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Towards a typology of inter personal relationship development:
TheInternational Art Market

Abstract

The international art market is a mature marketasmduch provides an interesting venue for
the exploration of the roles played by businesssauiil relationships in shaping this market.
Following Hallen (1992) and Maniela (2007), thigppaexplores the operation of managers
in the visual arts in terms of the network of relaships within which they offer. Drawing
on Bourdieu (1998), the importance of social andtucal capital in governing these
relationships and relational levels is exploredx |8e history interviews were conducted
with artist managers in Melbourne, Australia whidtused on the relational networks to
which they belonged. The findings led to the depeient of a initial four level typology of
interpersonal relationship development in the ima@onal art market. Overall, movement
between the four levels and adding on or removinigwvel is carefully focused around
favours, exchange of tacit knowledge and loyaltg anch movement is often dependent on
the symbolic capital of the individuals involvedtims exchange. The research showed that
relationships are not static and are geographisglécific, in line with Hallen’s (1992) work
and that the need to acquire, or the possessiosoaial and cultural capital plays an
influencing role in moving relationships from ome¢él to another.
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I ntroduction

There is growing interest in the role of social dudiness relationships within the marketing
and international business literature in recentrgied@his can be seen as a result of the
breakdown of organisational boundaries and changaigre of work which has impacted

across a range of business sectors (Batt and RercB804). More organisations are now
outsourcing elements of their activity and a ramgenew business sectors have been
established which are built around network mod&lss networked model of business is

clearly evident in the creative industries. Thessgworks have been characterised as
geographically as well as sectorally based. Suakeldpments have drawn attention from

fields such as organisational studies, human resomanagement, marketing and sociology
(see Blair and Rainnie, 2000; Grabber, 2004; Gnabhd lbert, 2006). In focusing on the

international art market, this paper proposes albgy of interpersonal relationships which

will provide new understanding of their role andpawct on the formation of the art market

and artistic practices.

The international art market is fertile ground fexploring issues of interpersonal and
interorganizational relationships (Hallen, 1992)hivi the context of the wider industrial
marketing management literature. Just as businesgorks and social relationships have
been attracting increased attention in the liteéggtthe visual arts is also attracting attention
from marketing and management disciplines. Therm@niincreasing focus on art enterprises
as business organisations. Fraser (2000) chasstethe artist and craftsperson as a one
person business and explored their organisatianaldpment and identity in relation to their
art practice. Kottatz et al. (forthcoming) hasdstd corporate art collections, analysing the
interplay between the corporation as art colleatwd the art market. Schroeder (2005) has
examined the artist as a brand. Researchers suEfllia (2004a, 2004b), O'Reilly (2004)
and Rentschler (2002) have tried to redefine marfgetheory in order to provide useful
frameworks for the analysis of marketing the amnt<creative industries. This developing
literature firmly locates discussions of the artisd the art market within the business and
marketing literature.

The art market is indeed a global market and igy dite for investors (see Kottasz et al.
forthcoming). In February 2007, in one four dayipe London based auction houses,
Christies and Southebys saw sales of $578 millidsh( 2007). Three key defining
characteristics of this market are its internatiamture, the centrality of interpersonal and
interorganizational relationships and its locatiainthe centre of the creative industries.
Maniela (2007) identifies micro and meso level tielaship interactions which are in
evidence in the relationships observed for thishgtBourdieu’s (1998) theories of capital
also provide a (macro) level of analysis. In adwgpmacro, micro and mezzo level analysis,
this study will explore the impact of the wider sd@nvironment on the development of the
personal and interorganisational networks and titkvidual artist's practice within this
networked structural field.

In recognition of the importance of personal andibess relationships in this field of
practice, this paper will examine Mainela’s (200dassification within the context of
Bourdieu's forms of capital. Bourdieu used lifestory interviews as a method of
understanding the interplay of different forms apital and this method was also employed
in this research. Relying on Hallen (1992) and Mia's (2007) classification of levels of
interpersonal relationships, the paper aims to ansiwe following two broad questions. How
do mangers in the international art market makeniess relationships more personal and
personal relationships more businesslike? Whattisally enough to transfer a relationship to
another level, or add a new level, or remove allffeen a relationship? This will require an
analysis of the role played by social and culturapital in shaping interpersonal and
interorganizational relationships within the intational art market. The paper is structured as
follows: First, the different forms of capital; sal; cultural and symbolic, and the main
theoretical framework, network theory, are discdsse the context of extant literature.



Following on from this, the research methodologgésailed. Six life history interviews were
conducted with Australian visual artists in Melboairin 2007. The interviews traced the
development of their artistic practice over thersewof their career. The two broad questions
are posed in order to move towards the formulatafna typology of interpersonal
relationships in the context of the internatiorlraarket. Due to the global nature of the art
market and the synergies between the visual aels ©of practice and other emerging
enterprises, these relationships are heavily deggrah interpersonal and interorganizational
relationships. The findings from this study may &pplied across a range of similar
industries. Suggestions are made in the concldeidiurther empirical research in a range of
national and regional contexts. Policy recommdandatwill also be made which can be
applied to this and similar contexts within whitke research took place.

Networ ks and businessrelationships

The body of work related to networks and their rolebusiness relationships has been
growing over the last number of years, especiallyhe area of corporate collaboration and
the various forms of partnering and interorganarsl networks (Méller and Svahn, 2006;
Gulati and Zajac, 2000). Other fields include ecuiwosociology, industrial network theory,
organization studies, and strategic managementa{iGet al., 2000). In addition, there are
several perspectives of networks which incorporateial networks, self-organizing
interorganizational networks, and those describedimtentionally created organizational
forms between a specific set of actors” (Méller €aBn, 2006:986).

In line with Ozbilgin and Tatli's (2005) assertion that manageinaeml organisational studies

scholars should draw more heavily on Bourdieu’skytis paper recognises the role played
by forms of capital in the organisational field.y Bxcusing on the interplay between these
forms of capital at an individual level, and thepewt on the organisational forms of capital,
this research enriches understanding of interpatsand interorganizational relationships
within the international art market.

Dimensions of capital: Social, cultural and symboalic

Bourdieu (1998) explored the concept of forms gfitzd in explaining human agency. In
doing so, he developed the concept of symbolictabas “any property (any form of capital
whether physical, economic, cultural or social) witds perceived by social agents endowed
with categories of perception, which cause therkntow it and recognise it, to give it value”
(1998:47). Artistic identity is complex and does exist in isolation from the art work itself.
The importance of peer group acknowledgement amdnaglation of cultural and social
capital, makes it a rich and appropriate field of@ry. Bourdieu’s multilevel analytical
approach provides an appropriate theoretical laétiswhich to examine the role of policy in
facilitating the development of such networks andsupporting artists in increasing their
social and cultural capital.

Ozbilgin and Tatli (2005) note that in the managenuscipline, few have drawn heavily on
Bourdieu’s work to date, although the notion ofiabcapital is increasingly widely discussed
(see for example Nahapeit and Ghoshal, 1998).omtrast, Bourdieu is used extensively in
studies of creative and cultural industries fromultural policy perspective. Various notions
of social capital appear in the management liteeatwften without recognition of the
differing definitions and scope of social capitalTherefore, the following section will
distinguish between notions of social capital whacise in the literature. The most popularly
cited definition of social capital is that of Pwtn (2000) which refers to social capital as
“features of social organization such as network®ms, and social trust that facilitate
coordination and cooperation for mutual benefitut(Rm, 2000). In contrast, Bourdieu’s
definition depicts social capital as "the aggregatt the actual or potential resources which
are linked to possession of a durable network afenoo less institutionalized relationships of
mutual acquaintance and recognition" (Bourdieu,6)98Puttnam frames social capital as a
public good which bestows benefits on society agda His thesis is that an increase in social



capital (in the form of increased participation ametworking) will create greater social
cohesion. In contrast, Bourdieu sees social dapgapossessed by individuals operating
within social networks. Through his research Baudillustrated the personal benefits
derived from an increased social network. Socieiworks allow members to access
individuals from the network in order to gain bédtseWider than mere social interaction. In
focusing on the individual as the focus of his ssdon social capital, Bourdieu
acknowledged that macro level factors influencenalividual's ability to form and develop
such social capital. In this paper, we are corexbmnith "capitals” accrued by individuals
and how the macro level (in terms of policy envirant and the role of institutions) impacts
upon this process.

According to Silva (2007:page number forthcomingf)e" term cultural capital identifies
culture as an appropriate form of investment that secure a return, in the form of an
accumulating asset bearing on social positiors ftansmitted in social upbringing via family
and the educational system.” Silva acknowledgesusefulness of discussions of cultural
capital in understanding social divisions. The igotpaf family and education on artists
practice and identity forms a key part of our irigegion. Similarly, in applying network
theory, we are acknowledging the existence of amd ‘out’ groups within the artistic
community. As the art world is governed by conaey of peer group assessment (much
like the academic communities also studied by Bieud it is highly appropriate to adopt a
framework which has been developed in exploringdssof social exclusion. Robbins (2005)
highlights the ever changing nature of culturalidms it is accumulated. Cultural capital
“only possesses value in exchange and the exchargsocial struggle as much as a struggle
of cultural value judgement” (Robbins, 2005:23).

Finally, symbolic capital, as defined above, isivEd from the value placed on an
individual’s collective capitals by their peer gmpuWhat emerges as common to social and
cultural capital is the role played by central (aMd distant (out) groups. Network theory
lends itself well to an investigation of the formoat of such groups and the subsequent
accumulation of forms of capital as well as therallenegotiation of symbolic capital that
derives from, as well as contributes to the fororatf such networks. The following section
contains a discussion of relevant network theory.

Networ k-based relationship theory

There has been much discussion about relationshifkaeting and why there is no strong
unifying view of the theory. In response Moller ardlinen (2000) investigated relationship
marketing theory to determine if the theory waseblagpon one central theory or if it was a
segmented one. They concluded from a review ofittv@ture that there is not one unifying
theory, but rather that there are two key theometipments with very different propositions.
The two types of relationship theory are marketblasvhich is a more consumer-oriented
relationship marketing, and the other is networkdah interorganisationally-oriented-
relationship marketing. Network-based relationshiprketing involves more managerial
‘levels’ and can be “briefly described as the mamagnt of interdependencies between
business actors” (Moller & Hallinen, 2000, p.47)y Bontrast, market-based relationship
marketing “can be characterized as the managenfehedirm’s customer base, where the
major challenge is to treat large numbers of custsnindividually and still profitably”
(Moller & Halinen, 2000, p. 45). In the presentdstuthe network-based model is more
relevant as it is largely investigating interorgational networks and our level of analysis is
that of interaction between artists and betweeistarand cultural intermediaries such as
gallery owners, public funders or agents. Focual$® on firm-based (in this case, each
individual artist or collective of artists workiran a specific work of art can be seen as a firm,
with the artist perceived as owner manager of wmgall firms) as distinct from industry-
based networks. Network theory has developed iporese to the prevailing industrial
landscape where flexible firms dominate and knogdeid seen as a key resource within such



networks (Batt and Purchase, 2004). The art weald be seen as a mature field of enquiry
for network theory, as it tends to function byistrig networks.

Firm-based and industry-based networks

A business relationship is developed as the twopemies in a dyad establish connections in
the activity, resource and actor model developedHbigansson and Snehota (1994). If the
relationship is successful, the resources, aawitind actors of the two companies will
become blended together in a unique manner. Irtiaddihe substance of the dyad, being the
activity, links resource ties and actor bonds, afidnot be simply the sum of what the two
parties bring to each other. It will become a nelationship, which will be qualitatively
different from the sum total of two companies. Hadson and Snehota (1994) identify this
new relationship as a quasi-organization that isentban the simple sum of its elements
because of the existing links, ties and bonds. iaftland Demsetz (1972) referred to this as
the team effect. Essentially, what makes this sfitheotwo more that a summation but a new
entity, is that in the relationship the two commantan now perform activities and utilise
resources which none of them could accomplish alai®n. The extent to what can be
accomplished will depend on how the relationshiyetteps over time.

The type of new relationship that develops betwertwo companies does not automatically
become a perfect team or a quasi-organization {&cl& Demsetz, 1972; Hakansson &
Snehota, 1994). What is there is the potentialotea This will occur as the team effects are
tried and played out. This can be seen as a midll@arning exercise where they develop as
the parties become involved and experiment withemnoos connections and then learn about
the effects of their connections. Hakansson anch@ng1994) suggested that the quality of
the relationship is the extent to which this fuoactican or will be exploited. The degree to
which the quasi-organization will occur dependdtmessential substance of the relationship
in the three dimensions (actors, activities andusses) (Hakansson & Snehota, 1994). There
needs to be a significant development of the agtiiriks, together with the resource ties or
actor bonds if the relationship between the two mames is to become a quasi-organisation
and the team effects will need to materialise (Hakan & Snehota, 1994). There will be
important synergies in some dimensions and contesmgously important constraints in
other dimensions of the quasi-organisation (Hakams& Snehota, 1994). However, every
relationship has costs not just benefits.

Ojasalo (2004, p.195) described a network as a “@fetelationships” and uses Emerson’s
(1981) definition of a business network as “a skttwo or more connected business
relationships, in which each exchange relation &swben business firms that are
conceptualized as collective actors” (Ojasalo, 2004.96). Achrol and Kotler (1999)
delineate four types of networks. These are: ialerrfdesigned to reduce hierarchy and open
firms to their environments”, vertical — “maximigbe productivity of serially dependent
functions by creating partnerships among interddpenskill-specialised firms”, intermarket
— who “seek to leverage horizontal synergies achudgstries” and opportunity networks —
who are “organised around customer needs and mapqmirtunities and are designed to
search for the best solutions” (Ojasalo, 2004, 96)10Ojasalo (2004) identified three key
elements in his framework of network managementtmes: ‘identifying a key network’,
‘selecting strategies for managing the actors kéynetwork’ and ‘developing and applying
operational level methods for managing the actbs key network’. While Ojasalo (2004)
assists us to further clarify the relationship&eéy business networks, it is not based upon any
empirical data. Thus, research is needed to expherapplicability of the framework.

Developing and maintaining relationships

One of the key areas causing problems with the ldpr@ent and maintenance of
relationships is goal conflict. Winkler (2006) carted an exploratory study to identify key
types of goal conflicts and how participants in teéationship or network deal with such
conflicts in interfirm collaboration. Regarding gaanflict, the study found conflicts arising



from “differences between individual objectivestiofé network members on the one hand and
collective goals on the other hand” (Winkler, 20p&120), as well as the change of goals
over time. Both formal and informal governance naggdms were found to be used to avoid
and deal with conflict. The key formal governameechanism used by each of the networks
was an individual who was appointed ‘network cooadlbr’ who “makes things happen
within the collaboration” (Winkler, 2006, p.126)n@he informal side, personal relations and
shared understandings were established to ensereaggnmunication. What is important to
note is that the rules of behaviour are often distad within the network and informal
agreements are reached regarding shared busindsa We network to avoid too much
competition between members (Winkler, 2006). Acowydo Hakansson and Snehota (1995),
business networks do not have natural centres aarlgl defined borders, thus network
structure can be seen as fluid and changeable.efter such conflict or conflict
management may result in a change in network streict

A number of studies have identified and discuseedtype of networks that business firms
may operate in as they carry out activities ané liesources to achieve their outcomes.
Contact nets are designed to provide the playeectars in a network with power and the
control over resources and activities within thmim immediate network as well as through
contacts to other networks beyond the present’aatarsting product network and beyond
their present country borders (Hallen, 1992). Hea(E992) describes infrastructural networks
as not limited to the business deal at hand, btitedarger domain of information, knowledge
and influence beyond the immediate experience efiitm. Infrastructural contact networks
“are not designed for specific deals. Instead, treyused to acquire advance information to
influence the framework within which business isdocted, or to give communication
possibilities where regular paths as not so wellden” (pp. 214-215). Hallen (1992)
explains these non-task relationships include lmssiractors as well as non-business (non-
market) actors, which comprise an infrastructunefosiness networks. It is similar to the
concept of ‘It's not what you know but who you knrothiat will allow an actor to affect
change in activities or resources or other actaiisimtheir own or another business network.
Hallen (1992) divides business networks into ddférlevels, based on their task orientation.
Type 1: These are the inter-firm relationships wWwhiirectly concern business deals.
Examples would include links between actual custsnaed suppliers of the firm. Type 2:
There are alsandirect relationships with many third partieonnectedto the business
relationship, such as other buyers or sellers®btlisiness parties and other companies which
assist in bringing about business deals (banksydesy marketing or technical consultants).
The significance of these task-oriented relatianthat they may have an indirect impact on
the individual firm, even though there is no direohtact, by virtue of their in-direct contact
with customers and suppliers upstream or downsti@amg the supply chain. In summary,
indirect relationships together with task-orientethtionships, which are directly connected
to the customer-supplier relationship, do creabeisiness structure, which then becomes part
of the industrial network of the connected internfiexchange relationships (Johanson &
Hallen, 1989). Salmi (2000) describes some netwaskturbulent, i.e. networks that are not
tightly structured, characterised by frequent exitl entry of actors. This implies that the
roles and positions of actors within the network lwth less clearly specified and less stable.

Interorganisational relationships are also idesdifby Hallen (1992) as person-centered and
the organisation-centered infrastructural netwoisth networks are characterised by the
nature of their various connections. In both typée® various networks are summarily

described in terms of the type of organisationneations, and even geographical extension.
The essential element is that person-centered cbans are private (personal) in nature,

namely, that they are mostly manager's own conomsstiand not those of the company.

Hallen (1992) has also included geographical dinoessof the networks because most of the
connections of the other individuals in the netwar& mostly found in specific regions.



However, in the organisation-centered network tiealf actor could be the deputy-managing
director of a large company in a high-tech indusirige difference is that the contacts are
developed, established and mediated via the famapany, and not essentially through the
managing director, by only virtue of his positidh.is therefore likely that most of these
contacts could easily be transferred to other perseithin the same firm if and when it
became necessary to do so. For this reason ittimmaaningful to identify the geographical
dimensions. The contacts can either be worldwideh ss via professional conferences, or
alternatively the contacts are reasonably similamost countries. The nodes denote types of
organisations and not specific organisations asribesl in the person-centered network. This
also helps to explain why there are less numbersurofs or nodes depicted in the
organisation-centered network, which is smallenttiee person-centered network. There are
distinct differences between the two networks. Ppleeson-centered network has a larger
number of individual ties and these ties are likelyoe much closer than in the organisation-
centered network (Hallen, 1992).

Mainela (2007) provides four classifications of d&s of interpersonal relationships,
beginning with reporting relationships through togamizational contacts, personal
relationships and friendship relationships. Repgrtielationships are primarily intended as
channels for transferring standard, simple inforomatsuch as relationships between a parent
firm and authorities. Organizational contacts areHfandling normal business issues such as
searching for market information, permission amilans and financial arrangements.
Personal relationships are required for knowledgesfer in a parent-subsidiary relationship
and transfer of salient information as well as eatbn, creation and management of
relationships to customers. Finally, friendshipatieinships are those that can be depended
upon for urgent problems over critical issues towith business organizing. They are
available whenever needed and provide unexpectastasce in business or even in private
problems of a business partner. Mainela (2007)tifieth some business relationships that
included all four types within a single firm and evk individuals in a firm can have different
types of relationships with a manager (actor) ither firm and many ways in which
managers in business life can try to influencetyipe of business relationships to make them
personal. However, Mainela (2007) did not systeca#lti analyze “the change in social
relationships...[norlwhat is actually enough to tfangelationship to another type or add a
new level to or remove a level from a relationship."97).

In summary, previous research has discussed tfaratif types of social relationships and

features of social and cultural capital and soaighnization such as value net and networks,
and social trust to facilitate both coordinationdatooperation for mutual gain (Putnam,

1995). The theoretical framework developed for theper uses Mainela’s (2007) four

classifications of levels of interpersonal relagbips, beginning with reporting relationships

through to organizational contacts, personal @stiips and friendship relationships and
places these within the context of Bourdieu’s foohsapital.

Method

In this study, the perspectives of both self-orgag and intentionally created business
networks within the visual arts industry of bothrkets were examined. The paper addresses
two specific questions. First, how do mangers mititernational art market make business
relationships more personal and personal relatipasmore businesslike? Two, what is
actually enough to transfer a relationship to aaothvel, or add a new level, or remove a
level from a relationship? To explore these questitully, life history interviews were
conducted with six Australian visual artists in Redry/March 2007. As the study focused on
artist centered networks, snowballing as discubydgliernacki and Waldorf (1981) was used
in order to select the artists. The life histonterviews focused on the artists’ early
development, the role of education in developirgrthrt practice, the role of networks, both
professional and friendship based in the developroétheir art practice and the interplay
between professional and friendship based networks.



Data collection

A total of six in-depth life history interviews werconducted with artists in the visual arts
industry in Australia lasting between 45 minuted &mo hours and who have been involved
in the organizing of small/ one person enterpri3é® artists range from younger emerging
artists to established artists. Table 1 providesendetails regarding the artists interviewed
for this paper (insert table 1 approximately herelhe life history interview data was
analysed in line with the theoretical frameworkeTihterplay between the different forms of
capital was explored and set in the context ofribievorks of relationships identified by the
participants. The findings provide a typology evéls of social relationships used by visual
artists to organize their small/single businesSdse results of this study illustrate the
international nature of the visual arts industrg #imerefore its appropriateness as a venue for
studying international networks within the globabeomy. Following on from Roodhouse
(2006:49) the visual artists in this study are \edvas ‘creative businesses’. Artists included
in this study can be viewed as micro enterprisesraimg in an internationally networked
field of practice.

The Australian art market is a small, advanced esgnwith a talent pool of visual artists
and well recognised international training instans and performance outlets. The visual art
market itself is an international market and minttes markets for other artistic products such
as film and music. The need for multiple perspedtiwithin a context was recognised and
incorporated into the methodology by interviewingnamber of individuals from the same
network. In this regard, the snowballing techniguees highly appropriate, whereby artists
were recruited through their existing networks. I®wing on from the analysis and
presentation of the data, the discussion will gteva typology of interpersonal relationship
development.

Data analysis and interpretation of the findings

The analysis methods used several techniques b8 fmt the two questions and were adopted
from a grounded theory approach (Creswell, 200&uSs & Corbin, 1998, Yin, 2003) as part
of the theory-building process (development of @miework) as well as pattern-matching
(Miles & Huberman, 1994). Matrices were used adydical tools to organize, prioritize,
observed similarities, separate into segmenteddrdred text for coding of emergent themes
of the large body of data, development of sub-ttempeogressive development of smaller
overall themes through pattern-matching and effectiategorization (Miles & Huberman,
1994). Initially, the analysis included open, axial selective coding to interpret and develop
the descriptive narrative about the central phemame(Strauss & Corbin, 1998). The
analysis is grouped around the two broad questBoih Hallen (1992) and Maniela’s (2007)
classification of levels of interpersonal relatibips are primarily drawn upon, as the paper
first aims to analyze how do mangers in the intéonal art market make business
relationships more personal and personal relatipashore businesslike? Analysis of the role
played by social and cultural capital in shapingelipersonal and interorganizational
relationships within the international art marketprovided to answer the second question
what is actually enough to transfer a relationdbianother level, or add a new level, or
remove a level from a relationship?

How managers make business relationships more peato

Especially in the early stages of their careewerassisted managers (artists) to develop
personal connections in the artistic industry. dididon, using freelance work during these
extended overseas periods allowed closer bondsrito With various organizational contacts
in galleries and studios, which later moved to malieect, personal and interactive
relationships. The manager could call on theseopatscontacts, even many years later for
tacit knowledge and business assistance.

Well, because | was freelancing, | could take tafiel did take time off in amongst that, and
between that | went for two years to Europe, amebtked in a studio in London, and you



know, they said | was too diverse, | needed to emtnate on one. | said ‘will you pick one
that you think you can get me work in?’” And thexked airline illustration (Jasie)

Much later in their career a manager could retartheir original art school, to develop new

organizational contacts for deliberate developnirtat personal relationships to obtain much
needed tacit knowledge about latest trends, dimestand locations. This was due to previous
personal and friendship relationships no longere aol provide the manager with tacit

knowledge because of their lack of knowledge arateince for competitive reasons.

| suppose there was some sort of world there, apdnother had gone there as well when it
was a working man'’s college. | went there whenai$ & tech, and | thought it would be good
to go back when it was a university, and becausappose our, both our families — my
brother was the same, got the same treatment, dofrg/ not university material’ — so it was
sort of a bit of a challenge to go to universitgtying ‘I can do this, | can write some words,
I'm sure | can.” When you see other people driviags when you learn to drive, you think
well | can do it if they can. University is the sgrthere’s gotta be a way that you can find a
place where you can function and really get sometut of it (Jasie).

How managers make personal relationships more besislike

Personal relationships can be directed by a marageia formal business network and to
form a business. These personal relationships ktan be used by members within the
business to allow access to important organizaltieationships such as gallery owners and
reporting relationships, to provide informationgkias funding application requirements.

Commercial art trailed off. By '74 | was exhibitipgintings. That's certainly networking. A
group of us [Group of 7]... now how on earth woulthive started? Going on bus trips,
painting bus trips to the outback and meeting offewple who painted from life, and

thinking ooh, this is quite good...and | was thinkjjeg, there’'s something in this | reckon. If
you can live like that... so that sort of directedtméhinking, oh. So a young group of us, out
going on painting trips and word of moutli's a big ask taet everything right in a
submission, you've gotta bounce it off someone @iseven somebody completely outside;
how does this read? Does this sound like — you kkpawing that it's gonna be targeted at
an architect, and a curator, and a few people whars@ractice is seriously different — and
you've gotta target this so that when they reathity can imagine what you're gonna do and
not get it wrong (Jasie)

Moving a personal relationship, especially throumfiernational networks, to a stage where
high level exchange of tacit knowledge can be \difficult to manage, and to continue as
both a friendship as well as at a personal levethaslatter requires far more effort at
reciprocity and attentiveness. But the benefit dfiendship relationship is that they usually
allow reconnection in the long-term for all manwéiissues related to a manager’s business
development.

Well there was a friend who came to Greece forlalay, who I'd met there, ..., and she was
connected to a theatre in London — she’s a lovaynan..., so when | went to London |
stayed with her...So she said look, ‘I've got sormendis who need assistants because they
teach in the art schools.” So | became (name asiyts assistant and (name of artist)'s
assistant and two or three others, who worked is tfiode of working. It was fascinating for
me, because | was making bits and pieces duringdlyeand they'd assemble weekends and
nights. But then it opened up something quite @sing for me... But the other interesting
thing... is that they had interests in the world otlhen just art history, and that to me was
what | needed, and what | was already involved was involved in comparative religions,
and philosophy, and | was reading everything | daelad to find out who the hell | was, and
what | was doing this stuff for (Oscar)
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The movement of personal relationships to a momadtized business group allows more set
boundaries around the network as it became a lsssifes the business group developed
overtime, the manager was able to use these péraadafamily connections in a more
businesslike manner.

We sort of tinkered around the edges; there waxcal Igallery that accepted my work. There
was one in Carlton, | think that was the earliddtt it was my framers, who lived in Eltham.
There’s always that element of connection | thiAkd after that, there's a place in
Melbourne called the Victorian Artists Society, @hhas got the first purpose-built gallery in
Melbourne... We made some bloody statement, a missitlment, because even then it was
thought of us (Jasie)

Art school also provided this manager with key orgational contacts, indirectly, through
personal relationships within the Group of 7 busineetwork. These personal relationships
were able to provide valuable direction to the ngamaon recent changes in the direction of
the industry overseas, salient information, whiduld then be imported into the local
business.

Yeah, | mean | didn’t realise that at the same timas in London, (another Australian
artist)l was in London doing what he does, whemaat school, which was from '60 to '64,
or '63, abstract art was... you failed if you did &rbst art, but at the time | left you failed if
you didn’t do abstract art. So we were a bit behihgiously what was going on in London,
and at the same time ..., we had socially met adiglwgher people who were doing more
contemporary art, and they still do that same waokv. And yet it didn’t sort of register with
me...Well, it's lovely to have connections, the fomrections, and certainly in the way you
think, or push an idea, or... generosity and ideas @scussion about art are very valuable.
Those feedback things, which is another reasonwehthought this would work, and the co-
op would work, because you leave art school andegbéback sessions stop, and my god, we
need to know how people interpret things (Jasie)

How to transfer a relationship to another level

Personal relationships can be utilized to form emtions to key organizational contacts and
reporting relationships, which connect the managern business network and assists in
growing and developing the business. In this séms@ersonal relationships take on multiple
levels as they can also be a reporting relationptopiding key materials to a gallery owner
or an organizational contact that is running tlo&m exhibition.

It was difficult to get a job, because they wardggerience and low pay and those sorts of
things, so | freelanced and got supported by nentts who did work in the commercial area.
Through their jobs, they got work for me, so ineawork way, that's how my first work
started happening, through my friends who did workommercial areas (Jasie)

Organizational contacts in other art networks caadquired through travel and work. This
travel experience gives exposure and demonstratéirgness by the manager to move
beyond the local environment, which is seen asnéissén terms of development of artistic
practice and the firm’s evolution. This can leaddmne very important relationships that can
later evolve to a few personal and even some fsieipdrelationships.

Directly to London. Of course on the way through st@pped off in Venice because in '64
travelling through Italy you went to the Venice ihale. So it was a first to see something as
large as the Venice Biannalei in the art world. Thas a big shake-up as well, working in a
Greek island from out of your own historical baakgind, and trying to figure out who | was,
and what | was trying to do, and here is... you gduéences from a whole new group of
expatriates, it opened up worlds to you, so it yuss like an overload. That's why | stayed
there, because | needed to actually try and undadsbneself in this new place. You know, it
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was a growth, it was a period of enlightenmenbif jike, a little epiphany kind of happened.
No longer this little boy from (regional home town) smart arse from Sydney (laughs) art
student from Sydney, you're in the real world imsowvays and there were other things afoot
(Oscar)

Moving from an organizational contact, perhaps wagkin a network cooperative, to a
personal relationship, such as a mentor relatipnsain require the focal actor to spend large
amounts of time at a greater level of commitmerthwembers in a more formal network.
This can lead to an array of benefits includingngetmore comfortable” to move to a
personal relationship, with higher benefits.

| did some work, [after art school] | did some editiobns and | made some work, but not a
great deal. Because | was already involved in th®g and trying to establish that, these sort
of projects become a bit of a folly, they beconeetiggest priority and I've been probably

more interested in working in that area than doargwork, except for forcing myself to say
yes to exhibitions and things like that...Our sogi@up now is almost entirely the co-op, the
members of it, which I’'m very comfortable with. larlot more comfortable frankly being

with mostly younger people, the only one olderlyeial (artist's name), he’s just over 70. We
range from 70 sort of down to mid twenties (Tomry)

Organizational contacts formed through art schosleathe most usual to be transferred at a
later time into personal relationships. Overtimdathwinfrequent contact, these personal

relationships became very close and helped to genenore personal relationships for the

manager. However, to transfer the relationship togaer level relationship appears to be a
gradual process and not something that is rapid.

Yeah, | think so yeah. | was always the artighefclass or whatever...[inspired by] | guess
particular lecturers and looking at particular wodnd contemporary work, it was a bit of a
thing at the time... just had a part time job andidtjkept making art and showing in artist
run spaces and formed a bit more of a crew of &tigou know friends from the University
and we just started grouping together and puttihgvés on and in that way we could divide
costs and all that sort of thing (Henry)

Later in the business cycle and the career of theager, it may become necessary to seek
out organizational contacts, such as a well estaddi teacher or professional who can
provide the manager with detailed information aljmersonal techniques and approaches that
they are currently researching. This way the mankgeps abreast of change. But to move
the teacher-student organizational relationship iat personal relationship so that more
intrinsic and tacit knowledge, such as colourscetechniques and tools can be acquired,
the manager may need to give up long periods @& torking closely as a student in order to
develop sufficient trust for such delicate and egempetitive exchanges of knowledge to
occur.

(Name of artist) employed me. His paintings areegated by computer, and they're a grid
of colours. And ah, I'd say he uses a book to dlgtumaix the colours. He could, but he wasn’t
willing to... I'm not sure how that would... I've newssen him do it. And | don’t think he’s
interested in that side of it, he tried it in th@sObefore computers were in and it hadn’t
worked, but now that he had a computer he couldasesy of doing it. But anyway, for
whatever reason he employed me to mix his col&wsfor two years | worked flat chat
getting major works done for him for (exhibitionisflid like twelve; thousands and thousands
of colours. But it used my eye, which I'd developedskill | didn’'t know. But during —
nothing to do with the case — he’d talk to me alawtjtbeing a former lecturer, he had stories
to tell. So | had a one-to-one personal professderpreting all the stuff that I'd gone
through, not directly of course, but just througinegersation (Jasie)

12



The manager can also move from a personal reléieris a network to an organizational
contact by providing information and contacts abatio to speak to in government and
councils, for example, to make an exhibition watkten new, contemporary artists would
not have the experience and contacts and so thageaocan elect to provide this additional
relationship to specific network members, bothaiend indirect. The manager can also elect
to provide the role of go-between and act as atrego and strategist for other members of
the business network. In this sense the mangealsarperform a third level of relationships,
a personal one.

So what I've done, particularly in the shire leviel that network, a lot of people in council —
a lot of the artists — would use me to talk to aillors, because they would accept words
from me because | was a realist about contemparerywhen a contemporary artist couldn’t
talk to them directly because they’d just put uprigk wall and say, ‘I don't understand it’
(Jasie)

How to add a new level to a relationship

Earlier personal relationships can later be useadaftcess to an extended network of
organizational contacts which the manager can adihdir own person-centered network.

Alternatively, a former teacher, operating at agaoiizational level can be contacted over and
over again in the evolution of the manager's busnso that they become personal
relationships and provide much needed tacit knogdeabout techniques and trends in the
industry to the manager. Perhaps, in the long-team,trust and commitment to the

relationship evolves to one of a mentor, the reteship can move to a friendship.

Yes | went at seventeen, but | had private arblesat fifteen, with an English artist called
(name), whose family was quite well known, | thiigkfather was an illustrator and his sister
also did engravings in a lot of publications...Thdlyjast added, added another layer. But
being seventeen, | can remember a number of lestomsame as | have my friends from
RMIT illustration course, ah, | talk to them abaulhat we learnt and they have no memory.
But they're not artists. They just, some of thedhdgisign, but they have no memory of all the
tings | valued out of it, and they don’'t seem tmeeber anything else. But | remember word-
for-word some things...It's that luck of being, fimglithe educator that hits that spot. Some
people never get it. But if you're lucky enouglyaur life to get a couple of those, even more,
it's brilliant (Jasie)

On occasion a whole group of actors in an informetwork can move from a personal
relationship, such as a loosely connected circlartists, to an organized, more formal
business group, the Group of 7 and add a new tH#vadlationship, a friendship one. In this
sense, an exchange of information, contacts andumedcan go beyond the tacit knowledge
level about exhibitions, mediums, techniques aedds, and can move to exchanges that
become much freer without fear of competition awvgklof original ideas. Some members of
the group may operate at both levels friendship pedonal, in the new business group.
Alternatively, others may to continue to operatelhe friendship level in the new formal
business group, and carry out more relationshipedriasks like a manager assisting another
with an exhibition opening, or a new job or asegth family member into a new opening.

And out of that seven artists got together, catladselves (name changed to Group of Seven),
and we painted whenever we could together; somstithat was a Tuesday afternoon,
Saturday. And we just though this was Christmas;oudd do this. But we went to exhibitions
together, we had our first exhibitions together smives, we learnt all the skills and the
disasters you can have; what an opening is, howoyganise your clients list, where you get
your framing done. You know all those sorts ofdghimere done together as a group. And
again, the Eltham community fed me, those growptddts fed me, and they’d all been taught
by a particular group of artists called the Meldruieldrum was the originator; all those
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students were teachers of my friends, so | gotthair second hand information about
painting (Jasie)

Sometimes it can also be very difficult for a masratp add a new level to their person-
centered network. This can be especially so whey dne already well known in the field and
entrenched in a well recognized network and comtyumit coming to the realization that
they are not being kept in touch with industry ajes through their existing personal and
friendship relationships. Being personally close inoovative actors in the industry is
important for the establishment of an ongoing pasitin the business community. On
occasion, existing friendship relationships ardamger able to provide a manager with tacit
knowledge and urgent favours so extending the naisagetwork may mean seeking out a
new set of organizational contacts by returnin@ touch earlier source, art school. In this
network, new organizational contacts can be estadti which can then be strategically
developed into personal and later into friendsklptionships.

Being able to talk about what you do without begmgbarrassed is actually quite important.
Or being caught-out, | mean | was being asked leycibmmunity, because during this time
(name of partner) and | had set up an art award:dagpent ten years in the local community
setting up art awards, and art in public places,tss where all this other information was

coming from. | still worked in the contemporary wayd conceptual way, and so | was
actually swaying their work, checking them and thdrtalk to them, and respect their work,

know how to handle it, what was important, all #adisings. So all the information was there,
but | wasn't able to relate it to my own practiceo | went through that very painful,

embarrassing, demeaning process of going back amtjbin kindergarten again (Jasie)

How to remove a level from a relationship

Sometimes it may become necessary for the managarove friendship relationships to
personal or even organizational contacts, rathan tkeep asking these higher level
relationships to extend themselves for private @aspolike working for them for an exhibition
without ever being paid. While this might be poksibn an infrequent basis, having to ask
this kind of favour from friendship relationshipaymean placing them in a position where
they cannot refuse. This can run the risk of frastuthe special relationships that exist in the
manager’s person-centered network. In order toepvesthe connections, the manager may
need to reposition the relationships they have witse friendships to one of personal or
even an organizational level. Being unable to rethe favour, even in the near future, may
mean risking the viability of these valued contdotsy-term.

Yeah, but [partner]and | would go on a paintingptrwe’d work — we’'d take three months to
put the exhibition together — and we’d have thremiins off. And we both survived on it. He
did a lot of backup work for me, he’'d do all theething, he kept the database... At that
stage we ran our own exhibitions, so we just paidt,rbut the work involved in keeping the
database — we had like a thousand people on the-lis the end it got a bit like Myers
basement, what is it? Marks and Sparks sale, yawkithey'd be at the door two hours
before, and they’d bring their own red stickers dese they couldn’t make it to the sales fast
enough. It was just awful. But | had friends, agairbecame a party, my friends came and
catered; | mean we paid for the food, but theyalidhe work, we had somebody else doing
all the sales, the whole thing. But that got unnggable. | couldn’t ask them, because it was
my income, it got really awkward (Jasie)

Sometimes a threat to a friendship relationship mame in the form of following that
relationship ‘out’ of the current network. If theamger does not follow this special
relationship and thus lend support, this relatigmsh not likely to be available to them at a
later point. It is always a question of finding @aldnce and measuring the cost and benefits of
the relationship.

14



But | was very disturbed by what he said, but atsame time you're young, and you'’re out
on the streets working, and you know, doing othergs to try and make a living. A lot of
debate was going on in the house because we werefghe left movement, intellectually at
least, and we were quite involved in all the altdive art things that were going on. And then
this happened, gGallery name) split. Various astigte (well known artist’'s name) left, they
all just decided to split. They left (the galleggmpletely, and of course could take care of
themselves. So | left as well, | thought that'sAitd then afterwards | was kicking myself, |
thought gee there’s an income | didn’t realise dhand all the things associated with that, so
it was a pretty tough decision (Oscar)

There are also occasions when actors within a mktwado enjoy many favours from
friendship and personal relationships yet for wiategeason fail to adequately ‘compensate’
these relationships on a regular or timely basiseyTultimately run the risk of being
excluded, ostracized or ignored by others withim tietwork. In this sense, other actors can
move a member of the network to another level, sicbrganizational or reporting, or even
end the relationship altogether and terminate éfationship. For this reason, managers tend
to prefer to keep the number of friendship relahips to a certain number so that they can
be adequately reciprocated, as these type ofapkdtips take a great deal of time, energy and
patience to nurture.

[Other people who take from the network, rathedrtcontribute...It takes such energy to do
it, | think that automatically cuts out those peopbho milk it, | don't actually think it
happens. It might happen once, but it wouldn’t becagoing sort of thing because they
would drop off. So no, | can’t say that I've beemdlved in any where I've felt... | mean
there’s people that you can’t work with, becaussytite not very co-operative, but not system
wise (Jasie)

In addition, behaviour by another friendship re@aship that begins to restrict the growth of
the manager may result in the manager ‘moving avrayh the intimacy of personal favours
and high level urgent exchange of tacit knowledgé tihat actor and move to a new level of
personal or even organizational contact where ioetdait knowledge is no longer passed on.

It's only verbal, and | talk to her (gallery owneabout where | exhibit. | would automatically
tell her, but | would automatically assume | codll whatever | like, as long as it wasn't in
her patch...Oh she just says everything’s lovely,ritt critical. | mean | think she loves the
work, but | think it's also... she’s a good markedad she’s got a very easy manner and she
deals with money nicely. Although there’s somegthiabout it that | feel uncomfortable
about, and there’'s some other galleries that I'ddato be in, but my work needs to go
through the next stage. It's gone through my fitage; I'm shifting (Jasie)

The following section presents the data relatingdoial and cultural capital and their role in
shaping interpersonal and inter-organizational tisighips, and in doing so the second
question; regarding the transformation of netwasksonsidered. Social and cultural capital
emerged as key facilitators of network change, vatlth change being linked to the
development of the manager’s artistic practice. lafR®ships examined in this study
illustrated overlap in relational terms between filvens of capital, with social capital often
derived from cultural capital and opportunities fiocreased economic capital coming from
social networks.

Cultural capital-The importance of the family

In this study, cultural capital in the form of fdyibackground and environment and art

education gained through the formal and informalicadion systems was seen as a key
element in the development of artistic practicetfe managers. Encouragement by a family
member or educator was important in encouragingléwelopment of their art practice at an

early age.
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I had a lot of support from my mother, the feminifluence (laughs) the muse, my own muse
(Oscar).

In addition to this encouragement, artistic apatan within a family increases the level of
cultural capital accumulated by an individual aty@aung age. In this study, such an
accumulation can be seen to result in later engagewith the arts at a professional level.
There is some creativity back in my mother's fa@lycouple of generations back. My
parents, my father was a businessman and my maid®a nurse, although having said they
weren'’t creative they were creative thinkers aneéytlvere very creative in their garden...
and they were very friendly with lots of artists.eylused to go to commercial galleries and
see the exhibitions and of course then you geteid\to the openings and the artist would be
there and they would become friendly with them...tthiely collect contemporary artists
work.(Elinor).

Cultural capital- Theimportance of education

As well as art education playing a positive roledeveloping artistic practice, poor art
education was also an impediment to learning arsine cases was supplemented by private
lessons or self study. While the managers in thdyswent to great lengths to select an
appropriate higher education institute and courb&Elhvmatched their needs at the time and
could serve in increasing both cultural and socégdital, they had little choice in their early
art education. There was a common theme among mdpondents regarding the poor level
(if any) of art education at school.

In those days the teaching wasn’t very good. Itnkas don’t think the teachers in art were

trained in the way that teachers of French or Eslglor mathematics were trained. The
teacher was pretty ordinary and was very constrajnio my creativity and it was one of the
things that turned me off taking a practical arttipa.the skills that you see now in the
classroom just weren't there in those creative ar@&inor).

In Australia in that period there was no art eduoatat schools, or very little, no there was
none primarily. There were little bits in, what theey call it... in the home, you know where
you get home cooking. If you're clever with youndisthey'll either put you into woodwork,

metalwork or technical drawing — which later onsathool you went to — or you'd go into

cooking classes; home science they called it. Barhed to do all those things there, and
paint and things. So that's all there was in terofisso called art, it wasn't a subject in a

country town in Australia in the 1950s (Oscar).

It was when the artists went to tertiary educatiost they began to develop their cultural
capital in a way which was useful professionalllhe managers chose to study at art schools
that were sympathetic to what they wished to aghmeatively and where they would form
social networks based on the shared cultural dapita

| was going to go and do painting at the National 3chool, because | did a lot of painting
and | was also beginning carving and things as walt when I... | heard a talk by Linden
Dansville, he was the head of sculpture | thinkhattime, and it was so very exciting to hear
him talk about art in a way that I'd never heardfdre. Because he’d come out of, or he'd
been influenced by Bauhaus, and | became awareguéater world of art than a country
town and painted landscapes...It was, | went andepbithe sculpture, | went and studied
sculpture. Very different to these days, | meanas five years and forty weeks of the year
and you had two or three staff there, and you comtewith a certificate, not a degree, but
you did al the skills. You learnt to bronze, cagtpodwork, metal work, technical drawing...
We did colour in sculpture, which was the physitsadour as well as painting, so we did
colour as light, and colour as... and that was taugtthe sculpture department, whereas the
painting department was still in the old traditiookimpressionism and then modernism and
Picasso sort of thing. But here was a school — atepartment — that was based on the
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Bauhaus idea that art was something for everybadywasn't just an elitist sort of thing.
The emotion of creativity could be invested in laimg you did. So the interesting thing about
it was it was a process, and aesthetic process progess of creativity that would solve
problems, and the whole process itself was the vteek (Oscar).

Um, basically there were only three real choiceamfschools. Two in the city and this ones
out West and at the time it was fairly new andHramd just seemed more appropriate as |
grew up more in the West and it just seemed moproppate to me. And from the
interviews, | went up to the interviews and | jdstided that that was the one for me. Yeah,
there was something about the freshness of it §genr

The absence of cultural capital- part of the out group

There was also the issue of not possessing tharauitapital to function in the formal
educational system at times in the manager’s iartigvelopment. This could influence the
decision of the artist to opt out of formal art edtion as in the case of Laura (who returned
later on).

The middle class have nothing to say. | just diceally belong(Laura).

Alternatively, the absence of such cultural capdauld also act as the motivating force

compelling the manager to opt back into formal edion. In the case of Jasie, she was doing
well professionally as an artist, but recognised eed to increase her cultural capital by
returning to formal education.

| was thinking, | think I'd better know about thiBhere’s something about values- dreadful
word-I sort of intuitively knew that if you did aipting that looked like the last one, or you
were thinking about the previous painting insteddh@ next one, then you are in trouble.
Because your work dies. Particularly realism rgakquired to be kept right up to the edge
of fresh and righfJasie).

In the case of Tom, lack of cultural capital wasvemting him from developing as an art
practitioner, and he felt restricted to performthg mechanistic elements of ‘making things’
rather than the creative function of the artist.

Because | knew that | could make- I've got the cipao make things. My ego tells me that |
can make almost anything because materials aremt lémitation to me; metal, plastics

whatever, ‘cos that's part of a production engirisdyackground. But it wasn’t going to be
art, it was just going to be making nice s{fdm).

The evolving nature of cultural capital

The managers often reengaged with the educatigrsééra throughout their professional
careers, as teaching art is one way of increastugamic capital and also as a form of
continuous professional development and increasiftgral capital. As any business sector,
the art world is constantly evolving and it is nesagy for the manager to keep informed of
such changes in order to maintain a level of caltaapital. The managers included in this
study engaged in this way. Laura returned to linier studies after a period of self
development, Tom and Jasie had both studied attecylar Melbourne higher education
institution at an early stage in their lives andewtthey both identified their career path as
fine art, returned to this institution to studydiart. Henry travelled to the United States to
further his artistic education. In returning tcath art, these managers also have to
opportunity to shape the cultural field and infloerthe nature of cultural capital.

In 1973 the first Australian council was establidhe not a very long time ago - and | was
back two years, they needed people with experiesacé,was a big encouragement to bring
artists back to Australia. A lot had left Austraglisecause there was nothing here, and so it
was an encouragement to come back, and almoseatame time they were starting a new
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art school in Sydney, the second big art school g@ing to be this Sydney College of the
arts, so they were trying to get people to comekb&o | thought ooh, come back to
Australia, the prodigal son returns with his coléurcoat (laughs)(Oscar)

Therole of educational institutionsin shaping social capital

The managers in this study increased their soappital through engaging with educational
institutions. They employed their social netwairkshe development of their artistic practice,
therefore moving friends from the friend relatioipslevel to the organizational level.

| think as a group, you know, the people you weeads with were influenced by what each
other was doing, it was kind of open studios sddyall have a space within a studio and
you'd be seeing what each other was doing and deé&nitely, yeah...Um, | think kind of a
balance of being critical and supportive. | guéswas just good to have feedback and see
what people think and yeah, it's the thing you naigs of university, you know, its good to
have that kind of there (Henry)

Therole of social capital in shaping professional identity

Social networks were also central to encouragiregsehmanagers to become professional
artists. Although the managers all agreed thay there creative as children, this did not
necessarily translate into a certainty that theyld/dbecome professional artists. Engagement
with and exposure to social networks of practisarfsts were key in socialising these
managers into the art world as practitioners.

So | was living in a boarding house and just fiddlaway doing my artwork. And then | was
surfing, it was in Manly in Sydney — we’d go swimgmbn the weekend and that sort of thing
— and | met this young man from around the coraed his mother and father were artists.
So they invited me around to see my stuff, to lal@k at it, give me some advice and
things. They were wonderful people actually, He wasillustrator, quite a well-known
illustrator in those days, book illustration andatrkind of thing. And she was teaching at the
National Art School in Sydney, she’d just staretching, and so she encouraged me to keep
going and | should study art. So | took her adod did that. But she used to give me these
little reviews on the weekend. You know it waseqguiteresting really, because it was quite a
Bohemian house for me in those days, being a cpuath seeing this household full of
wonderful things (laughs). And that was a greamghio look forward to each weekend, to go
around and see h@scar).

Eltham in Melbourne is an artistic community; itlse outer area where artists live in the
environment. So they're all green tree-huggersyThell artists and environmentalists, film
makers, potters, the whole community at Monseluad, then there’s the Eltham area. They
all seem to be living in mudbrick houses, they seehave very nice relationships we had a
beautiful life style. | was thinking, advertisinge$ not rate for me. Everybody was, ‘yeah
man, chickadoo, bing bong,” and | thought, thijust not my world. Because this other stuff
was so real, that people who painted that way,réadists... | remember about half a dozen
old men and women, like in their 80’s, who wereevdad calm and they taught painting to
people who loved them, and | was thinking gee gthesomething in this | reckon. If you can
live like that... so that sort of directed me to Kmg, oh. So a young group of us, out going
on painting trips and word of mougBasie).

Social capital and the formation of in groups and out groups

In order for the social networks to function, thaese to be in groups and outgroups. All of
the participants spoke of the different groups thay belonged to over the course of their
careers. They also indicated that they separatuighlves, in terms of identity from other
social groups. There was a feeling among theseageas that other groups were either not
professional enough or that their approach to theistic practice was not the same as that of
the manager.
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I've done a lot of art classes at different timesl anostly | hate them...I'm not very good at
taking instruction, | have my own ideas... | thirkiheed to go to Picasso or something, that
sounds very high handed but | am not very goodtaigin a class and being told, you know,
it would be better this waysometimes (other people in art classes) too coiomaltand
pedestrian for méElinor).

I moved into a studio, actually not far from thésol. People that | didn’t know... they were
a great bunch of people, but they, they, how csaylthis, they actually were my worst
nightmare in terms of, | thought | might be likem one day or something. They all would
go to their studios and work away, but no one weswéng, they weren’t engaged in the art
world , but they were happy doing their thithguura)

Maintaining social networks- the evolution of social capital

Another issue which arose was the investment redquo maintain social networks. This
required maintaining a level of cultural capitakémms of up to date knowledge about what
was going on in the art world and was maintainedtbgnding shows. This possession of
cultural capital was both facilitated by and neaeg$or increasing social capital, gained
through developing and maintaining social netwavkkin the art world. For Laura, having
children drastically restricted the amount of tithat she could spend interacting with artistic
networks, travelling internationally and producimgy own art. Once she was committed to
returning to her art practice, it was necessargdevelop her social network.

I went to shows though | found that | was less tiaied at bumping into people who would
say, ‘what have you been doing?’ then I'd sayb&kn having children and they’'d nod and
say that's great...| am older and there are all thpseples names | get information about..
and it was the reality someone, once upon a thmeg'd know my name, you know, and I'm
talking about Melbourne, Australia may{eaura).

Similarly, geographical relocation requires re-Bkshing social networks. Educational
institutions and existing social capital (in thenfoof personal introductions to geographical
networks) can be seen as key to accessing new setieorks.

Well because I'd been to art school in Sydney, ohénegn (regional Australian town) to
Sydney, and | was invited back in some ways eweigithl was showing in Melbourne, as
soon as | got back | got a gallery straight awayhrgtigh) some close friends that we were
still in touch with. And from the Melbourne shovesdppeared in Sydney as well and gotten
to know the art world and some of the people in, thad got invited bac{Oscar).

Social capital- the need for awider social networ k

Finally, although the visual arts are often chamaséd as isolated, with artists working alone
in studios creating works, this study has shown hoanagers engaged in visual art
production are embedded in networks which are ¢isseto the practical and creative
development of their work. The artistic productisesult of inspiration and skill, and often
such skills must be provided by other artists éisans skilled in this area. The study showed
how within this network of artists, some had beemp®yed by others and the need for
collaboration was expressed.

| needed some chemist to analyse what | had disedyvand it was just a piece of silver foll,
and on the silver foil it was in a fire, becauseauyltad your little coal fires for cooking
shishkebabs and those kinds of things. This piédieeohad beautiful coals on it that were
refractive, you could see the colours would charayal it used to happen a lot on the
roadways. That was because lead was in petrol @asd¢hdays, and that's why you got the
coloured oil in water. And | was curious about the$ractive index, because at the time | was
saying, I'm painting, but | can’t get the colourlaht, | can only get the colour of earth. And
| was interested in the colour of light, and this fne was a way to get it. So this testing
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laboratory then started to analyse what it was tbatised it through the heat, and they broke
it down to about 25 different possibilities, of oheal change and breakup, and through that,
it then got too expensive to go any further. Theyissed me where to go, they said ‘look you
should go to a place in Switzerland called Basheltiey made this stuff called fraction
grading, and they've just invented it in 1964 foteirferometery,’ again, scien¢®scar).

In recognition of the need for such skills and kiemlge, Tom and Jasie embarked on
establishing an artists cooperative, a more fogmsituctured organisational field within
which artists could work in studio spaces, but alsare equipment and expertise.

So we just thought if we could find some mechatisactually secure some spaces in the
long term, and have a workshop with a diverse meshiig who can contribute skills to
actually make everyone more powerful, in the sefsesing materials outside their normal
range. Because so many artists are limited by et know alreadyTom).

Symbolic capital- recognition of social and cultural capital

Symbolic capital refers to the emphasis placed ugey types of social, cultural and
economic capital. This study shows that in thealisrt world, business managers emphasise
social connections and embeddedness within a nletaral that such embeddedness is often
as a result of the possession of recognised cuttapatal. Such capital has been shown to be
acquired rather than a gift of birth, in this sttam, and is most often acquired through
participation in formal education or learning netks In addition, this study provides
detailed understanding about how mangers in therriational art market make business
relationships more personal and personal relatipasimore businesslike and how they can
use relationships, direct and indirect to achidvis £nd. Finally, the study reveals how
managers can strategically takes steps to traagfeationship to another level, or add a new
level, or remove a level from a relationship. Hoegvthrough neglect of reciprocity of
favours such as exchange of tacit knowledge andffars, the manager may find that their
relationships change for the worst, even irrevogcabhis suggests that close personal and
friendship relationships need far more managemeéniterpersonal actions because of their
dynamism than more formal relationships such asrteyg and organizational contacts.

Discussion and typology

Derived from the findings four levels of social abnships along a continuum emerge to
provide a typology of interpersonal relationshipg-igure 1. (Insert Figure 1 approximately
here). The typology reveals how interpersonal i@tahips of managers are used in business
development and management, by first explaining hamagers make business relationships
more personal and personal relationships more ésslike. Second, it explores how a
manager can transfer a relationship to anothef,ladd a new level or remove a level from a
relationship. To summarize, the meticulous secyatationships are low in responsiveness,
primarily indirect interactions and derive from argzational-centred relationships. They
primarily serve to provide the manager with simplormation and the relationships are
professional and formal. The major interaction eero exchange names of training colleges,
scholarships, exhibition locations, i.e. routinenea and facts. The institutional facilitator has
low to medium responsive, indirect interactions asdalso an organizational-centered
relationship. This is a professional and formahtiehship and is derived from the role that
person performs in a business. They can be gateeked¢o an organization but when a
manger has a social relationship with an instihdldacilitator they can provide accurate and
reliable information about the industry, locallydainternational through their gallery, school,
government, of business role. Knowing this typeedétionship gives the manager access to
business persons that can get things done for Bmmiore quickly than if you did not have
this contact because they are familiar with thesuprocedures and policies and can be gate
openers.

The trusted companion provides similar types adrimiation as the institutional facilitator but
they are much more influentially placed and becdheerelationship the manager has with
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them is personal it operates at a high level dfmaty. Trust develops in these types of
relationships over time and they make access tergs, showings, invite the manager to
give an exhibition, and willing to spend time arifbe to get the information to the manager
in a very timely manner. They are also willing tmclkange tacit knowledge, not just
information, such as a new technique or lateststrgiurends. They are willing to contact the
manager about an exhibition or work with them ame®a project. They are collaborative and
not likely to compete. Overtime the interactionhwihis type of relationship gives rise to a
very personal connection and they form part of rii@nager’'s person-centred relationships
and are intrinsic to the manager and thus abletaken with him/her when they move from
one business to another. These relationships asenm to the manager and so take time to
nurture and also to return favours. This recipyotstexpected and so managers will have a
smaller number of these types of person-centregtioeships than organizational-centred
relationships, such as those found in the meticutmeretary and the institutional facilitator.

Finally, the benevolent mentor is an interpersamddtionship that a manager has with
various colleagues, relatives and school associgfesy are characterized as highly
responsive, direct interactions and are persor@@nAs the relationships are very personal
and responsive, reciprocity is not only expected inusiness context but also in private and
social matters. These relationships require a t@gél of commitment, time and energy and
are long-term by nature. The relationships providaagers with access to jobs locally and
internationally, loans of personal funds duringdgrof financial hardship, homes to live in,

and assistance with family members requiring jatmmtacts and travel connections. The
reciprocity is expected to be swift and conditionpbn return of favours. For this reason,
managers usually have few of these types of speddl privileged relationships. Overall,

movement between the four levels and adding oreorowing a level is carefully focused

around favours, exchange of tacit knowledge andiltgyand such movement is often

dependent on the symbolic capital of the individualolved in this exchange.

Conclusions

This study, which concerns visual artists in Augraighlights the role of networks for the
visual arts manager. Australia is an ideal sefitingshich to examine the role of networks in
an industry setting such as the visual arts. & dynamic, small, western market and remains
geographically isolated from other key internatiomarkets in the west, such as the United
Kingdom and The United States. For this reasonwars, both their generation,
development and management are a serious parteofdimpetencies and capabilities that
managers need to manage often micro businessestilidesas in the late growth stage, the
visual arts industry in Australia, while smallvigll known and is competitive internationally.
In managing their artistic network and marketingrmiselves and their work within that
network, forms of social and cultural capital asehed important. In line with the literature,
such forms of capital are not static and change tove and geographical location. Although
the art market is a global market, similarly toestbusiness enterprises, the art manager must
use networks to establish their position in ovessaarkets. Within such overseas markets or
alternative networked environments, symbolic cdpgakey to providing access to these
networks. Through the recognition of the statushef forms of social and cultural capital
possessed by artists, either through personakntteons, access to exhibitions or association
with a well regarded educational institution, asagssuch networks is secured.

The paper has made initial steps towards develapitygpology of interpersonal relationship

development within the international art marketeTheticulous secretary relationships are
indirect interactions and derive from organizatierentred relationships, providing managers
with simple information. The institutional facilitar is an indirect, organizational-centered

relationship, which is professional, and actingyate keepers to an organization. The trusted
companion is a more influentially placed relatidpsand personal to the manager and so
operates at high levels of intimacy. The benevateentor relationships are very personal and
responsive, with high reciprocity in a business pridate context. Thus, these relationships
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are based on high levels of commitment, injectiohdime and long-term. This typology
should be applied and developed further acrosageraf international contexts. A limitation
of this study is that it is very small scale anéwls on visual artists deriving from one
country. However, the use of life history intewg and the international nature of their
practice mean that implications for the internadicart market can be drawn from this study.
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Table 1: Identification and classification of research participants
Participant | Local National I nternational Stage of
engagement | Engagement | Engagement Industry category business
very well well Sculpture, some
Laura established | established | well established | painting Mature
very well very well very well
Oscar established | established | established Sculpture and painting Mature
well low
Tom established | engagement | no engagement Sculpture Growth
very well very well
Jasie established | established | no engagement Painting Mature
well well Installation/ Painting/
Henry established | established | well established | Sculpture Introductory
no engagement as
artist, but
engaged in
international arts
community in
no other economic
Elinor medium engagement | role Painting Late growth

Figure 1: A typology of inter personal relationship development
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