easy, that professional artists need only concern themselves yith the

“ making of art, that being an artist is being someone special, and that

the art world is good, magical, and somehow extraordinary. In the
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interviews the word 'romance', and 'myths' and ‘'idealisms’' were
mentioned over and ‘over again. 'Many of the participants' expectations z
can_be called illusions -- what William calls his "naivete" or Kram
calls his "pipe dreams" -- foundeq in their lack of experience or
knowledge of the woiging art world. . It is this naivete, this
romanttcism, this idealism that all the-participants recall h;ving in

varying_degrees before they began.the transition from the university to

the art world.

Theme #2: 'STRUGGLES' ‘ ¢

All the participants discussed their struggles with pioblema
encountered as they made or\att!mpted to make the transition from being
a student to bei;g a worki&? artist. This transition period is
described as an extremely difficult kime for all the interviewees,
Sylvia comments that, "I felt torn all the time"; Pnd William talks
about artists in broad ;erms saying, "Everyone struggles.” Kram is of
the opinion that, "It's a sacrifice bgcause shorE of your family being
independently wealthy thefelﬁre going to be a lot of sacrifices along
the way". Lily 'gets to the point' in the following: "Leavifig
university and trying to deal with the world was the most difficult. It
ﬁas a bad time for me". Roslind describes the process of becoming a

working artist "really tough”, The similar words like "tough”, "torn“,
"odcrifice”, ;struggle", and "difficult” are selected by Fhe five\\\\
participants to describe the period after they left university. Key
kinds bf problems which caused these people difficulties are (a) coping
with having left a familiar university milieu; (b) coping with their oun

personal pressures; and (c) experiencing and adjusting to the art world, ~
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"Leaving the University Behind": Changes in environment and structure

are the igurce of ma?y'of the prebleue the interviewees confronted. For

several interviewees the university provided a supbortive milieu. Lily

4

v

relates:
' ' &

When you are in school you are nurtured. There is this art -
environment. Everyone you know is an artist; everybody is
doing this, and there is no question about why you are doing
this. We are doing this because we are in art school.

This first problem is leaving the university. This means leaving

©

behind a structured, supportive system as Rosllnd says: ™“Once you leave

o
school you are no longer doing things because you are expected to do

-

things becauee you have to get a credit.” She recalls her change of
attitude when she left university:’
_ Being an a;tist was a-real test. I felt I had to see how far

I can go without having a boss or without having a teacher

telling me, well for next week you have to hand in this, that

or the o:her or a boss tell dle that at nine o'clock you start

and at five o'clock you finish. I wanted to see what it was

like to do. it on my own and it was really tough. -
One,factor in the people's struggling was the extent to which they
expected to encounter the difference betweén a‘structuréd‘world of the
university and the lack of a similar structure in the working wor;h.'

Some of the participants explain their hardship by blaming what
they term the 'unrealistic' preparation they received in university for
becoming established as a professional artist. This is the second

vt

problem encountered. Syibia says, "That was the kind of facurty it was.
It wasn ‘'t being realistic in terms of how students related to the
world." Kram'a~remerk is similar: “I don't think university trains
people at all to be professional artists. That is a complete fallacy.
They don 't tell you anything, ptepare'you in anyway for yhet the real
life day-to-day struggles is (sic).” And Roslind ‘likewise asserts,
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LUniversit§ doesn't preﬁare you for the real world. I mean, it {s the

3

4 . A « a
tngflsf thing where you are there, everydsay, you're taking courses, -
you're in a situation where you are creating and you are learning,
you're having some fundamental interchanges fiith people, but it doesn't

préepare you for what's really out there." It appears as if the word
B L] L - )
o 9
"romantic"” -- which was used by.the five interviewees to describe their - )

' expectations they had when tbey were in university - has'been : .

-~

supplanted by the wqrd realistie ,which is used often when discussing
N . *

the period after graduationm.

Some of the participants express a third problem: namely that

their school did not foster.their own persondl artistic styles.” William

[y

mentions the freedom he had at one school to create his own artworks

'degcribidg this education as being "very healthy, very thick and very
o }

o

, fertile.” Professars who gpcouraged students to develop‘their own style

. . s

'were particularly remembered. Kram recallg one particular teacher who

encouraged him to cultivate Jils own artistic style: "What tends to

L3

happen quite a bit in tedchingz;ituationa is that teachers tend to push

and emphasize particular stylispPic concerns that they have and not td be

ag open as- they perhaps shotild be. It was ‘wonderful having this one

-

professor as a teacher because he was open enough in his own mind that

3

he could readily accept my kind of work that 1 did, and my interest, and -

'encourage me in that area.” Lily says the same thing::
One professor was great.  He said that at the time I had to
just explore my own stuff and what (my ideas are)
aesthetically...He taught me to love painting and also to
paint what feels most natural to me which had never occurred
to me before. - °

"Personal Pressurea": Whether a°atudeﬁt did or did.not develop a sense

of personal»s“lxe during art school, they still had to face a.

. . a 125
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" re-evaluation of themselves as artists -- the transition seemed to

preséht this confrontation to thenm.
‘ Upon leaving schgol‘Roslind and Lily talk about how they sﬁruggle@

to devqlop their own personal style. Roslind réflects back to that

»

time:
' . t
. It was a period where yb:v29j to sort of get rid of all the
" ' ' " influences you had at untvérsity. So it was a real sifting
. . out period where I just said, This is not me, that's not me,-
\) and ‘I 've got to start findiz; my own language. Something
that's original and something that's me.’ .

Lily describes a comparable type of struggle:

. 1 had been up to that point. an abstract painter...Came up here
. - ' and couldn't paint! Couldn't paint abstractly certainly! Had
. no anchor; no reason to paint abstractly...l was feeling very,
very guilty about relying on subject matter...It took me two-
years to get over the guilt of painting figuratively which 13

# ; 80 weird that a school can do that to you.
- wiliiam ﬁelates personal style development ﬁ? an artist’'s self
. N\ 1image. He Bafgz "The thidg that disturbs me abgut it i{s that kiﬁd of
relentless vanity. Maybe that ‘s the necessgry fuel for the artist to
drive him through the stages of poverty that they go ‘through -- artistic
¢ ) poverty ~- that they make things. that are worth looking at, that arey
,&mportan;, that'are personal.” William 'is suggesting that artists
develop co&fidénce -~ oftentimes too much -- as a means to cope and
l ‘;urvive tﬁﬁ préblems of (a) lack of support, (bi unsureness of their ;wn .
identity as an artist and (c) unsureness as a creator of a meaningful
/ . petsonalqa:yle. This vanity or lack of it is a fourth problem. Liiy
‘ 3and Ros!‘nd also.talk abouz their gelf-image. Lily remarks: "With
everything there's self-con%idence and you need more..." Roslind

T ' discusses a.iack of confidence:

There are‘periods where I go through self-doubt...l remember
that I didn't show my work at-all. I wag in my studio, I was
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plugging away and I didn't want to show anybody my work.
Anytime somebody would come over 1 would quickly hide ,my. uork
and pretend it wasn't there.

-t

In short the intervqjlees are discussing their uhderstanding of their
identity as an artist ghrough a development ;f personal styles and
placing a value on this work.

A fifth problem that surfaced in the transition period 1is maklng
time to make art, and what time indicates about one’ s commitment to ;
being an artist. William says, "I think that as a young artist there 8
a goint'where you have to say, ' Okay this is what I'm doing and I'm
going to concentrate for twelve hours a day."" Sylvia £inds herself in

a recurring predicament: she does not have enough re time to make

art. She asks questions like: "Do I want to work full-time and forget

about art completely? The other thing is do I want to push my art like o

Ay . %
on Christmas holidays, summer and Easter?” Roslind talks about time in

. «
relation to a point in her life when she had little time to devote to

her art. She and Kram and Lily consciously put aéide enough time for

[}

making art. Lily reasons: "You have to protect the time because Fhefe

18 a lot of time that you sit around not painting.”

The things that compete for these artists’ time varies. Unlike
Kram and Roslind, who feel that other jobs encroach upon the time needed
. ‘for art making, Lily struggles with the demands of personal relation-
ships. She sayé:

" You need a lot of time to yourself. Most people want a lot

of time with each other. I've lost people whom I wanted to

keep around. It's been a choice between him or 'it' and 'it’

usually wins in the end.

A sixth problem is money. Kram notes a dilemma between either

being fiscally secure or working on his art. He says one has to ask
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on?aelf, "Are you going to throw everything in and give in and join the
Bystem go that you can have a regular salary and be comfop;able or is
your priority to create work? If your priority is to create work then
‘other things have to be sacrificed in exchange for that.” Sylvia also
expresses the choice she feels shg has to make between two alternatives: R
"I do feel there is a conflict between the family urge on the one hand
towards security and’a I1iving wage, and a comfortable old age, and on
the other hand the choice to do. art...” Roslind talks about her
6onetary situation and admits it 1s a struggls. Sh; comments, "Without
the sales of my works and the grants there is no way I\could continue
doing what I'm doing because each pilece costs quite a bit of money to,
create.” - Money has also been and st{ll is a problem for Lily. Sh;
makes enough money quﬁar part-éime job to survive, but she just manages
to make "ends meet", She reflects upon the appargntly nonsensical
choice: "“to spend all your free time that you've earned doing something
-.that you don't get any ﬁoney from or any credit -~ it's a w;ird thing
for people to do and most people don't do 1t." William seems similafly
aware of the inconsistency of monetary reward for his artworks: "You
might spend a month on a photograph and sell it for three hundred bucks,
where;a you'd spend a day in a commercial studio and é&il it for a
thousand. This is the truth!"

Although Lily believes she wants to be alonme in order to creat® art
she talks about it being an isolating experience. This points to a
seventh pfkblem: speéifieally the Yoss of a community of aétistswand a
loss of supportive social interaction found in schools. Lily says, "At L 3
university I was surrounded by people who were artists. By the time I

was out#of school I was living in a little room with a paint box..."
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Sylvia, like Lily remembers and makes a point of discussing the feeling
of sharing experiences at school: "There were people from all over
doing all different kinds of things with all different kinds of skills,

with all different ideas on how to go about doing it, and with all our

studios together in the same building and almost everyone content to

share whatever they were thinking and doing...I think that was
absolutely fantastic."

An eighfh problem mentioned by s;;é of the interviewees is
gstablishing and sustaiqiﬁg tgpjr~oyﬁiniscipline Qnd commitment needed
in order to become a'professional ;rtist* *Rram remarks that, "the most
importagt thing you probably have to have in order to make it is total
commiFment whiéﬁ nobody can tfain you for. You have to have that in you

z

(so)...that you say, 'No matter how .bad an;\gow tough it gets I'm going
to stick this out because this is what I really want to ao
William expresses the same idea: "What you ;eally got to do, to be a
good painter, or to be good at anything is you've got to have single~ °
mindedness, Eventually you'really have to commit youraelf.f Likewise
Roslind says, "I think it may .take discipline...You have to 5;%ommit
yourself constantly.” Roslind talks about this trait in herself' and
admits that being disciplined is difficult:

It’s not as easy as it may sound. Some mornings I really

. don't feel like working, but I' 11 get up and force myself to

work, 1I'll procrastinate for an hour or so and them lay on

the guilet...
The shift from an externally imposed discipline encountered in schools

to sef Iimposed discipline is tough.

"Breaking Into the Art World”: A ninth problem, which William and

Roslind mention, is the competition they had encountered in the art
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wdiiﬁ." Although idtlind did not outrightly express her dislike fof the

:3_:;ompetitfon she encountered in the art world she does say i; is a
struggle, éor example, she discusses the New York art wgrld in the -
following way: "You are continuously on your toes because the
cqmpetifion is fierce, people aren't as nice, they aren‘t as accessible,
\andiit's very hard to show your work.” William made several remarks
about the competetive nature of artists:

There's so much competition among artists that they refuse to
admit brilliance among other artiqts...(And) it is necessary
for them to protect their work, it is necessary for them to
protect their illusions, They do it by evolving an adversial
relationship with other artists. .
A tentﬁ problem a few of the participants struggled with was(the
\ process of approaching galleries for exhibiting and for marketing their
works. In contrast, these interviewees who did not findmthis
pfoblematic had been showing their artworks professionaliy and with.‘:
success before they }eft university. William recalls selling his
photograpﬁs at a gallery and even being written ébouc and having his
artworks reproduéed in magazines when he was a teenager studying art:
and Kram remembers his acceptance into a majo; museum exhibition whenthe
was in his last ypar at school. Both these 1hterviewees‘did not speak
about any difficulties marketing their- work. . ) /g
For Roslind, however, marketing her work g;d/; struggle. Although’
she was frieqda with oéher people who dia know about marketing @nd whﬁ
were involved in the art world, Roslind still found it difficult to
promote her art: At first, she would-hide her art from people wheg they
came into her studio. It took her Qevetal years and development of ’ ]
oelf—c&nfidence to.finally approach a commercial gallery. Lily also had
this problem and is still érying to have an exhibit at a commercial
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She says, "I -just spent years and years painting and applying

/ gallery.
to the Canada Council trying to get into commercial galleries, trying to
The very struggle to win

;
get into other galleries elsewhere.
commercial exposure and success create inner ambivalence in many of the

interviewees, as they confront the conflicts over quality verses

commercial success and aggeptability.
The numerous problems the five participants encountered are
1 4

\‘.
\\\

summarized as follows: (1) an unstrpctured art world milieu; (2)
unrealistic’ preparation for future roles as professional artists; (3)

undevelopedycséigcic styles; (4) developing self-confidence; (5) lack of
time for art makiﬁg, (6) lack of monmey; (7) isolation as an artist; (8)

discipline and commitment needed; (9) destructively competetive nature

H

of artists aqd the att world, .and (10) being untrained for marketing
‘These ten probleqp are what the five interviewees experienced

artworks.

as they left the uniwersity and their roles of students to enter the
professional art world' in order to try to become professional artists.

’
!

rI'
OR GETTING TO RNOW THE REAL ART WORLD'

/

’ DISENCHANTMENT:
As the process of transition from university to the professional

Theme #3:
world progresses,/the five interviewees were affected in different ways
+. In this

-- they see some/of their cherished beliefs ‘'bite the dust:
section, I will discuss how the interviewees' experiences contributed to

their disenchantment with the art ‘world and with their ideal images of

“the artist. /&he professional art world presented these artists with a

behaviours to learn if they wanted to join, survive and succeed,

whole aysted of new sometimes subtle, and sometimes shocking rules and
Kram, William, and Sylvia talk about the art world

&}

”Playiqg/the Game" :
” 131




in terms of "playing the game".or "playing the right way”. Sylvia

refers to it i{n the following sentences: "I think I really needed
S '
R

someone to say to me, ‘'What are you doing?...You got it from students
- who had been in the game longer.'" Kram defines this te:minolégy:

There are a lot of things in the art system that are tq your
advantgge to learn about and to accept 1f you are going to?
survive as an artist...it helps 1if you become a part of the
system. In other words, if you play the game. Playing the
game means.,.you go to all the openings, you get yourself
seen, you speak to people., It doesn't matter what you really
do just as long as you appear in the public eye. .

"In other wordﬁ Kram defides ”élaying the game"” as éompliance to the art

+4

world 's expectations. He further explains this idea:,

1f someone was to ask me what is the key to being successful.
today as an artist, I would say be aggressive, but not ’

" obnoxious. You are probably better off doing conceptual work
than figurative work...if it is not the kind of work that
happens to be popular, then it's not going to succeed -- not
readily anyway. To be cynical 1is really a very accurate
outlook on what actually exists out there -- and that is, it's
extremely unfair, unjust...If you want to insure the maximum
possibility of success you have to sell out a great deal,

William also describes the'pressure as learning the rules of the game:

(In art school) you are taught by the rules. It is like

Euclidean geometry. If you want to see Euclidean geometry

you've got to agree with the axioms or the system doesn't

work, but we know the axioms are wrong which refutes the whole
, 8ystem...The same thing happens in the art world. If you want
to btelong you have to play by the right way or you don't
belong.

v~

Roslind describes how an artist adapts to be accepted:

I'11 give you an example of this., Let's say an artist who
suddenly discovers one day that by doing a certain kind of
style he can sell a lot better than by really following his
own instincts and doing exactly what he would like to do,
he '11.do a ‘certain style because it sells better, because it
is pore acceptable it's more accessible to the public, so he

_completely forgets about the work that is true to him and .
starts working on these false works.

In confronting the expectatiqns from the art world to “play the

' N
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game™, to play the right way, to conform and adapt, the participants

encountered a previous expectation they had to change. This is the idea
that artists are nonconfogmists who have limitless freedom: William
strongly refutes this idea:

There 's such a myth of this freedom of the artist., It's just

not true. If Tom Hopkins wants to make a painting of the

sexual acts of animals he can't. What if he wanta to?,...his
. dealer wouldn't have them.

-~

"What is Qood and What Sells": A second expectation, that the art world

‘18 a falr world and will promote only artists whose work excels also
undergoes changes in the minds of the interviewees. As they become more
familiar with the art world, these artists find that sales and quality

do not necessarily go hand-in-hand. They are confronted with what they
Fl . K Ve v

see as a lack of excellence and a proliferatioh of mediocrity that {is
marketed as if it 1s excellent. Kram, Lily a;d W{lliam talk about the
lack of excellent arErproduced by artists in the art world. Lily
remarks that there is a lot of art in which "nothing is going on.” Kram
says, "I can't deal with ninety percent of my time looking at garbage

only to find ten percent good stuff,” and William mentions that he

3

. Q
Ea}Qly visits galleries anymore because of the poor artworks often

displayed. He remarks, "We encourage mediocrity at all sorts of levels

v

in our ‘culture and our schools and the art world doe? the same thing.”

-«

The participants offer*explanations for this disappointing state of

Y

affairs. Part of the lack of excellence,'w1111am believes is due to the
. people in the art worldT; desire to make money:

‘ I think that some work is more important, deserves any price,
but those ‘pleces -~ there’s so few of them. I think most of .
it is you create a market, yog create a need in the same way
that you create a market for péf rocks. You make people want
it; you make people need it. Even though they don't need it
they feel like they need it. People feel like they need good
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paiutings and there i{s not enough good paintings around so you
make bad paintings and you pretend they are good..: c P

Kram arrives at a similar conclusiyn to eiplain what he feels is an .
abundance of mediocre art:

...part of this idealism is the ideal that everything that is
successful out there i{s good and you find out that it really
has very little to do with the quality. What it has to do
with is marketability, and who is presenting it, and how they
are presenting it, and who these people are contacting, and
that i{s essentially the galleries’ job, in a way (which 1is) to

. make,your work saleable, The gallery's main concern is, 'Can
I se this?’

William is the only' interviewee ﬁtpresses that he has tolerance,

even respect, for the artist who adniits his or her career is a business: )

Merchants are honest. Joe Smith who sells you a suit knows
what he's doing. I rebpect that honesty. It doesn't mean I
agree with what he is doing, (but) I respect his attitude.
Likewise, I tespect the artist who admits what he is like, he
doesn't labor under any delusions...Let’s be honest about' the
whole process...We have such a romantic relationship with the
arts., They are unsullied, not sordid like other endeavors
...{but) art ts the same way -- of course it 1is!

. Two of the interviewees perceived the mediocrity of. the contempérary art
Qorld a result'og the aft woriﬁ's ﬁonetary greed. Some ofgthe
participants talked about thgir disenchantmnent wiéh th; afﬁ’%orld an§'d
the/1oss)of the éherished beliefs that the artist,is divinely 1ns§ire&,
and the art world is just ;nd untainéed.

"The Image of 'The Artist'": The participants' romantic images of the

artist are being altered by their experiencelin,the préfess;onal art
world, L}ly. Roslind and William all mention how bredominant the

\ business aépects are for contemporary artists. .Lily's belief in the
bohemian image 2{ the a;tiatris'underéoing a change: "One of the things
thié lt:ikea you is that these guys are weird...they are not people in

business suits, although that 's happening more and more today.” William
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remarks thaﬁ, "I think that now, today our culture is different and I
think t;hat the hero in our culture today 1s the businessman, the
entrepreneur...These (business) artists are really bright, really ‘
professional businessmen and whar,‘they sell instead of drapery or cars
is their art."” Roslind also notices the type of "business-artist" "1
think,” she says: "the artist of the 1980's is extremely business
minded, is extremely concefnéd with money, is extremely concerned with
how he lives, how he dresses...I see how arEists live-and I see how they
dress and I see how ‘they travel and it‘s not at all' that bohemian’
starving artist impression that one has always had." Among the five
interviewees, the images of thf artist vary.markedly.

Lily, at the time I interviewed her, maintained the belief she had
at university of the artist as someone special ; a hero, an iconoclast. ’
She says, “"Artists don't have to pléy by the regular rules. Thera ;
should be a strong morality there.” William and Roslind, however,
regard thé image of the artist differently. Roslind emphatically talks
about this ste;eotyp}cal image: . -

r

That 's a bunch of bullshit...to tell you the truth...I think

that we have just as many personalities in the art world as in

any other business...I don't think that we are a strange

animal that most people think we are,
Lilée Roslind, Kram believes the 1'age of the artist isa stereotype and
that there are no common personality traits which artists possess, He
thinks that "People are so different from one angther. Sometimes what
works for one artist, the way they are proifessionally because of their
personality and because of the way they do things, if another artist
tries to do the same thing it wouldn't work.” William, like Kram and .,

Roslind believe the grandiose image of the artist is an {llusion. He K
4
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says, "We 1nh;r;t atiitudeg from our culture of the artist as hero,
artist’as inconoclast, artist as revolutionary. That's naive.:;}'ve
1ived all my life with good artists and I have found them to be no more
{ntellectually endowed than a barbeé."

What function do;s the romantic stereotype of the artist serve now?
Both Willfam and Sylvia expressed the belief that this romantic image is
like 'fuel’' which enables artists to persevere through all the struggles

encountered. William asserts, "I think that is somethigg we sell to art
students to keep them going...(it's) like an enchantment,” and Sylvia
says, "The whole idea is that it's absolutely wonderful to do anything
artistic...(but) there is an immense price that you're paying and you
ﬁave to look at it more critically.”

Most of the participants became disenchanted with th? artist's
romantic image of the artist as special, a person who has some type of .
divine powers, which most common people do not possess, Three of ;he
participants identified their new image they encountered of the artist

as a businessman.\\

"Threats to Artistic-Integrity”: As part of the pressure to conform to

the art world (ps. 134-135) to make the 'right' kind of art, Kram,

William and Roslind discuss a commensurate lack of integrity apparent in

.artists' attitudes ;owarﬂg art making. William distainfully describes

the practice some of his acquaintances have of 'whipping up' a couple of
paintings‘for an exhibit in order to meet deadlines. He says, "I don't
thiak you can make a signifigdnt contribution or a significant groyth if
you are painting that way." Kram §xpresses a simllar view:

People often say, 'I am having an exhibition next September

and I don't have any of my work yet. I have to get started, I

have to get enough work for the exhibition.' That's not what
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being an artist is. Being an artist is working at it all the

time. Not that you suddenly think about what you are going to

do or how many pieces you have to get ready for an exhibition.
Kram and William believe artists with integrity do not create art
beca;se they feel the pressure to do so from the art world.

1

Another factor which undermines integrity is prejudice. William
provides examples such as the people he encountered who:like a work of
. g,
art solely because they are friends with and like the artist. He also
_talks about people who suffer because of prejudice: “f've been on
committees and people have been turned'down because someone doesn' t like
them.” Kram also had experienced this phenomenon:
That i3 not to say that there are not people out there who are
objectives They may have never met you, they may have never
seen your work, and don't care who you are, and they don't
care what you do. They look at your work and say, 'This is
terrific! ' They are out there but my experience 18 that that
is not the majority of what's out there. The majority of
what's out there are people who are working on definite
prejudice.
Not conforming to the art world's expectations, remaining true to one's
personal vision and standards, and attempting to judge asrtworks on 1its
own merits without letting personal blases interfere are all qualities
some of the participants mentioned in terms of having personal integpity'
in relation to the art world and art making. Encountering people who
lacked this type of integrity was di:lllusioning for some of the people
interviewed.

~

Fickleness and Fashion: Another disLL}usioning factor deséribed by Lily

" and Roslind is what they found to be d%e fickleness of the art world,
Roslind comments, "It"s very throwaway; it's very fastfood...here, what
happens is that you are put into the limelight for a year or two or

sometimes three years, and then you're shoved aside and then somebody

»
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else is put into the limelight.” 1Lily's view is 1n accord with

Roslind's. Lily says, "The art world is 1ike a' fashi.gn...it changes

o

every six months or three_ years.”

The sense of magic some of the participants had felt about the art

3

world is addressed by three of the. participants in relation to their
first exhibition, The opening 'teception 1s discussed as a s{.gnificant

"time, and a time ‘full of disappointments. Roslind explains 'It is N\

AY

ant{clinactic.' "I mean you are building up towards the climax and all

v

of-a sudden -- it {s like preparing for a party. Ifor 'example, yoix' ve
[;repared for say two months for a t;uge party and then all the guests
leave and you are there with all the dirty dishes aand you say, °®Was that
it? " Lily talks about this éxperience in a s'im'ilar manner: 'Nothing
happens when you have a show and you are not prepared for that at ail.
This was just two years of work, a month.of just maniacal work...I

+

expected bombs to go off.” And William says:
I <

b

The first show I ever had I knew that there was something

wrong here. I had twenty-seven photographs...Everyone bought

them and it was 'cool'. I kept thinking, 'Is this 1it? 1Is

this {t?'

Being 1nvolved ‘in the art world has dispelled many of the
participants ' previous expectations. Kram's remark is insightful:
"eo. Ideals start to break down as ‘fou move along because you start to
realize things aren't vhat you thought they were." The art wokld had .
been conceived by some of the participants as being good and fair and

" just; a world which has high standards of excellence; a world which is
untaihted,' by pettiness or greed; full of just people who enable only

talented artists to be recognized; and a world possessed by some type of

magic, As a result of trying to be or actually becoming involved in the

-
[
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art world, thé_‘ five participants discussed another, very differemt

world. They foﬁpd that art world to be tough and unfair; a world
‘concerned with making money, too concerned’ with art that will sell and
not concerned enough with quality work; a wox}ld that is fiékle, is

prejudiee and has lost its magic.

¢

Some of the expectations discussed in,the previous sections about

13

3 *
being an artist,-were confronted by the participants: first, the ‘.’ '

expectation that becoming a professional artist 1s easy, and second, the ‘

“

exp'ectfat:lon that professional artists need only cancern themselves with

dr.he making of art. The former expectation everyone perce'i:ved as an
-11lusion, and the latter one everyons except William believed to be

4 .
id =T

‘unrealistic.
Not only did some ‘of -the interviewees in this study become
" disillusioned with the image they had of the art world, but they also

became disillusioned with the image t:hey‘ had of the artist as a speclal,
; © . .
' divipely inspired being, a nonconformist, Maty of the participants

[ ] .
.subsequently replaced this image with another more somber one of an

o

s artlst who conforms, who lacks integrity and who /18 -more of a

. buginessman than a bohemian. ’ )

i
~

, . YTheme #4: "LIFE AFTER DISILLUSIONMENT" ‘ g

William observes: "Time goes by and I just"i;at a lot of the
naivete that I had linherited from that environment about making art,
about the art world, _a?out other artists. It's the same in that we -
would shed that naivete atp)o~ut anything else that w;a would start.” What
ha;;penq when one 1oosessthat naivet.e, when one faces false expectations?
How daes t;ne cépe.? This {s the last phase of the transition,
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Specificallx; I will examine first how*qpe participants deal with iheir

disenchantment and second what their attitudes are now toward their

= .
chosen occupation. ’ “
; ‘

. ’ ’ “
Dealtng with the Real Art World: This section discusses the notians,

attitudés and behaviours which thesg.people have developed\in_;égponse
to their experieﬁces in the art world, TogetPer these changes represent
their ways of coping with the pressures, demands, and téalities of the
art world they encountered. Both Roslind and Lily discuss thelr :

attitudinal change towards promoting their artworks. Before they left

university they were unconcerned about ﬁarketing. Now Lily cg?ments,

"Submitting something to be taken seriously by a  gallery or a foundatiom
or anything, you do it as professionally as you can."” Roslind expresses
her changed viewpoint’:

v Before I used to say, 'Well I'll do my wcrk and 1'11 just do
it because it 1is my work and I don't care whether or not it
will ‘sell'...(Now) I feel if people want their works to be
seen they have to find someway of presenting a dossier or of

! going from one gallery to the mext and not just staying in

their studio and fworking...I think it's important because what.

- is art all-about? It is language and you have to communicate
that language to other people. If you just produce and
produce and produce in your studio and not show your work it y
1s like talking to yourgelf...So what happens is you just ’
close yourself off. You live in a vacuum...

1\.¢William and Sylvia believed while in-university and still believe,

'unlike Roslind and Lily, that good art does not need to be marketed.

A

‘Tge} think it will naturally be discovered by the public if it is good.
. -~
Sylvia considers that, "...if you are really good, and if you iu;:'do

" . your art it really will be okay. You know someone else will come along

0

-+ . who will package it..."” William says, "If I do a bunch of brilliant
work 1t would get shown by itself. One of ®y friends would grab it and

take it down and show it..." It is jinteresting to note that these two

N . . " } . »
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interviewees who have stopped creating art professionally ehare this

attitude.

»

,
2

Finding a way to preserve a sense of personal artistic integrity

\ , ~

has been a key issue for Roslind, Kram and William. Some of the
participants expressed that they felt pressure to conform to

expectations of the art world. William and Lily talk about the

t .

positions they have taken in response to the pressure to create artworks
that relate to current art world fashions and trends. Both avoided this
dilemma. William says, "I don't plunge through the pages of Artforum to

look for some kind of justification for (my art)." Likewise, L%(& >

&r&ments :

I have a friend who was asking me, 'Oh, did you see Art News?'
I said, 'No, should I? Sorry.' Things like that aren't
really going to affect what T am doing. Anything I'm
1nterested in I paint.

Lily paints what 1s personal: her friends, her holidays, her family,
the animals she likes. Like Lily, William also discusses the 1mpottance

of creating work which 1s personal. He has decided he will not conform

{

to any pressures from the art world and will consequently make art only
for himself. He says:

It is not important to me that it is good. It is important to T
me that it is interesting for me to do while I was doing it, . ’
and if it happens to be a good work, great, but I do it on my

"pwn tetme...I think that what makes a good artist 1s the fact
that they listen to themselves and...their perspective is
personal.

Kram thinks, "The question really becomes how much you give in and
at what point you give in and how much sacrifice you-have to make‘in. .
order for this to work for you.”

In terms of-'playiﬁg the game' Kram+a¥8Tds it completely. He says,

[y

“T dislike it to such an extent I don’t care what it costs me. I'm not

? ’
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;doing it!” William takes a similar stance. . He exclaims: "If you make ! \
the ;tight' kind of art you succeed...that doesn't make it g;r me -- no
thanks!” Along with their change in attitude their activities change.
Kram says, "I stopped going to galleries very early in my career...I
don't find it a necessary p;tt of the creative process.” William
likewise comments, "What is the point of going to the :;rnissage i1f the
work 18 meaningless? I've given up."

Kram and Roslind ﬂoth discuss integrity in relation to creating art
that 18 true to themselves. Kram tries to be and hopes other artists
are "honest in terms of their work, what they feel for their work and
they are not j;st doing that kind of work because it is...popular...You
would hope they are not the kind of artist who jumps the bandwagon."

* Roslind is also carfful to avoid this practice of producing\"trendy“
art: -

o ~

I think one of the hardest things to do is to say, 'Wait a

second. I've got to keep doing what I believe in ever though

it {8 really marginal, even though this stuff is selling (and)

...can be appreciated by a much larger public...I've got to

keep working on the work that's true to me...'

Both Willfam and Kram believe that an artist who has integrity does
not work under the pressure of exhibition deadlines. Kram comments
about himself, "I don't even feel I ever worked towards exhibitions. I
work all the time regardless of whether there is an exhibition or not."
Roslind, however, does work under pressure and does not feel that this
practice lessons her integrity. She comments about one specific point
in her life when she worked under deadline pressures: "I was glad I had
these deadlines...I know that I had to work toward that deadline and

. .
that there were no ifs or buts about {t.”

William 4hd Kram try to judge art without letting any personal
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blases interfere. They have seen other peogle who belong to the art

world judge art unfairly and consequently they try not to\do this

4
themselves. Kram Remarks:

I have a lot of friends who are lousy artists. I would never
vote for them sipf&ng on a jury because I don't believe in
what they are doing. And vice-vegsa. I've met artists who I
think have awful personalities. I would never want to spend
one minute with them in a room at a party but I will vote for
their work anytime because what they are doing {s terrific.

William's comment is very similar to Kram's. He says, "I don‘t care who

: Lo o
makes it. I don't care if someone I dislike makes a good painting.

‘ .
That's fine with me".

Seeing the reality behind the magic of the art world did not remain
a disappointment for some of the interviewees. The magical quality
which\Roslind and Lily felt the art world had, has been replaced by a

\ .
feeling of being comfortable with a familiar milieu. Lily describes for
. »

’ example how her feelings changed from nervousness to being at ease with

a prominent curator of a national gallery when she painted him: "I was

- 80 nervous...(but) it went perfectly from beginning to end. That was

pretty neat...We are good friends now"., Roslind says about her current
feelings towards the art world:

Once you are a part of it you just work on your work and you

don 't even think about it. You don't stop to think about

those other people because those other people are really like

you ~- they're doing the same things as you are so it's not
intimidating anymore. You realize that it is not magilecal. .

In the process of coming to terms with the fa{}ed expettations and
their disenchantments which arose during the transition from the
university to the work world, the interviewees de;eloped various stances
on problematic issues. These issyes, such as marketfng artworks; . |

feeling pressures to conform to popular styles; and maintainingwgne's

T4
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integrity in relation to (g) the 'game' and in relation to (b) homesty,

(¢) being fair, and (d) producing quality art are major components of
the changing sense of identity that has resulted from the transition
process.

Attitudes towards Chosen Occupation: Sylvia is the only individual

interviewed who is presently dissatisfied with her present career
situation. She has chosen a career as a librarian. Sh; has not created
any artwork for awhile, haé not exhibited in years, and feels, to use
her own words, "Just terrible -- I really don't 1like it. I really would
rather be doing art or teaching art or making art at least part of the
tim;." She has feelings of great bitterness and disappointment. Like
Sylvia, William did not.pursue a career és a professional artist, but
‘anlike her he feels generally content with his situation, other than at
times feeling some gulilt because he is not creatiné art professionally.
Hf does create ar't for himself. "I'm not going to spend the rest of my
life makiﬁg art for anybody else because I feel like- I should. I'd ,
rather go fishing...If I'm going to make a good painting, I'll make it
anyway == 1'l1 make it the day after I go fishing." The other ;hree
pecple who were interviewed all decided to pursue careers as artists.
All have achieved varying degrees of success, and are,very'contentpwith
their present situation. They make such comments as the following:

+..There 's nothing 1'd rather do than be a painter (Lily).

+eoIl'm really happy. I'm flying. I lov¥ what I'm doing .
(Roslind). : P

+..I loye being an artist...There isn't anything else I'd
rather do (Kram). _ -

All five participants seriously considered teaching art as a

ce;gér. William is the only one interviewed who 1s currently working as
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an art educator and has done so since leaving university. Ahout this
T

* occupation hg communicates: “What drew me to teaching...is a combina-
tion of money flexibility, and t?e fact that it is not that demanding. '
The fact is, it allows me to do a lot of things I couldn't maybe be able

‘to do:..it was never a central preoccupation for me...(however) I take

my job q;ite seriously. I like teaching.” éylvié, like William wanfgd

to teach and did teach until she eventually could not find teaching

positions available. She says, "That was a crisis for me because I

desperately wanted to get the jobs and didn't get them." Relyingpon a

teaching job as security and being able to“create art in haer spare time

was Sylvia's dream that did not materialigéf ,

Kram, Lily, and Roslind decided before leaving university that they

did not want to be arg educat;rs. Réslind reminisces about her past

experience as a teacher: "I didn't really enjoy 1;." Kram and Lily's

reasons for rejecting being educators are different: both belleve it
would take away too much time and energy that they want to {pend on
their art.‘ Kram says that he has to -"devote all my time to my work and

put my work ahead of everything else.” Likewise, Lily believes that "I

don't want a job that I have to take'home, that' s going to, drain any

s 9

creativity that I have.”

Summary : ' :

All five of the interviewees began their transition with shared ’
expeétations which they hoped would be realized. Some éxpectations were
realized, some changed, and some .never actualiz;d. What happened to
these expefféhigéz is tied at least in part tp the interviewees'

.feelings, attitudes about themselves and their chosen profession. In
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the 'Hopes and Pipe Dreams ' I described the expectations of ch;\\\
interviewees. These are listed as follows:
a) expecting to become an artist o
b) expecting that the transition ftom a student to .

professional artist is easy
c) expdcting that professional artists need only concern
* themselves with the making of art
d) believing the art world is good, magical, pure, and

untainted
e) believing that an artist is someone special
The dream to become a professioﬁal artist became a reality for
three of the five interviewees. One did not see this dream realized,
and became bitter and frustrated. Most of the’' participants thought,
when they were in univergity, that an artist is divinely ‘inspired. Only
one peraon, Lily, maintained this viewpoint through the transition
process, The belief that artists need only concern themselves with art
making was supplanted by four interviewees with the belief "that
marketing knowledge is important. All the people interviewed radically

*

changed their expectations concerning two issues: first, that becoming
an artist is easy; and second, that the art world is good and puré.

This analysis has focused on the transition five participants have
undergone as a result ofileaving university and trying to establish
themselves in the professional art world. The transition from student ~
which centered around the process of challenging and reconsidering

expectations, dreams, and ideals; which of these remained, altered, or

faded away was the result of how uhese five 1ndividuals coped with the

‘realities of the new situations and roles they encountered 4ds they

,g ¥
entered the professional art world. ' y
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CHAPTER VI
/" .
ANALYSIS OF EDUGATIONAL CONCERNS AND THEIR
' IMPLICATIONS FOR ART EDUCATION
v
Now that I have looked at the transition I want to foéua in on how
this relates to art educational issues,

Educational Issues

All the participﬁﬁts talked in detail about their crucial years at
university: they talked about learning how to make art, about
establishing key relationships with professors and with peers, and about
learning "the ropes™ in the art world - or not learning about them.
When discussing these years little apathy 48 apparent: opinionatedﬁ
positive and negative comments are given about their edugational

' 1 .
experiences in relation to their careers. .

Most people belleve that universities should aim to train students
to create art which excels. William, Roslind and Lily all discuss this
issue. But,'William believes that too many people, when they leave art
school are too concerned with making a career from ‘their an?gagd not
concerned enough about the quality of the artwork they produce:

We've allowed the makiug of art to be eclipsed by the selling

of it. Art has to be a product of your life and of your

observation, not a product of homeostasis, of the organ

surviving. 1It's got to be an expression and so much today is

done because of survival because you need a show, you need a

grant, you need this and you need that, All of that affects

the way you make art. @

Like William, Roslind and Lily believe the qualify of the artwork is
important. However, they disagree with William quite drastically on two
issues: first, they both feel that marketing one’ s work 1is a struggle
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and is important to master. Second, thgy feel that'oﬁé of the reasons
that the promotion of artwork is difficult for them is because the
university, in tﬁéir expe;ience, did not provide information about this
subjecté. ﬁ;slind expresses her opinion in the following passage:

I think there are basic fundamental things that we have to
know about so that when we've graduated we are not out there
completely cold having only technical training. That's
important too...I think you have to train people not only in
the aimple rules of painting and drawing and everything else
that 1is involved in the creative process, but also what
happens after you have done the creation. What then? does the
work stay in your studio? Do you want to push {t? First of
all when I was in university we didn't have any courses
dealing with marketing, 'P.R.’, like something as simple as
putting together a dossier. We didn't learn the _basics...All
of that stuff I learned afterwards on my own...You have to
learn the basics for marketing your work.

v -~

Tily's remarks are similar to Roslind’s:
1

My mother was very strong that I get ny degree.. I told her
that i{f I graduate from art school and I don’ t know how to
paint I'm in a bad, bad way. If you can't paint when you
leave art school it doesn't matter whether you can apply to a
gallery...but no, I didn't learn the business at all,..They
don't tell you how to deal with galleries or how to get
grants, how to put a portfolio together, or how to write
statements. It would be a good idea to have seminars and
workshops. - ‘

Kram like Roslind and Lily, believes that training in marketing at
university is important. Although he never mentions that marketing'his
- .

work vas a struggle when he left university, he does discuss the
struggles he saw many university students have because of their
ignorance towards marketing their works. Sylvia like Kram, Roslind and
Lily believes that universities should teach about the aspects of the
art business:

I think .it's the gap that you can most accuse university

of...They are assuming -that you are going to continue as an

,artist and it wouldn't be that hard ‘to just give you that

‘little extra bit. That would make such a difference...They

should offer a package on framing and portfolios and
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intérviews. 1 think the{ should do more in placing people for
jobs. I'd add a university non-credit course let's say for

half g term about your ‘own packaging...At least people

wouldn 't blunder through it. Oh yes, looking back on it they
"“could have made my life so much easier with just a few little

‘ Thints here and there, with just a few little courses, or a few

lectures on how to do this.

All the interviewees, with the exception of William, related a lack
of realistic understanding of the art world, and a lack of professional
skills development kfor example marketing ones artwork) to
dissatisfaction with the university program and professors. However,
all the participants discussed some school experierices in "warm" terms.

The more positive influences of the university and professors 1is

apparent in the relationships the participants established with

professors and peers, All the participants discussed professors who are

-

skilled and knowledgeable, and pconsequently.were to them influential and

-

inspiring. They also talked about the students who shared in their
university experiences, often providélk support and encouragement and
created a nurturing environment. Also, the structured, disciplined -
university program was appreciated by several of the participants. As
the participants shifted to being a working artist the nurturing,
supportive aspects of school experience were missed. "

During the shift from the ;niversity to a working milieu, the
interviewees, on the one hand, "carried” aspects of their educational
training with them. ‘They came “"equipped” with knowledge about and
experience in making art. All the partiéipants appreciated this
preparaélon. On the other hand, the participants also found that in
order to cope with th; transition well, they needed to dlscard soﬁe
ideas they were tadght ifn school. Many "left behiﬁd” using 1npcrson§l
aftistic styles, the idea that only art mak}ng is‘imbortant to artilt;,
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a shyness and.heaitancy towvards promoting their own work, and idealistic
romantic concepts about professional artists and their art world. The
interviewees in this study felt a strong ambivalence toward; their
university training: they fondly talked about the experiences which

-t

were pupportive and nurturing and which helped them cope Qitthhe
‘professional art milieu, and yet they spoke in extremely frué;;ated and
sometimes bitter éones about their negative educational gkperiences and
the lack‘of professional training they received.

Personal Thoughts for University-Art Educators

When I began this research I had strongly believed that university
studio art programs did not have adequate student professional trainiﬁg.
What I felt was needed to rectify this situation were courses in art
marketing aﬁd business. I found t?at fogr of the five pa;ticipants in
this study were in agreement with my views, ang consequéutly, as a
re;ult of'my research, my views have remained hﬁghanged in this regard.

What I did not ekpect was the knowledge and insights the partic}-
pants have given me in regard to the transition period between the
university milieu and aolidly establishjing th;mselves in the work world.
Foriexample, I had never even considered that som;one who was doing well

as a professional artist could reject this career and be reasonably

- content with this decision. I thank William for making me aware of his

' chosen path’, Also, when in the process of gathering data for the
thesis through countless interviews, I did not anticipate that what

would be the focus of this study is the transition period. Furthermore,
1 did not forsee that so many struggles are involved -- even with
succesaful professional artists -~ in &eciding to pursue or not pursue a
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career as artist. And, I'did not expect that the primary focus of this

thesis would be on examining the alteration of the five participants'’

expectations.

- P -

f%is research may not only help art educators but will also help
art students who are in studio programs. By reading this thesis these
students may vicariously live through each of the five participants'’

experiences, consequently learn from the lnterviewees'&dilemmas, and be

‘able to have an easier transition from university to the work world. As

a result of reading this thesis, future art students may be better
prepared for that 'bump' when they graduate and for the possible
struggles that are ahead of them when they leave the university. And, I
hope that this thesis can help dispel somerf the i{llusions that the art
students share with those the participants held. This would better

prepare future studio art graduates for coping with disenchantment as

they themselves enter the transition process.

Suggestions for Art Educators

The transition between university and the work world 1s a difficult
one of which Art Educators, I feel sﬂould bigbeccer aware, I hope the
in?ormation‘gatﬁered ;n this study may be helpful to Art Educators who
"would improve their teaching using these reactions from pupils' (Barrit
et al 1983). There is pratically no one who makes decisions about the
lives of othegs who could not profit from a better understanding of that
other's point of view" (p. 82). This statement relates to knowledge
acquired about'the five participants' struggles and disillusionment.

The followin are suggestions for university art curricula and‘teaching
which I believe would make the transition easier: (a) provide optional
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art marketing/bus}nesa courses; (b) discuss contemporary artists, their
lifestyle and their art; (c) establish an optional apprenticeghip
progr;m; and “(d) discuss alternative care;rs in the arts such as art
education, art museum work, and commercial art work.

Furthermore, Art Educators could becomé/more sensitive ﬁo the-
difficult struggles and the 'disenchantment syndrome’ the five:
participants discussed. Perhaps art students would benefit from their
teachers talking about these issues in art classel at the u;ivetsity
level. As a result :f this study Art Educators might learn about and
hence refrain from contributing to students' false expectations, and

also be encouraged to help prepare students/for possible struggles that

they may confront when they enter the work force. ‘,

Suggestions for Future Research

As a result‘;f writing this thesis, I realized there are many >
> ) future areas of research possible. Most studij; relating to my thesis
are about the successful professional artist; however few are about the
university graduate who has left the field. I feel much more research
can be done in this area. Researchers can examine art studio graduates’
expe;iencea, their decisions, their dilemﬁas faced when they leave
school. They can examine the reasons many graduates leave‘this career
egpecially in cogaiderati;n of the extensive training focused on
developing professional artista., For example, one such study could be a

longitudinal qualitative ome about numerous studio art graduates who

. haveqaposen careers outside the field of art and who have graduated over

(3

twenty years ago.
I have strongly advocated that art educators teach about art -
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marketfqg and "art-bus{ness” concerns. -A .few universities in the United i

States and Caﬁada offer these courses and the effect of these on art
graduates need to be researzhed. Are these courses beneficial? 1If -not,
why? And, {f the§ are the reasons for this.and the beneficlal effects
need to be examined. A major question relating to this research is
wbether these courses do indeed m;ke.the transition from the university

milieu to the art world easier. If so, how? ~ ) Y

Little research has been conducted on the ért graduates' transition

(%%

from the university to the work world. For my research, I interviewed

participants who were out of that transition/period and had already
established themselves in the work force at the ;1me they were
interviewed. Data gathered while the 1nterviqwéé§ are qurféntly in the
tFansition phase would‘compliment my study and perhaps reveal new
informatiqu about the transition.

‘ Three of the five 1nﬁerv1e§ees who paiticipate& in this thesis m;aa
a career'deéision about becoming a proipssional artist w;tbin a year
after leaving university. This is an important éeriod wpﬁch b;uld be

, )
researched more gxtensively than I have done by'épgcificélly focusing on
this crucial time. o b p . ¥
The struggle anld the disillusionment pattern of the participants

could also be the fg?us of future resgarch. For instance, qﬁantitative
research could.be done to find out whether this 15'3 common experience
of numerous studio art graduates,

. As a ;esult of this reseafch, m; personal interest is ;ery focysed
on the participants’ "expectatiohs-illusions" the§ posdbqa;d’aﬁdle in

!

school and the general pattern of erosion they underwent. Because of
0 e ’ "

this research, I believe these expectations have a profound effect on

153



o

art gr;duates' attitudes,/beliefs, future gogls,,and‘béhaviour. To my
knowledge little research)has been done on the effect these expectations

have, in the field of art education. , Many art. educators were once art
' L4

are these expectations created? ~Wherd do they come from? How do art

educators’' expectations affect their students?. ;ﬁ this study I did not’

1y

deal with art educators' role in fostering stugenksﬁ‘eipectations which

may be audertaken in futur? research.

What I did do in this study 1s‘f1;§t1y depict ‘the eareer
experiences of five studio.art gradugfgs,';nd secondly gthine”their
transition from a university-to a wogk.ﬁééld milieu in relationm to s
unfulfilled expectations, As.airesult of readihg this thesis, art |
educators should becoﬁe more aw;te of .the c;reer issues the participants

L3

encountered. For those art tbacjzxs who/want to help prepare students
' . :

for the work force this research

’

rovides art educators with a -strong

focus on their students .career concerns.

oy .
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studio graduates., What kind of expectations do art educators hdve? How _
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this to the focal subject(s) for their reactions.

0 . APPENDIX A

N

- N @

Denzin's steps, for organizing and synthecizing life history data are as
¥ 4 .

follows: '(Denain, 1970, p. 253-254).

o
[}

STEP 1l: Select a serles of research hypotheses and problems to be

_answered or explored in the life history. Formulate tentative oper-

ationalizations of key concepts.

STEP 2: Select the subject(s) and detenn(ﬁe the form the life history

is to take.

STEP 3: Record the objective events and experiences in the subject's

life that pertain to your problem. These events should be triangulated

by source and perspective so that contradictions, irregularities and
discontinuities can be established.

STEP 4: Obtain the gubject's interpretatioms of these events as they

occurred in their chronological, or natural order.

STEP 5: Analyze all reports and statements collected thus far in terms

of internal validity, internal criticism, external validity, and

external eriticism.

STEP 6: Resolve the validity of the above sources, and establish the

priority of sources for subsequent hypothésis tests.

STEP 7: Begin testing hypothesis that have emerged to this point,

search for negative evidence, and continue to modify, generg;e,_a d test

these hypotheses. -

STEP 8: Organize an initial draft of the entire life history and submit

STEP 9: Rework the report in its natural sequence in light of the above

reactions. Present the hypotheses and propositions that have been

support@®, Conclude with its relevance for theory and subsequent .
research. .

Steps one through six were followed with one exception. I
triangulated by source but not by perspective. Triangulation means
using multiple research methods: - I used multiple sources to obtain
data, but I did not interview relatives or friends of the interviewees
selected. Hence;, 1 did not gain another perspective.

Steps six to nine deal with the analysis. Denzin presents the
modified analytic induction method of analysis. I did not follow thesc
steps. ’

'
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APPENDIX B

The following are examples of some of the types of questions asked five
interviewees during the second, focused or what is termed 'nonscheduled
. standardized interview': '

3

a) What was your attitude toward university before you went into it in
comparison to your feelings about university when you left {t?

.)‘b) What personality traits do you see as common with artists?

¢) You had said that university was 'artificial', Can you explain that
word?

d)\ You had mentioned in the last interview, that a problem with the
university is that it doesn’'t train students to cope with the art yorld.
Do you have any other criticisms of the university? ' {

I

e) What was the main positive aspect of university in terms of helping
you with your profe sional career?

f) What do you think is the 'stuff ' it takes to be a professional
artist? '

g’ Do you have any positive attitudes towards the art world?

'h) What was your attitude towards the art world before you became
involved in it in comparison to_your attitude about it now?

i) Why did you want to be a professional artist?

j) When you look back at your earlier career can you see any points as
being especially significant? Are Phere periods or experiences that
stood out as being particularly important?

k) Can you describe how an artist 1s supposed to be?

1) Can you describe the ideal artist? »

m) You had mentioned that in school you were a 'star'. Can you explain
this futthet? .

n) You had mentioned that being an artist is a struggle. Can you
describe that further? " '

o) How do you feel about your present career situation?
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APPENDIX C

.CONSENT FORM TO PARTICIPATE IN THE RESEARCH

I , the interviewee,

agree to participéte {n one or more tape-recorded interview(s) for ah
Art Education research project with Joanna Black. I realize that the
information obtained from the interview(s) will be used for educational
purposes. I understand that my,pafticipation in thip research project
is voluntary, and furthermore, I understand that I am free to withdraw

my(barticipation at anytime, without any negative consequences.

-

>

-«

Signed:

Date: ' ‘
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