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will also be an active learning program where
schools, colleges and universities will be invited to participate in events and activities to
engage with the exhibitions.

New York
Gallerist Andrea Neustein
talks with Nicola Trezzi
about her new role at Blum
& Poe, which will open its
New York branch in
May 2014
Blum & Poe will open a new space in New York’s
Upper East Side with a show by Mark Grotjahn
curated by Douglas Fogle. What will your role be
as director of the gallery?
I will be running our New York space
with senior director Matt Bangser, working
with Tim, Jeff and Matt to develop our programs, primarily in New York but also in Los
Angeles and Tokyo, in a way that considers
the artists that have been a part of the gallery’s
twenty-year history while weaving in some
complimentary ideas that perhaps introduce
something new.

You spent four years with Miguel Abreu,
whose vision is very different from Blum & Poe.
What will you bring from this experience?
Blum & Poe and Miguel Abreu are naturally different galleries, but I’ve noticed that
they share a fundamental similarity: both
demonstrate immense, unwavering faith in
the artists they support, a trust that is not contingent. From Miguel, I learned the difference
between an art dealer and a gallerist. For a
gallerist, commerce is the happy byproduct
of a general state of engagement. It’s easy to
describe, but more admirable to embody. And
clearly, I have a great deal to learn from Tim
Blum and Jeff Poe, who have been building
a powerhouse program.
Prior to your job as a gallerist you curated
shows, and last year you attended the Whitney
Study Program. Can galleries be good for curators?
I think that galleries provide fertile
ground for curators. Our structure and timeline allow for a kind of urgency and experimentation that museums can’t usually allow.
Also, in a fundamental way, a gallery gives a
curator room to discover and showcase unproven talent. There must be a reason why
today’s young curators, like my good friend
Piper Marshall, frequently work with galleries — including Blum & Poe and now, in
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her case, with Mary Boone. There’s a reason
why someone like Jay Sanders — who cut his
curatorial teeth in the commercial art world
with Greene Naftali — is now doing exciting
work at the Whitney Museum.

London
Umberta Genta interviews
Elisa Kay, project manager
of “How to Work Together,”
a shared program by
Studio Voltaire, Chisenhale
Gallery and The Showroom
What necessity originated this project?
The organizations have a lot in common
— they are supporting artists to make new
work, generally emerging artists or artists who
have been overlooked in some way. They’ve
also been dynamic in trying out new ways to
bring in funding. The directors made the decision to apply together, rather than separately,
as there is strength in numbers and they can
be more ambitious in terms of what they can
offer and what they need from funders.
In terms of the crisis in public and private
funding, what does it mean to be a non-profit
gallery today?
In practical terms, all three organizations
have had to radically change their business
models in the past five years or so, to find
ways to diversify their incomes as public funds
are squeezed and other traditional sources are
stretched. They’ve all developed new sources
of earned income — through sales of artworks
and editions, participating in art fairs — and
have learned lessons from the commercial
art world.
Something that has come up through the
process of trying to define what’s different
and valuable about arts organizations at our
scale (particularly through research commissioned by the Common Practice group) is that
the work we do is so distinct, even within the
narrow field of non-profit contemporary art
organizations, from the bigger public galleries. Nearly all the work we show is commissioned by us and produced by us — it’s all
brand new. We’re the risk takers who make
a commitment early in an artists working life
and we see how that plays out as artworks get
shown again in different contexts. The artists’
long-term careers benefit from the impact of
those early shows.
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