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Introduction

As a child of artists, I have seen the life of artists from a close perspective. Living in a place where many other artists lived, it seems that this lifestyle was my only view on life for a very long time. A happy life where one can plan their own time and where creativity is a very normal and constantly stimulated concept. A place where one meets a lot of different people and where everybody is very open. But also a life where money was scarce and worries about finances never went away. Only after moving and growing into my own life I gradually began to see how this way of living is very different from others. My parents both went to the Willem de Kooning arts academy before becoming professional artists. Through conversations with my mother about making money as an artist I learned that she had to educate herself in how to build a sound business. She is not content with the fact that her art school did not incorporate any business or entrepreneurial aspects in the curriculum. As a child this already struck me as weird, especially when regarding my perception that being an artist did not only entail making art works and spending time in an atelier, but also involved having to sell oneself and one’s work, doing a lot of bookkeeping and paper work and above all, constantly worrying about money. 

I have been taught that what one learns in school or university is sometimes fun, sometimes interesting, sometimes necessary for preparing for your future life but always good for your development into maturity. Shouldn't art schools prepare young artists for the total concept of being an artist? This question that already popped up during my teenage years is the starting point for the research question of this master’s thesis. It has been some years since my mother and father acquired their degree in art school. Is the critical comment of my mother still valid? How are visual art students doing at the moment? The next chapter will explore upon what has been written in several literary sources on the subject of visual arts education and the professional development of young artists. The research for this master thesis will be further illustrated in chapter two and concerns the following question: What does the current business and entrepreneurial curriculum in Dutch professional art  schools for visual artists comprise of and to what extent does this give young artists the ability to build a substantial professional practice within the arts market? 

Chapter 1

~
Theoretical framework

'They [would-be artists] learn at an early age that culture expects fine artists to be “selfless” and autonomous. Art for art's sake and artists being “selfless”, caring for only art, are important notions in our culture, to the point that they are part of our general education.' (Abbing, 2002: 89)

As Abbing points out, the concept of what an artist is and how he or she should be, is not affiliated with the concept of economics. Many authors have written about the cultural sector being a 'hostile sphere' towards business and economics. (Abbing, 2002, Rikken, 2010, Huiskens 2007) Artists in the Netherlands have been mainly financed by government subsidies. Commerce is less important than in other professions. (Abbing, 2002). Furthermore there is a persistant contempt for monetary gain in the sector of the visual arts, much more strongly than for instance in the creative and cultural industries. How has this come about? Were not the old masters very popular and their businesses financially lucrative in their time? They owned workshops and had apprentices in order to meet the demand for their products. They were craftsmen as much as businessmen. The concept of sacred art and a hostile sphere regarding the market, economics and monetary gain are currently more than ever at play. These values within the artistic profession become internalized in the habitus of the field. (Abbing, 2002) The next paragraphs will elaborate upon two institutions that have a big impact on these internalized values of the habitus: the government and the field - academies and fellow artists – itself. Further on, this chapter will subsequently provide a view of the market for the visual arts and how young artists enter this field of work. 

1.1
The government

How have the government policies evolved over the last decade and which influence did this have on the professional practice of visual artists? The government has had quite a lot of influence on how art education was built up and on the labor market that young artists enter after their graduation. According to Frey (1999) governments and their policies can influence the market, and in effect, the creativity of the artists. Through the system of subsidies, the government can influence what genres or which groups of artists flourish, but it also influences the reward system of artists. Abbing (2007) explains that in the late seventies and early eighties, the cultural elite and the government were primarly interested in avant-garde visual arts and not in traditional visual arts. This resulted in large financial support to younger avant-garde artists and less financial support for traditional visual arts hence 'older' and more experienced visual artists. With this favoritism the government influenced the art market directly. The influence of the government on the reward system of artists is even more important because it has a long-term influence. When one has gotten used to receiving a certain degree of governmental financial support from the start it is hard to adjust to a situation in which this support has disappeared. By means of BKR, a former Dutch subsidy plan, government provided minimum-wage artists with the opportunity to sell their work to local governments. This went on from 1949 until 1987. It is hardly surprising that this system has been of great influence on the artists of that time, who were active in a period in which one had a fairly easy and safe way of earning money from their work. This plan however did not quite stimulate creativity and development in autonomy in financing of artist’s business practices. The rather self-explanatory purpose of the BKR was to diminish poverty among artists. History taught us that it solved the short term problem by giving some extra financial means to artists, but in the long term it had a very bad influence on the financial independent position of visual artists. The subsidy plan that followed in 1999 was called Wet Inkomensvoorziening Kunstenaars (WIK), which was changed into the Wet Werk en  Inkomensvoorziening Kunstenaars (WWIK) in 2005. The goal of this subsidy plan was to stimulate the professional practice of artists. There was a time limit on how long artists could receive financial support. During this period artists had to earn a minimum income in the arts sector. After this period they had to earn their living through the sale of their art or else they could not apply for social benefits within the arts sector again. Recently the government has declared that this subsidy plan will be terminated and announced that there will be big budget cuts in the sector of arts and culture. The new plans are still in the making but we can be sure that the cultural sector is up for thorough changes. Besides the insecurity of financial support in the future, one of the current problems in the cultural field in the Netherlands resides within the connection between the professional art education and the professional practice of artists. Twaalfhoven (2007) asks a valid question:  'Do they want to develop (top) talent or do they want to create a broad foundation of professional artists who we can apply in an equally broad way. Which role does the government play in this field of tension between education and practice?'
 De Ruijter (2007) states a commonly supported view: 'The attention of government policy has not been focussed enough on the infrastructure of sectors like education, research, art and culture, and specifically the innovation within these sectors.'
 These quotes state that the role of the government is imminent and also necessary. During the last decade the governments put in some effort to research and classify Dutch art education by instigating and financing relevant research. The results from these researches have been relevant but how this information is and will be used is more important for the innovation of curricula in art schools. The fact that government support is unsure for schools, students and graduates create extra factors to be taken into account in devising a new and improved art educational system. 

1.2
The field of visual artists

1.2.1
What are the effects of art education on visual artists? 

In this thesis only HBO and higher level education in the arts fall under the label of art education. There are two ways of viewing the effects of art education. One line of thought concerns the question to what extent art education has a relevant influence on the professional success of artists. The second line of thought takes into account the question how art education influences the internalized values of artists. In this paragraph we will subsequently explore upon these lines of thoughts.

A frequently asked question is whether possessing a degree in arts is the ultimate road to success. Ter Haar et al (2010) state that not every art student ends up a professional artist but also not every artist has had art education. These authors speak of artists in general and not visual artists specifically. Literary agent Paul Sebes (2007) describes the art of writing as something for which you have to be greatly talented. But if one wants to become greatly successful, one has to practice and educate oneself. I think this is the case for any sort of art and talent. Professional arts education does not guarantee a successful career (Towse, 1993) but it does provide opportunities to improve your talents. Some authors (Venema, 2007, Elias, 2007, Gubbels, 2007, Twaalfhoven, 2007) have raised questions regarding the topic of relevancy of art schools. Elias (2007) states that one first needs to determine the goal of art education before one can determine whether it achieves its purpose. He questions whether schools want to educate artists or whether art education should be geared more towards learning to work with art and aesthetical criteria. Nowadays people feel a certain failure if they have not become a successful artist after finishing art school. Gubbels (2007) states that only 10 percent of the visual artists attain considerable income directly from the arts market. This feeling of failure is even felt if the would-be artist has a profession based on the acquired knowledge in school. This is not only the case in the arts sector though; in many other sectors people have finished a specific education but are differently employed. In this respect art education is not different from education in general at all. Huiskens (2007) agrees that graduates can end up well outside the arts sector. She thinks that it is important that the perspective on the professional career of artists is broadened and becomes more interdisciplinary. Twaalfhoven (2007) answers the question whether education is necessary for artists by stating that talent can wither if one does not sufficiently deploy it. She thinks it is important to make artists really look at themselves and take time to evolve. Gubbels (2007) explains that many practical problems arise after art school and that art schools should attempt to tackle these problems much earlier and provide their students with the tools and knowledge to solve them. Venema (2007) argues that art education is not necessary to get ahead in the game as an artist. He bases his argument mostly on pop musicians who operate in a highly popular genre. The visual arts are a totally different genre that is generally perceived as 'high brow' and less accessible than pop music. I think the impact and relevance of art education is different for each individual genre. Each genre of art has its own set of institutions or discourse which one has to become acquainted with. Gatekeepers like agents, gallery owners, and peer artists etcetera have created these institutions over time. History tells us that institutions are not set in stone and keep on changing, which is underwritten by for instance the rise of avant-garde and the salon des réfusés or the arrival of conceptual art. The questions of what is good art and what defines being an artist keep on resulting in new answers. It is art education’s task to teach this fickle discourse to young and starting artists. Paragraph 1.3 will elaborate upon the requirements that visual artists have to meet in order to make it in their assigned art market(s). 

As mentioned in the first paragraph of this chapter the set of values of visual artists is influenced by their direct surroundings, of which education takes up a big part. The values of teachers are transferred on to their students. 'Groups of artists with common backgrounds and education basically develop the same artistic conscience or habitus and the same reward orientation.' (Abbing, 2002: 94) If commercial success is stimulated in school, young artists are encouraged to make products that sell. In general, commercial success is not stimulated in the fine arts at all. (Abbing, 2002) Visual arts, which fall under the fine arts, are not an exception to this supposition. Huiskens (2007) explains that professional art education is at the base of the cultural sector because it educates the future generation that will operate in this field. She attributes a big role to art education in the process of forming the starting point of young artists’ careers. As we have seen in this paragraph, art schools can support as well as limit young artists in their developments as artists. In short, acquiring a degree in art school is not a guarantee to success, but professional art education can be of great value in evolving, polishing and influencing young talent. 

1.2.2
Facts about Dutch (visual) artists and art students

The biggest problem in researching the artists' labour market is rooted in the growing digitalisation and supply of data. The outcome depends on which definition one uses for artists and how one determines the population and data to base ones research on artists' labour market. Throsby (2001: 256) writes on this topic that '…, many definitional and procedural difficulties have been raised, including how to classify cultural workers, how to define artists, how to identify professional practitioners, how to estimate the size of artistic populations, and how to reconcile statistics derived from different sources.' Butler (2000: 6) made an overview of studies about artists and found that '…, the definition of the artist appears to be more a product of the identification method than the other way around.’ Especially in comparing the artists’ labor market to other art markets one really needs to make sure that there is no overlap otherwise the comparison is not valid. This problem is limited in this study because of the focus on art students and specifically the visual arts. The definition of a young visual artist in this study is someone that has attended a visual arts curriculum at a professional art school. Ter Haar et. al. (2010) give some facts about Dutch artists in general based on the Central Bureau for Statistics (CBS) between 2004-2006. They state for instance that artists have a low income in comparison to the total working population. Ter Haar et. al. (2010) also find that more than half of the artists is working as an independent entrepreneur, which they link to the explanation that low income is more imminent because people invest in materials and art works. According to Ter Haar et.al. (2010) on average 7% of the Dutch artists between 2004-2006 is a visual artist.  The profession of visual artists is classified by the CBS as the manufacturing of art works. Drawing, illustrating, painting, photography, iron smith and restoring art works also fall under this definition. (A remarkable fact in light of this research is that since 2010 the CBS also puts flower arranging under the profession of visual artist, which makes the statistics even harder to read.
)Huiskens & Bakker (2009) quote a politician with the statement that in 2009 there were 96.000 artists and of this population, 7000 were visual artists. This percentage (7,3%) of visual artists is slightly more than in 2004-2006.  

Figure 1 provides an image of enrolled students in visual arts education in comparison to the number of enrolled students in professional art education in general.  An increase in the number of art students over the last years is visible. The number of visual art students has grown slightly over the last 20 years but not as strongly as the total number of art students has. This figure shows that a certain genre of art education can evolve  differently from art education in general. According to Huiskens & Bakker (2009) only 32,3% of art school graduates in general has the opinion that their education is a good starting point for a position in the labor market, as opposed to the 58,6% of graduates of the total HBO school population that have the same opinion. How can we classify the new generation of art students? According to Huiskens & Bakker (2009) this new generation students has a lot of flexibility. The digital life and online representation is of growing importance. Using results of existing trend- and youth watching data Huiskens & Bakker (2009) found out that members of the new generation have learned to present themselves through social media.  'Young people have a very hedonistic attitude to life' (Huiskens & Bakker, 2009: 47)
 The authors explain that the new generation has control over the way they live their life. Knowledge about the generation of students is necessary in creating an appropriate curriculum for the development of these young people.[image: image1.jpg]208 &y HOCTEE,
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1.2.3
How have art academies developed over time?

According to De Ruiter (2007) the Dutch art education system has been outdated and motionless for many years. This is the case in both content of curriculum and in the people who have to deliver this content; the teachers. This has had direct consequences on the quality of art education in the Netherlands. The archaic institutions resulted in a less critical view on the profession of an artist. Vuyk (2007) explains that since the sixties, because of the babyboom, the number of art students grew exponentially. To supply enough education, schools hired a lot of new and inexperienced artists as teachers. The young and minimally experienced teachers did not have the sufficient knowledge to educate students on how to build a healthy professional practice. At the same time, these teachers got a long term contract which resulted in a rigid, long term education system. They were especially lacking in experience on how to build a professional practice (Vuyk: 2007). Abbing (2007) explains that a personell change in schools results in a change in reward orientation by students. How the reward system of young artists is built up has a big influence on their professional practice. Rikken (2010) acknowledges this statement and she claims that the focus on financing through government support is partially formed in art schools. According to Vuyk there is no doubt that there are enough good teachers within the art schools at the moment but history has a big influence and certain views can still be noticed in the current world of art education. 'That is how a generation of idealistic artists have been raised, who have influenced the form of the Dutch landscape of the arts: artistic innovaters, but people who have minimal capability to confront themselves with the real world. Artists who thrive in a society that has a lot of subsidies and grants, but who have trouble when trying to sell their work.'
 According to Huiskens in an interview by Gubbels (2007) it is imperitive when you are an artist that you think about the relation with the real world. In the same interview Heinsius explains that Dutch art education has shortcomings in three areas: the business preparation, interdisciplinary coöperation and the image of the scope of the profession as an artist. These statements prove the previous explanation by Vuyk. There is a certain history in the artistic world to lock yourself in your world and feel different or special. The ability to look outwards or be reflective has not been stimulated, which is necessary if you want to innovate. 


An important change in the field of art education came after the creation of an accreditation system. The Dutch Flemish Accreditation Organisation (NVAO) is responsible for independent reports of art schools through visits and expert judgements. Only certain art schools and academies have gotten this mark of quality. With the arrival of this system, the focus shifted from top talent and outstanding performance to the necessary basic quality of art education in general. Accoring to De Ruiter (2007) this has gone on to far. By focussing too much on basic quality, striving for excellence has been forgotten, which is a goal that is very important in the field of the arts. To deliver a high quality and pushing yourself to create something new are expectations that are mentioned a lot in the field of the arts, but at the same time these expectations are not stimulated through this form of accreditation system according to De Ruiter (2007). He speaks of a paradoxal goal of the government: they mainly aim their policy on basic quality while at the same time they do not stimulate or reward the needed level of excellence. There has to be a certain strive for innovation and improvement. If you only focus on the basic level, there is no drive to reflect and be critical on your curriculum.  De Ruiter (2007: p. 9): 'The biggest problem of curricula in the current system of accreditation is the risk of freezing: the old keeps existing whilst the new keeps on growing, which results in a situation of overload.'
 The balance between the factors old and new should be improved to stimulate innovation and create a better arts education system. 


In May 2010 the NVAO published a report on the art education in the Netherlands (Jacobs & Van San, 2010). This is a concluding document of the visitation reports of every accredited Dutch art school in any genre. For the goals of this research we will focus on the visual art schools. This report sums up the strong and weak points of bachelor and master programmes in Dutch art schools. Overall the report gives a pretty positive image of these programmes. It does only focus on basic education just like De Ruiter pointed out. The NVAO only checks off some acquired boxes for accreditation and ascertains some weak points that should be improved. There is no validation where you can see which school scores more points on certain topics. The population is even kept anonymous in this study. One of the points of attention for the bachelor programmes provided by the NVAO which should be improved is firstly a better and more specific preparation on the professional practice through a programme focused on entrepreneurship. This conclusion supports the relevancy and actuality of my research. This is not a new critical note on the Dutch art education system. Many authors have written about this subject and they all agree on the fact that art schools could improve their curriculum on the topic of professional practice. Jacobs & Van San (2010) say that 'In 2007 alumni indicated that they could find a job within the field in a reasonable amount of time, but they do have need for further preparation on entrepreneurship.'
 De Ruiter (2007: p.10) states a concern; 'Most worrisome is the concept which in jargon is called the professional practice'
 Huiskens (2007) points out that 70% of the graduates state that they are insufficiently prepared to build their professional practice independently. Rikken (2010) states that it is the role of art schools to stimulate a more entrepreneurial state of mind among young artists, which is still not sufficiently done in these schools. Rikken thinks that an aversion towards the market is still at play in professional art schools because they fear that artists will be diminished to a designer instead of a creator. She speaks positively about current developments in business curricula in art schools but is not content with the fact that this part of the curricula is still mostly voluntary.

The second point of attention for bachelor programmes in the NVAO report is securing relevant theoretical education.  De Vries (2007) also thinks that the theoretical part can be improved. He explains that this can be traced back to the discrepancy between the practical HBO way of educating and the fact that the subject matter calls for a more academic approach. Art historians are educated academically and artists have a more practical background from the HBO schools. The discussion on if art schools fall under practical or academical education is not new. Professional art schools are currently a part of the practical population of HBO schools. De Ruiter (2007) thinks art schools should be part of academical education. He has a point because at the moment professional art schools also offer master programmes and work together with universities. This makes the professional art school a hybrid in the field of higher education. In my view this hybrid form results in a lot of different curricula in art schools throughout the Netherlands. The struggle between academic and practical content can be seen as an influential factor in forming a curriculum. The third point of attention in the NVAO report is the fact that the involvement of alumni and the professional field should be increased. This is also a flaw within the master programme according to the NVAO. Of all the aspects that are judged by the panels, it is the aspect of involving employees, students, alumni and the professional field that scores the least points. It is a very important point of attention in assessing the role of gatekeepers and networks as will be discussed in the third chapter. The other point of attention for master programmes is the lacking business aspects within the entrepreneurial part of the curriculum. The NVAO explains that every school does pay attention to the business part and the artist as a profession within the curriculum. But the panels that have performed the visitation and accreditation do have some critical notes on the content of these course and modules. To conclude the points raised by the NVAO it is the professional and theoretical education that is deficient in the Dutch arts education system. This is exactly what this master’s thesis will study. Jacobs & Van San (2010) explain that there are no official national demands for the professional and business part of the master programme. Many programmes give the students the opportunity choose the topics in which they want to be educated. This does not make sense as students do not have sufficient information on the question what they need to learn on business. The whole point of learning is the fact that you do not know something and need to be educated. It does make sense on creative and artistic ground because there is no perfect outcome there. In business and professional practice there is a clear line in which one can educate, especially in basic knowledge on the topic. 


There are some authors that are more positive. 'The collaboration and matching with the professional practice has improved. The final competences which the bachelor and masterstudents should have at the end have been determined together with professional artists. Almost every teacher in the art schools in The Netherlands have a temporary part-time contract that is completed with an active life as a professional artist with a good developed practice within the field in which they educate students.'
 (De Vries, 2007: 74) It becomes evident from the paragraph above that the opinions on the topic of business education and building professional practice are diverse. Nevertheless from these sources one can derive that people are paying attention to this matter and think that it is an aspect on which art schools should improve. As a result of this focus education has already been improved and can be developed further.

1.2.4
Turning point?

It becomes  evident from many different sources, from within as well as outside of the artistic field and art education, that the professional practice, the reflective capability, innovation and theoretical background of curricula and faculties in art schools can and must be improved. These literary sources support the relevance of the topic in this master’s thesis. The preparation of young artists on their future professional practice is an up to date topic that interests art schools as they wish to gather information on the question how to improve and innovate themselves. The reactions of the schools in my population prove that the archaic state of mind is changing. This might be a result of the changes in government subsidies and/or the shift within the field as a result of the fact that teachers from the sixties are currently retiring. Either way the world of art education is currently going through crucial changes. Hendriks (2007) explains that there is an emergent notion that the arts sector could benefit from an increased focus on business perspective. Concepts such as cultural entrepreneurship, city marketing and cultural governance are up and coming. Huiskens & Bakker (2009) also ascertain this shift in the mentality of art schools. They state that the professional art education system sees itself as the motor for innovation. 

1.3
The market

Before one can map and judge the curricula of the art schools in this case study,  one has to take into account the topics that students should be educated in. In order to do so, one needs to know how they enter the market after their graduation. In other words: what are the influential factors beginning visual artists have to take into account when they start to participate in the visual arts market? Caves (2000) describes the entrance of new artists into the art market. Gatekeepers have a big role in determining which artists will enter the market. These can be intermediaries (gallery owners) as well as peer artists. Gatekeepers are therefore a much discussed topic. Many authors stress the fact that a good network is crucial for artists to get around (Caves: 2000; Giuffre; 1999). This also ties in with the concept of gatekeepers. You need to know the right people to get to know the gatekeepers and be accepted into the discourse. The formations of networks are an important topic in the research of lifecycles of artists. Different reward orientation and income allocation makes the artists' labour market exceptional and this should be taken into account when looking at the development of young artists. In this chapter we will shed light on subsequently the gatekeepers, network formation and the artists' labour market because in my opinion these are relevant factors on the topic of young artists' entrance in the art market. 

1.3.1
Gatekeepers

'…, studying gatekeepers and gatekeeping processes is an excellent strategy for understanding what gets produced, which is to say, for understanding how the perceived tension between art and commerce manifests itself.' (Mauws, 2000: 233) Through a certain discourse or set of conventions (Mauws, 2000; Santagata, 1995) gatekeepers determine which art objects will get through to the market. Many authors have researched which factors influence the decisions of gatekeepers in the art world. (Hirsch, 1972; Powell, 1978; Brystryn, 1978; Bielby & Bielby, 1994). Bielby & Bielby found that aesthetic evaluations did not have a lot of influence but that decisions based on genre; imitation and reputation are strategies that lead the gatekeepers in television. The most important contribution of Mauws (2000) to the theory of Bielby & Bielby (1994) is the fact that the context of the decision of gatekeepers is very important to determine which strategy is applied in selection of art objects. Each genre can have different sets of determinants to select which artists will get through. Artists must therefore know the market and to which genre or group they belong so they can appeal to the right gatekeepers in the right way. The weakness of Mauws’ research is that it is based on group decision making and is therefore not applicable to individual decision making. Some markets, like the visual arts, do depend on the individual decision of for example gallery owners. In the text above it is evident that a concept as fickle as decision making cannot be easily determined. There is always a factor of insecurity. Visual artists, or other artists that depend on single gatekeepers, can attain more insight by researching the ruling conventions or network theories on which decisions to make to be successful in the market. Santagata (1995) looks at institutions that are installed by gatekeepers in the field of visual contemporary art market for young artists. Santagata argues that the creation of institutions derive from a credibility problem. New artists are not yet credible and investing in them poses a great risk. To diminish the risk of accepting new artists a certain set of rules is installed. Santagata identifies two important gatekeepers in the market: the explorer gallery and the commercial gallery. Both types of galleries have different sets of conventions. New artists often start in explorer galleries where the goal is to spot new talent. Here three conventions play an important role according to Santagata (1995). The first is the low price of the art works. The risky investment in new artists can only appeal if it is a low investment. In a short time the explorer gallery tries to acquire as many art works as possible at a low price, bearing in mind the likeliness that an artist will be successful in the future, as it is otherwise not beneficial for the art dealer on the long run. The second convention is the reduction of the price of an art object or the renouncing of rights in the future. This convention reduces the cost of the investment. The third convention is the agreement that the artist invest in his or her reputation in accordance with the gallery. These three conventions create the opportunity to draw up agreements between new artists and galleries by diminishing the risks of representing the non-credible artists and ensuring substantial profits. After being successful in the explorer gallery, the artist moves on to commercial galleries. Theories like that of Santagata are interesting to include in art education. Maybe it does not apply directly to the life of the young visual artists, but it gets the students thinking about their future career. Gatekeepers are important factors that influence the career of artists. Fields of study on these art market players mostly concern the decision making processes and conventions. What it boils down to is knowledge of the ruling conventions and acquaintance to the right people. In real life one can often see agglomeration of artists in one place (Caves, 2000). London’s Soho, Greenwich Village and Paris’s Montmartre are good examples of this phenomenon - networking is highly important for artists’ professional practices.

1.3.2
Network

According to Caves (2000) dealers are concerned with what will sell. They rely on the seriousness of the artists but also on the judgement of other established artists. That is why networks are also very important, especially for beginning artists.[image: image2.png]aantal
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 Karhunen (1996) studied the employment status of theatre and dance artists in Finland as well as the effects of formal training on this status. The method that was used was surveys and the population consisted of students from the Finnish Theatre Academy. Karhunen identified that employment of these students was mostly done through word of mouth recommendation, which supports the importance of gatekeepers and a good network.  Giuffre (1999) researches the shape of the network of photographers through history. With block modeling and sequence analysis she maps the ties between artists and galleries. She argues that because of a lot of short term jobs and freelancers, it is hard to trace the career of an artist. There is no clear hierarchy and line of career progression. The evaluation of the networks, Giuffre (1999) argues, is a better way of mapping the career of an artist. The goal of this study is determining which type of network is linked with successful artists. What kind of ties do artists need to be successful? Giuffre uses data from grant issuers and gallery memberships and shows in the period 1986-88. Block models are constructed based on the ties between photographers and galleries and shared gallery memberships. This results in two big general blocks: groups that are loosely knit with diffuse ties and small, dense cliques. Within these blocks six different blocks were identified (figure 2). After the formation of these blocks and comparing these with the prestige of the photographers, Giuffre performed a sequence analysis to see in which blocks the photographers moved over time. What she found was that long-lasting and successful artists (cluster 3) were mostly involved with A-blocks. This is the least dense of all blocks with a lot of loose ties. Giuffre (1999: 826) concluded that 'In the unstable and fluctuating gallery world, these artists continuously make and break ties with other specific actors. In doing so, however, they create a stable and long-lasting structure for their own networks. They are “stars”.’ After the formulation of this conclusion, Giuffre tries to find an explanation for the positive effect of a network like block A. Through literature study she finds two explanations for this: structural holes and the weak ties argument. Structural holes permit artists to act as a middleman between others in a network which results in a position of power. Giuffre (1999) finds that information that passes between members in the art world most likely passes through the successful artists. This finding supports the existence of structural holes. The weak ties argument argues that it is good to be able to sever ties within the art market without losing other ties (Giuffre, 1999). This results in the creation of a network and in effect an optimal career of the artist. Giuffre concludes this article with the sentence: 'Career ladders in the art world are not so much ladders as they are sand piles.’ I cannot agree more. Many have said about the artistic lifecycle that it is flexible and always in flux. It depends on choices, but not all choices can be well-informed ones. A large network can provide you with much information and connections that makes the market more clear. But the uncertainty of it all makes the artists' labour market different from other labour markets. 

1.3.3.
Artists' labour market

One of the main fields of study in the artists’ labour market is about the flexible working patterns of artists that are more common than in other labour markets. There are many jobs in the cultural sector but these are mostly short term and the majority is filled by 'superstars' whereas the other artists are struggling on meager income (Towse, 2003). In fact, many artists struggle to keep a balance between creating art and making a living. In his study, Throsby (2007) tried to capture the extent to which preferred time allocations are realised by artists with the economic constraints they encounter. The data he uses is from an earlier study by Hollister & Throsby in 2002. Throsby begins by explaining why the conventional labour market model does not apply to artists. First, because of multiple job-holding, artists can supply in multiple labour markets. Second, the traditional theory of decreasing utility does not seem to apply to artists. It seems to increase to a certain extent. This can be explained by the high intrinsic motivation that is common in artists. Abbing (2002: 82) says the following: '…, it is very likely that internal rewards are even more important for artists than for other professionals.' Throsby forms some hypotheses which can determine factors that affect the artists' time allocation. The first hypothesis is: '… the more secure an artist's financial position, the more likely that he or she would be able to attain a preferred time allocation.' (Throsby, 2007: 396). The second hypothesis is '… the greater the accumulation of arts-related human capital for a given individual, the greater will be the individual's capacity to bring preferred and actual working times into equilibrium.' (Throsby, 2007: 396-397). Both hypotheses are supported by the data and Throsby even finds that artists with a lower income are more likely to attain ideal working time allocation if they have more training. However, income is relative. Artists can for instance have a partner that supports them financially and therefore the income does not influence them as strong as other artists.  How to finance the life as an artist is an interesting question with many different answers. In chapter one we have discussed that art schools and their faculty can have a big influence on how young artist finance their work and create a professional practice. Rikken (2010) lists several ways of financing for artists. The most obvious way of financing is through selling own art work. But this can also be financial support by the government through subsidies or working on commission for public projects. Artists can earn money in a more commercial way by taking on projects for companies and privately owned organizations. Prizes, stipends and grants are ways of financing that also give a certain mark of quality to the artist's collection. Throsby (1995) distinguishes three categories within income of artists: arts income, arts-related income and non-arts income. Selling your own work can be seen as arts income. Teaching art, organising cultural events and using and stimulating creativity outside to earn money are jobs that fall under arts-related income. Second jobs that do not have anything to do with the arts like waitressing or salesperson count as non-arts income. Rikken (2010) points out that many artists do not form their financing strategy based on their work but on the notion of how financing strategy should be, which is determined by the previous art education. The products of visual artists are their art works in whatever shape, way or form. In the first instance these products are not made to acquire money but solely for the purpose of the creation of the art work itself. Abbing (2002: 81) 'If artists were not totally dedicated to art and would make commercial compromises, as ordinary mortals do, it would diminish the status of art'. About the effect of money on the value of art Abbing (2002: 44) writes: 'By pricing works of art, their use and usefulness is captured in exact numbers. Art ceases to be useless and turns into a non-art commodity. Therefore, pricing and money are not neutral. According to the sociologist, Georg Simmel, money disrupts art.' Money is not seen as an end but as a means to create. It is not the money that devalues art, but the prices and exchange rates. In this respect, the market is not different from the gift sphere. (Abbing, 2002) This relatively high intrinsic motivation and lack of commercial and monetary goals in comparison with other labour markets has to be taken into account in studying the (art) market entrance of young artists.

Chapter 2

~
Research question and methods

The topic of this master thesis is the business and entrepreneurial education of visual artists in Dutch professional arts education.  Through several case studies I want to answer the following main question: What does the current business and entrepreneurial curriculum in Dutch professional art schools for visual artists comprises of and to what extent does this give young artists the ability to build a substantial professional practice within the arts market? The starting point of this research is an extensive literature research on the field in which young visual artist work and operates. The outcome of this research on the field that consists of the government, the art schools and the art market is presented in chapter one. Questionnaires and discussion topics in the case studies have been based on these theories provided by authors and existing data like websites and censuses. 

2.1
Population

In the Netherlands there are eight accredited bachelor studies and five master studies in the field of (autonomous) visual arts. A selection of seven art schools has been accredited by the Nederlands-Vlaamse Accreditatie Organisatie (NVAO) which reviewed all art schools in the Netherlands. I will perform research in three of these accredited art schools: the Hogeschool voor de Kunsten Utrecht (HKU), Gerrit Rietveld Academie (GRAC) in Amsterdam and Hogeschool Zuyd in Maastricht. The choice to include specifically these three schools is completely based on their willingness to participate in my research. The other schools did not wish to participate in this research and would not give me in depth information on this topic. However, I will study the documents and brochures that give information on the curriculum of the remaining professional art schools; Willem de Kooning academie, Artez, Koninklijke Academie voor de Beeldende Kunsten and AKV St. Joost in chapter seven to give a more complete image of the research population. This is especially relevant to realise the aim to map the professional visual arts education in the Netherlands. In spite of missing some important schools in my case studies, I still think this is a good sample for gathering information. Each school resides in a different large city and has a different composition of curricula. According to the facts presented by Ter Haar et. Al (2010) artists work and live in and around the big four cities of Dutch urban agglomeration (Amsterdam, Rotterdam, Utrecht and Den Haag) or in the vicinity of Arnhem, Nijmegen, Eindhoven and Maastricht. The largest population of artists lives near or in Amsterdam. The three schools in my research population cover all categories. GRAC is located in the city of Amsterdam with the largest attraction to artists, HKU has the most central location of the four big cities in Utrecht and Hogeschool Zuyd is situated on the other side of the country in Maastricht. All in all it is an interesting population group.

2.2
Sub questions and methodology

As this research is inductive, qualitative research is in order. The required strategy in order to answer the sub questions is a comparative case study between different professional art schools in the Netherlands. Case studies permit one to specifically focus on several schools. One school is not sufficient to give a more general overview of this type of education in the Netherlands, especially because of the large differences between curricula in Dutch art schools.

I have formulated the following sub questions in order to form a sound conclusion at the end of this thesis:

1. What are the most important factors young professional visual artists have to take into account when they start to participate in the visual arts market?

2. What does the current business and entrepreneurial curriculum in the case of this art school entail?

3. What is the judgment of visual art students that study at this art school on their business and entrepreneurial curriculum? Which subjects in the curriculum worked out in practice and what not?

4. What do the faculty members think of the business and entrepreneurial curriculum in this school?

The first sub question will be answered through literature research and interviews with the educators in the theoretical framework in chapter one. The case studies will aim to answer sub questions two to four.

2.3
Case studies

The case studies will consist of content analysis of the curriculum of these schools, interviews with the students and interviews with the educators. In short, the demand and supply of education in these visual art schools will both have a part in the case studies. Semi-structured interviews are needed in this research to create the ability to compare between schools and at the same time create freedom within the interview to look at the different cases. After performing the before mentioned literature study the next step in this research involved setting up interviews and questionnaires is to come up with enough data to perform a case study in each participating art academy. In each school three conversations have been planned. The first conversation involves a group discussion with several students from the graduation year. This was a group of between five and seven students of a total class of maximum 25 students. This total numbers differs in each school and will be elaborated further in the case studies. The list of topics used for this discussion can be found in appendix 11. The conversation with the students formed a basis for the content of the second conversation, which entailed an interview with the teacher that is responsible for the part of the curriculum involving professional practice and/or entrepreneurship. These interviews with the teachers touched upon the same topics in general and were customized more specifically on some details provided by the students. This diminishes the comparative capacity between cases but increases the depth of each case study itself. The third conversation consisted of an interview with a person higher up in the organisational hierarchy. At the HKU this was the head of Fine Arts, at HS Zuyd a person in a similar position was interviewed in the form of the head of Visual Arts. At GRAC the dean was interviewed but the previously interviewed teacher was also the head of the department. In the end the same dimensions are covered in each school: students, educators in the form of teachers and the people that are responsible of the total curriculum. The results of the case studies will be compared and applied to the abovementioned theories in the conclusion in chapter eight. 

2.4
Aim and goal

The aim of this thesis is to map the present business education system for professional visual artists. The conclusion is used to filter out best practices in order to determine what works in the current field of professional visual arts education. The final goal is to further apply this research. With the data analysis collected in the case studies and additional research, this thesis will be completed with a recommendation for the system of visual arts education. The following sub question is intended as guiding line for formulating a recommendation in chapter nine: What can be done in the business education for visual artists in the Netherlands in order to help beginning visual artists to meet the requirements of the market? 

Chapter 3

~
Case 1: Hogeschool Zuyd (HS Zuyd)


This chapter will focus on the Hogeschool Zuyd (HS Zuyd) that is situated in Heerlen, Maastricht and Sittard-Geleen located in the most southern part of The Netherlands with a close connection to neighbouring countries Germany and Belgium. This school offers over fifty bachelor programmes in a differentiated and broad range of disciplines like health care, economics, languages, technology, behavioural studies, communication, art, music and drama. The last three disciplines are taught in schools located in Maastricht. The academy for visual arts has eight study departments: theatre design, visual communication, communication and multimedia design, lecturer of fine arts and design, product and jewelry design, fashion and textile design, autonomous fine arts, and interior architecture. Compared to the other schools in this study the business curriculum has a predominant focus on reflection on and research within artistic work. The curriculum of students in the department of autonomous fine arts is built up as follows:


First year: This is the propedaeutic year which offers a wide range of courses. During this year students can choose their own courses that matches their interests and talents. At the end of the first year tutors judge the students and discuss which major suites the students best for the following years.


Second year: From this year on each student continues their artistic study within their chosen discipline. 


Third year: In this year the students develop themselves further in artistic sense and start the course Artistic Research taught by Krien Clevis. The students have to follow four mandatory workshops with the topics the following topics: fascination, etnographic study and formulating a research question. These topics are intended to stimulate the students to think about their motives in why they make their work. 


Fourth year: The students have to follow another four mandatory Artistic Research workshops with a focus on research, science, presentation skills and making a portfolio. The final exam is judged based on artistic work but also on the work description, résumé and portfolio of the student. 

3.1
Students


The data collection on the population group of students at HS Zuyd went somewhat different in comparison to the other case studies. There was not an opportunity or time for a group discussion with the students. However I could be present as a panel member at the last workshop of the fourth year course in Artistic Research. In this workshop the students had to present their portfolio as a way of practice for future presentation of their (final) work. The presentation lasted a whole afternoon and was judged and commented on by a panel consisting of teachers, researchers and alumni. Unfortunately the recordings of the workshop were lost. Based on observation and the notes that I have took one can form some basic assumptions on the course and the group of students that participated. What could clearly be noticed in the questions and judgement of the panel was a strong focus on reflection and on the search what sources of inspiration were the starting point for the students' art work. Further on, the content of the presentation was very much directed to the field and the used language was within a specific discourse. One would believe that people that are not an expert would not be able to understand every presentation given by the students. Some students thought about the audience they wanted to reach more than the others. The level of the presentation was in my opinion average. Students claimed they were ill prepared because of the fact that they did not entirely understand the goal of this assignment and the bad timing in combination with their busy schedule of their graduation projects. Like in any class some students were a natural whilst others had a lot of trouble with speaking in front of a group. In my opinion the latter is strange when you consider the fact that these are graduates and almost finished with this part of their education. Something that stood out in the stories of the students is the noticeable appreciation of the collaboration with students from the General Cultural Studies at Maastricht University. This collaboration linked a student from the university to one of the academy of autonomous visual arts. The assignment entailed a description of the art students' work written by the university students. These descriptions were used numorously in the presentations by the art students. Another important topic during this presentation round was the publication of the bookwork regarding this graduation year. This publication was created and financed solely through the input, organisation and acquisition of students in the final year of the autonomous visual arts department. Further on, the students have taken up the idea to set up a foundation to create a space for the arts in Maastricht where people can work, exhibit, present etcetera.


After the presentation round during the workshop everybody met up for drinks to celebrate the end of the course. This was a good opportunity to interview a couple of students of which you can find the written record in appendix 1. The students I have talked to confirmed the self reflective content of the course Artistic Research. 'Jana: To look at yourself, that's what you learn here tremendously.'
 All the students that have been interviewed state that they think that this reflection is a good and necessary practice for the future. However, some give counter arguments that sometimes it goes to far or the fact that some forms of practice do not fit every student. (Appendix 1, Joep p.p. 9, Diana, p.p. 15.) Joep explains that the curriculum on pure knowledge in business is very limited. (appendix 1, p.p. 3) He also talks about one useful workshop: 'Yes he <the teacher> came up with business advice and he has been invited by Krien so that has been instigated through the programme. But it is the first time that something like that came up in class.'
 In line with this topic this student tells about the foundation that will be set up by the whole graduation class. This idea has its starting point in the beforementioned workshop. One would think that this could be a relevant topic in the curriculum on which the students get more specific information. Joep says the following about the needed specific information to set up a foundation. 'No but we sort this out ourselves. You can easily find information through the Internet. I do not think it would have been a good idea to teach this in class. That is very dull content and does not reach its purpose. You can always find somebody to help you if you can not find the information yourself.'
 In a later conversation Jana supports this view by stating that 'Those are practical and specific aspects which you can easily find out yourself.'
 During my interview one of the alumni even steps up to students to offer contacts to help the foundation, which gives the idea that this kind of information is acquired in an organic manner. Marjolein agrees with Joep and Jana and thinks that this independent view can be linked to the way the students work artistically: independent in their own studios. (appendix 1 p.p. 6) Diana feels the same about entrepreneurship. She says that that has to come from within yourself (appendix 1, p.p. 9) and it is not necessarily something you learn in school. Next to the course Artistic Research the students mention no other apects in the curriculum that touches upon business and entrepreneurial knowledge. Internships are not apparent in this department. Students arrange their practical work experience themselves. The studens do come in contact with some experts on business aspects from the field in the workshops for Artistic Research. 'Joep: Yes and this is very minimal. The rest <of the information> you can gather through the other teachers in our department when you talk to them about how to apply yourself in business sense.'
 The students speak very fondly about the faculty of teachers. They explain that it is the vision of the school to have communication between students and teachers on a co-worker level in stead of a hierarchical manner. 'Jana: The teachers teach you to be confident because we have five different teachers and each had their own view...'
 Marjolein makes a comparison with her time at the Koninklijke Academie van Beeldende Kunst in Den Haag (KABK) in which the teachers communicated on a more hierarchical manner where they were judged in a panel like setting in stead of a studio visit by a teacher. (Appendix p.p. 6) She switched back to HS Zuyd and thinks that this is a more pleasant place to develop yourself as a student. Diana explains that during her education some doors opened for her that she did not know existed before. The number of options how to develop yourself grew and she tells about meeting interesting people. (Appendix 1 p.p. 7) These positive comments are for the most part directed at their own department i.e. that of autonomous visual arts. However, there are some negative comments on the organisation of this art school higher up on the ladder. Joep explains that the publication by the students was hindered in stead of stimulated by the views of the art school. (Appendix 1 p.p. 3) He gives another example of the lax mentality of the top organisation at HS Zuyd: 'Every year a magazine gets published in light of the approaching graduation. In this paper every art school delivers a piece on its students: the productions, who are playing in it, music etcetera. For our school there was a piece of three pages on how much fun our school is for new students, a welcome at the introduction day and only a short mention on the final exam exhibition, while this paper is meant to promote the art graduates. This gives the idea that it is important that students come here and its fun untill the fourth year and after that it is like: we probably made some money and see you later!'
 One can see that there is a difference between the vision of the school board and the vision of this particular department. The fact that this difference exists is not strange in my opinion if you look at the vastness of the total institute. It is however not a good development that this is noticed by the students and that it even holds back the development of these students. This is an interesting topic to discuss with the head of department, which unfortunately could not take place.


When asked what the purpose is of following an art education programme the students generally answer that it is a place to develop yourself in a safe environment. 'Diana: Yes you are challenged, you get stimulated, sometimes you get thrown in the deep but always in a safe environment where you are allowed to make mistakes.'
 They explain that education is not a goal in itself but a mean to achieve your goal of being an artist which fits the theory provided in chapter one, paragraph 1.2.1. Having an art degree can also help you in entering the field after your education says Diana. According to Jana student are not preoccupied with what to do after school. They are too busy with their graduation projects. She explains that this is healthy if you consider the fact that their future can be influenced by how your final work is received. (appendix 1) Every student does not feel he or she is ready to start working as a professional artist straightaway after graduation. Post academic study programmes, artist in residencies and working together in an initiative or foundation are mentioned as the options after graduation. All of the fourth years I have spoken to are not planning to work alone after graduation. They are very articulate in their wish to keep working together. The reason for this need for collaboration is a better security in light of pending budget cuts by the government. Another reason is the need of students to keep on developing and they think that you can not do this by sitting alone locked up in your work place. '…, I think that it can be very nice to share the same course in life and that you can have a conversation with eachother. That you do not loose yourself in you work by sitting alone in your atelier. That is not necessary, that is not being an artist. It is a conversation amongst eachother and looking at eachothers' work to let eachother grow.'
 Joep explains that working together is not something that is common within the field of the arts. He says that in the past artists were more focused on their own ego or soul. (appendix 1) This group of students have a great sense of togetherness and give of a vibe of entrepreneurship. The publication and foundation that have been set up by these students give proof for this entrepreneurial stance. 


The view on money and economics is somewhat nonchalant. 'It is necessary to make new things.'
 says Joep. He explains that it is not something that students are preoccupied with when making their work. Diana says that it depends on what you demand or need in life. She doesn't need many expensive things and she says: 'Nowadays I'd rather spend the money on printing an expensive picture than buying cloths.'
 Ofcourse the students would like to travel or buy something nice for once but at the same time they do not dread the fact that they will not earn a lot of money in the future. In fact, they expect it. 'Joep: Yes I think that I need side jobs next year. Hanna: Don't you mind? Joep: No you know this in advance.'
 Diana explains that this can also be a way to make connections. Through jobs in the right places you can expand your network. (appendix 1) Something that can be tied in with this expectation in life is something that is pointed out by Diana: '… the bigger names are still all in their fifties.'
 In my opinion this changes the expectation pattern of the students in a way that they have enough time to be succesful. The students sound quite positive when they picture themselves in the future. 'I think that there is a way to do it without dying of hunger but at the same time still be able to make beautiful works.'
 They will try to find side jobs within the cultural sector. (appendix 1) When asked if there are certain types of income Jana does not want to depend she answers: 'Personally I would not like to be dependent on subsidies for anything other than big projects like artist welfare.'
 She even mentions she would like to be independent from the government because of the prejudice that people have about free riding artists. Joep and Diana also agree with Jana that this is not a correct image of artists. Joep thinks that you can live from an artist income as long as your inventive. He thinks that artists are cultural entrepreneurs but thinks that the governments definition of this concept differs from that of reality. In his opinion entrepreneurship is not about money and that if you can not make it as an artist you simply have to go commercial. The students react calm to the pending budget cuts. Their solutions vary to working together, going abroad and being flexible and realistic in their career goals. One can describe this group of students as a positive yet realistic group of students that would like to work together with other students and reflect on eachother. 

3.2
Teacher


Krien Clevis is the teacher of the course Artistic Research which is taught in the third and fourth year of this bachelor programme. She has a degree in education and has experience in guiding three preparatory training programmes for art academies in middle and North Limburg. She also acquired her degree as visual artist at the Jan van Eyck academy. Clevis has among other things experience in her own professional practice as a curator and member of panel at the visual arts fund. At the moment she focuses more on artistic research. Clevis is currently following a promotion programme at the University of Leiden. In appendix 2 you can read the minutes of the telephone interview with Krien Clevis. Because of the form of the interview there were some limitations in the recording of this data, which results in a meager source to base this paragraph on.


Clevis explains that the course Artistic Research entails business and entrepreneurial aspects of the curriculum. Before a reorganisation in 2008 there was a course called Professional Preparation for each of the departments in a workshop set-up. Nowadays the content of this course is provided during one week in the year. The current Artistic Research course is mainly focused on reflection and research. Clevis explains that 'The goal is to teach the students how to phrase and describe their motivation. I think that this is very important and essential for a visual artist.'
 She explains that Artistic Research is a method and a discipline that teaches the students to do research in and for their artistic work. According to Clevis this course is different from other courses because of two things. First, the content for Artistic Research is partially provided by the students as opposed to other courses in which the content is provided by the teachers. Second, Clevis explains that this course is a course with a clear structure and planning where students have to turn in assignments and give presentations. According to Clevis positive comments by students on the course are about the fact that the students can participate actively in the course contents. Negative comments on the course are mostly directed towards the fact that students can not easily link the matter to what they are doing in their own work place. She explains that it is her aim; to get them out of their comfort zone and learn to broaden their vision. Besides this course the students can attend guest lectures throughout the year. The content of these lectures can be described as practical information ranging from government arts and culture policy to the range of sources of income. Internships are not included in the curriculum says Clevis. However, practical knowledge is transferred by the experienced teachers in other classes, which is supported by the stories from the students.  Further on, there is interdisciplinary exchange with General Culture Studies at the University. On the question how to improve the business curriculum Clevis gives three pointers. First, she would like to install one mandatory week in the school year that is completely focused on the professional practice without any other interrupting courses. This week would be filled with guest lectures and workshops provided by experienced artists or other experts that are geared towards the development of the professional side of being an artist. Second, she would like to expand the part of the curriculum concerning reflection. In Clevis' opinion this already takes up a big part but can always be improved. Third, at the moment there is a debate going on if the course Artistic Research should be mandatory or not. According to Clevis the course should stay compulsory. Clevis describes working at HS Zuyd in two parts. Within the department she gets the opportunity to improve and develop her course in consultation with her colleagues and as long as it fits in the total curriculum. The total organisation of HS Zuyd she describes as rigid and explains that the reason for this can be found in the fact that 'There are simply to many captains on one ship'
 She explains that the different departments can be seen as islands within the HS Zuyd. In her opinion it would be better to stimulate growing integration with each department. When confronted with the stories on this subject told by the students she she confirms this problematic view of the school on student initiatives. Clevis wants to stimulate students' projects like a publication and a foundation because she thinks it is very instructive and a valuable experience. This gives yet more proof of a discrepancy in visions within HS Zuyd. Clevis herself exchanges information with academies in Amsterdam, Den Haag and Groningen on a regular base. Clevis arranges this contact on her own initiative and not through a national consultative body. On the debate if art academies should fall under practical or academic education she states that the course Artistic Research does not fall under either category. Clevis explains that the art academies can not escape the fact that they will become a faculty. To make this happen there needs to be a change in mentality in the academic as well as the art world. At the moment this course is built up as a link to the master programme. (appendix 2)


When asked what features and knowledge an graduated artist should have Clevis answers: 'A graduated Bachelor student needs to know what he or she stands for and what his or her work is about.'
 She also mentions the ability to position yourself in the field, the ability to establish what your influences are but also the knowledge on where to establish yourself as an artist and how to provide for yourself. Clevis describes a visual artist as a cultural entrepreneur that keeps on developing him- or herself. What she sees in her class is that students are more occupied with here and now and not so much with their future professional practice. (appendix 2) 'After graduation some people still come back with questions on applying for post academic studies or how to approach funding or subsidies.'
 On the influence of current politics Clevis gives the following quote: 'The political climate certainly influences me and this has already left marks on the current graduate class. There will be a growing awareness that the professional practice will go through a thorough change. Every generation will react to this differently. When I graduated, the BKR was abolished and because I did not know anything better, it did not hurt me. The current generation will have to maintain themselves within a stripped cultural system. They need to operate and organise more based on their own strength. We as an academy need to respond to this changing world and mentality.'
 The combination between money and art was in the seventies 'not done' according to Clevis. (appendix 2) She explains how the subsidy system that was implemented after the second World War has greatly helped in developing the Dutch art world. The fact that this now changes calls for a more refined way of using the market for the arts. Clevis says 'We have to embrace every possibility to make sure that the arts sector will survive.' 
. She describes that the students nowadays are very flexible and open regarding how and where they obtain their income. She does not detect a contempt towards certain sources of income.

3.3
Conclusion


This case study is not as complete as it was intended to be. As described in chapter two the last interview with the head of department did not take place because of inconvenient timing in combination with the set deadline. What we can take from this chapter is that the organisation in this broad school with many disciplines can interfere with the efficacy of students and teachers within a specific department, and external parties such as me. The students express their preference to work together very clearly and in effect they want to secure their position and development. Despite the fact that the organisation of the school is not always stimulating these students still manage to practice their entrepeneurship. Teachers within there own department do stimulate this. There are some classes and lectures in the year were they learn about entrepeneurship and every teacher has valuable experience which is transfered on the students. The biggest focus in the current business curriculum lies on research and reflection. This is noticeable in the presentation, in the words of the students and the view of the teacher. Money and economics is not a priority in the life of these students and they have a quite positive vision of their future. Clevis is not against certain sources of income and sees that with the current development in the field of the arts the mentality must change to preserve artists and their work. She ascribes a part of this role to the art academies.

Chapter 4
~
Case 2: 
Hogeschool voor de Kunsten Utrecht (HKU)


This chapter will focus on the art school in the most central location of the Netherlands. The HKU has five faculties: visual art and design, art and economy, art, media and technology, theatre and the music school. The presence of a faculty like art and economy gives a good image of the view of this art school. The HKU is the only school in this research that has a clear cut course concerning the business and entrepeneurial side of the career as an artist. The curriculum for students at the department of fine arts is built up as follows:


First year: Provides a broad spectrum of courses, which are meant to give the students the ability to orientate on their future specialization and study direction. These courses can be divided in artistic courses of several disciplines within the visual arts and theoretical courses like art history and reflection on culture.


Second year: In this year students focus on a specific discipline in which they follow courses and they continue their theoretical courses at the same location as the first year on the Ina Boudier Bakkerlaan, the residency of their faculty.


Third year: The students relocate to another facility where they are provided with their private workspace on the other side of Utrecht, secluded in a business area. From this year on the students get a lot of freedom to work on their art. At the same time, this is also the year when they start the course Mixed Business by Elias Tieleman. In the third year this entails mostly internships and practical information about reward orientation and income.


Fourth year: The students are gradually focussing more and more on their graduation work. At the same time they have to write and deliver a thesis. The course Mixed Business carries on in a more reflective fashion with content like debates, group interaction, Socratic conversations etcetera. The only other weekly course is art history.

4.1
Students


The fourth year students which participated in this discussion were very open and participated on a high level in the discussion. (appendix 4) A clear opinion that came out in the discussion was that the students did think that the content of this course is interesting and could be useful in the future but that the form in which it is taught is not perceived as postive. The planning of the mandatory course every Tuesday morning on the one hand and the newly acquired freedom in the building with private workspaces on the other hand are two concepts that do not go well together. One of the students, Danny, even says that “I do not think it is the course, but the fact that it does not match with what our teachers say in our work space. There you only have to focus on your own proces and during classes it is more about what you can do for other people in an artistic way.”
 The hypothetical character of the course content does not appeal to the students. About one of the first assignments Daan says:  “Yes it is just like a fake world in which it takes place, you just have to imagine how it will be.”
 They would rather have real life experiences in the field of the arts. That is why many students speak very positive about their internships which varies from working at institutions to working with a single entrepreneur like a visual artist. This is where they have learned the business in practice and where they have met people to broaden their network. Some students also give a wide assortment of places or work where they have gathered experience outside their education. Some students have set up their own artist initiative called the Artillerie. A number of students, mostly the same students from the Artillerie, also work at an institution for ceramics where they work with their hands but they also meet people who are already participating in the arts market. In this setting they hear about how to apply for certain funds or residencies, they can drink coffee with the director of the institution and meet other interesting people. This is a selected group of students. Others have kept the practical experience limited to the activities within the realm of school but all students have had practical experience through internships. The students in this group agree that you have to have your own drive and enthousiasm to develop yourself as an artist. School is only a tool and you can take from your education what you want to take from it. The education level of art academies is brought up for discussion by one of the students. The question if it should be HBO or university level is one of the themes in the literature and is also an aspect that is brought up for discussion by Jonas: “I am for putting the art academies back under the universities. The fact that it is a HBO education is in fact a weird idea. In this way art education demotes every time and how will it end up in twenty years?”
 The students are critical about the current selection procedure and the existence of certain art schools. They acknowledge the overflow of artists in the market and the fact that anybody can call him- or herself an artist. However, when I ask them how to describe a visual artist they come up with answers like: somebody that is a 'obstinate support'
, somebody that steps outside the society and creates a reflective image, sombedody that shows the alternative, somebody that sees life not as something in a constant increasing growth or a positivity guru. There is no qualitative, professional or measurable factor in these descriptions. 



Students see their professional art education as a time in which you can experiment and find out who you really are and what you are capable of. However, they see the work that they make in school as a snapshot of what they can do as an artist. In the discussion there were only students from the graduate class and none of them thought they were done and ready for the market. If you compare this with graduates in other fields of study where finding a job that matches you skills and education is the next step after graduating, this is a whole other take on how you leave your higher education. The next step for these art students is one that involves a new acquired freedom without institutions and/or trying to get further education to develop themselves creatively: artist residencies, master programmes, stipendia and working with other (older) artists are options that are mentioned by these students. They sound pretty idealistic and see a whole world ahead of them with a lot of options within their own field. However, they are realistic and know that they will have to work hard and need an entrepreneurial mentality because chances will not be given to them just like that. The idea of second jobs for a long period of time is take into account in their future lives. The students claim to be very flexible as long as they can keep on making art. 



When I bring up the subject of the role of money and economics in the discussion the opinions vary from person to person. One despises its existence, others like the concept and want to use it. The students do all agree on the fact that earning money is not the goal of making an artwork. They want to use the money for basic needs and investing in their own professional practice by buying tools, ways of transport or materials. Economic theory is not part of the education programme, just the business and entrepreneurial part of their practice with a focus on what artists can mean for businesses and local government. This is a very specific field of work for the students. The course is interesting for the people that want to work in this field in the future but other students can not apply this easily to their own future professional practice. Zoë explains that “<the business sector> isn't attractive. I think that entrepreneurship and earning money shouldn't be the end goal and it isn't. I mean, I rather have a second job than adjusting myself to the market demands or something. I find that very disturbing.”
 As described in the theorethical framework we can see how the students see the role of money and economics has been influenced by the field and government. The students use their teachers and other artists in the field as examples or as people they want to differentiate from. They specifically mention the older generation in describing the role of money: “Those people are just hippies and these are misplaced idealists! Because there is nothing wrong with money. It is how you use the money, if you see it as something positive or something negative.”
 As mentioned earlier, the students also give the art academy a big role in the moulding and development of these young artists. The, at that time, pending budget cuts in the cultural sector did worry the students in the sense that it will have big influences for the field and their future employees. The loss of individual subsidies is not something they fear. The students thought that the WWIK was a good tool to evolve financially healthy artists. One of the students even knows a lot of numbers concerning this topic which he knows because he has done research for his thesis. But at the same time they all see that there are a lot of other options to make ends meet as an artist. The students do not feel tied to this country and even see options in moving to other countries if the working climate is not sufficient in the Netherlands. “Zoë: … and actually I am looking for another country to live in. Because I don't think this country is that attractive anymore for artists.”
 “Daan: I have the feeling, but this could only just be a feeling, that it is all a incestueus gang <in the Netherlands>: If you are at the right place at the right time and speak to the right person... I don't know if I feel like doing that.”
 One can describe this group as a positive, yet realistic group of internationally oriented young artists in which entrepreneurship exists in different degrees. 

4.2
Teacher


In appendix 5 you can read the full interview with Elias Tieleman, the teacher of the course Mixed Business in year three and four. This course started with the idea: What to do next after graduation from this academy? When Tieleman arrived in 2008, the students only had to write their resume and make a portfolio to complete the course of orientation on the professional practice. Tieleman was given freedom to develop a new education programme on the topic of professional practice. After researching other art education systems in for instance Germany he found out that internships are a valuable part of practical training for young artists. The rest of the course has been built up much from Tielemans' point of view. He sees himself more as a cultural entrepreneur than an artist. One of the reasons he got this job as a teacher at the HKU is his company Orgacom. Tieleman describes this company as follows: “The idea is: You instigate a conversation with people and consequently use the content of these conversations to come up with a proposal for the creation of art works. Orgacom is actually more of a method”
 Tieleman's expertise in his own professional practice is in the field of participation and putting together groups of artists to realise a certain project. This demand conducted view on the market for visual arts can be noticed in the course and also by the students. Tielman himself finished his professional art education at Gerrit Rietveld Academy (GRAC) in Amsterdam. According to Tieleman, the goal of this course is “In fact, you have to prepare them for their particular field of work and what type of jargon is used in this field.”
 He understands that this course is not suited for every student because the student body consists of many different disciplines, education levels and abilities. This course is hard to combine with art education at the HKU in general which is driven by the notion that people learn through a certain drive or impulse. Tieleman explains that in the first and second year the students do not really encounter the concept of professional practice. He explains that “... they look at the finished products, but not at the artists themselves. When they arrive in the third year I try to give them a certain oriëntation. Like, nice that you want to do that but who is the person who makes this an for what audience is he making it?”
 When confronted with the critical comments by the students that say that the course is too hypothetical Tieleman answers with understanding because the students learn from a more practical point of view in other courses. Didactic tactics are hard to determine when confronted with a group of students with different educational backgrounds. Tieleman explains that he can see a difference between students from HAVO and VWO in the programme. Some students have never heard the content of his course while others have and get bored. Tieleman sides with the opinion that professional art education should fall under the academic flag of universities but he also states that this could diminish the diversity of the programme because of how the academy works: from the drive and impulse. What Tieleman describes gives the image of a hybrid of practical and academical education. With students that stream into a masters programme, the presence of a lot of freedom and self study and the slight focus on theory and research. Tieleman describes that “There is a selection of theorethical courses.. Maybe that is the problem in this academy, that the theorethical courses are to far away from practice.”
 He explains that theory and practice come together in a late stage of the programme. Tieleman thinks this should be done in earlier years at the academy. How the course could be improved is something that always keeps Tieleman busy. That is why he likes to work at the HKU. He describes the culture of the HKU as one with freedom to develop your own course programme. Tieleman explains that there is a bottom-up communication which gives room for innovation.



On the question if the government policy has influence on the course Tieleman answers that it influences the content of Mixed Business. In the fourth year the students learn to participate in political debates surrounding the sector of arts and culture. “That is when I explain what it means to interfere with the political debate concerning the cultural sector. Because that is also a way of promoting and explaining yourself by making statements.”
 On the topic of individual subsidies he explains why he does not talk about this in this course: “That has to do with my own stand. I do not want to be dependent on personal budget. When I apply for a subsidy it is on the base of a project and my fee is taken into account in the budget.”
 As we have seen in chapter one, literary study has shown that teachers in the past have had some negative view on the concept of money in connection with the arts. Tieleman has noticed this as well when he graduated from the GRAC and told his teachers that he wanted to do project based work. “They immediately told me that I shouldn't do that. That those people are all capitalists and that I did not have anything to do with them. At that moment I thought that it was an audience, a new audience.”
 Tieleman agrees with the fact that the arts are intertwined with economics. He mentions the faculty of Arts and Economics which he would like to work together with increasingly. Interdisciplinairy study programmes are a new concept and is still a work in progress. 

4.3
Head of Fine Arts


Eugene Jongerius is the head of the faculty of fine arts at the HKU. When asked to describe a visual artist he specifically mentions the fact that he or she needs to have a professional education. Jongerius says that education is a distinct condition to be called a professional visual artist because it is still a unprotected title. He also describes the difference between the visual artist of the past and the present. In the past, the product and where you could sell this was more clear cut. Nowadays this is more undefinable. Visual artists creates visions, in whatever way possible. Jongerius speaks about a growing blurring of lines between disciplines and the fact that art works can be of a more temporary nature. He sees that the younger generation is dynamic and open for anything. They are active on the Internet and use these new ways of communication to enter the international and global market. A growing number of students goes to other countries after graduation, which is reasonable according to Jongerius because the visual arts market is a global circuit. According to Jongerius, a creative, innovative, inquisitive and entrepeneurial attitude is necessary for the profession of a visual artist of any time. He believes that “Certain competences can not be taught but have to be trained through appealing to and using these competences. These talents can be brought to a higher level in the academy.”
 Jongerius describes the role of professional art education as follows: “I think it functions as a greenhouse or conservatory. That you enter a type of pressure cooker with your present talents and qualifications and you get an enormous injection to develop yourself in a short period of time.”
 Jongerius describes the HKU as an institution that is innovative and that gives room for students to develop themselves outside their education. Which is supported by the students, Tieleman as well as Jongerius if you look at the example of the Artillerie which is instigated by students and supported by the school. He gives the development of the course Mixed Business as example for the easy communication and coöperation with teachers, which also came across in the interview with Tieleman. 



When confronted with the difference in educational levels of the students noticed by Tieleman Jongerius explains that because it is a HBO school and this means that they have to allow MBO4 and HAVO students and that there is no higher arts education for the VWO students. This results in a group of student with different backgrounds which has an effect on the curriculum that needs to be in between these levels. Jongerius states that “... it does not say anything about the <artistic> level. If you look at the Netherlands you see that this country is a pioneer in this area.”
 Jongerius does not think it matters if Dutch art education should fall under HBO or WO level education because you can still do a masters programme in the end if you want to. If you would raise the bar for selection, you would end up with a smaller group of art students. 



Jongerius explains that political developments have influence through the actual aspects of courses. He states that “You educate artists in a way that they can get around as soon as they get out of the academy. You have to take the recent developments in the life of a visual artist into account but also everything that has to do with it. Possibilities to earn money in every way, shape or form, and that is something we want to tackle in the course taught by Elias.”
 He sees that the new generation of artists and the academic journals focus less and less on the WWIK. The young artists are more inclined to work in combination with artistic entrepreneurship which is sometimes profitable and sometimes not. Jongerius states that they even take second jobs to get by. “I don't have the idea that the generation of young artists are the type that just holds up their hand.”
 Jongerius explains that artists in general are not occupied with the concept of money during their studies. He thinks that everybody realises that determining which future sources of income are possible is complicated. In Jongerius' opinion the students do not have great expectations in future income. Students do have expectations but these are expressed through ambitions in acquiring distinction or positions and not in money or income. Jongerius: “I think that if you make work just to sell, you are no longer credible.”

4.4
Conclusion


The content and topics of the business curriculum at the HKU is seen as useful by students as well as the educators. However, the student have quite some critical notes as to how this content is taught. Didactics could be improved in aspects like bringing together theory and practice. The internships are a valuable part of the programme, which matches the demand of students for practical and 'real time' education. Some students think the course is to much from the perspective of the professional practice from the teacher, which does not match theirs. This view of Tieleman has direct influence on the content of the course Mixed Business. When you connect these statements with the theory from Abbing (2007) you could say that this reward orientation of Tieleman can have influence on that of the students. You could see this specific focus in the course as a positive aspect because it takes students out of their comfort zone. However, you can see a focus on the demand side in the course Mixed Business and students can not reconcile this with the focus on supply in other aspects of their education. A problem that is noticed by Tieleman is the fact that students are very different in backgrounds, disciplines and talents. This makes it hard to form one structure and content of this course for everybody. The fact that he gets the students in third year makes it harder to make sure some students catch up. This problem ties in directly with a discussion that came across in the theorethical framework: should art education be more practical as HBO or more academical as WO education? The students and Tieleman share this dillemma but Jongerius does not think it will matter in the sense of output and quality of education. One can argue that it does not matter for the output but it does matter for the didactive set up of the programme and the capability of giving the students the level of education and time they need.

Chapter 5

~
Case 3:
Gerrit Rietveld Academy (GRAC)


The GRAC is an internationally oriented art academy with two bachelor degree programmes i.e. Fine Arts and Design, and four master degree programmes i.e. Applied Arts, Fine Arts, Design and Interior Architecture. 45% of their students are foreign and they represent more than 60 countries. 'The Gerrit Rietveld Academy aims to support talented young people in such a way that they can operate independently in the field of visual arts or design. We want to enable them to sustain their work on their own and become sources of artistic inspiration in their area of specialisation.'45 The philosophy of the GRAC revolves around the student as individual and in effect education is based on a personal approach. The Bachelor of Fine Arts is divided into the following departments: Fine Arts, Image and Language, Ceramics, Glass, Photography, VAV and dog time Fine Arts. They also provide preparatory courses for people that would like to build up a portfolio and in effect get accepted to the programme. Based on the input of the GRAC we will focus on the department of Image and Language in this case study. This department educates students in two disciplines: visuals arts and literature and had time to participate in this study. The curriculum for students at this department is built up as follows:

First year: This year is a foundation year with many disciplines of which the student chooses one specialisation at the end of the year. 


Second year: This is the first specialisation year and focuses on writing as a craft within a Dutch language curriculum. Teaching is based on assignments and collaboration with students from other years.


Third year: In this second specialisation year there is an increased focus on the combination between image and language. The language curriculum can be accommodated to students with another first language. The students continue to work on projects with students in other years. In this year it is possible for students to choose a work placement or exchange.


Fourth year: In the first semester students’ work on their own project, this is completed in the second semester. This project can range from a range of works in different media or a single piece of work in both disciplines. Further on, the students have to write a thesis on a topic that link together literature and the fine arts. This year ends in a final examination exhibition. 



Next to this curriculum the students can participate in projects outside the academy. 'We work in close alliance with institutes, events and platforms that focus on visual images or literary output. …. This external interaction helps provide a clear idea of where and how it will eventually be possible to find an outlet for your work in the outside world.'
 The theory part of the curriculum is covered in the course Art Criticism and lectures that fall under Studium Generale.

5.1
Students


This paragraph is based on a group discussion with five graduate students of which four were Dutch and one was foreign. The minutes of this conversation can be found in appendix 7. The students explain that everybody of the graduation class gets coached in small groups of students by Gijs Müller who is the head of this department. When asked to describe the business and entrepreneurial part of their curriculum the students reply that they cannot mention anything. In the following conversation they do mention the projects in which they have to work and do not only have an artistic but also an organisational responsibility to a certain degree. Maurits explains that some projects are compulsive but if you really do not want to do it, you can get out of it. (Appendix 7, p.p. 2) During the conversation the students slowly seem to realize that they do learn something on this topic through school. The students do not learn practical information through a course or class. Bernke says: 'You find this out on your own accord.'
 Alma explains that she would not be comfortable in a class like setting to learn these things. Maurits and Bernke make the following statements on the topic of practical information: 'Maurits: It would be useful to learn something about applications for funding because everybody will be confronted with this in the future. Bernke: Know things earlier on; bring more transparency and also the available funds and how this system works.'
 Annelein mentions some courses on how to write applications but these are not geared towards one discipline. Further on, usually there is an information market that has external parties who provide practical information. The students have not seen this market this year. Bernke explains that the only tangible piece of information they had heard was a class on how to deal with publishers and how to enter the market for writers. (Appendix 7, p.p. 46) 



Maurits explains that you can always go to your teacher if you have questions. 'It all starts with your own need but that is the case with everything in school. Everything is geared toward the fact that the students should ask questions themselves and not in a class like setting.'
 'I mean four years are too short to learn something about being an artist so I think that learning how to be an entrepreneur takes away from something else and that is not why this school has been established. You can read that in the vision of this school.'
 The students see entrepreneurship as something that you already need to have and if you want to learn this you have to take responsibility to use the possibilities offered by the school. As a student you are not forced to do anything but you have to take action yourself. Maurits explains that this matches way the art world works: to take responsibility of your own future and make sure you gather experience. The students do mention a difference between the field of visual arts and that of literature. 'Bernke: I think that the literary field is much more transparent than that of visual arts.'
 Maurits states another difference which implies a later peak in the lifecycle of visual arts. 'My idea is that you need to have much more patience for visual arts. Absolutely.'



There is some difference in opinion regarding the topic if the art academy should be a safe place to develop without external forces or not. (Appendix 7, p.p. 3) Alma thinks that because you are still in school you should be guarded from the outside world. Annelein agrees and says that your work is not ready yet. Bernke and Maurits totally disagree with these statements and plead for earlier stimulation to show your work somewhere outside school in for instance an exhibition. That way you can see how your work is perceived and how it can change your work. Maurits did some exhibitions outside school and Bernke states the following: 'I feel that this is lacking but maybe I could have been more pro-active on my part.'
 When asked what they thought was most valuable and instructive in their education at GRAC the students answer that it developed their capabilities in artistic sense. The students describe the academy as a safe place to be creative and discover things. Bernke says that she expects that she will need some time getting used to working outside this safe place. Which step the students take after graduation is somewhat different from the students in the other case studies because of their extra discipline in literature. Three out of five students are working on a book and already have a publisher. This project is the first on their priority list but they do want to do visual work besides this. The other two either want to continue their studies or try to exhibit. 'Artun: Well, first it is too early to say how it is going to happen because in the end exam there might change something of course if there is attention.' (Appendix 7, p.p. 48) The students think that they will not be able to live solely from their work.  Side jobs are seen as expected sources of income. Alma already writes pieces in the newspaper to make some money.  They do not worry about money and accept that they need to have side jobs to make a living in the first years. As long as they have enough means to be able to eat and have a place to live while having the freedom to write and create visual works the students will be happy with their professional practice. (Appendix 7, p.p. 48) On making money Maurits says the following: 'But I have known for the last four years that when I graduate that there is no guarantee of financial security.'
 Bernke states 'I don't think that art should have anything to do with money.'
 She explains this by saying that the value of the one does not translate directly into the other. Sometimes artists make things without making any money or the need of doing so. The rest agrees with this statement. Maurits does say that artists should be entrepreneurs with the ability to market themselves. (Appendix 7, p.p. 49) 'Maurits: I think that that is something that should be already present within you. I think that if you want to make it as an artist this is part of the job.'
 According to Bernke '… the profession of an artist is ambiguous. Rietveld made a conscious choice not to include the practical side, which includes the class in entrepreneurship, because they expect that if you want to learn more about this you have to do this yourself.'



On the discussion if art academies should fall under practical or academic education the students agree on the fact that is does not belong under either label. According to them it is a totally different style of education. As far as one can tell from this discussion the students do have insight in 'normal' HBO schools but do not know in what degree a university study relates to their own education. This topic simply does not occupy them much. A topic that does occupy the students is the current political atmosphere. The current budget cuts in government expenditure on arts and culture make Bernke a bit nervous but not for the near future because she wants to be independent from subsidies. (Appendix 7, p.p. 48) She worries especially about later in life because she does not know what the market will look like in the next years. Maurits thinks that in the long run it could be good for the sector to let the market have more influence. Annelein agrees and states that this pressure can stimulate a new needed structure. (Appendix, p.p. 49) 'If you look at history, it is not like there was less art in time of declining economy.'
 The students do not mention a political influence in their current pending choices for their life after graduation.


This group of students can be seen as young artists with some plans after graduation but still with the idea that they will just see what will cross their paths. They ventilate a sense of responsibility for their own choices within school and their future. 

5.2
Teacher and head of department


Gijs Müller the head of the department for image and language. His job entails the coordination of the department but he also teaches the first and second years and has meetings with graduates individually.  Müller acquired an autonomous art degree and is a draftsman. He did some projects that acquired big media attention based on his interest in marketing techniques and not so much his craft as an artist. At the ceremony where he received the Charlotte Keulerprice he publically quit his job as an artist. After that he started working at the GRAC as a coordinator for the graduation exhibitions and after that in the production for external projects. He ended up being hired for his current job. The transcript of this interview can be found in appendix 8.



On the question what the business and entrepreneurial curriculum entails in his department Müller answers jokingly 'Absolutely nothing.’
 What he means is that there are '… no targeted classes.'
 on the matter but that there are ways in which students can learn business or entrepreneurial subjects. There are forums outside the department or academy that can provide practical knowledge. 'There are some things you do outside the department. Most of the times there is a kind of open day for external parties that introduce you to the professional practice: Kunstenaars&Co and that kind of parties.'
 Further on, every teacher has his or her own professional practice and is very knowledgeable, which according to Müller is an important part of education. (Appendix 8, p.p. 52 & 56) Internships are not a part of the programme. The approach towards the business curriculum can be described as organic. He explains this approach to business education by saying that this does not fit the discipline at hand. 'With applied arts it is much more necessary to have knowledge about your craft from within the field.'
 Müller says that his students, which study for autonomous disciplines, get this knowledge from their experienced teachers. Müller also explains that because of the shortened study period practical education is not as much as it can be. The former study programme with an extra year gave the opportunity for internships and external projects.


About the form of this part of the curriculum Müller states the following. 'In my opinion it is much more useful to get a specialised answer as a student instead of generalities like tax numbers. This is a complex world that changes almost every eight years by the way.'
 He thinks that these facts are useful for the students to learn but at the same time this should be taught and brought into practice on an individual level. (Appendix 8, p.p. 53) In the following conversation Müller wants bring nuance to his story. The creations of individual models are not because of artistic stubbornness but because of his believe in entrepreneurship. '.. I carry the strong opinion that you have to be flexible and be able to switch fast in this market instead of being stubborn.'
 Even though the current education structure within his department is not bad Müller would like to improve it to accomplish more teacher hours for the students but also to bring a more practical side in the curriculum. At the moment there is a rectilinear model of one teacher hour per student per week. He wants to change this and explains the model he will propose to the board of directors. He explains that he has not much influence on the politics within the school but does have a forum where he can present ideas to improve his department. This new model, which he calls the 'pizza model’, is built up through dividing the year into four quarters. Each quarter he arranges three different teachers to lead a project together with him and the students. This group of teachers is different each quarter and will give one class each week. At the end of the quarter the project is evaluated and the team will discuss if the end goals are reached together with the students. Next to this course the students will keep on having specialised lessons taught by the professors in the two main disciplines: literature and visual arts. A big asset of this model according the Müller is the fact that the students have to deal with four instead of two moments where their progress is measured. '… the production of the end goal is also training in business.'
 Further on, it creates more awareness for the practical side of their education. 'It is about taking responsibility for your production and product. Artistically you are responsible for what you bring across, what am I talking about? What do I think is important and what interests me? But you are also studying at an academy where they expect you to do more than just write a book.'
 Müller has not gotten around to asking alumni how they have experienced their lives after graduation. Of course he hears success stories. The current graduate class and alumni is people that have not been educated under his reign. In that sense Müller has been there too short to start evaluating on this topic.



 According to Müller the students do have a good starting point because of their position in the heart of the cultural world in Amsterdam. This gives a certain feeling of security and creates a laid back attitude. 'You are already in the entrance, you know all of those people but first and foremost you need to learn to make a point. That is why this is good training. It is very conceptual and very individual.'



  In the conversation with Müller I notice a focus on the literary part of the programme. He explains that this is because of the difference between the field of visual arts and that of literature. (Appendix 8, p.p. 60) First of all, he mentions the fact that everybody reads books but not everybody views art, which makes a different market in size and transparency. Second, in the field of literature you can be successful at a much earlier phase in life whereas visual artists generally have a longer initial period of about 10 years. According to Müller if you can pass this 10 year point then you are probably set as a visual artist. (Appendix 8, p.p. 60) He explains that because of this hermetically closed field of the visual arts you can see little movement within this world. That is why the literary discipline asks for a more urgent approach and in visual arts it is harder to respond to the field. Another reason for the focus on the literary discipline is the fact that there is a chance that because of the governments' budget cuts the departments will have to be downsized. By investing more in literature, the part of the curriculum that sets the department apart from that of fine arts, Müller tries to secure the existence of the department of image and language. 


On the current political atmosphere Müller says that he thinks that it is a horrible view towards the arts but at the same time he also thinks that this will stimulate the field to think of new and different tactics. He states that because of the system there has been created an elitist system, a certain laid back attitude and a certain degree of automatism. Müller thinks that this is not good for the ability to invent new things. Müller states the following opinion on artists: '… but the egocentric importance to get things done is in my opinion a boring motive. That is what I think is the problem of being an artist. I also tell this to my students. ... I think that that is very arrogant. But you can also turn this around by saying that the beauty of art and the way it contributes to society is a bigger force than what it yields for the artist.'
 Müller seems quite positive about the future of the arts under current political regime. Especially in light of entrepreneurship Müller says it is a refreshing and exciting time. He says that 'Everything is different and it is my job to search the new boundaries.'
. 

5.3
Dean


In the conversation with Mirjam Mazurel, which can be found in appendix 9, the education structure of GRAC is yet again described as organic. Mazurel explains that the idea behind this is '… it will be highlighted in the moment that it is addressed. Because you can get more from the subject matter if you process it more intensive.'
 At the GRAC the business and entrepreneurial part of the curriculum is mostly made up by working in projects and completing assignments. Mazurel states that within these projects and assignments the students are confronted with real situations. According to Mazurel entrepreneurship is not something you can learn, you have to have a certain level inside you. (Appendix 9, p.p. 2) If the students want to know more and have problems or questions they have to have a proactive attitude. Mazurel says that sometimes people are confronted with problems after school but that they do not often come back to the academy to solve these. She states that there are enough institutions like Cultuur&Ondernemen that can help young artists. When confronted with the opinion of people at Cultuur&Ondernemen that criticize the art academies in not efficiently preparing young artists for their professional practice Mazurel states the following: 'No because it is not our job, we provide art education. With doctors, with medicine, law school or dentistry you also educate future entrepreneurs and these schools do not prepare their students for this either. Then why should the arts be any different?'
 She also mentions the teachers as a great source of knowledge, which is underwritten by statements of the students and Müller. Except the teachers of theoretical courses every teacher has their own professional practice. Not every teacher has had professional art education but in that case they have a very good career and reputation. Teachers only get hired by word of mouth, which implies a link to the field. (Appendix 9, p.p. 67) However most critique by students concerns the didactic skills of some teachers, which can be up for discussion seeing as not every teacher has a degree in education.



On the debate that was brought up in the discussion between the students concerning whether or not the academy should be sheltered Mazurel explains that this ability to go outside in the real world is different for each student. Some students really need to stay inside the walls of the GRAC to develop themselves more before they can do Artists In Residencies or exhibitions according to Mazurel. (Appendix 9, p.p. 66) Yet again one can notice the individual approach of the GRAC. The words of Mazurel confirm the view of the school, expressed by the students and Müller, that not one student is the same and everybody has to get an individual approach. The role of art education is according to Mazurel one of development, of creating awareness and stimulating curiosity and entrepreneurship. (Appendix 9, p.p. 63) Mazurel states that they are now starting to look at how to improve education and didactics while the basic concept of providing information based on the demand and individual guidance is a successful formula. As a reaction on the 'pizza model' of Müller she says that head of departments are to a certain degree free to develop their own structure. Mazurel states that some departments already have a similar set-up. 


On the discussion whether art academies should be HBO or WO studies she explains that HBO is a logical form if you look at the profession's origin in craftsmanship. Nowadays she says that art education is very much focused on research and in effect has more links to a WO study. 'However, I do not like this HBO/WO thinking myself. I think that you need to be able to make these two concepts flow into each other.'
 She explains that some students are more interested in theories whilst others seem to focus more on practice and that this should both be possible.



On the question what properties a professional visual artist should have Mazurel answers: 'You have to be very entrepreneurial. Artists that are passive and shy cannot be professional. You have to step outside, keep on developing yourself, be open for new things, stand in the middle of life, show yourself and keep on developing your work and do not stand still.'
 Further on she mentions the importance of a network and social skills in the life of artists. Mazurel also states: 'I think that if you are a professional artists you want to show your work to people, to an audience and also with the intent to sell.'
 Mazurel describes a changing attitude in the students. She sees that these are young artists that are more practical and that they have a great sense of reality. 'They know that they have to do it themselves and that not everything is taken care of by the academy. Of course they want a starter stipend but they are not expecting or depending on it.'
 Mazurel feels that this generation is much more realistic than the former ones. She explains by saying that she hardly hears anybody falling into a black hole after graduation, which would happen sometimes in the past. The students mostly continue what they have been doing in school after graduation. When they need information on for instance starting a business the students mostly find this out on their own accord. (Appendix 9, p.p. 64) 


Mazurel's opinion on the role of money is similar to that of the students: 'Money makes your life easier that is without question. As a visual artist you are busy producing your own work, you have the best job in the world, you are always busy with things you like to do besides the fact that you have an administration and business to run. I think that no money can beat this.'
 She explains that artists sometimes forget to calculate their fee because they really want to do this project or finish this art work. This underwrites the stories told by the students.



Mazurel explains more about the difference between the departments that are relevant in this study. The department of image and language falls under the label of visual arts and the students that graduate fall under the label of visual artist. The big difference between fine arts and image and language is the medium. Mazurel explains that the department in this study is not just either visual arts or literature but a combination between the two. On how different these two fields are Mazurel says that she feels that it is not that different. (Appendix 9, p.p. 62) She does slightly confirm that visual artists need a longer run-up before they are established. On the other hand Mazurel is not quite sure of this statement because she can also mention someone that was successful straight after graduating. (Appendix 9, p.p. 62-63) She does agree with Müller that the location in Amsterdam, which is a city that functions as a Dutch hub for arts and culture, works to the advantage of the students as opposed to other cities in The Netherlands. On the influence of politics on the curriculum Mazurel says that it has no direct influence. Budget cuts in the portfolio education are noticed through the obvious effects of bigger classes, less money for projects etcetera but according to Mazurel budget cuts in the arts do not affect the curriculum. (Appendix 9, p.p. 65)



From the words of Mazurel one can derive a similar view on education as the students and teacher but on how the field operates there is slightly more skepticism. Mazurel sees less difference between disciplines within the art academy and also between other non-art studies.  According to her, artists are not different from other professions in how they prepare and should be preparing for their professional practice.

5.4 Conclusion


The thing that sticks with you through this case of the GRAC is the individual and personal approach. Courses on business and entrepreneurship are not part of the curriculum. Students learn these skills organically through projects or based on their own commitment and participation. Based on the new plan by Müller and the words of the students one thing that is missing in this structure is an awareness of what skills you learn. The students should know what part they can use in their professional practice. One can read in this case that the students that graduate from this department are independent and have the ability survive in the market. However two factors need to be taken into account. First, the students have a double discipline of which literature is a more transparent market with a faster lifecycle. Second, the academy resides in one of the most artistically fertile places in The Netherlands which can help the graduates to enter the market.

Chapter 6
~
Information other art schools


This chapter focuses on the accredited bachelor programmes for the professional visual art academies in the Netherlands that could not be included in the case studies. Through the study of recent brochures and websites of these institutions this chapter will give a short overview of the business and entrepreneurial curricula at these schools.  

6.1
Willem de Kooning Academy (WDKA)


At the WDKA there are three schools: Fine Art, Media & Design and Education in Art & Design. Based on information given by the René Verouden, the Head of School of Fine Art at the WDKA (appendix 10), the business and entrepreneurial curriculum is structured as follows.



The propaedeutical year consists of Professional Orientation and Professional Themes. The course called Professional Themes continue during the second, third and fourth year. This course focuses on a number of aspects concerning the professional practice of visual artists. This entails organisation, practice building, financial aspects etcetera. From the first year every student gets a study coach within the compulsory programme called SLC classes which entails a structure of several business orientation and research assignments. As a follow up on the SLC classes the students get a job coach in the fourth year. The fourth year students also have to follow a module called entrepreneurship. Several guest speakers from organisations like the chamber of commerce or the tax collectors office provide a part of the content for this module. The brochure (Armitage 2010: 206) describes entrepreneurship as the ability to use creative ideas and turn these into real actions.  'You call this entrepreneurship; it entails creativity, innovation and the ability to plan and control as well as daring to take risks. All of this to realise your goals.'
 Next to this curriculum students participate in projects, presentations, exhibitions and other work outside the academy at their own initiative. 


Verouden explains that the faculty of teachers consists completely of experienced artists with their own professional practice. This group of teachers changes every year. (Appendix 10) He explains that the business and entrepreneurial curriculum is an important point of attention in the coming period. Verouden explains that there is a growing focus on this aspect within the complete bachelor programme of Fine arts. According to Verouden, the general opinion of students on this part of the curriculum is positive. The WDKA is a part of the bigger institution Hogeschool Rotterdam and in effect one of the many bachelor programmes in this school. WDKA devised specific competences for its own bachelor programmes in artistic disciplines: creative ability, the ability of self reflection, the ability to grow and be innovative, organisation skills, communicative skills, awareness in the field and the ability to work together in a team. (Armitage 2010: 203) The bachelor programme of Fine Arts at the WDKA focuses early on the business and entrepreneurial curriculum in a pretty straightforward fashion. The institution uses mandatory personal guidance through coaches as well as group work in classes and projects in order for graduates to attain the necessary skills. 

6.2
A.K.V. St. Joost (AKV)


A.K.V. St. Joost has two art academies; one in Breda and one in 's Hertogenbosch. At AKV there are two bachelor programmes: Fine Art and Design. Design includes a large number of majors. The whole education programme is focused on the specific talents of the students. (Quispel 2010: 4) To accomplish this goal students can work together with teachers, fellow students and other partners from outside the academy. The brochure claims that there is a lot of room for differentiation and because of that the programme gives opportunity to develop your personal study programme and career. In the introduction of the brochure there is an immediate reference to the future professional practice. The needed skills to become an artist listed in the brochure are '… creativity, curiosity, courage and imagination, but also a realistic outlook on your future professional practice. … Our educational programme ensures optimal development of your creativity as well as sound preparation for the professional practice.' (Quispel 2010: 4) 



The first year of the bachelor programme is the foundation year in which the students acquire basic skills and choose their major for the next years. The following three years is divided in three phases: professional preparation, professionalisation and graduation. In the phase of professional preparation the students familiarise themselves with their professional field and domain on a basic level. The professionalisation phase focuses on the specialised development of the role that best fits the student. Internships are part of this phase. In the graduation phase students have to write a thesis and conclude their studies with one or two graduation projects. The curriculum is organised in quarterly periods of roughly ten weeks. In each quarter the students work on an integrated project within the overall theme. This consists of practical training as well as theoretical classes. Entrepreneurial skills are trained through participation in realistic practical projects in collaboration with experts outside of the academy. Next to this curriculum there are excursions, guest lectures, workshops and seminars on a regular basis. The part of the curriculum that focuses on the preparation for the professional practice consists of realistic practical training with real clients, a focus on skills such as presentation, inviting tenders and making budgets and an internship at the end of the third year. During the fourth year students are provided with information about applications, starting a business, teamwork, acquisition etcetera. Besides this all of the teachers have their own professional practice in the field and can provide the students with practical knowledge in every course. Theoretical courses are an important element of the curriculum. 'Professional theory helps you to develop your knowledge of an insight into your field of practice and allows for critical reflection.' (Quispel 2010: 22) In the brochure one can also read the outline of the profession of a visual artist. This outline describes the visual artist as a profession with many roles. Examples of these roles are artists that produce commissioned work, artist that perform organisational work for art institutions, artists that work in their studio to produce work and artists that run full-blown businesses. 'However, the visual work is always the starting point of all activity. In all fields, in the first place the visual artist operates as an artist.' (Quispel 2010: 26). One can derive from these texts that this academy does not only focus on the artistic development of its students but uses this as a starting point for developing a role that fits the student. It makes use of theoretical and practical courses to come to the perfect outcome for each student.

6.3
ArtEZ hogeschool voor de kunsten 


ArtEZ has five departments: Fine Art, Fashion & Product Design, Media & Graphic Design, Teachers Programme Visual Arts & Design and Design & Architecture (Academy of Architecture). It is a big institution with over 3000 students and 850 faculty members in locations in Arnhem, Enschede and Zwolle. Each city has its own bachelor programme in Fine Arts with its own curriculum, structure and goal. The brochure does not elaborate much on the content of curriculum of these programmes. In Enschede there is a focus on art, experimentation, interdisciplinary education and the programme also has a strong international orientation. 'The programme Fine Art educates students to become an independent artist with a professional practice'
 There is no further explanation of what the preparation on professional practice entails. The Fine Arts programme in Arnhem has a focus on entrepreneurship and a dynamic professional practice where the boundaries are constantly up for discussion. There is guidance during the day as well as during the evening which gives room for extra-curricular activities during three days in the week. Practical experience is described as a very important component in this programme. Students have to complete an internship and participate in an assignment outside the academy. The business side of the profession and entrepreneurship also gets attention within the programme. Further on there is a collaboration with the bureau for Fine Art Export Arnhem through which students can participate in exhibitions. The Fine Arts programme in Zwolle focuses on the link between the artistic practice and reflection. Theoretical courses make the students think and speak about their own work. The structure is built up with a lot of individual guidance for the students. The department is small and is therefore capable of adapting quickly to changes in the field. The preparation on the professional practice entails internships and training in entrepreneurship. One can see ArtEZ as art academies within an art academy. Each has its own programme with its own structure and curriculum.

6.4 
Koninklijke Academie van Beeldende Kunsten (KABK)


The KABK is the oldest arts academy in The Netherlands and offers two bachelor programmes: Fine Arts and Design.  'The KABK’s education is competence-aimed. The courses can be seen as foreshadowing of what a professional career will eventually entail. It is important that students show an increasing level of independence and self-direction, particularly in the case of the Individual Study Program.'
 The courses that fall under the Fine Arts programme are Fine Arts and ArtScience. The latter is a course within the interfaculty of ArtScience and focuses on different discipline and links this with artistic research. Like every course in the academy the Fine Arts course is divided in a propaedeutic year, a main and final phase. During the propaedeutics the students learn the basics of the theoretical and practical side of the rest of their course. The goal of this phase is orientation, reference and selection.
 The course guide on the KABK website specifically mentions students visiting artists' studios in their first year as a direct way of learning more about the professional practice. Further on, they mention the experience of the teachers as indirect contact between the students and professional practice. The main phase involves the further development of the course in practical, theoretical and professional sense. In this phase the students focus on the contents of their work and develop their own signature. The business and entrepreneurial curriculum in the second year includes a case study, the creation of a portfolio and the ability to describe work. The third or fourth year can be used for completing an internship but the website only mentions the curriculum of the course Design and not Fine Arts in describing the role of internships. Based on this information we can not be sure that Fine Arts students at the KABK have to complete an internship. In the fourth and final year students also have to write a business plan. The KABK describe their goal as follows: 'The KABK educates professional artists and designers who hold responsibility for and stand behind their work.'9 The operative word here being professional but the end goal is and stays the work of the students. All in all, the information on the curriculum of KABK is very limited in this study as a result of limited information on the website.

6.5 
Conclusion


What one can conclude from these short overviews of other bachelor programmes in The Netherlands is that there is a lot of difference in forms and focus areas between each art academy. Even within art academy ArtEZ there is a different view for each programme in the different locations even though they fall under the same hat. Some have internships whilst others (also) have projects and/or clear cut courses. There is not one recurring structure visible when you compare these academies. One can see by studying these brochures and websites that there is attention in various ways for the curriculum outside the pure artistic development. The brochures all seem to mention the importance of the development of the professional practice and theoretical courses. The WDKA seems to have to most straightforward approach to the subject of entrepreneurship and professional practice. The thing that stands out at AKV is the fact that they make clear statements of what the profession of visual artist entails. The Fine Arts programme in Arnhem seems to have the biggest focus on the professional practice in comparison to the other ArtEZ programmes. The Fine Arts programme in Enschede gives minimal focus on the business and entrepreneurial curriculum based on the used sources in the form of the brochure and website. The KABK seems to have a broad programme on professional practice but the information on specific Fine Arts is too limited to form a sound image of their curriculum. In the next chapter the different methods of these schools shall be compared to the methods that have come forward in the case studies.

Chapter 7

~
Conclusion
This research has taken us on a journey along autonomous and visual art schools throughout The Netherlands. The goal of this chapter is to compare the methods from each school and see how the theories described in chapter one apply to the outcomes of these case studies. In the first two paragraphs this chapter will go from top to bottom in the field of arts education. First we will look at art education in general and second the studied departments and their business and entrepreneurial curriculum will be attended to. Further on, this chapter sheds light on the influence of outside factors i.e. government, field and market. This information is used to answer the main question: What does the current business and entrepreneurial curriculum in Dutch professional art schools for visual artists comprise of and to what extent does this give young artists the ability to build a substantial professional practice within the arts market? 

7.1
Complete visual arts education system


The relevancy of professional art education has been a subject of the theoretical framework and the case studies of this thesis. Both literary and qualitative sources seem to agree on the influence of professional art education on the life cycle of artists. Based on these sources one can determine the general opinion that acquiring a degree in arts does not guarantee a road to success but that spending time at the art academy fertilizes talent. Students have to enter school with a certain predisposition involving artistic talent but also entrepreneurship to successfully finish their education and become a professional visual artist. This view is supported by teachers as well as students. The form of the organisation of the school can also affect the education system. What I have seen is that an art academy that is just that can better develop an internal climate suited for art education. The organisations of GRAC and HKU are seems as pleasant workplaces whereas the bigger organisation of HS Zuyd can limit the workings within the department and in effect the development of the students. Another factor that influences the students is the place in which the school resides. I did not find proof that it holds students back in cities like Utrecht or Maastricht but one can notice a view at GRAC that because of the location in Amsterdam students can experience an easier transition into the market. 



The evaluation of the art education system has been a new development over the last decade. In my opinion the accreditation system is only relevant to filter out schools that can be seen as professional art academies and that which are not. What I have seen within these schools supports the NVAO outcome that there is not much evaluation by students and alumni. The schools do have beginning plans on organising their alumni, which I think could result in a more relevant and specific evaluation than the NVAO report. 



Another important subject that came up in the literature study of chapter one is the debate on whether or not art academies should fall under HBO or WO level education. The opinions on this subject of the people included in the case studies range from a clear preference to include art academies in the system of universities to a view that it is neither HBO nor WO. There is nobody that states that art education is in the right place under the label of practical studies. Studying medicine is a much used comparison with art education. The explanation for this comparison lies in the hybrid form of learning while using your hands as well as studying and researching theories. This comparison leaves us with one big difference which cannot be ignored: the relevancy of medicine can be explained to anybody whereas the relevancy of art is a topic of discussion. We can see this in the current political developments in arts and culture in The Netherlands. We will go more deeply into this subject in paragraph 7.3. First we are going to look at the structure inside art schools.

7.2
Curriculum


How the business and entrepreneurial curriculum is built up differs in each art school in The Netherlands. The words in their study guides and on their websites all reflect the importance of developing a professional practice but how it is taught differs in content and structure. The non-existent national forum on professional practice and other topics concerning art education further proves this lack of uniformity. However there is a force that can be noticed in all of the case studies and that tie in with the theory of Abbing (2002). This force is the impact that teachers have on the content of the curriculum and the view of the students. In every school each population group (i.e. students, teachers and education staff) specifically mention that every teacher is a big source of information because almost all of them have their own professional practice. One can also read this in the study guides of other schools in chapter six. In my opinion when one looks at the case studies in this research one can see a pattern in the influence that teachers have on their students. Using the keywords that came out of the case studies this pattern is shown in the following schedule.
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This pattern starts with the background of the teacher, which clearly influences the content of the business and entrepreneurial curriculum. This content and the teacher's view of what the profession of a visual artist entails influence the views of the students. Clevis' focus on reflection towards yourself and each other can be noticed in the reflective towards and solidarity to each other amongst the students. The students at HS Zuyd see themselves more as a group and speak from a reflective point of view. HS Zuyd students are very good at describing how they see their development and are more aware of this process. This is opposite to the much more individualistic and organic stance of the students at HKU and GRAC.  Tieleman's focus on factual knowledge, debate and how to operate in the arts market can be noticed in the clearly formulated opinions of the students. The students at HKU may not be positive about the way in which the course is taught but you can notice that they seem knowledgeable and articulate about the forces in the arts market. In my opinion more than the students in the other schools. Müller's experience in undertaking, developing and producing projects influences the students in a way that they seem more independent and responsible for their own problems. The students at GRAC give the image that it is your own individual responsibility to develop yourself in any sense, especially if it is not taught in school like the facts on business and entrepreneurship. Of course the students of the other schools agree but in a less explicit way and without linking it to the view of the academy. In short, the straightforward approach of the HKU, the reflective approach at the HS Zuyd and the individual and independent approach of the GRAC can be noticed in the words of the students. One could say that these approaches do not determine the approach of the students but that it guides the direction in which the student argues. In that sense it is good that every teacher that is included in this study does not frown upon the market and that they value entrepreneurship highly. Vuyk (2007) is right on the fact that nowadays there are good teachers but he is wrong on the fact that these still have a certain old fashioned view. Above anything these teachers are positively influenced by these views because they have consciously developed themselves differently and more open towards a different reward system. This open view has its influence on these young students and how they will form their professional practice in the future. Only time will tell.



As we have seen in the text above the form and content of the business and entrepreneurial part of the curriculum is not the same in every school. One can determine three dimensions in which form this matter is attended to: practical, theoretical and factual. Based on the opinion of the students one can say that factual information is something that should not be taught in class but should be made available so that the students can find this out themselves when the problem arises. What we can see with the students that follow theoretical classes that fall under the part of curriculum that develops the professional practice (HKU, HS Zuyd) is that these students become very articulate and they often say that these debates or discussions can be very interesting as long as they do not feel forced. A practical approach on how to learn business and entrepreneurship is something that is highly valued among all of the students. This way it matches reality the best and the students learn organically. In short, theoretical and practical are approaches that students value positively.

7.3
Field and market


What one can read in this thesis is that the visual arts field is seen as a place in which you need a long run-up to establish your professional practice as a visual artist. Especially when you compare this with another discipline like literature. Some sources confirm this mechanism of this particular discipline while others (mostly people that have been working quite some time in this field) say that this is a characteristic image of the field in the past but that this less apparent nowadays. The educators state that the new generation of students is a lot more open and flexible in their view on the professional practice and market. This supports the statement of Huiskens & Bakker (2009) that the new generation of artists has a hedonistic view on life. One reason for this is the fact that the field of visual art is more and more globally oriented. Visual artists travel all over the world to develop themselves and create art work. This view is supported by the plans of these students. They give the image that they will simply work in any place or job description as long as they feel comfortable. Another reason that is apparent is the current political views that result in large budget cuts on arts and culture and big media attention on this topic. The students feel that they want to prove that they can do it without being dependent on government support. The political image of financially dependent artists is based on a broad definition of an artist as seen in paragraph 1.2.2. Through the interviews one can see that this image would change if the government would just do research on artists that have finished a degree in professional art school. The head of Fine Arts at HKU even states that somebody should not be allowed to call himself a professional artist without a degree. 



The government does not influence the educators directly in how they form their curriculum. It does influence the view of the teachers that is transferred on the students. The biggest influence of the government based on these interviews is on the arts market. Students fear that there will be less demand of institutions that have been keeping the art market running for years. However, many students have the idea to just move to another country if it does not work out here. Even though they think that the opinions in the current political view are misguided it is also seen as a starting point to develop the arts market further. There will simply have to be a new mechanism developed and the educators feel that it is partly their job to do so. In that sense they agree with the statement by Huiskens (2007) that art education has a big role in forming the starting point for young artists.


In chapter one the literature study shed some light on the market and the predominant forces concerning starting young artists according to the literature. Gatekeepers, network and artists' labour market are subjects that academia study and write about. Of course these are forces that students are confronted with but not so much aware of. By studying at an art academy you develop your network unnoticed through connection with fellow student and teachers inside school, and internships and projects outside school. Seeing as art academies are very guarded from outside factors to secure artistic development the students mostly come into contact with gatekeepers only at the graduation exhibition. This exhibition is often mentioned by the students as a factor that can really influence their life after the academy. Other connections to external players that can be seen as gatekeepers are through a small number of projects or own assignments of the students outside school. I have found no proof of theoretical curriculum on the subject of the artists' labour market. The students do have a vision on how to build up their future reward system and see the necessity of side jobs but have not discussed theories on this topic like students who study culture studies. Through a bigger focus on all three forces – gatekeepers, network and the artists' labour market – in studying these theories I think that students could be more aware of their own market and make choices concerning their professional practice that are well thought through. 

7.4
Limitations


The timing in the school year was a big limitation in the case studies. The graduate class was already in the first stage of their graduation project at the time I approached the schools. The permission to perform research at the school and to connect me with the right people needed to come from the top hand. In this phase one school, Willem de Kooning Academy, had to drop out of this research because of a negative decision from the board of directors. All in all the run-up was longer than expected, which cut into the actual research time. At HS Zuyd this even resulted in an incomplete case study. Certain persons could no longer be reached accordingly. Further on, the population group of alumni dropped in the priority list. There was little time left to actively approach these people. The current alumni sometimes had a totally different education programme from current students. This would be a point of attention for future research. It would be informative to follow a certain art academy and its students for a period of years to determine to what degree the academy prepares for the future.

7.5
Concluding remarks


Let us look back at the main question: What does the current business and entrepreneurial curriculum in Dutch professional art schools for visual artists comprise of and to what extent does this give young artists the ability to build a substantial professional practice within the arts market? What we have seen is that throughout the Netherlands every school developed a different approach in preparing their students on their future professional practice. I think that the quote of De Vries (2007) in paragraph 1.2.3. is correct. 'The collaboration and matching with the professional practice has improved'. The statement in paragraph 1.2.4. that this changing view can be attributed to changes in government financing and the shift within the field because of retiring teachers still holds ground. In my opinion the academies provide enough knowledge to give the students the ability to build a substantial professional practice within the arts market but that the form and approach can be polished, broadened and improved. Some schools are more on the right track than others. In the following chapter I will give some recommendations on what is working, what is missing and how it could be improved. 

Chapter 8
~
Recommendation


The content of this chapter is focused on how to develop the current visual arts education system further. Best practices are filtered out and improvements are listed with the aim to give schools certain tools to use in their own curriculum. Before we will look at these practical components I will first give my opinion on how the art education system as a whole should be built up. The following paragraph contains information that cannot be used by the schools seeing as it is not in their power to change this national system. The second paragraph will contain an advice on what content, form, approaches and facilities can be useful for the business and entrepreneurial curriculum of visual artists in the Netherlands. 

8.1
Dutch art education system


One modification that could affect art academies in a positive way is to change the education level of accredited academies from practical (HBO) to academic (WO). MBO and other private schools should be abolished to safeguard the title of professional visual artist. In my opinion the academic approach fits the study in arts better than the practical approach. This way you elevate the education level of the students and in effect the academies can to their job as first gatekeepers in a better way. The objection to this is that this measure prevents many students that have a MBO/HAVO degree or that are an autodidact to get the chance to study at an art school. For these people art academies should have a selection procedure similar to the preparatory course at GRAC. Through this course students with a lower education degree can show that they are capable to follow the bachelor programme. That way you can start in a higher and more uniform programme, which in effect can bring out the best in each student. The academic label also allows for a better link to a master’s programme, which is something that some schools already aim for and many students want to do after a bachelor. What we have read is that many young artists want to keep on learning and developing. As far is it is not already happening the academic system allows for more time and freedom to do so. Another reason why art academies should be regarded as university level education is the fact that revolves a lot around the individual and calls for a lot of self study, research and theories next to the artistic and practical side of the programme. 


In the current budget cuts in the financing of the fine arts sector one of the components is the severe decreasing of the funds for post academic programmes. First, I think that by doing this the government affect a group of artists that have the ability to become well known and financially lucrative in the future. In that sense this measure defeats its purpose. Second, the Netherlands will lose an important calling card because our young artists will easily go to other countries where their talents are appreciated and supported. You can already read this in the statements made by students in these three different schools. 
8.2 
Best practices, advice and application

In this paragraph I will give my opinion on how the business an entrepreneurial curriculum should look like. Based on the outcome described in the conclusion the two approaches that survived the scrutiny of every population group in this research: practical and theoretical curriculum. What we have read in the words of the students and some teachers is a positive view on practical experience. The students that have done an internship or project state that this has been a more valuable lesson than any lecture could have given. That is why I think an internship should be included in the curriculum of visual art students. It puts the student in a situation in the real world and without any hypothetical concept. Ideally this would take place in the third year of the programme. This way the safe environment within the academy is guarded but the student does get a sense of the real world. These internships can be anything in the cultural sector but preferably in a market that the student wants to operate in the future. In that sense this differs for each individual. I think that individuality is an important component in art education because the field in which they operate is so broad. The students have to focus on an increasing level on what type of professional practice they want to have in the future. This is similar to the increasing focus and specialisation within the artistic discipline.

 In the light of this subject I would like to suggest an idea for an employment bureau within each art academy. The job description of this bureau would entail the acquisition and guidance of the internships but it also functions as a middle man between relevant parties that offer relevant side jobs and the students. If the student would like to acquire more experience and at the same time earn some money he or she could go to this bureau and see what jobs are available. These side jobs can be craftwork like the guys at HKU in the ceramics centre, simple jobs like invigilator at exhibitions, organisation of projects, work at institutions etcetera. I think this would be greatly appreciated by the students. The school can even hire relevantly cheap labour by using students to set up and run this bureau. This bureau could also function as a knowledge centre where students can get more factual information on for instance how to establish a foundation, the tax system etcetera. 

Further on, I think that working on a project basis within school to solidify theories and factual knowledge is a good form for students. What is very important in this system is a clear evaluation of these projects similar to the model of Müller. I think that a certain awareness of patterns and workings in projects is lacking at the moment. You could think of awareness on how you work in a team, where you start when you set up a project, why or why not the end goal is achieved and similar factors. Even though students learn organically they should be aware of the fact that they are learning things that helps them to develop their own professional practice.

This brings us to the theoretical part. As a bachelor student of General Culture Studies and master student of Cultural Economics I think that there are a lot of theories besides the theoretical course Art History that can be interesting and useful for art students. The other courses, practical and theoretical, have an inward focus towards the arts. A course that provides the students with basic theories on the arts and artists from different studies i.e. sociology, philosophy, politics and economy can bring a part of the outside world into the protected world of the academy without intruding on the artistic development. Examples of this course content could be for instance the subjects that come from the economists view mentioned in paragraph 1.3 of this thesis. Theories on gatekeepers, network and artists’ labour market can be somewhat different from reality but do give a good starting point for a debate where the students can form and verbalise their vision on how they think the market works. The effect of this type of course content that we have seen on the students in the case studies of HS Zuyd and HKU is that the students are very verbal and articulate. I think that this is a quality that is very important in a professional visual artist. They have to be their own brokers and have the ability to articulate clearly what they are about and what their work is about, especially in the light of the current grim atmosphere regarding the arts sector. 
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�	'Draait het om de ontwikkeling van (top) talent of kweekt men een brede basis van kunstvaklieden die al even breed inzetbaar zijn? En welke rol speelt het overheidsbeleid in dit spanningsveld tussen opleiding en praktijk?' Twaalfhoven (2007: 2)


�	 'De aandacht van het overheidsbeleid is al jaren veel te weinig gericht op de immateriele infrastructuur van sectoren als onderwijs, onderzoek, kunst en cultuur en de in deze sectoren noodzakelijke innovatie.' De Ruijter (2007: 6)


�	 (� HYPERLINK "http://www.cbs.nl/NR/rdonlyres/4AC5FB62-0270-48C7-BEE5-FB6E9722BCD7/0/2010sbcvolledigeomschrijvingwerksoorten.pdf"��http://www.cbs.nl/NR/rdonlyres/4AC5FB62-0270-48C7-BEE5-FB6E9722BCD7/0/2010sbcvolledigeomschrijvingwerksoorten.pdf� retrieved on 20-05-2011)


�	 'Jongeren hebben een zeer hedonistische levenshouding' (Huiskens & Bakker, 2009: 47)


�	 'Zo is een generatie idealistische kunstenaars opgevoed, die aan het Nederlandse kunstenlandschap van de jaren tachtig en negentig zijn typische vorm gegeven heeft: artistieke vernieuwers, maar met een gering vermogen om confrontaties aan te gaan met de harde werkelijkheid. Kunstenaars die goed gedijen in een subsidiecultuur, die echter in de problemen komen zodra ze hun werk moeten gaan verkopen.' (Vuyk, 2007: 16)


�	 'Het grote probleem van curricula in het huidige systeem van accreditatie is het risico van bevriezing: het oude blijft in stand en het nieuwe komt daarbij, waardoor een situatie van overladenheid ontstaat.' (De Ruiter, 2007: 9)


�	 'In 2007 gaven alumni aan over het algemeen snel werk te kunnen vinden binnen hun sector, al hebben ze behoefte aan voorbereiding op het ondernemerschap.' (Jacobs & Van San, 2010: 17)


�	 'De meeste zorgen baart echter wat in het jargon “de beroepspraktijk” heet.'  (De Ruiter 2007: p.10) 


�	'De samenwerking met en de aansluiting op de beroepspraktijk is verbeterd. De eindcompetenties waaraan studenten van bachelor- en masteropleiding moeten voldoen, zijn in nauwe samenwerking met de beroepsbeoefenaren geformuleerd. Vrijwel alle docenten aan de kunstacademies in Nederland zijn werkzaam in deeltijd voor beperkte duur en voeren daarnaast een actieve en aansprekende beroepspraktijk in het vakgebied waarvoor zij studenten opleiden.' (De Vries, 2007: 74) 


�	'Jana: <Naar jezelf kijken> dat leer je hier enorm.' (Appendix 1, p.p. 12)


�	'Ja hij <de docent> kwam met die zakelijke adviezen en hij is uitgenodigd door Krien dus dat is wel via de opleiding gegaan.' (appendix 1, p.p. 3)


�	'Nee, maar dat zoeken we allemaal zelf uit. Via internet kom je daar zo achter. Ik denk ook niet dat het een goed idee was geweest als we daar hier les over hadden gehad. Dan was dat zo'n droge kost geweest en dat heeft ook geen zin. Het is altijd dat als je er niet uitkomt, iemand je altijd kan bijstaan.' (Appendix 1, p.p. 6)


�	'Dat zijn praktische, duidelijke zaken die je makkelijk zelf kan uitvinden.' (Appendix 1, p.p. 12)


�	'Joep: Ja dat is ook wel wat weinig. En de rest krijg je wel doordat je met docenten die er veel zijn en op school mee praat door tussendoor in gesprekken te horen hoe je dingen kunt aanpakken op zakelijk vlak.' (Appendix 1, p.p. 3)


�	'Jana: Door de docenten leer je vooral heel hard in je eigen schoenen te staan omdat we vijf docenten hebben met een totaal andere insteek …' (Appendix 1 p.p. 11)


�	'Met het examen komt elk jaar een krantje uit. Hier staat iedere kunstopleiding in en de studenten wat ze doen. De producties, wie erin acteren, de muziek. En voor onze school stond er alleen maar een verhaal van drie pagina's van onze directeur in over hoe leuk het wel niet was om hier te komen studeren en welkom op de open dag en o ja, er is ook nog een expositie van het examen. Terwijl dat krantje bedoeld is om de studenten te promoten die aan een artistieke studie afstuderen. Dat geeft gewoon het idee van kom allemaal hier, dat is hartstikke leuk en dat is dan tot die vier jaar en daarna leuk dat jullie hier waren en het heeft waarschijnlijk wat geld opgeleverd en tot ziens! (Appendix 1, p.p. 5)


�	'Ja je wordt uitgedaagd, je wordt geprikkeld, eigenlijk soms in het diepe gegooid, maar je zit altijd in een soort omgeving van het kan misgaan, het mag misgaan.' Appendix 1, p.p. 8)


�	'…, ik denk dat het ook heel fijn is die loop die je deelt met elkaar en dat gesprek wat je met elkaar aangaat. Dat je je niet verliest in je werk door in je eentje in een atelier te zitten. Dat hoeft niet percé. Dat is niet een kunstenaar zijn. Het is een gesprek onder elkaar en het zien van elkaars werk om elkaar verder te brengen. (Appendix 1, p.p.12)


�	'Het is noodzakelijk om nieuwe dingen te kunnen maken.' (Appendix 1, p.p. 4)


�	'… ik heb tegenwoordig liever dat ik het geld uitgeef aan het afdrukken van een dure foto dan dat ik kleren zou kopen daarvoor.' (Appendix 1, p.p. 10)


�	'Joep: Ja ik denk dat bijbaantjes voor komend jaar sowieso wel nodig zijn. Hanna: Vind je dat niet erg om te doen? Joep: Dat weet je vantevoren eigenlijk.' (Appendix 1, p.p. 4)


�	'… de grote namen zijn toch allemaal de vijftigers.' (Appendix 1, p.p. 10)


�	'Ik denk dat je het ook op een manier kan dien dat je zelf niet om hoeft te komen van de honger, maar dat je wel nog mooie dingen kan maken.' (Appendix 1, p.p. 4)


�	'Ik zou zelf niet zo afhankelijk willen zijn van subsidies met geen hele grote projecten als een kunstenaarsuitkering enzovoorts.' (Appendix 1, p.p. 12)


�	'Het doel is om de studenten te leren hoe ze hun motivatie kunnen verwoorden en opschrijven. Dit vind ik erg belangrijk en onmisbaar voor een beeldend kunstenaar.' (Appendix 2 p.p. 14)


�	'Er zijn simpelweg te veel kapiteins op één schip.' (Appendix 2 p.p. 15)


�	'Een afgestudeerde Bachelorstudent moet weten waar hij/zij voor staat en waar zijn/haar invloeden vandaan komen.' (Appendix 2, p.p. 14)


�	'Na de studie komen mensen nog steeds terug met vragen over aanmeldingen van vervolgopleidingen of aanpak van subsidies.' (Appendix 2, p.p. 15)


�	'Persoonlijk beïnvloedt het politieke klimaat mij wel degelijk en de eerste sporen heeft het ook al achtergelaten bij de lichting studenten die nu afstudeert. Er zal meer en meer een besef komen dat de kunstpraktijk grondig gaat veranderen. Maar elke generatie zal daar ook anders op reageren. Toen ik afstudeerde werd de BKR afgeschaft en omdat ik niet beter wist, deerde het ook niet. De huidige generatie zal zich staande moeten houden in een nog meer uitgekleed cultuurbestel. Ze zal meer vanuit een eigen kracht moeten organiseren en opereren.  Wij zullen als academie op de veranderende wereld en mentaliteit moeten inspelen.' (Appendix 2, p.p. 16-17)


�	'We zullen alle mogelijkheden moeten omarmen om de kunsten te laten voortbestaan.' (Appendix 2, p.p. 17)


�	'Ik denk niet dat het zozeer, dat het dat vak is, maar dat het botst met dat wat de docenten zeggen in je studio. Want daar gaat het eigenlijk alleen maar over je eigen proces en in die lessen gaat het meer over hoe je voor andere mensen iets op een kunstzinnige manier kan betekenen.' (appendix 4, p.p. 18)


�  'Ja een soort van nepwereld waar je dan in leeft, dan moet je je dat maar gaan voorstellen.' (appendix 4,  �       p.p. 25)


�	'Ik zou er sowieso voor zijn om de kunstacademies weer terug bij de universiteit te laten aansluiten. Dat het een HBO opleiding is, is ergens al een raar idee. Dus zo degradeert het telkens en hoe is het dan over 20 jaar?' (appendix 4, p.p. 27)


�	'.. een dwarse steun..' (appendix 4, p.p. 30)


�	 'Ja maar dat is niet aantrekkelijk. Ik vind het ondernemerschap en het geld verdienen van je werk moet niet de hoofdzaak zijn en dat is het ook nog helemaal niet. Ik bedoel ik heb liever een bijbaantje en maak wat ik wil maken dan dat ik me moet aanpassen op wat de mark wilt ofzo. Dat vind ik heel naar.' (appendix 4, p.p. 21)


� 'Jonas: dat zijn gewoon hippies en dat zijn misplaatste idealisten! Omdat er is helemaal niks mis met geld. Het gaat er gewoon om hoe je geld gebruikt. Of je het al ziet als iets positiefs of negatiefs.' (appendix 4, p.p. 30)


�	En ik ben eigenlijk ook wel op zoek naar een ander land om te wonen ook. Want ik vind het eigenlijk hier niet zo aantrekkelijk meer voor kunstenaars. (appendix 4, p.p. 27)


�	Daan: Ik heb een beetje het gevoel, maar dat kan alleen een gevoel zijn, dat is allemaal een incestueuze bende: als je precies op het juiste moment die persoon aanspreekt op die en die opening dan ehm... ja ik weet niet of ik daar zin in heb. (appendix 4, p.p. 30)


�	Het idee is: Je gaat met mensen in gesprek en naar aanleiding van deze gesprekken verzin je een voorstel voor het maken van kunst. Orgacom is eigenlijk meer een methode. (appendix 5, p.p. 34)


�	In feite moet je ze klaarstomen voor het vakgebied. Wat voor jargon wordt er gesproken. (appendix 5, p.p. 33)


�	 … die dingen daar kijken ze naar, maar niet naar de kunstenaars zelf. Als ze op een gegeven moment in het derde jaar komen dan probeer ik ze een soort een orientatie te geven. Zo van leuk dat je DAT  wilt maar wie is dat dan wie dat maakt en voor wie maak je dat dan? (appendix 5, p.p. 32)


�	 Er is wel theoretisch aanbod.... Dat is misschien ook wel een probleem op deze opleiding dat het theoretisch aanbod wel heel ver af ligt van de praktijk. (appendix 5, p.p. 36)


�	Dan leg ik uit wat het betekent om je te bemoeien met het politieke debat rondom de cultuursector. Want dat is ook een manier om jezelf te promoten en verhaal te houden door een stelling aan te nemen. (appendix 5, p.p. 38)


�	Dat heeft ook te maken met mijn eigen stelling. Ik wil niet zo heel erg persoonsgebonden budget afhankelijk zijn. Als ik een subsidie aanvraag dan is dat voor een project en zorg ik ervoor dat mijn honorarium daarin zit. (appendix 5, p.p. 38) 


�	Ze zeiden meteen: nee joh dat moet  je niet doen. Nee dat zijn kapitalisten en daar heb je niks mee te maken. Ik dacht toen, dat is publiek, nieuw publiek. (appendix 5, p.p. 38)


�	Ja bepaalde eigenschappen kun je niet door oefenen krijgen, maar door er beroep op te doen en er mee bezig te zijn kun je dingen trainen. Kun je bepaalde talenten op een hoger niveau brengen op de academie. (appendix 6, p.p. 40)


�	Ik denk dat het een soort broeikas is. Dat je vanuit de aanwezige talenten en kwalificaties in een soort stoomketel terecht komt waarin er een enorme injectie wordt gegeven om dat in korte tijd te ontwikkelen. (appendix 6, p.p. 42)


�	... dat zegt helemaal niets over het niveau. Als je kijkt is Nederland een Europese voortrekker op dit gebied. (appendix 6, p.p. 40)


�	Je leidt kunstenaars op zodat ze zodra ze van de academie af komen hun draai kunnen vinden. Dan moet je uitgaan van de actualiteiten in het leven van een beeldend kunstenaar, maar ook alles wat er perifeer ermee te maken heeft, alle dingen die erbij horen. Mogelijkheden om geld te verdienen, allerlei vormen en dat proberen we in het vak van Elias naar voren te laten komen. (appendix 6, p.p. 41)


�	Ik heb zelf niet het idee dat die generatie van jonge kunstenaars van het hand ophouden zijn. (appendix 6, p.p. 41)


�	Ik denk dat je als je werk gaat maken alleen om te verkopen dan ben je als kunstenaar niet meer geloofwaardig. (appendix 6, p.p. 43)


�	Source: � HYPERLINK "http://www.grac.nl/"��http://www.gerritrietveldacademie.nl/en/?chln=1� retrieved on 8 July 2011


�	'Dat zoek je zelf allemaal een beetje uit.' (Appendix 7, p.p. 45)


�	'Maurits: Maar voor fondsenaanvraag denk ik dat ik het wel heel handig zou vinden want daar komt iedereen mee in aanraking straks. Bernke: Wat eerder dingen willen weten, dat het allemaal wat transparanter was, maar ook straks de fondsen die er zijn en hoe dat allemaal werkt.' (Appendix 7, p.p. 45)


�	'Dat is allemaal vanuit jouw eigen behoefte, maar dat is met alles op deze school. Alles is gericht op dat je er zelf naar vraagt. Dus niet in een klassikaal moment.' (Appendix 7, p.p. 45)


�	'Ik bedoel die vier jaar zijn te kort om iets te leren om kunstenaar te worden dus ik denk als je ook nog moet leren om ondernemer te worden dat het ten koste gaat van iets anders en het is niet waarvoor deze school is ingericht. Het staat ook in de visie van de school.' (Appendix 7, p.p. 49)


�	'Bernke: Ik vind de literaire wereld een stuk transparanter dan de beeldende kunst.' (Appendix 7, p.p. 52)


�	'Ik heb het idee dat je voor beeldende kunst een veel langere adem nodig hebt. Absoluut.' (Appendix 7, p.p. 52)


�	'Ik vind het echt een groot gemis, maar ik had er misschien meer zelf achteraan moeten zitten.' (Appendix 7, p.p. 46)


�	'Maar ik heb ook al die vier jaar al geweten dat zodra ik afgestudeerd ben dat die financiële zekerheid niet gegeven kan worden.' (Appendix 7, p.p. 48)


�	'Ik vind eigenlijk dat kunst helemaal niet met geld te maken moet hebben.' (Appendix 7, p.p. 48)


�	'Ik denk ook dat het in je moet zitten. Ik denk dat als je het als kunstenaar wilt maken dat dat erbij moet horen.' (Appendix 7, p.p. 49)


�	'… het beroep kunstenaar is niet eenduidend. Rietveld heeft ervoor gekozen om hier praktisch, en daar valt het lesje ook in, om dat niet te geven omdat ze er vanuit gaan dat wat je echt wil, daar ga je zelf achteraan.' (Appendix 7, p.p. 49)


�	'Het is ook niet zo dat als je de geschiedenis ernaast legt dat er in economische mindere tijden minder kunst was.' (Appendix 7, p.p. 49)


�	'Helemaal niks.' (Appendix 8, p.p. 52)


�	'… geen gerichte lessen.' (Appendix 8, p.p. 52)


�	'Er zijn een aantal dingen die je los van de afdeling doet die er wel zijn. Meestal is er een soort open dag voor externe partijen die je introduceren op de beroepspraktijk: Kunstenaars&Co en dat soort partijen.' (Appendix 8, p.p. 52)


�	'Bij toegepast is het vaak veel meer nodig omdat je vakkennis uit het veld nodig hebt.' (Appendix 8, p.p. 52)


�	'Volgens mij heb je veel meer aan een toegespitst antwoord als student dan aan wat algemeenheden als een BTW nummer. Wat ook een hele complexe wereld is die namelijk bijna per acht jaar veranderd.' (Appendix 8, p.p. 53)


�	'… ik ben juist heel erg van mening dat je heel erg flexibel en snel schakelend met die markt moet omgaan in plaats van dat je koppig moet zijn.' (Appendix 8, p.p. 53)


�	'… de productie van het eindpunt is ook een zakelijke training.' (Appendix 8, p.p. 55)


�	'Het gaat over verantwoording ten opzichte van je productie en van je product. Artistiek gezien ben je verantwoordelijk voor wat je articuleert, waar heb ik het over en wat vind ik belangrijk en wat interesseerd me, maar daarnaast heb je een studie waarin verwacht wordt dat je meer kan dan alleen dat je een boek kunt schrijven.' (Appendix 8, p.p. 56)


�	'Je zit in al in de opening, je kent al die mensen al, maar je moet vooral je eigen punt leren zetten, daarom is dit in die zin wel een goeie opleiding. Het is hartstikke conceptueel en hartstikke individueel.' (Appendix 8, p.p. 54)


�	'... maar het egocentrische belang om de dingen voor elkaar te krijgen dat vind ik hele saaie drijfveer. Dat vind ik ook het hele probleem van het kunstenaarschap. Dat zeg ik ook tegen mijn studenten.�... Maar ik vind dat heel arrogant, ik vind dat een hele minimale bijdrage aan het grotere geheel, maar je kunt ook het omgekeerde zeggen ben ik het ook mee eens, namelijk de schoonheid van de kunst dat die bijdraagt aan de maatschappij is een grotere kracht dan die het aan het individu oplevert. (Appendix 8, p.p. 57)


�	'Alles is anders en het is nu aan mij om te handelen en om te zien waar nu die grens ligt van anders.' (Appendix 8, p.p. 54)


�	'… het komt op het moment dat het aan de orde is. Dat is omdat je meer aan de stof hebt op het moment dat je het intensief verwerkt.' (Appendix 9, p.p. 62)


�	'Nee, want wij zijn daar niet voor, we zijn een kunstopleiding. Bij artsen, bij medicijnen of rechten of tandheelkunde gaan ze ook als zelfstandige ondernemer aan de slag en wordt het ook niet gedaan, waarom zouden de kunsten dit wel moeten doen?' (Appendix 9, p.p. 64)


�	'Maar goed, ik zelf hou niet zo van dat hbo/wo denken. Ik denk dat je gewoon veel meer in elkaar moet laten overlopen.' (Appendix 9, p.p. 63)


�	'Je moet heel ondernemend zijn, de kunstenaar die drie hoog achter zit is geen professionele kunstenaar. Je moet naar buiten treden, je blijven ontwikkelen, open staan voor nieuwe dingen, maar je moet in het leven staan, je moet je wel laten zien en je werk blijven ontwikkelen, niet stil blijven staan.' (Appendix 9, p.p. 63)


�	'Ik denk als een professioneel beeldend kunstenaar bent dan wil je je werk laten zien aan mensen, ook met het idee: ik wil het verkopen.' (Appendix 9, p.p. 66)


�	'Weten dat ze het zelf moeten doen, en dat niet alles vanuit de academie komt. Natuurlijk willen ze wel een startstipendium maar ze gaan er niet per defintie van uit.' (Appendix 9, p.p. 65)


�	'Geld maakt het leven ook makkelijker, dat staat buiten kijf. Als beeldend kunstenaar dan ben je bezig met je eigenei leggen, je hebt het leukste vak van de wereld. Je bent altijd met de dingen bezig die je in principe zelf wilt, buiten dan die administratie en dat bedrijf wat er ook bij hoort. En ik denk toch dat daar geen geld tegenop kan. ' (Appendix 9, p.p. 66)


�	'Dit noem je ondernemerschap; het omvat creativiteit, innovatie en het kunnen plannen en beheren, maar ook het dureven nemen van risico's. Dit alles om je eigen doelstellingen te verwezenlijken.' (Armitage 2010: 206)


�	De studie Fine Arts leidt op tot zelfstandig kunstenaar met een eigen beroepspraktijk. (ArtEZ brochure 2010: 11)


�� HYPERLINK "http://Www.kabk.nl/pageEN"��	http://www.kabk.nl/pageEN� retrieved on 1 July 2011
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