
January 10, 2006
Deadline for submissions to the March
2006 issue of CAA News

January 13, 2006
Deadline for Advance registration for the
2006 Annual Conference in Boston

January 15, 2006
Deadline for applications to the Profes-
sional Development Fellowship Program

February 1, 2006
Deadline for participation in Arts Ex-
change at the 2006 Annual Conference in
Boston

February 22–25, 2006
94th CAA Annual Conference in Boston

February 24, 2006
Deadline to return ballots for the CAA
Board of Directors election

March 1, 2006
Deadline for submissions to the CAA
Publications Grant

March 10, 2006
Deadline for submissions to the May
2006 issue of CAA News

March 15, 2006
Deadline for spring submissions to the
Millard Meiss Publication Grant

May 10, 2006
Deadline for submissions to the July 2006
issue of CAA News

July 10, 2006
Deadline for submissions to the Septem-
ber 2006 issue of CAA News

September 10, 2006
Deadline for submissions to the Novem-
ber 2006 issue of CAA News

October 1, 2006
Deadline for fall submissions to the 
Millard Meiss Publication Grant 

October 15, 2006
Deadline for submissions to the Wyeth
Foundation for American Art Publication
Grant.

November 10, 2006
Deadline for submissions to the January
2007 issue of CAA News

January 10, 2007
Deadline for submissions to the March
2007 issue of CAA News

February 14–17, 2007
95th CAA Annual Conference in New York

March 15, 2007
Deadline for spring submissions to the
Millard Meiss Publication Grant

February 20–23, 2008
96th CAA Annual Conference in Dallas

stayed in touch with their
“mentees” over the years. In
many cases, the participation of
mentors at the Annual
Conference is considered so
important that institutions are
often happy to provide travel
support for their faculty to
serve in these sessions. Most
compelling is that career-devel-
opment events put a face on
CAA and the profession.
Through their own generosity,
mentors have tried to provide
realistic expectations for post-
graduate life, directly serving
our common goal to create a
nurturing environment for the
generations of artists and
scholars to come.

I encourage university
administrators, department
chairs, and graduate-program
directors to contact CAA about
its various career-development
activities. CAA would also like
to encourage its members to
participate in the Artists’
Portfolio and Career Develop-
ment Mentoring Sessions and
related events both as mentors
and as participants; see pages
4–5 to find out how to get
involved.
—Michael Aurbach, Vanderbilt
University

It depends on the art. If there’s
a really interesting process that
isn’t obvious but that really
informs the work, then
absolutely include this infor-
mation. If there are specifics
about the materials, the form or
content, or the artist’s inten-
tions, then include that as well.
Sometimes simply the scale is
important to address in an artist
statement. I once had an AIM
artist who painted these amaz-

ing works that look like
Hudson River School land-
scapes, and not one of then was
bigger than four inches wide. If
someone looks at that image in
a slide and didn’t realize that
the painting is only four inches
of landscape, then an important
element of the art is lost. This
is exactly the kind of informa-
tion that should be addressed
up front in an artist statement.

We then talk about grants
and fundraising. After writing
artist statements, we morph
them into proposals with budg-
ets. We work with real-life
experiences, finding things
artists will actually apply to. 

What are some major issues
that emerging artists must
struggle with?

One of the biggest things the
program deals with is rejec-

tion—how not to take rejection
personally. I give an assign-
ment to the artists over the
twelve weeks of the program:
each one must do studio visits
with six other artists alphabeti-
cally ahead of them on the
class list, so they don’t pick the
people they’re doing studio
visits with. They spend weeks
scrambling to negotiate, sched-
ule, and conduct these studio
visits. Often artists don’t appre-
ciate what it takes for a curator
or dealer to make the time to
see their work. Many other
problems can arise, for exam-
ple, if your studio is entirely on
your laptop computer, or if
your studio is located in, say,
New Haven, Conn. If a curator
can’t come to you, what can
you bring to them? This assign-
ment doesn’t just deal with
scheduling and presenting
work: each artist must “curate”

Good Business is the
Best Art
CONTINUED FROM PAGE 7

Wade Kavanaugh, Movement Study 3e: Foot Striking the Ground in Prospect
Park, plywood, 15 x 12 x 2 ft.
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a two-person show. Through
having to make judgments
about their peers, AIM artists
realize that rejection isn’t per-
sonal. If they can get a handle
on rejection, they’ll be in this
game a lot longer. On the flip
side, artists shouldn’t take suc-
cess too personally either,
because the New York art
scene has a nasty habit of kick-
ing you in the butt just when
you’re feeling best about your-
self. 

We start every weekly ses-
sion with what I call “News
You Can Use.” I want AIM
artists to bring me stuff they
find that everyone should know
about: Is there a great show
happening? Is there a curator
looking for artists? Who is
accepting slides or e-mail sub-
missions for a group show? Is
there a grant deadline coming
soon? Can someone talk about
residencies at the Skowhegan
School of Painting and
Sculpture? Does somebody
know about a great studio for
rent? Tell us about it. 

How do you measure an artist’s
success in the program at the
end of the twelve weeks?

It’s my challenge to help them
develop lifelong skills that stay

with them, capitalizing on the
immediate afterglow of the
AIM program. Artists initially
say they feel much more confi-
dent about what they’re doing
and have a flurry of activity;
they feel that they really under-
stand what their materials
should look like and what steps
they should take to further their
career. They also feel confident
to negotiate issues that might
come up in the art world
because they know the kinds of
questions they can ask. 

In the long run, artists who
figure out how to continue liv-
ing their lives with art in them
become the true successes. My
barometers of success are not
necessarily artists who show in
big-name Chelsea galleries or
exhibit in major exhibitions
such as the Whitney Biennial
or Greater New York—
although many AIM artists do
so. Others take the plunge to
start a family, have a baby, and
figure out how to continue
making art. There’s no single
way to build a career: some
shoot off quickly and end in a
few years, and others move
slow and steady. People have
their ups and downs. My work
with the AIM artists prepares
them to negotiate the ups and
downs. 

Sometimes AIM artists won-
der if they should leave New
York? I emphasize that artists
must go where they can make
work and feel nurtured. And if
all you’re doing in New York is
working to pay rent—and
you’re not creating art—then
what good is it? Artists can
build and nurture contacts here
in New York but should go
anywhere they need to make
their art: go where studios are
cheap, where housing is cheap,
where a part-time job allows
you to support yourself while
still making art. The AIM
artists who figure out how to
be productive making work
they love—those are the suc-
cess stories. Their names may
not be on the tips of everyone’s
tongues, but for me, these
artists are the true success 
stories—they’re the ones I’m
most proud of. 

To read more about the Artist
in the Marketplace program,
visit www.bronxmuseum.org/
aim.htm. To contact Jackie
Battenfield, please write to
jbattenfield@nyc.rr.com.

MFA, which I usually find to
be a mistake. Most people who
didn’t go to graduate school
say years later that they wished
they had. 

What advice would you give
today’s undergraduates, gradu-
ates, and perhaps even high
school students?

I think a life in art can be a
wonderful life. One of the great
indictments of the capitalist
system is that so few people in
America get any pleasure from
what they do for a living.
There is something about being

an artist that can be wonderful
and fulfilling, no matter if he
or she is successful or not. But
I would caution against having
raised expectations—that the
world owes you a living or that
the art world beats a path to
your door. I don’t think there is
undiscovered genius out there,
but I do think that you can be a
very competent artist—and
even become a better artist than
others who are more success-
ful. However, a lack of success
or recognition can be distress-
ing and can make an artist bit-
ter, resentful, and angry. I think
it’s important to remember that
life isn’t fair. You had better be
doing what you’re doing
because the very activity itself
is important. The pleasure you
get from making art will sus-
tain you because you cannot
count on getting or maintaining
attention and success. Only a
handful of artists make a living
from their work. And often the
living is barely above poverty
level. If you expect to get rich
and famous, you will probably
be disappointed. 

What would you say to students
who begin teaching after they
graduate?

In my time, the art world was
exploding in size, and art edu-
cation was taking off. Art
schools went from a faculty of
two or three to a faculty of
forty within only a few years.
There were jobs everywhere.
It’s not the same today, but
now there are more artists com-
peting for those jobs. Not
everyone should teach, though.
Not everyone does well in a
teaching environment. Many
teachers cannot fit their art
making into their work life.
Sometimes it’s better to find
another occupation to support
oneself. Do something different
for a living and then come
home and do art.

A Career in Art: Chuck
Close
CONTINUED FROM PAGE 11

Meridith Pingree, detail of Worm Decoy, 2005, power door lock actuators,
hand-dyed fishnet stockings, toy motion sensors, wire, tacks, and wood, 38 x
72 x 12 in.
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