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Tina Smrekar: The round table is part of SUR*VIVER project, which is a travelling research/exhibitve/discursive project focused on different aspects of survival of artists. In the framework of this project and U3 we also today started a 3-day workshop on founding and managing a commercial gallery, lead by Łukazs Gorczyca. The theme of today is the contemporary art market, commercial galleries in the local and international context, their influence on current production and to what extent can this be a source of income for the artists. To start with Christine – your gallery was founded in 1989 so you have been commercially active for more than 15 years. Most of the works presented at the gallery are produced especially for the gallery, ist space and its role in society. You also invite other galleries to present their positions, last September for example Lokal 30, a young gallery from Warzsawa, and you also cooperated with Vienna Academy in the video-window, where videos of students where running in the street window of the gallery in the nights. In 2006 season you organised so called Saturday Lunch lectures where artists, curators, gallerists,architects and philosophers were invited to speak about their work. What do you feel is the situation in the art market – is any of the branches hyped or overlooked? Does painting sell best in the art market, is there a new media or installation market, a conceptual art or video or documentation of performances markets? 
Christine König: This is a very complicated question and you asked so many questions. But to answer the last one: there is not one single art market. And the most important one certainly still is the American one. It is true that certain trends or even brands often are being made by the American art market, sometimes the reputation of a certain art or artist is being made by gallerists and also critics and collectors, they altogether form a hype. But these hypes are different in every country. There are hypes but I’m not sure how they are born, someone starts and then everbody goes after it but after a few years the validity of an artist is clearly shown. 

Tina Smrekar: You state in the presentation text off your gallery you produce works especially for the gallery. How do you market these works produced especially for the gallery space? Do you present the same pieces in the gallery and in artfairs or are these different types of work?
Christine König: We try to show it at Art Unlimited in Basel or at art fairs afterwards or we make photographs and documuntation and offer it to collections where we think it could interest them. But we have a huge magazine, where we have to store works. So, we put a lot of money into production with no immediate success, no immediate return. 

When I started in 1989, the art market was at a very low point and I was not in a very fortunate situation, since I grew up with the old masters - Herman Nitsch, Arnulf Rainer – this was not my generation, it was my father’s generation. I did not understand that I should have started with my contemporanians but I was not befriended with them and it is extremely important when you start a gallery that you start with artists of your own age and generation. If you do that, you don’t need any money, you just take any garage or cellar and you start. But I, at my age and the life I had before, I just had to be immediately in the artworld, I had to take a lot of money to my hands to show that I am here (*show my presence). 

Tina Smrekar: Łukazs, Raster gallery is an private gallery for contemporary art, specialized in (mostly young) polish artists. You are also very active in the local art and artist scene – you have informal meetings and social gatherings with artists, last summer you organized a larger project in an old villa in Warzsawa where you invited some other galleries to a joint exhibition. You are also succesfull internationally and there are some other galleries emerging from Poland. How has the situation in Poland in the context of the art market changed in the last years?

Łukazs Gorczyca: We started as a gallery in 2001 and it was exactly the situation just described, it was a garage with some artists our age, nothing else. There was no visible market in Warszaw, no galleries working with contemporary or emerging artists, there was even no gallery, no private space, having regular exhibition program. Of course there were galleries or what they call galleries, they combine and sell painting with jewellery and shows from time to time, so this is no regular program, working with the artist and his production. So from one hand it was quite easy to start, we really didn’t invest any money and the costs at the very beginning were very low but during these last five or six years a lot changed. Now it is also a sort of hype, even locally, there is a visible group of clients, I wouldn’t maybe call them collectors yet, they are people who are interested, not only to spend some money but also to just collect. There are also new galleries appearing, which is a very interesting process, because you see that there are more people, young people, who decide to take the risk, which is now of course much higher, we of course didn’t have any competition. So now you have to face this hype, which is as a starting point much more complicated, you don’t really know the market when it is low. In general I would say the situation in Warzsaw, in Poland changed first of all because a group of artists became international. In my impression this was crucial that the artists, for the public, for the clients reflectes, that something really changed, that polish artists became a part of the international art system and the interantional network. At this moment they became active and tried to collect these artists although in a way it was already too late for the local clients because these artists were already too expensive for them. But it provoked another activity, investing in younger artists in the perspective that maybe they are the next ones. In a way a good example is the best example so in a way it’s luck  it happened in Poland, that there were some succesful artists and successful gallery or something between a gallery and institution. The Foksal Gallery was the first and really the best which combined both commercial and non-commercial, successfully promoted a group of very important artists who really when through the international scene. The second thing is the infrastructure which is very important in this case and the fact that first the Foksal Foundation and then Raster started to work internationally is helpful to the artists for their present understanding of their position, even if some of these artists were already present and had some international galleries.  

Tina Smrekar: How is the acceptance of the commercial galleries by the professional public, how is the connection between profit and non-profit spaces?

Łukazs Gorczyca: This is an interesting topic, I remember I was running an art magazine in Poland a few years ago and there was a couple of curators and also the curator of the Foksal Gallery Foundation and it was really surprising because all the curators were stating “we would really like to see the art market as a partner, we really need also this snobby art, we really need also the private galleries to support our production” etc. etc. so they were very enthusiastic and opitmistic about the art market. At the same time me and Jan were saying the opposite, that we don’t like snobby art because it’s killing the meanings, all these paintings and photographs hanging on the walls of bank headquarters as a sort of decoration or background for the portrait of the chairman. So that was a very strange situtation when someone who is involved in the art market is somehow more critical about it than the curators, they were really far away. 

At the same time I remember the 90’s were covered with the discussion that we really need an art market but there is no middle class yet so it is not possible to open the galleries.

At the very end, when we started, the institutions also somehow changed their position and my impression was, that they were, as they realised that we were working internationally , we really promote the artists and this visible, that the artists are shown in better contexts internationally, in foreign galleries and so on, they somehow stopped to promote these artists in the institutions, as in ok, we don’t have anything to do anymore. So somehow they started to think in a very competitive categories – if so, if already Foksal or Raster discovered some names and some artists successfully, so now we are going to discover another ones. So for a few years  it was a very strange situation, especially in the case of artists connected with Foksal, who were already really internationally established and they were totally underrepresented in Poland. Artists like Pawel Althamer or Artur Zmijewski, they had to wait like five years for major solo shows in a public institution in Poland. So their first public shows were outside Poland which is somehow shocking. Now the situation is going back to normality, now there is like a sign of piece between us, the mission of a public institution is a bit different than the mission of a private gallery and there is not any kind of conflict between us. 

Tina Smrekar: ŠKUC has been leading a sort of double life in the last few years, similar to Foksal Gallery – on one hand the non-profit exhibition program, continuing its long tradition and on the other there are the commercial activities. How do you see this double role of the gallery and your personal role as curator and gallerist?

Alenka Gregorič: I am not a split personality although I could be, in a way. It’s definitely quite similar to Foksal and Gregor (Podnar, op.p.) when he started it, was aware of the example, it was not like finding hot water. Of course there were a lot of difficulties, especially from local audiences, professionals who were really attached and really angry on what he started to do. I was at that time working with Gregor as an assistant and for me it was also quite hard to understand what is going on and to be honest when I was appointed to the position I thought ok, let’s break up with this, I just don’t know what to do with it. But I realised it would be stupid to give away the platform that he built and the recognition that we got also from the other sphere, you can call it art market. So we connected with artists of our generation, Nataša Petrešin was a really good help, we did it together in the beginning and in a way it is a double role and it is for me really hard to play, especially it’s like a double job that you do and since we are not really earning money from it we can not empoly other people who would just do that and I could decide what I want to be. So it is more like time is deciding for me what I should be so for example in April I’ll be a gallerist, untill than I am a curator doing shows. It is constantly jumping from one role to another which is a bit frustrating in the end, but is still an excellent experience because you see how it functions from the inside which is really important to know before you critisize it or before you decice if you like it or not. Because as I said whe we were talking before – you know when you curate a show it’s always about the installation and what the public will see, and what is behind the scenes nobody knows, except you and the artists who are usually underpaid or not paid at all. But you know, when you sell a piece at an art-fair, it’s the best thing for the artist, especially when they are your friends and you let them know that you sold a piece and you know, maybe they can pay their electricity bill. As I get my salary they can also earn money from what they are doing so that’s why I don’t think we should give up this activity. 

Tina Smrekar: A question for both of you, Alenka and Gregor. Is the (more or less non-) existence of an art market positive or negative for the production of art in Slovenia? In the sense that art, that is being produced in these conditions is better, worse, how do you see this?

Gregor Podnar: To a certain extent there is an art market, that means that we try to produce, we try to play our role as producers for our artists, the artists of the gallery, and as Alenka and me, I would say I have a similar background. It is not only the artists which we try to support or go our way with but also we are both inviting artists and curators, who are not only attached to the so-called gallery program. But of course you can do this only to a certain extent and you can’t replace your whole infrastructure. This is just a sign, as an example that this is one possible way. 

Tina Smrekar: Also for the production of art? In the context of survival and new production?

Gregor Podnar: I mean there are several ways, one is of course that you rely on public money but this of course has a certain transpotency, in this country for a long period we didn’t face this conditions. That was also my personal decision to go that way but there are also other ways, for instance it’s not only the art market, it’s the private sector as such. That means that you or the artists try to find other ways with non-public money, this is not only the art market, this can be also donations, these can be artist initiatives, something which is not only relying on, let’s say, directed and professionalized art market job which we do.  

Alenka Gregorič: I think Gregor is more familiar with the real art market in Slovenia so in this context I can’t add anything since here, in the local context we are not considered as a commercial space and nobody would come to ŠKUC to buy things, that’s why we go on art fairs. But in the sense of changing things I could give the example os son:DA, since Miha is here with us behind the table, that not at all we are thinking of how to produce things which could be good for the market, but we are thinking about the works that they do anyway, how to incorporate them into the system of art market. The best example was last years’ ARCO when we were invited by Zdenka Badovinac to Cityscapes and we really set down and thought about how to do it, it was a collaboration between son:DA group and Žiga Kariž. In the end it was a completely curated thing, we didn't’ think about it in the way, let’s sell, let’s do something to sell but in the end we did sell one part of the installation by son:DA which was a complete shock for us, because their installation, cables, televisions, plugs in, plugs out, is more than just a curators statement but we did sell a piece to the collection of the city of Madrid. It’s just one example but it gives you a push to think that it’s not true that everybody is obsessed with the idea that artist now has to produce sellable works. 

Gregor Podnar: I would say it’s even the role of a gallerist to set your own ideas of art and production and not to be ruled by the capital, by a certain general taste, because if it would be like that, nobody would need gallerists – you can study whatever and sell art, it would go much much easier, believe me. 

Tina Smrekar: Now to give the word to the artists, first to Miran Mohar - Irwin is often presented as one of the showcases of Slovenian art also in market sense, you exhibited extensively in Slovenia and abroad. Considering that you have been active for more than twenty years as an art collective, what has been the development of your presence in the commercial market?

Miran Mohar: I would say that we are of course on the scene for almost a quarter of a century. We started in the socialistic Yugoslavia where no such thing as an organised art market really existed. Basically this was a period when conceptual art floourished without a market because life was so cheap. Life was so cheap that for instance Mladen Stilinović would live on a few sandwiches, coffe and some juices for almost two and a hlaf decades. Of course the situation now changed and the galleries are entering the space and I think it is very important to stress that the galleries, commercial galleries, I even find it problematic to call them commercial galleries, because these are producers, some are maybe commercial galleries, yes, but in general we shouldn’t observe them separately, this is all part of the infrastructure of the art system. It means that I can not just, let us say, live in East Europe, that we live (?38:16?) this kind of dichotomy of artistic production with some honorary examples, for example there was no such thing as a developed art system, the system of museums, private galleries, education system and so on. So I do believe that things should be beuilt at the same time, like cupola in architecture, from all sides, we need positions, counter positions at the same time. So basically I really liked it when Gregor Podnar and Nataša Petrešin a few years ago organized an international symposium Public vs. Private where a private gallerist from Torino said: “We are not a commercial gallery but we are selling like crazy”. I really like what she said, because she explained her position, that they really support, produce, artworks.

In our position it is very important, we have been working with galleries internationally known, also Visconti Fine Art,  Marino Četina which was one of the first galleries dealing internationally in Yugoslavia. But what was important for us after dealing with galleries also outside, if you don’t have your own gallery, your own place, you are not getting the right position. It is still this kind of difference. It means that a private gallery should be in a way a state project, it is as important as a museum of modern art or contemporary art. In certain circumstances even more because this is the only way and model that could elevate an artist, place him in an international context. So from my point of view working with galleries which are really open and which function as a kind of production places is of extreme importance. Building galleries as we can see from the Polish and other examples is that these galleries are built according to learning what should be done a little bit differently than it was done somewhere else. So it means, and this I find extremely important, nobody talks about commercial publishers, publishers are commercial anyhow, so why talk about commercial galleries? These are structures that keep and support artists in their own line of not making compromises and the most important capital is symbolic symbolical capital. In this point of view I divide the galleries from the shops. 

Commercial or economical succes is always linked to symbolical capital. A few years ago we took part in the exhibiton Moscow-Berlin which was a show of German and Russian art after the II. World War and of course what was the real drama in this exhibiton was what I found out after just a brief calculation: five or six German works (there were maybe a hundred German and a hundred Russian works) cost the same as all Russian works on this exhibition. So this is something, beside all Moscow galleries which started to open in the late 80’s, we still have the situation. This is like a process and something that should be developed and I think even the State could have a role to do something here, for instance what we discussed in Irwin, the state, the city could give free spaces to some galleries to come here. There is also the possibillity to pay to certain younger people, maybe art historian, to do certain works in such a space. I am sure that there would be people interested to come, because the costs would be very low and international exchange would happen. 

Tina Smrekar: Miha, the works of son:DA have been exhibited widely in commercial and non-commercial spaces; you are represented by Škuc gallery, also Mario Mauroner gallery in Vienna, you are starting to cooperate with some other galleries.What has been your experience like with the art market until now?

Miha Horvat: First of all I would like to thank you for inviting us, I am talking on the behalf of son:DA, and secondly I would like to go on from what was heard until now. Because last year, when Zdenka Badovinac invited ŠKUC to do an art project at ARCO art fair in Madrid and ŠKUC and Zdenkla decided to invite us and Žiga Kariž to do it together, it was a very funny thing because the money, the production money came from the state. So basically it is a kind of paradox, because we are all the itme talking and saying, how bad the Slovenia is, how bad the situation for art here is but actually they were giving money for us to go to a commerical art fair, so the state is in a way doing this, supporting commercial activity of a non/commercial art gallery so this is maybe a plus for Slovenia and a plus for the ministry of culture. 

But to continue with our experience; when we got a call from Mario Mauroner gallery in Vienna and when we got a call from ŠKUC that they want to represent us, we were basically quite honored. Beside an institution and the curators somebody is interested in your work, it’s interesting to stand behind you work, to sell your work and present it to other people, other collectors, galleries. It was and still is a great opportunity for us to work with these galleries and these people because as I said we don’t have any contracts, everything is based on relationship, trust, on human understanding between us as artists and curators and gallerists on the other side. I would like to say that we are really priviliged to be in this kind of situation. Of course, if I am honest, there are always some limits, there are budget limits so the gallerist says, we are going to do the smaller one, we don’t want to take the bigger work but this is the same if you work with an institution, they say this is the money we have or the space we have or wall that we decided for you to have so there are always some limits, I think you have to work in these limits.

Maybe to go futher from this critisizing the state, what was interesting for me, again at last years’ ARCO, there were discussions and presentations from high profile artists, so you had on a commercial art fair a possibility to hear what Stelarc or Valie Export are saying how they want to sell their art, what is Liam Gillick’s or some other position in art. So simply this very big commercial art fair where a lot of art is being sold and collected are also platforms for what are for me, great discussions. Together with Žiga Kariž we were there for ten hours each day, listening to discussions, like at academia or University. So, again, after having this possibillity, to seeing and listening this, I don’t know why there are so many critical positions,

I mean, of course you always have to be critical, to talk and discuss, what is the context, where you are in this context, as was said on the symposium on Tuesday, that capital is the only concrete thing.

To maybe give an example, because not only we are artists, we also have a gallery, a garage space, presenting photography for two years, so we went on this side of being a gallerist, a curator, so to finish, I think it is very nice what Alenka said that you have to be there to see that to be able to talk about it, to maybe see it from a different angle.

Tina Smrekar: To put it very directly, Miran: how much can members of Irwin today or have in the last 10 years been able to live off selling its artworks? 

Miran Mohar: I will tell you like this. First of all, Irwin is a big group, five people, I would say that Irwin would survive maybe three people, but not five. So we also have a small company that produces books, organizes print, design etc., one of the members is a professor at the art academy. But we have been aware from the 80’s on that certain economy of the group is important and we stress on this for a long time. While maybe in socialistic times this was a very basic, from today’s point of view a little primitive, but it was. We were very much aware that economy is a part of art production and system and we tried to keep it on.

Tina Smrekar: Christine, how long have you needed to be viable financially as a gallery – what has been the development of your gallery?And how much can artists of your gallery live off their art? 

Christine König: Difficult question. First I want to continue with art fairs and galleries more and more have to educate their audience. This is extremely necessary. I realized that in my own gallery and this is why I was the first one to start with regular lectures, for seven years we did lectures every week, whoever came to the city and we knew it or my assistants always had to be aware who came, actors, philosophers, mathematicians, colleagues were invited to make a short lecture, we had sushi and tea etc. We did this for seven years, we did these window works for two years, we have three windows and we showed once all those young Los Angeles videos, specially produced for night, without tone. Then we did the same also, curated by an art critic, with artists from the two universities and many other activities. We have to do it due to the much more difficult and varied works of the artists who deal with everyday life and with politics and sociology. When I started in 1989 it was still more with painting and sculpture and drawings, hanging and maybe installing a little. This has changed rapidly in the last 20 years. But what was your question? 

Tina Smrekar: How long did your gallery need to be viable? 

Christine König: Ah yes, the gallery. As I told you when I started I had money from my family so I was very lucky because, as I said before, I unfortunately did not live and work with artists my own age. So I really needed some time to find the right path for my gallery. I work with positions like Jimmie Durham or David Hammons or Nancy Spero, these ar even two generations older than me but I understand their work perfectly and I sometimes have problems with my contemporaries. I have to frankly, even if it is to my disadvantage, I have a twenty years old daughter who loves art and grew up with it and I force her not to be in my gallery and I force her not to be with me and find her own way because I know how important this is. Does this answer your question?

*laughter in the audience and table*
Tina Smrekar: It certainly is a very interesting answer. And how did you, Łukazs, experience the financial viability, we were also talking today at the workshop about the experience of the artists?   

Łukazs Gorczyca: For us opening a private gallery was in fact a very conscious decision and one of the points was that we don’t like to be dependant on a kind of mysterious structure. It was a kind of a problem in Poland because the whole system of financing culture was really not that developed yet. It’s still not perfectly developed but it’s changed. Of course there were many many options if you liked to do something with contemporary art, you could go for economical profit, you could go for foundation, you can be a curator of an institution, it was an open choice but we said no, we really would like to be independent from all these structures that developed or stayed after these 40 or 50 years of this system. Actually, choosing the art market was, it sounds absurd, but it was choosing freedom somehow.  That’s why we decided to do that and to trust only our own instincts and eventually maybe clients because when opening the gallery we didn’t have any idea about clients, if they exist or not, since we were really coming from the art context. So the one thing we were sure about were the artists we would like to work with are really important and they will really change something in the polish scene, we even didn’t dream it would change something on a higher level, internationally, what happened somehow. So we were not really thinking about money in the very beginning, so we didn’t count how long it will take to get money back because in fact we didn’t invest anything, just to start the gallery, to open the doors was maybe 2000€ which is not such a big amount of money. and if you divide it in three, because we were three when we started, we also had some money collecte dout of the magazine so it was not such a big deal. After that we were for the first two years still working, as writers, so it was not a prooblem for us if the gallery will bring a financial benefit or not. After two years we realised the gallery is going so good that we should focus on this project, from than this is our main and only profession and it’s beneficial.

Tina Smrekar: And for the artists, do they have other professions?   

Łukazs Gorczyca: This is also what I said today during the workshop, that it was also our ambition somehow from the very beginning of the gallery, to treat this project as a sort of social project for the artists, to let these young emerging artists not to go to work, not to go to advertising but to focus on their art activity and it succeded somehow. Now, almost everyone are living only out of their won work. There were difficult moments, when we were giving somebody maybe some money just to cover their electricity bill, but ti succeded. But I am conscious also that our case is very special, as I said from the very beginning, we were in a very privileged situation, we were the first ones, there was no competition, we were with very good artists, last but not least, by chance, several of these artists were working in painting, even if it was maybe provocative how they treated painting they were still something which is much easier for people to absorb than let’s say multimedia installation. So there were many things that were very beneficial for the whole situation, that made it simpler for us, it was the right moment, right place, right people.

Christine König: I would like to make a remark - the art market is always looking for new territories and I think you really were at the right time at the right place and a really great hype right now in the international art market is for polish artists. So this is the reason why only in so few years you were able to make a good living standard for your artists.  I sometimes watch this art market like a big animal because now they are all after Albania, so one has to be careful with all this attention because it’s hypewise. Austria, for instance, we are like in a gap, we were never really interesting for the big international artworld and then the Eastern European countries opened and they became the point of interest and Austria is still like in a gap. But we also a very very good and lively young art scene, I think it’s very unfair but as I said, this big animal does not care a fairness like this. 

Tina Smrekar: Maybe at this point – are there any questions from the public?

Audience1: Since the ones buying art are not here, I have a question for Mr. Podnar and Ms. König, who are your customers, are they regular customers, how important is it that you build a relationship with them, you mentioned you also invested in an educational program for the public, so if you could maybe both reflect a bit about your customers as I suppose there is a difference between Slovenia and Austria?

Christine König: I am a very bad example for that. This question is one which is always in my head because I am very bad in socializing and for a good gallery all the contacts are extremely important. Socializing means socializing with the collectors and that’s extremely difficult, because they all, even if it is only a client as you [Łukazs Gorczyca] said once or twice, he wants to be considered as a collector and they all want to bargain and they want to deal and they want to make the prices etc. I am really a very unfriendly gallerist [laughter in the audience and table], but I have fans [more laughter] because sometimes it happens that I do not sell it because of their attitude and then they try everything to buy it. I also wanted to say, I just came back from ARCO yesterday, there was a Hungarian collector who wanted to buy with an English gallery a huge Tony Craig and he did not get it because he was not worth it. And this is also something very unfair, very arrrogant from this big art market, this hierarchy also with the collectors. If I were a collector, I would never play this game.
Gregor Podnar: Relating to the local context there’s one collector I’m working with constantly, the others, the potential collectors I would like to bring up the scene also of collectors. Luckily I am working with very friendly collaborators so my succes in selling sometimes depends on the friendliness of my collaborators and assistants as well. But in general of course it is the international context, we have to invest particularly in going to art fairs to meet what are first of all people that started to like your projects, your works and after seeing one collector maybe three, four, five times, this collector might start to buy and you might find also a good friend but of course in most cases it is a relation for a longer time, in a lot of cases worth to go longer way; but I would also agree with Christine, if you realize this big art market there are these kind of hierarchies which I am not a big fan of but at the same time you have to be a part of this big machine as well and this is anyway our role.

Audience2: I have a question for the artists. I suppose that art has two values, one is the real value, the value we talk a lot about, and the other one is commercial value which is not so much connected to the value as such, more with the context, the situation, the time and place. Is this commercial value giving you the feeling of autonomy, since you are in the market and you have the value with which you can be bought or sold or do you have a problem with the context, this commercial value? 

Miran Mohar: Of course, this is a very deep and complex question. In general it has to do with, if you go to Marx, with the fetish, in fact in Slovenia for a very long time art was just something what was made and done etc. and this was totally normal, this was a romantic period and later on this so called autonomous field wa created. Well, this autonomous field doesn’t mean that you are immune to economy. Economy and the art market itself are from my point fo view a part of the system. Basically I would say that we went through a period of the art history when even totally determinized works of art were sold for big money, xerox copies of American conceptualists, gestures, documentation of radical performances etc. So we went over this point, from my point of view that what you do you do according to your ideas wishes and your concepts. Of course, sometimes it takes a very long time that these things are maybe sold or maybe even they are not sold. I believe that really bad art is sold for a lot of money, really good art is sold for little money and really good art is sold for a lot of money. I would really look on economy as a media and it is always important to think about what is the alternative. Against the art market is just that you have one door, the ministry of culture or the city of Ljubljana, where the door handle is hot because everybody is coming there every day and for instance when this part is closed there is panic all over. I would try to think of the art market and economy as a very very long activity of the human being and try not to generalize it, to try and be very exact with certain examples.

Christine König: We should emphasize the fact that it is not a shame to earn money with art. Many people think that artists should live like wolves, hungry wolves [laughter on all sides]. Yes, still they do but art has its value and it has an intellectual value and what remains in history is art. Because, do you know any politicians from the 14th or 15th century? No, but we know the musicians, we know the artists and the architects, so this value has to be paid. 

Miha Horvat: From my position, I am basically always confused what is my capital value. If I go to an institution in most cases in Slovenia they ask you how much money would you like to have, a curator is asking you what is your value and the same was with putting a price of our works for the market. What we did in our position, we basically trusted our gallerists, people with whom you work, that they price our work in the ‘money’ value. If I look at Alenka or Mario Mauroner or other international galleries we workes with, they are the ones who are on the market, they are the ones who are in contact with the capital so they value our work. I don’t know, if I follow this, that it’s not a shame to earn money, no it’s not, basically you need money, you need money for your life, the question is if you go too high or too low, this is something we always thought about with Alenka, that you don’t go over the border, if your price is too high or too low. but for me as an artist, as son:DA, it is a concept we have to develop. Content, form and than when you start to go on the market, it’s another concept, how much, how many editions, what’s the price, so if I am autonomous or not, maybe to say honestly, I am confused a lot of times what is my value. 

Audience3: I have a question regarding the establishing the price because this is a very intrigue moment, I think. You are selling artworks, of course anyway as human being, everyone is on the working market, this is a very important part of our life. Artworks are considered to be special, usually it is not good, if you can compare it with other items on the markets, right. I mean in Slovenia even a book should have an exception, they say. So I am really interested in how you establish the price because as I undertand the idea is to sell it at the highest possible price and to benefit from that. And on the other hand the customers are people who can afford that price, so the artworks that you are selling are only affordable to elites, I would say, in economic sense. Do you have a problem with that?

Łukazs Gorczyca: Actually the price is the last thing, it is really not important. Also, if we now divide between the value and the commercial value, this is something which, of course there is real money, somebosy is putting a lot of money or little money on art and you can count it but in fact it’s always a sort of contract, a sort of deal, if it were let’s 100 of money or 2000 of money, it somehow doesn’t matter, we were also discussing this moment that some galleries don’t like to sell their work to certain collectors, so at the very end it is not even a matter of money because not the level of money decides where the work is going to go, that is much more the case with auction market but in the case of galleries and from my experience we always are establishing prices at the very last moment before the show starts – the opening is in five minutes, so finally we have to decide how much it will be – and it is only a formal thing. It could be five and it could be five thousand and the market somehow regulates these prices because in a certain situation you know that you have to keep the prices a bit higher because you have to cover bigger expenses of the gallery for example or the artist is so strongly collected now that you have to raise the price up otherwise there would be a secondary market which is dangerous, the people would try and kill each other to get the work, so just to somehow protect them it’s important to raise the price. But after a few years or even a few months the collectors don’t remember how much they paid and in some cases they are also very rich people, even they bargain, try to get a better price, they do it because it’s part of the game. So I don’t think the price is the most important thing in this game. 

We also once tried, developed a special project to try this out, we tried to sell the work as loww as possible, as cheap as possible and it was a very interesting experience. I would say that it didn’t work. People feel safer if they are buying expensive art. It has something to do with mentality. I really don’t obsess with prices, there are certain situations when the price is higher, in another one it is lower but it’s not the crucial point.  

Gregor Podnar: The crucial point is when you start to get established, then of course the expenses go higher and you definitely have to go with the prices to a certain level, to another level. At the same time you have to be aware if you put a price to a certain price level, it’s very difficult to correct prices down, because that would mean that…

Christine König: One can’t do it.

Gregor Podnar: Yes, you can’t do it, it's actually a certain moral obligation that even if you put the prices once too high for your own standard you have to live with that for, let's say, at least for as long as it’s on the level where you feel or actually not feel but experience that it starts to sell. So this is a very tricky moment.

Christine König: In such cases as you just mentioned I was happy that I had some money from my background and than I bought artworks from these artists, who were not being sold in the gallery. This has to be done. But my experience with the art market is, again with the American one, that they are suspicious when an artist doesn’t have a high high prices. Then they ask, “how old is this artist? He’s 40? And his painting is only 7.000€? Does he have any potential?” So, they don't buy it although they love it and they think it's a wonderful painting. The other thing I realized in experience is that to sell a little cheap drawing is as much work as selling something very expensive, so I try to put the prices for the market as high as possible. But I have artists who say my friends and former collectors who can’t afford it anymore and then we special prices for them to catch up their collection with these artists. It does not mean that we have two pricelists but we have special conditions for special people. 

Alenka Gregorič: For me it’s the first and last question and the most difficult one. I always want to sit down with artists to see what they think how we think and how much the production was, because as much as I am not proud to say it but it’s really hard for us to pay production as we still depend on state and city money. In a way what has happened is that most or all of them are working also with other galleries. Of course we can not go so low that everybody who would like to buy a piece from a certain artist would come to us because it’s so cheap and there it’s more expensive. I don’t want to do that and it’s not the game you play because it is a game in a way. I have a big problem with that and I talk a lot with colleagues from the field and also I was in a position to watch this, how it should be done, gallerist speaking with the artist, arguing about. And always of course you have to know that collectors will always demand a lower price. And then you send them an invoice and in between they already forgot that you didn’t give them 10% discount, which is usual, but you gave them 15% discount and you feel stupid, you were speaking to them for an hour and then they forgot about it, because for some of them it’s more a game. For us it’s also a problem when they see us and I start to explain the huge story behind, as we are not Foksal Gallery and Foksal Foundation, we are just ŠKUC Gallery. And I’m always explaining our position and our role and it’s hard for them to accept us as an equal partner. Of course I think something should be done, I don’t what will happen, maybe someone will start to invest in this. Anyway, setting prices is really hard for me, it usually is a lot of talk.

Tina Smrekar: A question for the Slovenian participants – How do you see the possibilities for an art market in Slovenian and of marketing Slovenian artists abroad? 
Gregor Podnar: Which is very important is that it shouldn’t be a market of Slovene artists but an art market in a more general sense, that means that it should not be divided by national or non-national, this is actually most important, that it’s like a network, as with everything else, you have for instance  a Gorenje refrigerator, it’s maybe built in Slovenia but you can buy it in Oslo for instance. I’m joking but this is really something which should not be connected to the state structures. To your first question, I think of course there is a lot of work and a lot of energy that we have to put in because this is not enough, to wait for something like paralel structure, a private segment coming up but this is your own investment, time investment and it goes slow. How I see the local situation for contemporary art, it will take maybe some ten years if not new players, young players, not only colleagues, gallerists, maybe also companies and individuals, it’s not connected maybe to big money but if there are some self initiatives, this would help to change the mentality.

Audience4: I will try to make my question as quick as possible – for me a commercial gallery is the place where artists meet with people that want to buy art, we know from history these are always rich people, lawyers, this sort of persons, so for me an art dealer is a person who knows how to speak with an artist as as well he knows the language of business because, for me, a commercial gallery is like a company and it should follow the rules of business. Something was said about Polish art and two years is one of the rules for a company to have a succesful business. The question is what do you think about the fact that dealers often don’t have knowledge about business and they make mistakes and this is the weakness of the Eastern European art market. Do you think that is an issue, a problem? For example, as professionals you shouldn’t have any kind of problem to judge the price of an art piece, this shows that someone is a professional. The question is meant in general, because you are succesful art dealers and I see a lot of people who want to be art dealers and as far as they are concerned they have great knowledge about art but they have no knowledge about business and when a young alwyer or a young businessman comes to them they just don’t know how to speak with them. 

Gregor Podnar: In a field where contemporary art was not that exposed it was not perceived as a material good, you are of course totally right. This means you have to find a ceratin common language with somebody to tell him that this is a good as well, this is something which has a certain value, there are ceratin rules, certain contexts, you have the local, the international scenes and art markets and this is also connected to secondary business etc. If you are able to use at least a few words which involved in economy understand, as for example investment, to start with very simple, this might be an investment but it may be symbolic capital, how to explain that; I would agree with you but what is most important is that you have to find a certain profile to differentiate or to structure your own profile of the gallery or of the artists and this together, this kind of approach to particular people who are potential clients definitely and on the other side to find the right profile to the broader public but at the same time to somebody who will probably finance a part  of your program, that is crucial.

Audience4: But do you think this is a problem in the Eastern European countries, because I feel artists in a lot of these countries have this attitude of not wanting to sell and commercial. means bad.

Łukazs Gorczyca: From my experience as I compare our activity to activities of our colleagues, let’s say from Italy or UK or the USA, I don’t really see a visible difference, I don’t think they are better in business or that they have better business skills because they are coming from the West. I rather agree with Gregor, the succes of a gallery is primarily based on the craziness of the gallerist, in fact. It’s even better not to know anything about business because if you think too much about it, you are lost. This, in this sense, could be a potential danger for people coming from Eastern Europe, treating this commercial sector and art sector only in a very professionalized sort of project which is based on a certain business plan etc. I think all people, especially young gallerists who are coming to the business are much more about understanding artists than about understanding the market. It's always the same when you meet new gallerists and this from all possible part of the world, so they are very similar somehow. They are sort of fakes even, they don’t even know what to do, how to sell and it doesn’t matter where they are from.

Miran Mohar: Just a short story, one of the first and best gallerists who appeared on the territory of ex-Yugoslavia or Balkan, it was the gallery of Marino Četina in Umag, which is a small town on the Croatian coast quite close to the Slovenian border. He was a cook, he studied some design and he opened a spaghetti restaurant and with this spaghetti restaurant he supported really good exhibitons, he always invited artists over, he was working with the new American photographers, he was doing catalogues, almost museum kind of catalogues, totally Fitzgeraldo, something which was very difficult to find somewhere else. I think it was absolutely his craziness, his dedication, strong passion for art and of coursee, he had to live up but the price for him was also, he just wanted that artists could live from it. He died very young, 39, and a continuatian with the gallery was impossible, because it was based on his enthusiasm. But this before his death became a very successful market model because he was selling, he was leading the gallery but unfortunately he died in 1989 and he opened the gallery in the late 80’s which means he existed for about ten years.

Miha Horvat: Maybe not as an answer but as a thought, Miran previously said two times that it’s all one system, market, education, institution, everything is part of an art system and for me personally what triggeres, what interests me in art is the communication and with this question how you sell art or how you buy art, for me it’s always about the communication. I think you can be a good gallerist if you know how to communicate. Of course if you are crazy, if you have some new ideas, new position new concept, but it’s still about the communication. And to the question of high or low prices, it happened to us  quite a few times because most of the work we sold were these big formats, these mouse-computer-drawings and quite a few times people came to us and said they want to have this drawing at home. For us this is a great thing and we communicate and they have the works there although they didn’t pay for them. So basically, for me as an artist it’s a great thing when somebody of course wants to buy a drawing for a lot of money but it’s of course a wonderful thing that somebody says he wants to have this big drawing in his living room and he wants to live with it. I always come back to communication, also as an artist, there are different kind of knowledge and I think that communication is this part or platform where we are and where we move, where we sell and buy and understand and discuss.

Audience1: I have a question concerning the form and the potential of communication of the form. We were basically now talking or you came up with examples of two-dimensional art, two-dimensional  pictures, drawings. Is there any difference to, let’s say non-object or non 2D art, art which is not so easily commodified in, let’s say decorative terms, on the market? Is it hard to sell video installations, the phosilics and documentation of performances?

Łukazs Gorczyca: I think the situation is much more complex, I mean if we discuss if it’s more complicated to sell a painting or drawing, this is much more a discussion on the basic level of collecting. There are many manny people who are collectors, who are really just collecting to keep the works at home, just to live surrounded by it and of course for them in most cases it’s much easier to put a painting or drawings on a wall. But there is already a certain developed market for very ambitious works and we have to remember that the institutional sector is also a part of the art market so then the institutions are buying. It’s not so often in the former East block yet because the isntitutions are not so strong, they don’t have a budget but it’s obvious and natural that there are serious even private and institutional collections purchasing very ambitious, very complex installations. So on a certain basic level we could say that if I have a litlle shop on the corner, it will be muich easier to sell a painting than a video installation. But if you are going to serious values as we discussed the real art positions, I think it doesn’t matter at the very end. I you have a serious proposal and if it’s a really important artist there is a same line of people wainting for that.  

Gregor Podnar: I would say it’s most diificult to sell good art. On the other side it really does not matter which kind of media, or sometimes even, it does, if we just stress on the institutional framework, to a certain extent, even a few years ago you couldn’t sell a certain painting to the institutions because it was maybe not that trendy. At a certain moment to certain institutions this luckily changed, it is luckily that it’s not based on media but on the content, on the interest of a particular institution or a collector. Definitely you can still say that a market consisting of private collectors is still much more based on two-dimensional which is, to a certain extent, understandable but this is a very individual choice and you can find a very opposite way where you hardly will sell a painting to a particular collector.  

Tina Smrekar: With the fast development of the art market in Poland, how do you see the relationship between commercial success and canonization or historization of artworks and artists?
Łukazs Gorczyca: Our intention in general is that we would like to work in a longer perspective. Of course a commercial success of this or another artist is good, it’s good for him, it’s a sign of good times for him on the market. But then all the time in the back of the head, or even much closer, we still think about the longer perspective. We are conscious that there is this hype and these are very good years for Polish art at the moment, then it will be for Albania and then for Slovenia in some years maybe, maybe that’s not the case. But we have to protect the artists and work with them consequently. And then in a longer perspective, in 10 or 20 years maybe, they come back as museum artists, maybe not, but this is the real aim, this is the real perspective for us because we would like to be serious. Of course we could now push the artists to do more and more and more to fullfill all the demand on the market, sell as much as possible, close the gallery after two years and just go away somewhere. It would even be nicer to be here in Slovenia, it’s much warmer here. But that is not the case. 

Maybe I would like to say one thing, you mentioned the growing market in Poland. Yes, maybe there is a certain optimism, there are a few people that try and spend more money on art and they are private people and it’s an interesting potential, but I would also like to mention one thing that happened in Poland that was very interesting and surprising for us. Two years ago, the new minister of culture founded a special state program to collect contemporary art, he developed the project based on the French model of the regional collections. So, he founded the six regional collections for contemporary art in Poland. The deal was the minister of culture gives half of the budget, so for example, for the regional collection in Cracau, the minister gives 100.000 EUR and the regional collection in the form of association  has to find another 100.000 EUR and then it works and then thez are starting to buy works. What happened was that for two years it an incredible rush on the market somehow and it was mainly connected to the institutions at the very end. Luckily in most cases the control of these associations was taken by the curator connectes to the local institution, so they are in most cases really interesting collections starting now. It was really exciting to see how much money is going directly to the artists, how many of really ambitious artworks are being purchased. But the most surprising thing was, first of all that it happened, that so much money was spent on contemporary art and the wonderful effect of this is, there is the new museum of contemporary art in Warzsaw in construction and some other centers are planned around Poland, the most surprising, even schocking for me, was, that it was possible just by one political decision. Something was really not possible for so many years, there was a deep crisis in the institutions, no money at all for contemporary art and then one guy came with very big ambitions, would like to build a monument to himself and he just did it like this [snaps with fingers], find money from somewhere, national lottery or something like that and the whole system is working. It somehow taught us to be very very cynical in relations with power and political structures.

Audience5: I have rather one curiosity question. You, or we all, were mostly discussing about Europe and the United States. I was wondering, a question for the gallerists and the artists, how is it with China, India, Asia, I think the art market there is really rising and just out of curiosity I’m asking if anyone has already sold a big piece in China, India, Asia or somewhere there? 
König: I have no ambitions for that but I know there will be a huge art fair in Beijing and anotherr one in Shanghai, so the Western artworld, and again the American art market, will definitely try to take it over.

Miran Mohar: I think your question is good but I would like to intervene from my perspective, and also, most likely, the perspective of my colleagues from Irwin, is that I think it is very important when you place yourself that you do not try to think too globally. I think this is a trick. If you start to think too globally, then you get nothing. Then you just have a very superficial position outside inside periphery center etc. I think it is very important to organize our own conditions, our own structures. Let’s say, we are one of the first generations who decided to stay in Yugoslavia at that time. Generation frombefore, Braco Dimitrijević, Marina [Abramović], decided to go. I totally understand because it wasa impossible to do continious artistic production on a professional scene within Yugoslavia. But when we decided to stay we were totally aware that things must be built, everything, as I said before, from art galleries to collectors, museums, small places, educational systems, organized publishing of theory etc. Our group is still very much aware, we were working, we were working, we still are, now less because we went beyond something what we can do as professionals because we are artists. Basically, what you said is also curious for me but is not that much my point of interest.

It is clear today, that contemporary art went beyond the borders of the christian world. It happened as with football, at the beginning it was a play of one country and it became a play which is played very well and even better in the places where it was not invented. So that is going on with art and we should have our eyes open but we also have to stress and not forget to build something in our localities. 

Tina Smrekar: We have reached the end of our time and I would like to use this as a closing thought as I believe it has been shown throughout this conversation that the localities are important, that we have to be aware of them and be active in them. I thank you all for coming.
