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NAIA Advocacies 
Undergo Facelift
In 2005, on the 10th Anniversary of the National As-
sociation of Independent Artists (NAIA), the Board 
of Directors began compiling a list of key issues for 
which the organization would advocate.  Through 
much hard work and consideration, they created a 
document that was well-reasoned and complete.  In 
seven short years, mainly due to technological ad-
vances made in the industry, some of the positions 
are outdated. The current board along with volun-
teers worked together to review and update the Ad-
vocacies while retaining its’ basic principles.

The Advocacies are important because they repre-
sent the ideals for our industry – goals toward which 
we aspire - and are the blueprint on which NAIA fo-
cuses much of its work.  Progress has been made 
since the establishment of the NAIA in 1995 and even 
since the writing of the Advocacies in 2006. NAIA 
continue to make progress through the diligence of 
those who value the art fair industry and who know 
that, together, our voice makes a difference.

After drafting updates, the NAIA Board asked artists, 
show directors, NAIA members and non-members, 
to review and comment on the proposed revisions of 
the Advocacy Statements prior to final approval by 
the Board in September 2013.  

Since the updates were approved, NAIA has been 
activly distributing the revised policies along with an 
invitation to contact NAIA board members with any 
questions. In addition, NAIA will begin to move on 
the information we acquired with the survey on The 
Importance of a Prospectus (results may be found 
at https://naia-artists.org/documents/cms/docs/The_
Importance_of_the_Prospectus.pdf) asking shows 
to review their prospectus to make sure information 
they supply to artists is a reflection of the require-
ments, standards, and rules that will be enforced.

We hope that you will look closely at our actions and 
their results in the coming weeks and months, show-
ing support for NAIA and our work for all in the indus-
try by becoming a member.

The NAIA advocates that all shows develop an 
Artist Advisory Committee of artists who partici-
pate in art shows to consult on all aspects of the 
show’s policies.

The artist community is filled with artists who have 
exhibited in art shows around the country for many 
years. These artists have a wealth of first-hand expe-
rience in seeing both the good and bad in shows of 
many varieties: large and small, shows run by non-
profit and for-profit businesses, shows organized by 
community volunteers and professional paid staff. 
They have experienced adverse weather condi-
tions, security breeches, and booth layout inequities. 
They have experienced the results of good market-
ing campaigns, and shows that fade when sales are 
poor. Artists add to that wealth of knowledge with 
each show they do. A wise show can benefit from 
this knowledge.

continued on page 7
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After six years of dedicated service, Teresa Sa-
borsky officially retired from the NAIA Board of 
Directors at the end of December 2013. 

Teresa’s perseverance, strength and leader-
ship provided renewed stability to the organiza-
tion.  Teresa served as Chair for three of her six 
years, and during that time led the board through 
a challenging transition period that focused on 
furthering the organization’s strategic goals and 
strengthening the communication between art-
ists and show directors.  

Teresa is now pursuing a new passion and ca-
reer as a personal trainer.  She is training herself 
for a Half Ironman she plans to tackle in Sep-
tember and recently opened her own fitness stu-
dio, Louisville Strength and Endurance.  She is 
teaching and working with athletes preparing for 
Tough Mudder, Triathlon, and Marathons.  She 
is especially enjoying her work with seniors and 
clients who have disabilities such as Fibromy-
algia, Parkinson’s, Obesity, and sports injuries.

The Board of Directors of the NAIA would like 
to express their deep appreciation to Teresa for 
her dedication and hard work during her time on 
the Board.  Thank you, Teresa!

If you would like to be in touch, please contact 
Teresa through her website: pathpowerand-
health.com. Or, through email at tsaborsky@
gmail.com

I have been an independent artist my entire life.  I 
grew up in a coffee house in the 60’s, my mother 
was a writer (the TV show Taxi is probably her most 
famous work) and my father was a theater director.  
Musicians, actors, writers and artists surrounded my 
sisters and me from the moment we were born so it 
wasn’t unusual that I started painting when I was 8 
years old and did my first outdoor art show when I 
was 14.  

I have always been a painter.  I started working in 
oils, moved on to India inks, then watercolors and 
finally acrylics.  In college I fell in love with printmak-
ing and bought my first etching press. I started creat-
ing etchings that I hand painted with acrylics.  At that 
time the outdoor art fair circuit was young and thriv-
ing and the American economy was healthy.  With a 
full show schedule and monthly gallery orders, being 
a real printmaker allowed me to maintain my artistic 
integrity and continue to offer original art to the pub-
lic.

I have always believed in original art.  As artists, our 
solitary natures find us spending a great deal of time 
alone in our studios working to create new and ex-
citing artwork while striving to maintain our own in-
dividual styles.  I believe that the independent artist 
who actually toils to create original art in their studio 
is special, unique and unusual and should be pro-

The Value of Open 
Communication

TERESA SABORSKY
NAIA BOARD MEMBER, 2008-2013
CHAIR, 2011-2013

continued on page 6
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I participated in my first art show while still in high 
school. It was a small show that occupied a few 
blocks down Main Street in the small town where 
I grew up in Maine. The show was typical of most 
small town art shows around the country and resem-
bles how many of today’s largest shows began. The 
several dozen artists came mostly a short distance 
to participate and few, if any, bothered to set up a 
tent for the single day of the exhibit. Many, myself 
included, had makeshift displays of folding tables 
and pegboard or garden lattice and many paintings 
leaned on the ground or sat on easels. The expenses 
were tiny, even in my teenage economy, and I expect 
most made enough profit to justify returning the next 
year but not enough for any artist to bother travelling 
much distance to participate.

How one starts making a living from art is probably 
always complicated and, to a degree, fortuitous. The 
year prior to participating in that show, I had come 
to know a group of mostly younger artists who lived 
downtown and I was curious that they managed to 
survive from their art. I had always been interested 
in art and the idea that I might be able to pursue it 
as a career engendered incredulity and curiosity in 
equal measure. I spent quite a bit of time in their stu-
dios and from them I learned both artistic techniques 
and business ideas, notable among them was the 
idea that there were sidewalk art shows all over the 
country. While I can’t say I really expected any of my 
paintings to sell, I figured I should at least try some 
nearby shows and see if they (or I) had potential. 
That summer I participated in three shows and while 
I made a small profit, I certainly did not feel confident 
enough to jump into the deep end of the business. I 
continued in my plans to attend college and, while 
never abandoning the idea of selling my art, I didn’t 
pursue either shows or galleries for a while. 

After dropping out of college to move to Paris, I was 
invited to share an apartment with friends in New 
York and try again to make a go at selling paintings. 
I jumped at the opportunity. It has been said that ev-
erybody has a hundred bad paintings and, while I did 
manage to sell some of them, it took me several years 
of regular jobs before I devoted my efforts completely 
to art and largely to art shows as a means of selling 
it. Fortunately, I was able to participate in some of the 
larger national shows more or less from the begin-
ning. After a few smaller New England shows over 
the summer and fall I went to Florida for Coconut 
Grove and Gasparilla and then continued on to fairly 
large shows all 
over the east-
ern US. 

I would hate 
to give the im-
pression that 
I was incred-
ibly successful 
or that any of 
it (the painting 
or the shows) 
have come 
easy but my 
goal is not to 
bore you with 
details that 
most artists 
will have ex-
perienced first-
hand. I have been working at my art now full time for 
a decade, even though I like working with galleries, I 
can’t quite imagine ever giving up art shows. I think 
honestly I am addicted to travel and the community 
of artists who become family.  I also value the direct 
and honest responses to my work that I never really 
get at a gallery opening.

I have had many conversations about the state of 
art shows and both the past and future of the indus-
try with both artists and show directors. One idea 
that keeps coming back to me is that the world of 
art shows is really several worlds. In some of those 
worlds, little has changed at all while others barely 
resemble their origins. The small show I first partici-
pated in is essentially unchanged from the day it be-
gan. There are hundreds, if not thousands of shows 

The Past and the Future of Art Shows
BY BENJAMIN FREY
MIXED MEDIA ARTIST & NAIA BOARD MEMBER

like it across the country run by art leagues and 
merchant associations. When art shows first sprang 
up, nobody imagined that there would be an indus-
try of travelling artists who would cross the country 
following the seasons and compete for acceptance 
into shows who’s rejection rates compare to those 
of decent universities. I doubt William de Kooning 
and Jackson Pollack would recognize the Washing-
ton Square Park show today and I’m sure that their 
paintings leaning against lamps and trees would not 
pass the booth standards committee of almost any 
major show in the country. But along with the world 
of small local shows, there is now a world of large 
national shows that can support independent artists 
who travel across the country to participate. 

One of the changes that has happened along the 
way is that the show organizations grew and as they 
did so their missions evolved. What often began as 
an excuse for local people to view and buy art and 
artists to exhibit and sell, has turned into fund-rais-
ers for non-profit groups, community projects, and 
neighborhood promotion. In the best of cases, these 
new types of events can draw larger buying crowds 
and generate excitement about the art. But that 
takes careful vision and a devotion to the artists on 
the part of the directors or instead, in many cases, it 
can have the effect of making the art seem almost a 
sideshow to the festival. Just as the artist’s business 
is a maelstrom of complexity, orchestrating a suc-
cessful festival must be a monumental task. Never 
having run one, I have to rely on my imagination but 
I know from the perspective of an artist that there 

are hundreds 
of mistakes 
a show can 
make that will 
make my life 
harder and not 
only do they 
have to try to 
avoid those but 
they also have 
to orchestrate 
details of fi-
nance, sched-
ules, and local 
politics. Some 
shows may be 
actively aiming 
to sideline the 
art in favor of 
a broader festi-

val atmosphere, but even in a large show that wish-
es to keep focused on the art, a change in directors, 
local economics or politics can lead to problems for 
the artists. I expect that we will continue to see these 
larger shows develop in the direction that they have 
been going and smaller shows will likely continue to 
follow their lead. One reason is that few businesses 
want to shrink and I imagine that growth of a show 
organization, as with any other business, comes 
with certain demands. To me then the challenge be-
comes one of education. We, as artists, have to con-
tinually engage with the shows as they change per-
sonnel and plan for the future in order to make sure 
that they respond to our needs and also, at times, to 
help them understand why that is important. 

~ Benjamin Frey

THE INDEPENDENT 

The Independent Artist is a publication of the 
National Association of Independent Artists 
(NAIA).

NAIA formed following dialogue that began 
in June of 1995.  The group’s purpose is to 
enhance the economic well-being of people 
who exhibit their work at quality outdoor and 
indoor art and/or fine craft shows, encourage 
creative expression and artistic excellence, 
and expand public awareness, appreciation 
and acquisition of fine art and fine craft.

The NAIA actively works to be a valuable re-
source for not only artists, but also the orga-
nizers and directors of art shows.

To learn more about NAIA, visit the website:

www.naia-artists.org

Many thanks to the artists, collectors, mer-
chants, service providers, and other profes-
sionals who generously took time to write 
articles for inclusion in this publication.

The Independent Artist is edited by Carroll 
Swayze, NAIA Communications Chair. 

To advertise in future issues of the IA, or to 
submit articles, letters to the editor, or ideas 
for future issues of The Independent Artist, 
email Carroll Swayze: carrollswayze@naia-
artists.org.

NAIA Board of Directors
Terry Corcoran, Artist
Chair
Atlanta, GA 

Benjamin Frey, Artist
Chair, Emerging Artist Committee
Buena Vista, VA

Stephen King, Executive Director
Des Moines Arts Festival
Vice-Chair
Des Moines, IA

Lisanne Robinson, Artist
Treasurer
Sebastian, FL

Sara Shambarger, Director
Krasl Art Fair
St. Joeseph, MI

Carroll Swayze, Artist
Secretary 
Chair, Communications Committee
Englewood, FL

Richard Lobenthal
Advisory Committee
West Bloomfield, MI

Bill Kruser
Advisory Committee

JOIN THE CONVERSATION

Facebook.com/NAIA

Haute Carousel, Benjamin Frey
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Advocacy, continued from p.1

The NAIA advocates that shows create a concise 
but clear prospectus.
The design, layout and content of applications are 
the decisions of each individual show. Artists do 
not expect nor want all shows to be clones of one 
another. However, in order to make educated deci-
sions when applying to shows, artists tend to look 
for specific information in a show’s prospectus. The 
NAIA has developed a model prospectus to assist 
shows in developing a complete and comprehensive 
prospectus.  Examples can be viewed on the NAIA 
website.

The NAIA advocates for a knowledgeable jury 
panel and full disclosure of the jury process and 
practices.
The show has a responsibility to the artist to ensure 
that the jury process is conducted professionally and 
employs the highest standards. A jury should give 
each artist applicant an equitable and equal chance 
for invitation.

The NAIA advocates that all shows adopt a stan-
dard method for formatting images – one that fa-
vors neither horizontal nor vertical images.

NAIA also advocates that shows inform artists 
of the method by which images will be viewed by 
the jury, so artists can prepare their images cor-
rectly for the exact viewing conditions.
An artist’s entry into a juried art show is based upon 
one overriding factor: a strong presentation of his or 
her artwork that informs the show’s jury in the best 
manner possible. In these days of strong competi-
tion at art shows, artists often turn to professionals 
to render their images to most accurately represent 
the artwork under specific viewing conditions. How-
ever, to be able to do so, the artist must know ahead 
of time the exact specifications for how the jury will 
view the images.

In addition, if images are viewed by the jury on com-
puters, NAIA advocates that monitors on which 
they are viewed be calibrated to ensure that 
jurors will accurately see images as they have 
been submitted by the artist.
Informing the artist about viewing specifications is 
the responsibility of the art show. Submitting the 
proper images is the responsibility of the artist. The 
artist, for lack of good images of their work, may lose 
an opportunity to participate in a show that they are 
otherwise well qualified to do. The show may end up 
with a pool of applicants, and subsequently exhibi-
tors, that reflect the effort, or lack of effort, the show 
may have made in informing the artists.

The NAIA advocates that all shows establish 
a reasonable period of time during which ac-
cepted artists may cancel and receive a booth 
fee refund. Engaging in the application process 
should be considered only a commitment to 
jury; not a commitment to show.
A show that considers an application as a commit-
ment to show overlooks the realities of the applica-
tion process and can create an unnecessary hard-
ship for artists.

The NAIA advocates that art shows adopt a clear 
wait list policy, and state plainly the method by 
which wait listed artists will be informed of open-
ings in the show.
NAIA recognizes that maintaining and using a wait 
list may add a layer of work for the show, but the 
benefits far outweigh the extra effort. Many factors 
could potentially cause artists to cancel. A show 
without a wait list to draw from may either have no-
ticeable empty spaces or find that their advertising of 
“150 artists” becomes misleading. More importantly, 
having a wait list gives another artist a chance to 
participate in the show.

The NAIA advocates that art festivals adopt a 
policy that addresses artist cancellations due to 
an emergency or unusual hardship, with clear 
guidelines for receiving a full or partial refund 
of fees.
Emergencies can arise in our daily lives in all oc-
cupations. A compassionate society recognizes this 
and makes every effort to meet the needs of all when 
events occur that adversely affect one’s ability to 
participate in planned events. This should extend to 
hardships that may occasion the need for an artist to 
withdraw from a show.

NAIA advocates that 24-hour security be pro-
vided at the show site, and to and from parking 
areas from the beginning of load-in to the end of 
load-out.
An artist’s livelihood is in their booth and in their 
vehicle. They contain thousands of dollars’ worth 
of hand-created artwork that is often one-of-a-kind. 
Artists who come into town are frequently unfamiliar 
with the area. Artists must be able to rely upon the 
shows to ensure that they and their work are safe 
and secure from the time they arrive until the time 
they leave a show.

NAIA advocates that a systemized process for 
load-in and load-out be implemented.
Load-in and load-out are particularly sensitive times 
for artists. Load-in often happens at the end of a long 
trip to the show site, when artists are tired and feel-
ing pressed for time. At load-out, artists are eager 
to get packed up quickly so that they can get on the 
road toward home and avoid another night of hotel 
expenses. During both processes, the stress level 
increases.

NAIA advocates for a minimum 12’ x 12’ booth 
space for each artist that is free from obstruction 
and easily accessible to patrons’ traffic flow.
Booth space that is free from obstruction and easily 
accessible within the patrons’ traffic flow is important 
for safety, storage, appearance, and an equal op-
portunity for marketing.

NAIA advocates that free or reasonably priced 
easily accessible parking be provided for artists’ 
vehicles throughout the duration of the show.
Artists with large or tall vehicles, or who pull small 
trailers, require extra space to safely maneuver their 
vehicles.

The NAIA advocates that all shows be aware of 
the requirements of the Americans with Disabili-
ties Act as it may pertain to accessibility by art-
ists and patrons with disabilities and  make rea-
sonable accommodations to permit artists with 
disabilities to participate as exhibitors in the 
show.
Provide accessible parking, have a few booth spaces 
that an artist can drive to for loading and unloading 
that are accessible to wheelchairs, and handicap re-
stroom facilities

The NAIA advocates that shows require accepted 
artists to appear in person for the entire show. 
The NAIA advocates that proxies at shows be 
prohibited, except in the most extenuating of cir-
cumstances.
The unique contribution which an art/craft show and 
its respective exhibitors bring to the marketing place, 
and the community which they serve, centers around 
the fact that prospective buyers get to meet the art-
ist/craftsperson - the producer of the work being dis-
played in situ.

The NAIA advocates that an art shows’s rules for 
artists be clear and listed in the show prospec-
tus/information. 
In those few instances in which an exhibitor is in vio-
lations of one rule or another, it is incumbent on the 
show staff to take action and have a method in place 
for enforcing the rules uniformly.

The NAIA advocates that shows develop fair and 
equitable grievance procedures through which 
artists can voice their complaints without retribu-
tion.

Artists see things that show directors may not notice. 
These may range from concerns about untenable op-
erational restrictions, uneven rule enforcement, jury 
process issues, or personal knowledge about an in-
dividual artist’s methods that violate a show’s rules.

Whether real or perceived, artists fear the proverbial 
“blacklist process that summarily denies an artist a 
space in a show before they have even been juried. 
Fear of a blacklist often prevents an artist with a legit-
imate, provable grievance or concern from commu-
nicating those concerns to the show’s management.

A formal grievance procedure will allow both the 
Artists to feel comfortable, respected and protected 
when they share their concerns, and the show to 
benefit from the information shared.

For complete information about NAIA and its Ad-
vocacy, please log on to the NAIA website.  De-
tail descriptions of the NAIA Advocacies can be 
found under the Resources Tab.

The NAIA Action Line is one of memberships most valuable tool. Action Line is avail-
able to NAIA Artist Members to assist in resolving specific issues or problems that the 
artist member may be experiencing with an art show related to the NAIA’s official list 
of advocacies.

The focus of this Action Line is to address matters that run at cross currents to the 
NAIA’s advocacies. In warranted cases, the NAIA may also assist artists with matters 
outside the advocacies. However, this is not a place where vague and nonspecific ac-
cusations about shows or a show director are appropriate. For example, general com-
plaints about rising booth fees, application fees, etc., can be addressed on the NAIA 
Member Forum.  To learn more about the NAIA and Action Line, visit the organizations 
website - www.naia-artists.org.

VISIT US ONLINE AT WWW.NAIA-ARTISTS.ORG
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JOIN US TODAY!
Membership Type    ARTIST SUPPORTING       CONTRIBUTING
Sub Type     SINGLE GENEROUS          BENEFACTOR        BOOTH BACKER

FIRST NAME      LAST NAME

ORGANIZATION NAME

ADDRESS

CITY    STATE  ZIP

PHONE        PHONE             FAX

EMAIL

URL

BILLING INFORMATION (Credit or Check)
     Same As Contact
FIRST
LAST
ADDRESS
CITY
STATE  ZIP

If paying by CC - 
Name as it appears on Card

CC#
Exp Date  SSI
Signature

If paying by check -
Make Check Payable to: NAIA
Mail to:  Lisanne Robinson, NAIA Treasurer
 1125 US Hwy 1
 Sebastian, FL 32958

tected, nurtured and supported as treasures.  Artists 
are thinkers and dreamers and I believe their work 
enriches the lives of everyone who comes in contact 
with them.

I am 58 years old, I am well traveled and I’ve raised 
three sons and have four grandchildren.  I have been 
a working artist my entire life and I have an enormous 
amount of life experience that I am proud to share. 
I am well spoken and I am not at all afraid to speak 
in public.  I’ve seen the early years of the art show 
movement, and with 44 years of outdoor art shows 
under my belt, I’m pretty sure I could win Survivor 
if they’d just let me play because I know I can build 
a dry shelter with my eyes shut.  I’ve experienced 
the ups and downs of the economy over the years 
and I have struggled to stay the course, maintain-
ing good work ethics and standards along the way.  
I believe that art is important in every day life and I 
work hard to educate people about the value of art in 
their homes, their offices, and their schools for their 
children.

The world of outdoor art shows has changed vastly 
in the four decades that I have been involved.  What 
started as tiny all volunteer venues where communi-
ties gathered to support local artists by buying their 
work has grown into a gigantic multimillion dollar busi-
ness of huge festivals with highly paid staff.  As with 
any other industry, this growth has changed the busi-
ness of selling art and brought a plethora of issues 
and problems with it.  Add an unstable economy to 
the equation and everything starts to crumble.  Buy/
sell imposters and production studios have infiltrated 
our marketplace and many of the shows themselves 
have fallen prey to this widespread panic. 

As an artist first I am very protective of our livelihood.  

I don’t want to share it with buy/sell vendors and pro-
duction studios.  It hurts all of us.  It not only hurts 
our sales but in the long run it hurts the reputation of 
the show.  Art lovers and collectors will stop support-
ing an art festival if they see buy/sell manufactured 
production work instead of the original art that was 
advertised.  Everyone loses in this case and it’s im-
portant to try to weed them out.

One of the main roles of the NAIA is to bridge the 
gap between artists and show directors by being a 
conduit through which both groups can communicate 
successfully.  As the communications Chair of the 
NAIA I try to talk to as many members of both groups 
as I can every day so I stay abreast of the issues that 
are going on.  

Open communication is the key.  Show directors and 
artists are both just people trying to do a job.  We are 
in a symbiotic relationship, whether you want to ac-
knowledge that or not, meaning we both need each 
other so it is to our advantage to communicate.  If 
artists see buy/sell in a show it is important that they 
let the show directors know about it, especially if they 
have the proof.  We are the best line of defense that 
we have to protect our industry.  We are out there, 
we all know we can spread the word fast through our 
ranks and it’s important to do so.  One of the best 
ways to catch an imposter is to check the show lists 
to see if they are in more than one show on a given 
weekend.  This weekend alone it was noted in one 
of the popular Facebook pages for artists that a cer-
tain known offender was at two shows at the same 
time hundreds of miles away from each other.  That 
is concrete proof that they are cheating.  

When Bayou City Art Festival ran into financial prob-
lems and decided to add 150 artists after the jury a 

Communication, continued from p. 1
month before the show, ignoring the rules of their 
own prospectus, artists communicated their out-
rage and stood together causing the show to offer 
refunds to any artist who wanted to cancel.  More 
importantly, the loud outcry from the artists made the 
show aware of the issue causing them to rethink ev-
erything they had done and hopefully make positive 
changes for their shows in the future.  This outcry 
spread across the country showing that artists as a 
group are powerful when they communicate together 
clearly and effectively.  Show directors and their staff 
all over the country took note as the issue unfolded 
making them aware that the rules in their prospectus’ 
are very important and need to be followed.  A lot of 
positive change may come from this in the future and 
this is all because artists stood together and made 
their concerns known to the show.

We, as artists, are the first line of defense to protect a 
show and our livelihoods.  If you see something glar-
ingly wrong at a show, tell someone.  If you notice a 
certain buy/sell merchant in a show, tell someone.  If 
you think there is a production studio in a show, ask 
around, see if they are also in another show or two on 
the same weekend, then tell someone.  If the show is 
forgetting to abide by their own rules, tell someone.
Communication is the key.  Be calm, be informed and 
be kind.  It is sometimes impossible to talk to a show 
director during the show because they are too busy.  
If that is the case, send them an email, leave them 
a message on their phone or write them a letter ex-
plaining your concern and let them get back to you 
when they can.  Together we can make our art show 
world a better place.                       

~ Carroll Swayze

The reputations and legacy of living and past artists, 
present and future museum art patrons and the art-
buying public deserve the re-establishment of the ob-
vious; that the living presence and participation of the 
artist to once again be required, as it always should 
have been, to create the piece of art attributable to 
the artist if indeed it is attributed to them, much less 
purported to have been signed by them.
  

FOOTNOTES:
1. http://www.mbam.qc.ca/impressionnisme/HTML/en/exhibition.htm
"ONCE UPON A TIME... IMPRESSIONISM, AS PART OF AN UN-
PRECEDENTED WORLD TOUR THE IMPRESSIONIST MASTER-
PIECES OF THE STERLING AND FRANCINE CLARK ART INSTI-
TUTE IS PRESENTED AT THE MONTREAL MUSEUM OF FINE ART 
– THE EXCLUSIVE CANADIAN VENUE.  "Nathalie Bondil, Director 
and Chief Curator of the MMFA and curator of this exhibition in Mon-
treal, is delighted that “For the first and only time, one of the finest 
collections of Impressionist works in North America will be displayed 
in a Canadian exclusive at the Museum. Montreal will be the sole 
Canadian venue for this historic tour, which will travel from Europe to 
Asia during expansion work at the prestigious Sterling and Francine 
Clark Art Institute in Williamstown, Massachusetts. Chosen for their 
exceptional quality, seventy-four paintings by Bonnard, Corot, Degas, 
Gauguin, Manet, Millet, Monet, Morisot, Pissarro, Sisley and Toulouse-
Lautrec, including a selection of twenty-one outstanding canvases by 
Renoir, and the Degas sculpture Little Dancer Aged Fourteen (on view 
exclusively in Montreal) will be shown at the MMFA. The inclusion of 
academic works by Bouguereau, Gérôme and Stevens, among oth-

ers, will enable visitors to see how the new ‘modernism’ challenged 
official painting.”  "This extraordinary collection, comparable in quality 
and size to that of Alfred C. Barnes, was the work of Robert Sterling 
Clark (1877-1956), heir to the Singer sewing machine fortune, who, 
for over half a century, quietly built up one of the finest art collections 
in the United States. Married to a French actress, Clark lived for many 
years in Paris, enthusiastically collecting art. A discriminating art lover 
and skilled negotiator, as independent in his lifestyle as in his tastes, 
this thoughtful and reticent man chose the artworks himself, consulting 
only with his knowledgeable wife, Francine. His collection included Eu-
ropean and American paintings, Old Master prints and drawings, sculp-
ture, silver and ceramics.  "In 1955, the Clarks opened the institute 
that bears their names in Williamstown, Massachusetts, in the heart of 
New England. It is now famous around the world for the outstanding 
quality of its art collection, which spans from European Old Masters 
to nineteenth-century art, decorative arts and remarkable holdings of 
works on paper, and one of America’s largest art history libraries.
 "This exhibition is organized by the Sterling and Francine Clark Art 
Institute, Williamstown, Massachusetts. The Montreal presentation is 
produced in collaboration with the Montreal Museum of Fine Arts."
2.© 1999 By West Group, ISBN: 0314022864
3. Ibid
4. Art Journal © 1995 College Art Association, http://www.jstor.org/
pss/777513
5.© 1998 National Gallery of Art ISBN 0-300-07517-0
6. Copyright © 2000 by High Museum of Art, ISBN 0-8478-2340-7
7. www.nga.gov/education/degas-11.htm
8. © 2010 ISBN 978-0-691-14897-7, National Gallery of Art, Wash-
ington
9. http://www.aamd.org/about/
Montreal Museum of Fine Arts, Nathalie Bondil Montreal, Quebec 
Sterling & Francine Clark Art Institute, Michael Conforti Williamstown, 

MA
10. www.collegeart.org/caa/ethics/sculpture.html “A Statement on 
Standards for Sculptural Reproduction and Preventive Measures to 
Combat Unethical Casting in Bronze Approved by the CAA Board of 
Directors, April 27, 1974. Endorsed by the Association of Art Museum 
Directors and the Art Dealers Association of America.”
11.© 1999 By West Group, ISBN: 0314022864
12. Published in 2001 by the Association of Art Museum Directors, 41 
East 65th Street, New York, New York 10021, ISBN: 1-880974-02-9
13. http://yourlaws.ca/criminal-code-canada/380-fraud-0
14. http://www.mbam.qc.ca/impressionnisme/HTML/en/exhibition.html
15. Ibid
16. http://www.ottawacitizen.com/travel/Daytripping+Impressionists+M
ontreal/7411251/story.html
17. http://www.mbam.qc.ca/impressionnisme/HTML/en/exhibition.html 
18. http://yourlaws.ca/criminal-code-canada/380-fraud-0
19. © Kluwer Law International 1998, ISBN: 90-411-0697-9
20. Ibid
21. Ibid
22. Ibid

~ Gary Arseneau
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Preface
Lithographs, serigraphs, woodcuts, etchings, and 
the like, along with sculpture, paintings and other 
original creative mediums,  are original works of vi-
sual art that are wholly executed by hand by a living 
artist and excludes any mechanical and photome-
chanical processes. For those who are connois-
seurs of what truly constitutes an original work of 
visual art created by hand by the artist, this is a no 
brainer.

Yet, in 1985 before I became an artist/printmaker of 
my own original works of visual art i.e., lithographs,  
I believed, just like the vast majority of the public 
believes, that anything signed and numbered were 
copies ie., reproductions and that for anything to be 
considered an original it had to be a -one of a kind-
. Of course those of us as artist/printmakers, who 
labor to create and print our original works of visual 
art, nothing could be further from the truth.

Then in 1998, just before my true scholarly awaken-
ing, I would have never believed in a million years 
that museums and the like would ever knowingly 
exhibit non-disclosed reproductions and/or forger-
ies as original works of visual art. Then an Iris and 
B. Gerald Cantor exhibition came to Jacksonville's 
Cummer Museum and the centerpiece sculpture, 
attributed to Auguste Rodin, was cast in 1996 and 
"Signed A Rodin." Auguste Rodin died in 1917. The 
dead don't sculpt, much less sign. 

So, I contacted the museum's curator to make in-
quiries on its' authenticity. Eventually months later 
in April 1999 after many telephone conversations 
and correspondences on these contentious issues 
of authenticity, the curator sent me a letter agreeing 
in writing that reproduction would probably be appli-
cable. He was fired immediately. The Florida Times 
Union, Wall Street Journal and others then pub-
lished my allegations in July 1999. On July 19, 1999 
at 4AM in the morning, someone doused my gallery 
with an accelerate and set it on fire completely de-
stroying my art, my lithographic press, my supplies 
and putting me out of business. 

The Cummer Museum director, who a couple weeks 
earlier said the Rodins in their exhibition may be 
posthumous but they are not reproductions, was 
asked by a reporter about me and my gallery's de-
mise and the director responded: "I have no idea 
what he wants? It's a mystery to me."

Aside the lack of compassion for a fellow art profes-
sional, was this deception just a lack of connoisseur-
ship by a museum director or something much more 
perverse?

So, began my quest to find out what I truly stumbled 
upon.

Unfortunately, I discovered and subsequently doc-
umented in dozens of published monographs and 
four self published books that the vast majority of 
museums, cultural institutions, auction houses and 
the academic industry, we think of as gatekeepers of 
our culture,  have been hijacked by nefarious and/
or well-meaning individuals who believe and act on 
the belief that though the living presence of the artist 
is nice to have in the creation of their work, it is no 
longer required. Now work the artist did -not- create, 
much less approve or sign, could now be attributed 
to them as if it did not make any difference.

They have no shame.

Therefore, as a result of this endemic and wide-
spread misrepresentation of reproductions and/or 
forgeries as original works of visual art, falsely at-
tributed to an artist -living or dead-, the marketplace 
has become massively distorted creating an unfair 
trade environment for legitimate artists trying to in-
terest the public in purchasing their original works of 
visual art, much less those who sell fully disclosed 
reproductions.

The following monograph documents this avarice.

Caveat Emptor!
                ~ Gary Arseneau

WEDNESDAY, OCTOBER 24, 2012
Little Dancer Aged Fourteen sculptural forgery in the 
Montreal Museum of Fine Arts' "Once upon a Time... 
Impressionism" exhibition
Hilaire Germain Edgar Degas , French, 1834-1917, 
Little Dancer Aged Fourteen, Modeled, 1880-1; cast 
1919-21, Bronze, 99.1 cm, Acquired by Sterling 
and Francine Clark, c. 1921, 1955.45.  http://www.
clarkart.edu/museum/collections/impressionist/con-
tent.cfm?ID=31&marker=2&start=2

In the Montreal Museum of Fine Arts' October 13, 
2012 to January 20, 2013 Once upon a Time... Im-
pressionism exhibition from the Sterling and Francine 
Clark Art Institute, the so-called "Degas sculpture Lit-
tle Dancer Aged Fourteen" [Foot Note 1] is actually a 
non-disclosed posthumous [c. 1921] 3rd-generation-
removed brass [not bronze] -forgery- with a counter-
feit "Degas" signature inscribed on the wooden base 
that is falsely attributed to a dead Edgar Degas [d 
1917].

Rhetorically, the dead don't sculpt, much less sign.

On page 661 of the Seventh Edition of Black's Law 
Dictionary, -forgery- is defined as: "the act of fraudu-
lently making a false document or altering a real one 
to be used as if genuine." [Foot Note 2]  As mem-
bers of the Association of Art Museum Directors, the 
Montreal Museum of Fine Arts and the Sterling and 
Francine Clark Art Institute are violating their own 
endorsed ethical guidelines for their museums, not 
to mention their gift shops, by exhibiting this non-
disclosed posthumous [c.1921] 3rd-generation-re-
moved brass [not bronze] -forgery- with a counterfeit 
"Degas" signature inscribed on the wooden base for 
monetary considerations including but not limited to: 
adult admission fee of $8.70 to $17.40.

On page 670 of the Seventh Edition of Black's Law 
Dictionary, -fraud- is defined as: "A knowing misrep-
resentation of the truth or concealment of a material 
fact to induce another to act to his or her detriment." 
[Foot Note 3]  The Montreal Museum of Fine Arts' di-
rector Nathalie Bondil and the Sterling and Francine 
Clark Art Institute's director Michael Conforti have no 
shame.

This monograph will document those facts.

These references document Edgar Degas -never- 
worked in wax, never- cast in bronze [much less 
brass], -never- signed his mixed-media models and 
thought if his mixed-media models were to fall apart 
after his death his reputation would be better for it.

DEGAS' TRUE INTENT:  On page 95 of the College 
Art Association’s published spring 1995 “art journal,” 
in a Degas Bronzes article by Roger J. Crum, the 
author wrote: “In Wilken’s essay we read that in 1921 
Francois Thiebault-Sisson recalled that Degas had 
once said: I modeled animals and people in wax for 
my own satisfaction, not to take to rest from painting 
or drawing, but to give more expression, more spirit, 
and more life to my paintings and drawings. They 
are exercises to get me started. My sculptures will 
never give that impression of completion that is the 
ultimate goal of the statue-maker’s trade and since, 
after all, no one will ever see these efforts, no one 
should think of speaking about them, not even you. 
After my death all that will fall apart by itself, and that 
will be better for my reputation. (p. 23).” [Foot Note 4] 

DEGAS NEVER CAST HIS SCULPTURE:  On page 
180 in the National Gallery of Art’s published 1998 
Degas at the Races catalogue,  in Daphne S. Barbo-
ur’s and Shelly G. Sturman’s “The Horse in Wax and 
Bronze” essay, these authors wrote: “Degas never 
cast his sculpture in bronze, claiming that it was a 
“tremendous responsibility to leave anything behind 
in bronze -- the medium is for eternity.” [Foot Note 5]

2ND TO 3RD GENERATION REMOVED:  On page 
78 of the “Degas; The Sculptures” essay by Hirsh-
horn, Curator of Sculpture Valerie J. Fletcher, pub-
lished in Ann Dumas and David A. Brenneman’s 
2001 Degas and America The Early Collectors 
catalogue, the author wrote: “In 1919-20 Hebrard’s 

founder Albino Palazzolo, made a first set of {Degas} 
bronzes. -- Those 'masters' served to make molds 
for casting edition of twenty-two bronzes. Technically, 
all bronzes except the master set are surmoulages.” 
[Foot Note 6]

COUNTERFEIT DEGAS SIGNATURES: On page 
32-33 in Charles W. Milliard’s 1976 The Sculpture 
of Edgar Degas, the author wrote: “Each cast is 
stamped with the legend 'cire perdue A.A. Hebrard' in 
relief, and incised with the signature ‘Degas.’” Later 
on page 34, the author wrote: “At least some of the 
casts were set on wooden bases into which the sig-
nature “Degas” was burned.” [Foot Note 7]

BRASS NOT BRONZE:  This metallurgical discovery 
is confirmed on page 26 of the National Gallery of 
Art’s published 2010 Edgar Degas Sculptures cata-
logue, in the “Degas’ Bronzes Analyzed” essay by 
Shelly G. Sturman and Daphne S. Barbour. In part, 
the authors wrote: “Analysis of the elemental surface 
composition of the National Gallery sculptures was 
performed using X R F, a noninvasive technique. An 
alloy of copper and zinc with low to medium tin and 
traces of lead was used to cast all the sculptures. 
Results were also compared to X R F analysis un-
dertaken at the Norton Simon Museum on the bronze 
modeles and at the Metropolitan Museum of Art on 
some of the serial A set as well. - Bronze is a misno-
mer for these sculptures, because they are all cast 
from brass (copper and zinc with tin).” [Foot Note 8]

Now that these five references document Edgar De-
gas -never- worked in wax, -never- cast in bronze 
[much less brass], -never- signed his mixed-media 
models and thought if his mixed-media models were 
to fall apart after his death his reputation would better 
for it, what does that mean for anything posthumous-
ly attributed to a dead Edgar Degas as it may apply 
to the Montreal Museum of Fine Arts' Once upon a 
Time... Impressionism exhibition from the Sterling 
and Francine Clark Art Institute?

The Montreal Museum of Fine Arts director Nathalie 
Bondil and Sterling and Francine Clark Art Institute's 
director Michael Conforti are members of the Asso-
ciation of Art Museum Directors.[Foot Note 9]

In 1974, the Association of Art Museum Directors 
organization endorsed the College Art Association 
ethical guidelines on sculptural reproductions. In 
part, these ethical guidelines state: “All bronze cast-
ing from finished bronzes, all unauthorized enlarge-
ments, and all transfers into new materials, unless 
specifically condoned by the artist, all works cast 
as a result of being in the public domain should be 
considered as inauthentic or counterfeit. Unauthor-
ized casts of works in the public domain cannot be 
looked upon as accurate presentations of the artist’s 
achievement. Accordingly, in the absence of relevant 
laws and for moral reasons, such works should: -- 
Not be acquired by museums or exhibited as works 
of art.”[Foot Note 10]
            
Since a dead Edgar Degas [d 1917] could not have 
condoned anything posthumously, by acquiring and 
exhibiting this non-disclosed posthumous [c. 1921] 
3rd-generation-removed brass [not bronze] -forg-
ery- with a counterfeit "Degas" signature inscribed 
on the wooden base that is falsely attributed to a 
dead Edgar Degas [d 1917] titled Little Dancer Aged 
Fourteen, the Montreal Museum of Fine Arts' director  
Nathalie Bondil and Sterling and Francine Clark Art 
Institute director Michael Conforti are directly violat-
ing their own endorsed ethical guidelines for mon-
etary consideration including but not limited to: adult 
admission fee of $8.70 to $17.40.
            
Once again, on page 670 of the Seventh Edition 
of Black's Law Dictionary, -fraud- is defined as: "A 
knowing misrepresentation of the truth or conceal-
ment of a material fact to induce another to act to his 
or her detriment." [Foot Note 11]
            
So, are these AAMD member museums committing 
"a knowing misrepresentation of the truth or conceal-
ment of a material fact to induce another to act to his 
or her detriment?"

Den of Thieves
BY GARY ARSENEAU
ARTIST, CREATOR OF ORIGINAL LITHOGRAPHS & SCHOLAR
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On page 31 under the subtitle -Reproductions of 
Works of Art- in the Association of Art Museum Di-
rectors published 2001 Professional Practices in Art 
Museum manual, it states:  “misleading marketing of 
reproductions,  has created such widespread confu-
sion as to require clarification in order to maintain 
professional standards. - Museums must clearly in-
dicate through the use of integral markings on the 
objects, as well as signs, labels and advertising, that 
these items are reproductions - signatures, edition 
numbers, and/or foundry marks on sculpture must 
not appear on the reproduction. - The touting of ex-
aggerated investment value of reproductions must 
be avoided because the object or work being offered 
for purchase is not original and the resale value is 
highly in doubt. - When advertising reproductions, 
museums should not use language implying that 
there is any identity of quality between the copy and 
the original or lead the potential buyer to believe that 
by purchasing any such reproduction, he or she is 
acquiring an original work of art.” [Foot Note12]
            
Therefore, the AAMD members Montreal Museum of 
Fine Arts director Nathalie Bondil and Sterling and 
Francine Clark Art Institute's director Michael Con-
forti could not even exhibit, much less sell, this non-
disclosed posthumous [c. 1921] 3rd-generation-re-
moved brass [not bronze] -forgery- with a counterfeit 
"Degas" signature inscribed on the wooden base that 
is falsely attributed to a dead Edgar Degas [d 1917] 
with the title: Little Dancer Aged Fourteen in their gift 
shop.
            
In the Canada Criminal Code 380, it states: "(1) Ev-
ery one who, by deceit, falsehood or other fraudulent 
means, whether or not it is a false pretence within 
the meaning of this Act, defrauds the public or any 
person, whether ascertained or not, of any proper-
ty, money or valuable security or any service, (a) is 
guilty of an indictable offence and liable to a term of 
imprisonment not exceeding fourteen years, where 
the subject-matter of the offence is a testamentary in-
strument or the value of the subject-matter of the of-
fence exceeds five thousand dollars." [Foot Note 13]
            
The Montreal Museum of Fine Art seems to believe 
the Sterling and Francine Clark Art Institute's "Degas 
sculpture Little Dancer Aged Fourteen" [Foot Note 
14] will draw visitors, for the adult admission fee of 
$8.70 to $17.40 each to view their Once Upon a 
Time... Impressionism exhibition, when it is specifi-
cally [and the only one] featured by title in their online 
press release: "seventy-four paintings by Bonnard, 
Corot, Degas, Gauguin, Manet, Millet, Monet, Mor-
isot, Pissarro, Sisley and Toulouse-Lautrec, including 

a selection of twenty-one outstanding canvases by 
Renoir, and the Degas sculpture Little Dancer Aged 
Fourteen (on view exclusively in Montreal)." [Foot 
Note 15]
            
The importance placed upon this non-disclosed post-
humous [c. 1921] 3rd-generation-removed brass [not 
bronze] -forgery- with a counterfeit "Degas" signature 
inscribed on the wooden base, titled Little Dancer 
Aged Fourteen, is further confirmed by the Montreal 
Museum of Fine Arts when it is one of only 22 pho-
tographs featured on their website promoting the 75 
works in their Once Upon a Time... Impressionism 
exhibition.  http://www.mbam.qc.ca/impressionn-
isme/HTML/en/works.html
            
What revenue could this Once Upon a Time... Im-
pressionism exhibition generate for the Montreal Mu-
seum of Fine Arts and its' loaner institution Sterling 
and Francine Clark Art Institute?  This is potentially 
addressed in an Ottawa Citizen article by Paul Ges-
sell published October 16, 2012 "Daytripping: Im-
pressionists in Montreal." In part, the reporter wrote: 
"Ottawa loves Renoir. That was demonstrated most 
dramatically in 1997 when a Renoir exhibition drew 
340,000 visitors to the National Gallery of Canada.  
That’s the highest number of people ever to attend a 
National Gallery show.  Renoir addicts now can get a 
fix just a two-hour drive from the capital, at the Mon-
treal Museum of Fine Arts, which recently opened an 
exhibition titled Once Upon A Time … Impression-
ism: Great French Paintings from the Clark." [Foot 
Note 16]

So, if you multiply 340,000 paying visitors by $8.70 to 
$17.40 adult admission fee, the total ranges from $ 
3,000,000 to $ 6,000,000 dollars of potential revenue 
for the Montreal Museum of Fine Arts and the Sterling 
and Francine Clark Art Institute that in part is being 
generated by their promotion of non-disclosed post-
humous [c. 1921] 3rd-generation-removed brass [not 
bronze] -forgery- with a counterfeit "Degas"signature 
inscribed on the wooden base, misrepresented as a 
"Degas sculpture Little Dancer Aged Fourteen." [Foot 
Note 17]

So, once again, would the following be applicable: 
Canada Criminal Code 380 states: "(1) Every one 
who, by deceit, falsehood or other fraudulent means, 
whether or not it is a false pretence within the mean-
ing of this Act, defrauds the public or any person, 
whether ascertained or not, of any property, money 
or valuable security or any service, (a) is guilty of an 
indictable offence and liable to a term of imprison-
ment not exceeding fourteen years, where the sub-

Den of Thieves, continued from p. 3

ject-matter of the offence is a testamentary instru-
ment or the value of the subject-matter of the offence 
exceeds five thousand dollars?" [Foot Note 18]

On page 816-817 of Kluwer Law International’s pub-
lished 1998 Law, Ethics and the Visual Arts, Third 
Edition by John Henry Merryman and Albert E. Elsen 
wrote about “Counterfeit Art." [Foot Note 19] 

Under the subtitle “Truth,” the authors wrote: “The 
most serious harm that good counterfeits do is to 
confuse and misdirect the search for valid learning.  
The counterfeit objects falsify history and misdirect 
inquiry.” [Foot Note 20]

Additionally, under the subtitle “Resource Allocation,” 
the authors wrote: “Museum and art historical re-
sources are always limited. What gets acquired, dis-
played, conserved and studied is the result of a con-
tinuous process of triage, in which some objects can 
be favoured only at the expenses of others. Counter-
feit objects distort the process.” [Foot Note 21]

Finally, under the subtitle “Fraud,” the authors wrote: 
“There remains the most obvious harm of all: coun-
terfeit cultural objects are instruments of fraud. Most 
are created in order to deceive and defraud, but 
even “innocent” counterfeits can, and often will, be 
so used. The same considerations of justice and so-
cial order that make deliberate fraud of others kinds 
criminal apply equally to fraud through the medium of 
counterfeit art.” [Foot Note 22]

CONCLUSION  
What needs to be accomplished is the full and hon-
est disclosure of all reproductions as -reproductions- 
by all museums, auction houses and art dealers. If 
the Montreal Museum of Fine Arts and Sterling and 
Francine Clark Art Institute will give full and honest 
disclosure for all reproductions as: -reproductions- it 
would allow museum patrons to give informed con-
sent on whether they wish to attend an exhibition of 
with reproductions, much less forgeries,including but 
not limited to: whether to pay the price of admission, 
purchase membership and/or support the museums 
monetarily with donations.

But if these objects are not reproductions by defi-
nition and law, but -forgeries- with or without coun-
terfeit signatures or inscriptions applied, much less 
posthumous, to create the illusion the artist created 
it, much less approved and signed it, then serious 
consequences of law may come into play for those 
who chose to misrepresent these -forgeries- for profit.
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How to Make Me Praise Your Show

BY BENJAMIN FREY
MIXED MEDIA ARTIST & NAIA BOARD MEMBER

Additional things that will make me love your 
show:
While this is a kind of wish-list, it is also what artists 
praise shows for. I wouldn’t apply to a show based on 
this list, but these things will affect my memories of 
the show and can affect my choice between two simi-
lar shows. Since many of the freebies can be given 
as donations by local businesses, it may be easy to 
provide them with no negative fiscal results. There 
are shows that do provide all of these things and they 
are praised highly for it among artists.

• Free water (brought by volunteers is even   
 better)
• Free coffee (at least in the morning, but all   
 day is wonderful)
• Well placed restrooms (so I don’t have to   
 be gone from my booth for too long)
• Artist’s break room (more important in hot   
 climates)
• Free parking I can walk easily to (if not free,   
 at least reserved parking for artists)
• The ability to drive to my space to unload   
 before setup and tear-down
• Artist’s breakfast (eggs in some form is   
 even better- the days are long and we get   
 there early)
• Awards Dinner (Wine always makes it feel   
 more celebratory)
• Artist’s lunch coupons or bag lunches.  

Problems that may actively discourage me from 
applying in the future:
• Inadequate security (I know you are not legally 

responsible for theft, but I have stopped applying 
to some shows due to repeated vandalism and 
theft of artwork combined with a lack of concern 
by the staff)

• Uneven or biased enforcement of the show rules.
• Long hours (shows that start early and go late are 

exhausting and my sales data rarely justifies par-
ticipation before 10 or after 7. In a cocktail party 
atmosphere, I have enjoyed staying open late at 
some shows, but the sales I do get in those hours 
often would have happened before if the custom-
er had known the show was due to close at 7)

• Complex load-in and load-out. (Some shows 
clearly need to carefully schedule load-in and 
-out but we do this every weekend and often do 
not need micro-management)

• Promotions that favor music and other events 
over the art.

~ Benjamin Frey

While among artists there are a few art shows that 
are considered worthwhile no matter the distance 
and regardless of schedule, the feasibility of most 
shows depends on location, expenses, and other 
factors. If you have never travelled the country mak-
ing your living from art festivals it may be hard to 
know exactly what factors are most important to 
an artist’s when applying to your show. It might not 
even seem significant whether more or less artists 
do apply in a given year. I would argue that it is 
better for both you and I that more artists apply to 
your show. Besides the increased application fees 
(which may or may not matter to your organization) 
the larger pool of applicants will allow you to be 
more selective about which artists exhibit and that 
selection will in turn have a better chance of inter-
esting more selective customers. If these custom-
ers tell their friends that the artwork is interesting, 
these friends may attend future shows and become 
additional customers for the type of work that is now 
at the show, in turn generating more sales for the 
exhibiting artists and a greater desire on the part of 
other artists to apply.

Attract a significant number of real customers.   
The size of the whole crowd is moderately important 
because I do sell to people who have never bought 
before or who weren’t intending to buy that day, but 
the percentage of attendees who are actively inter-
ested in purchasing something even before they 
arrive is very important. For instance: if you have 
a show of 100,000 attendees 95% of whom show 
more interest in the main stage and beer tents, I 
may choose to skip your festival next year in favor 
of a show with 20,000 people 50% of whom waited 
in excitement all year, come with the intention of 
getting something and show enthusiasm even for 
art they may not purchase.

Your attendance will likely determine how far I am 
willing to drive to your show, but not how loyally I 
participate. Even though I regularly drive halfway 
across the country to do top ranked shows, I partici-
pate with great dedication in smaller shows within 
a few hundred miles and even pass over applica-
tions for well-ranked shows in favor of smaller ones 
because of dedicated patronage. A show may only 
have 10,000 in attendance, but even 30 of them 
could make it a record-breaking show for me.

Offer generous prizes.   This factor has a much 
greater effect on the overall reputation of the show 
than you might expect.  I do sometimes win prizes 
and this, in turn, becomes a factor in what shows 
I apply to. Honestly, even if you offer no prizes at 
all but you have strong success in attracting seri-
ous collectors, I will probably apply to your show 
but even these shows could get more applications if 
they added or improved their prize money. Custom-
ers decide whether to attend next year based on the 
quality of the work they see at the show and artists 
often decide to participate based on the quality of 
the customers. Having serious prizes or increasing 
prize money can act as  catalyst to draw high quality 
artists that will help retain serious customers thus 
attracting more serious artists. It seems to me that 
increased prizes can thus help build a show’s repu-
tation and, conversely, a decline in or lack of prizes 
can precipitate the general decline of the show. As 
a general rule, prize money becomes a factor in my 
decisions if, in addition to the Best of show and run-
ner ups, prize money is given in each category and 
if the lowest prize is enough to cover my booth fee. 
It is interesting to note about myself that I win just of-
ten enough that I consider the possibility of winning 
at each show when I weigh whether to apply or not 
even though I clearly don’t win all the time (I guess 
that’s how Vegas was built). I carefully balance the 
prize factor, like serious attendance, against dis-
tance and, often enough, it can be enough to sway 
my decision.

Keep my expenses down.   The largest expense 
that you directly control is my booth fee. I know you 
have a lot of budgetary items to balance but I am 
a price-conscious shopper. There are thousands of 
art festivals in the country and even if you eliminate 
the ones I’ll probably never consider, there are still 

3-4 festivals the same weekend as yours. The differ-
ence between betting $250 and $500 on a weekend 
is significant when you consider the number of booth 
fees I have over the course of a year. Of course I am 
not intimately acquainted with your organization’s fi-
nances, but if you can find a way to get corporate do-
nations or gate fees or exclusive art gala’s to gener-
ate the funds for your educational charities and side 
projects and keep my booth fee low, I may decide to 
choose your show over another. Along with keeping 
the tab small, if you do have extra fees either from 
within your organization or imposed by the city or for 
private parking etc, it is great to have those listed in 
advance. Even if they don’t add up to much in the 
end, it’s not pleasant to be surprised by extra-budget-
ary items and it is the kind of thing that can detract 
from an artist’s opinion of your show.

Keep the paperwork simple and information ac-
cessible.   Even if I  have participated several times 
in your show, I have to double check information be-
fore I apply. Dates, booth fees, prizes, etc. all change 
and it helps immensely if this information is acces-
sible either online or on your mailer. For shows I’m 
considering but have never done, I require more de-
tailed information and if it is not easily found, I may 
skip the application that year. When accepted, there 
is still quite a bit of information I need access to. I do 
many shows each year and I am often on the road 
for weeks if not months.  If you do require me to fill 
something out after acceptance, I may not be able to 
unless it is emailed or accessible online. Lastly, while 
on the road, I find it a great help to have listed on your 
website information about the daily show hours, load-
in, booth numbers, hotels, parking, etc. As a general 
rule, I am grateful for shows that offer an alternative 
to the mail. Online applications, emailed or uploaded 
images, web forms and informative websites make 
it much easier to (thus more likely that I will) apply. I 
can remember quite a few applications that I skipped 
or missed because I was traveling and couldn’t get a 
CD burnt.

Keep the layout simple and balanced.   Most cus-
tomers walk a show casually and without a map and 
complex patterns can lead to low traffic areas. Full 
circles, long rows and complete city blocks make 
great patterns without gaps. IF you are going to re-
quire all artists use 10x10 white tents, please make 
the spaces eleven feet. It is almost impossible to get 
a tent into the air in a 10’ space without bumping the 
tent next to it and it makes setup needlessly com-
plex. Please keep loud music and food contained to 
areas where it will not interfere with the art booths. 
Many artists have complex techniques and serious 
ideas that your patrons love to talk about but being 
too close to the stage or food can disrupt their ability 
to do so at leisure.

(thereby increasing the likelihood I’ll apply or encourage other artists to do so)

Swing Low, Benjamin Frey
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Hot Works™ 
Fine Art & 

Craft Shows

July 26 & 27, 2014
July 25 & 26, 2015
Heart of West Bloomfield, MI

Orchard Lake Fine Art Show
®

Upcoming shows include

Estero Fine Art Show™

Boca Raton Fine Art Show™

November 15 & 16, 2014
Miromar Outlet Mall

Estero, FL (Near Naples/Fort Myers)

and January 3 & 4, 2015
Miromar Design Center

Estero, FL (Near Naples/Fort Myers)

January 24 & 25, 2015
Downtown Boca Raton, FL

At Hot Works, your 
success is our success!

HotWorks.org

Disclaimer: This is my opinion, written from my point 
of view. What you read can, and probably will, be 
used against me in some way!

I’ve been the artist director, a.k.a. booth assigner, 
for the Coconut Grove Arts Festival® for the past 12 
years. In that time I have attended about 10 industry 
conferences. By far, my favorite conferences have 
been produced by WESTAF/ZAPP. Why? Because 
they serve liquor at every session. Just kidding! But 
wouldn’t it be amazing if they did?

Let’s get serious, I think the Arts Festival Conference 
(or ZAPPcon for those in the know) may be my fa-
vorite because it is still not very big. It is quaint and 
personal. The “gals,” Leah and Christina (the very 
same Leah and Christina who help you with your 
ZAPP contract and system questions), check you 
in and give you the little green or blue bag that you 
then use for the rest of the year when grocery shop-
ping. This year they came up with the brilliant idea 
to have a bound booklet with blank pages for notes 
that doubled as agenda, conference information, bio/
phonebook, and proof of attendance. I brought my 
fancy, all-inclusive book back to my boss with my ex-
tensive notes and occasional doodles, and he was 
impressed! We went through the book session-by-

session and discussed my notes. I’m not going to 
lie, we did skip over a session or two, not because I 
didn’t get anything from those sessions but because 
my notes said “we already do this.”

Abundance is the word that comes to mind when 
my boss asked what I learned at the conference this 
year. Example: We discussed emergency plans. We 
have a plan… but is it thorough enough? Apparently 
not. If you didn’t already hear, the St. James Court 
Art Show had to close down their last day due to 
flood warnings. An act of God that God did not both-
er to have pre-approved by St. James show director 
Margue Esrock! We do have an act of God clause in 
our agreements but how about another unexpected 
circumstance like terrorism? I know how I will notify 
all the artists, but I do not always set it up before 
the festival because I do not expect anything to go 
wrong. None of us ever do. Reality check! I also 
learned about insurance and how to improve my ap-
plication and prospectus (per artists’ feedback).

My favorite part about this conference was being 
able to spend some time with my industry friends: 
other show directors, artists, and industry profes-
sionals. I vented to fellow directors. I asked artists 
for feedback on what was going on in the art world 

To Conference or Not to Conference.  

and also helped them improve their applications. I 
networked with a new company that will be providing 
affordable insurance for my artists. It’s like a one-stop 
therapy/training/workshop.

Not every session will be informative for you but from 
my conference experiences, they aren’t all supposed 
to be. Don’t misunderstand me, you can certainly get 
something out of every session.  Some are for you 
and some are for the less experienced; those ses-
sions give you the opportunity for having a little time 
to yourself to go get coffee and a cookie.

A particular session that resonated with me was the 
Symposium - Imitation vs. Inspiration: Appropriation, 
Credit and Copyright in the Modern Age. With a panel 
that included an artist, an attorney, museum curator, 
marketing expert and festival director, it would be 
near impossible to miss out on anyone’s perspec-
tive on the subject. While the panel bounced around 
opinions and metaphorically back handed fellow pan-
el members when they disagreed with their opinions, 
the audience was given index cards to write down 
questions and join in the tennis match fun. Where 
one side of the table was for reproductions, the other 
side was so far against it they didn’t even want to de-
scribe their work for fear of having it reproduced dur-
ing the upcoming lunch break. It’s a real fear of the 
artists and it was advantageous for me to hear the 
fear projected in a constructive way. I took from this 
session an understanding of how to help artists pro-
tect their work at our event with something as simple 
as a sign or two respectfully asking our patrons to 
honor the artist’s wishes of not photographing their 
work.

Lastly, conferences that are planned around an art 
festival simply rock! They provide the conference at-
tendees the opportunity to also experience an event. 
For directors, this is an invaluable experience that 
nonprofits cannot always afford to do. If done in con-
junction with a conference, it’s like killing two birds 
with one stone. You go back home with art festival 
notes of what to do and what not to do, all the infor-
mation from the conference and, of course, the fancy 
reusable tote bag! Win, win, win. The ZAPP confer-
ence has been held in a different city and around a 
different festival every year, making each one a com-
pletely different experience.

Call me predictable, but unless there’s an unfore-
seen act of God, I’ll be there next year!

~ Katrina Delgado
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Why is it even a question?

THE NAIA IS A 
MEMBERSHIP 

ORGANIZATION
The NAIA is a membership-based 501c6 
nonprofit trade organization that serves 
to enhance the economic well-being of 
people who exhibit their artwork at qual-
ity outdoor and indoor art and/or fine craft 
shows, encourage creative expression 
and artistic excellence, and expand pub-
lic awareness, appreciation and acquisi-
tion of fine art and fine craft.  Further, the 
organization serves as an advocate for 
artists. It is committed, by positive and 
cooperative means, to promote improve-
ment throughout the industry. 

The NAIA actively works to be a valuable 
resource artists, organizers and directors 
of art shows.

JOIN TODAY 
www.naia-artists/membership


