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The status quo of the arts, thus the legitimation of the art system, has always 
been determined by the economic conditions that permitted, supported and 
influenced the creation, dissemination, recognition and preservation of art-
works. The relatively novel artistic context that is commonly labelled with the 
name Media Art (or New Media Art for who is interested in the ahistorical tem-
porality of the adjective “new”) has always included a large variety of different 
artistic practices and approaches. This complex ensemble of interrelated eco-
systems has found fertile ground over several areas and different economic 
formats, including the traditional structures of the art market. Indeed, in the 
last few years, some of the artistic approaches that are conceptually rooted to 
Media Art, found in this latest economic format a major development. Thanks 
to a wide appreciation of the artistic languages that acknowledge the coming 
of the information era, the art market, in parallel to the contemporary art 
system, started to embrace the same practices that motivated most of the 
intentions that originated Media Art. Concurrently, it is possible to notice the 
emergence of strategies that artists adopted in order to create profiles that 
accommodate the expectations of the traditional art market.

Within all the conditions previously expressed, this book presents a large and 
heterogeneous variety of contributions which, from different perspectives 
and different languages, intend to give an overview of the current situation 
that connects the Media Art practices to the economy of the art system. This 
research aims to discuss several issues as well as different opinions, that 
express the extensive spectrum of practices and theories of Media Art that 
relate to its economy. In practical terms, this book acknowledges also the 
problems that prevent an open dialogue between Media Art and the classical 

KEEPING AN EYE OPEN.
AN INTRODUCTION TO 

THE CULTURAL ECONOMY OF MEDIA ART
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forms of the art market. Conversely, it must be taken into account the altern-
ative means that can accommodate the specific nature of this field. Indeed, 
when we consider Media Art in the circle of technology-based art, it is import-
ant to highlight the criticalities of maintenance and preservation of art pieces. 
Nevertheless, the discussion about the materiality and materials of art, which 
occupied theoreticians since the previous century, assumes a particular im-
portance with the aleatory substance of digital, and its use in art.

The pivot point of this general discussion does not exclusively focus on the 
pure format of the art market, but it also concerns the whole economy and 
system that sustains Media Art. In this sense, it seems fundamental to acquire 
a prospective open to possible alternative economic models that can support 
the cultural production. Among many other relevant matters, the large variety 
of artistic languages that populate the ecosystem spanning from Media Art 
practices and those that are expected by the contemporary art system must 
be recognised. With the diversification of contents, it is the main intention of 
this book to reflect and expose the different areas where these narratives and 
approaches unfold.

The three initial sections that compose this collection of texts gather the per-
spectives of artists and curators on production, distribution and collection of 
Media Art and how this process contributes to the constitution of value and 
recognition. The first chapter “Buy and Sell Media Art: enlightened collectors 
and enlightened artists” poses the basis for an understanding of the possibil-
ities, but also stereotyped limitations regarding the market of Media Art. This 
section begins with an open letter addressed to art collectors, in which the 
author Domenico Quaranta faced the obstacles that create suspicion over the 
productions of Media Art and which prevent their acquisition in art collections. 
The work of the artist, often being idealised, is revealed in its real praxis in a 
sort of vademecum written by Jonas Lund. This contribution can also be seen 
as a sort of manifesto about contemporary art practice, which illustrates the 
measures that should be taken by the artists who want to address their work 
to the mechanisms of the art world. As discussed already, the market of Media 
Art is especially problematic, due to its technical and/or performative nature. 
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Acknowledging this issue, Pau Waelder formulated a guide for the artists who 
want to sell their works. Starting from an analysis of the major strategies ad-
opted by affirmed artists, Waelder shows the positive and negative aspects of 
each method employed for generating collectable works.

“Art and value in the cultural industry: Commodification, Validation and At-
tention economy” is a section that presents academic reflections over the 
determination of art value in a cultural and economic sense. Starting from 
a historical perspective about art and its connections to economic func-
tions, Christa Sommerer and Laurent Mignonneau bring the example of their 
artistic series “The Value of Art” to discuss the importance of attention eco-
nomy in art. Similarly, the contribution of Vincenzo Estremo recognises the 
importance of the promotion and creation of attention on the artist activity as 
a determinant force of artistic value. More precisely, he focuses on the pres-
ence or absence of materiality and the objectification of art as an example of 
economic determinism. 

The section “Art production, distribution and conservation: new possibilities 
and critiques” contains creative contributions that deal in oppositive, propos-
itive and alternative ways to the usual logics of the art market. Acknowledging 
the symbolic value of art, Paolo Cirio proposes an artwork that consists of 
an ethical framework for the distribution of what he called Smart Digital Art 
Objects: digital artefacts that can be authenticated through cryptography. 
With the report of the project #exstrange, a curatorial work based on artistic 
interventions in eBay, Rebekah Modrak and Marialaura Ghidini demonstrate 
how it is possible to benefit from the discomforts generated by the hollow 
and unreachable art system. The following chapter consists of methodological 
and technical guidelines for artists that Rafael Lozano-Hemmer has collected 
during several years of experience. With this text, he suggests the constitution 
of a spread methodology in support of Media Art conservation and its technical 
complexity. 

The final section of this book: “Media Art and Art Market: An interview with…” 
is dedicated to a series of interviews I conducted during the Media Art and Art 
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Market symposium happened in Linz in October 2016. Among other generic 
aspects, these interviews contain the opinions by Pau Waelder, Steve Fletcher, 
Wolf Lieser, Gerfried Stocker, Christiane Paul, Christa Sommerer and Annette 
Doms. From diverse points of view, these interview portrait the overall scene 
of the Media Art economy, with special attention toward its market.

The arguments of this book recall a series of tangent reflections that need to 
be mentioned. First of all, it must be clarified that the term Media Art itself 
has crossed several criticisms. This label is seen as a sort of limitation for 
all the possible meanings that this field can accommodate. It also creates 
confusion about the nature of the practices this term contains. However, for 
historical circumstances, this term identifies a cultural context that acknow-
ledges manifold artistic experimentations which, in a way or another, refer to 
the use of media technologies as objects and/or as subjects of investigation. 
In this sense, it is relevant to notice that a large portion of Media Art developed 
autonomously and independently from the common circuits of art. In this way, 
this field successfully proliferates in various contexts, including research 
centres, academic institutions, festivals, as well as in Internet communities. 
The traditional art system, that has mainly followed the classical trajectory of 
the dominant culture and thus dominant forms of art, relies on typical mech-
anisms that have been founded in the nineteen century. Meanwhile, the art 
market, that flourish in this same period and that reflected the spirit of the 
bourgeoisie of the early capitalism, have changed very little its own internal 
structure. However, the classic institutions of art have been able to settle any 
type of artistic content that has been produced over time. Nevertheless, they 
have already hosted and recognised some of the emerging practices of Me-
dia Art. Although the classical system of contemporary art demonstrated a 
certain interest in this context. Meanwhile, it is also holding a severe distance 
and suspicion toward the productions of Media Art, limiting the possible in-
tegration between these sectors. However, from a Media Art perspective (or, 
in other words, from the side interested in the relation between art and tech-
nology) we can observe that new generations of artists who are digital natives, 
reflect on the same subjects of Media Art, but using the languages of contem-
porary art, prefiguring forms of merging between these two worlds. From the 
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other side, Media Art institutions and artists demonstrate an interest in art 
system, to get access to the process of historicization and to enter the realm 
of recognition that is still distributed by the traditional structures of art and 
its market.

Taking into account the overall discussion, the economy of art requires a spe-
cial attention to the manifold aspects that might open potential ethical issues. 
Considering the subjectivity in which this topic can be perceived, it is believed 
that this discussion must be addressed to the entire community of Media Art, in 
order to collect the largest amount of expressions that might be represented. 
Nevertheless, it is necessary to acknowledge the dynamics of art economy, 
discussing the nature of its structure and questioning its sustainability. The 
very ending point of this discussion can even lead us to question if the art mar-
ket is the proper answer to a coherent development of Media Art, thus, if there 
is a real need of it. Conscious that any possible answer would not be able to 
satisfy a universal will, arguably, the necessity of an economy which sustains 
the activities of any cultural context seems to be unavoidable. Perhaps, it can 
be hypothesized that the current economic formats are sufficient to meet the 
demands of Media Art production. Alternatively, it might be necessary to cre-
ate new models that wink to the darkest logics of financial capitalism or that 
reject and oppose them. Any possible direction of the future developments of 
Media Art economy should see the participation of the art community to this 
discussion and to the acceptance or rejection of the institutional needs.

The entire argument that crosses art market, art economy, but also art prac-
tice and sociology of art, needs to be led from a global awareness of the art 
system and its current cultural context. In this sense, it seems important to 
draw attention toward the emergence of criticalities determined by the re-
lations which bind: “art practice and theory” with “art economy and culture 
management”. The conceptual discrepancy that emerges by the understand-
ing of the cultural value and the monetary value, offers an example. It makes 
simple to figure out the different nature of the parameters deputed to create 
the scale of values. However, these two sides are not disconnected between 
them. In the contrary, they seem to move in a similar direction. This envisions 
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a scenario in which the overlapping of two ideally separated perspectives are 
merging in a unique definition of value which is shareable between cultural 
and economic capital.

Accordingly to several theoretical addresses, art practice often expressed the 
vocation in pondering about its own meaning. The acknowledgement of the 
structures that influence the process of evaluation and recognition, can be 
considered as one of the major peaks of awareness about the raison d’être of 
art. For this reason, artists have largely explored the art world. On one side, 
becoming contents of its dynamics and on the other side, posing the art world 
as a critical content of their creations. This approach is essential to discover 
and place the art economy in the current global complexity of the socio-polit-
ical context. Indeed, the art market, similarly to any other economic sector, 
is heavily influenced by the agency and tendencies of the financial economics, 
thus, to the speculative nature of markets, which in the art context can matur-
ate in forms of “corruption” of the cultural and intellectual production. In this 
sense, it is desirable that artists acquire the control of their activity, resisting 
to the subjugation of unhealthy trends by bringing light to the shadows of art 
and proliferating in a sustainable economy.

Alessio Chierico
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SECTION 1

BUY, SELL, CONSERVE MEDIA ART: 
ENLIGHTENED COLLECTORS 
AND ENLIGHTENED ARTISTS
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DEAR COLLECTOR
Domenico Quaranta
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Dear Collector,

I’m writing you a letter because what you do is very personal and what I have 
to say fits better to the form of a private conversation than an essay. Although 
this letter is open, I’d love to keep discussing with you in private, if you wish.

The show where you picked up this publication  is about collecting di-
gital media art, and that’s the topic I’d like to discuss with you: not to tell 
you that you should collect it, but to tell you that you can, if you like. It’s not 
that hard, as long as you have the “epiphany”. I guess you know what I’m 
talking about. The epiphany is the realization that makes you address your 
collecting activity in a certain direction. All the collectors that offered pieces 
for this show had the epiphany, at a certain stage in their life. The occasion 
may be trivial: you are using a business software tool, you are video-chatting 
with your girlfriend, watching Edward Snowden on YouTube or TV, running 
while listening to music, paying a coffee with a credit card, when suddenly 
you realize to what extent digital means of communications have changed 
your life and the world along the last years, at all levels. You have never 
been a techno-enthusiast and never will be; but, for good or for bad, this has 
happened, IS happening. It’s contemporary life, and contemporary art should 
relate to it someway: by celebrating, portraying, criticizing or consciously re-
fusing this change, and by using, abusing, perusing or consciously refusing 
the tools and languages introduced with the digital shift. This shift is both 
a culture, with its new set of topics, and a media shift introducing a new set 
of creation and communication tools; so we should expect contemporary art 
to respond to these topics and confront with these tools, as it always did.

Once you had the epiphany, what comes next is not as easy as buying an oil 
painting in a gallery or an art fair, but it’s not that hard either; and it can 
be really beautiful and challenging. The first thing you have to realize is that 
there’s not such a thing as digital media art, or whichever label is used to 
describe it. There are just artists, responding at different levels to the topics 
of their time, and using at different levels the tools of their time. Look at this 
exhibition: you can find websites, softwares, 3D animations, interactive works, 
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but also paintings, prints and sculptural works. New media enlarge the set of 
tools available to an artist, but they also bring us to figure out different uses 
for existing tools. A special focus on a specific medium is rare in art, even if 
possible and interesting in itself; most artists are committed to a set of con-
cerns and topics, but are pretty unfaithful in terms of media, and feel uncom-
fortable with this kind of categorization. So, don’t be surprised if, right after 
having the digital millennium epiphany, you buy… a painting.

The second thing you will soon realize is that what you are looking for is not 
easy to find in the usual venues where you go to look for art. Even if, in recent 
years, a number of artists, curators, gallery owners, collectors and institu-
tions had your same epiphany, in the art market and the mainstream contem-
porary art world this number is still pretty small. It’s one of the paradoxes of 
the weird time you are living in, my dear collector: in a world where politics, 
economics, social relationships and private life, and with them most cultural 
ecologies (think about books, music and cinema), have been changed dra-
matically by the advent of new means of communication; in this world the art 
world, that has always played the role of the cultural avantgarde, has become 
a sort of conservative, elitist niche. The art world, not art, which is often flour-
ishing outside of the art world’s borders, in more experimental, borderline 
situations and, of course, online.

This may make your quest more difficult, but also more exciting. If you are the 
kind of committed collector who likes to research about the art he loves, you 
will enjoy this situation immensely. Think about it. Everything will probably 
start in a place you are familiar with: an art fair, an auction, an art gallery 
where you’ll get in love with the work of an artist you didn’t know before. You’ll 
talk with the artist, the gallery owner, a curator you met at the place, and they 
will address you toward other artists and other galleries. They will suggest 
you books and magazines to read, and people to meet. Soon you will realize 
that what you can see in the art market is just the top of the iceberg, and that 
many of the artists you love don’t have gallery representation or a market 
at all, and that their work is mostly presented and discussed in specialized 
venues. You will meet them, and you will buy works directly from them. Or 
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maybe you will realize that the work is not actually collectable in its present 
form, and you will start a discussion with them that will push them to find 
solutions to engage this new arena. You will help them to translate a purely 
digital work into a physical work, when it makes sense; and the cultural value 
of their work into money value; to conceal scarcity and ubiquity. But you will 
also learn things from them: like the value of sharing, and the possibility to 
conceal private property and public access, uniqueness and easy replicability. 
You will be the collector, the researcher, the curator and the producer, the 
gallery owner, the teacher and the student, all in one.

“That’s what I already do”, you may say me. “I’m not the kind of guy who only 
attends the VIP program at Art Basel and Frieze and buys over the phone at 
art auctions. I do research, I talk with artists and sometimes I find out other 
ways to support their work beyond mere collecting. I even buy videos. There’s 
nothing special in what you are describing to me.” Fine. That’s exactly what I 
wanted to say before stopping bothering you: collecting digital media art is not 
that different from collecting contemporary art. As I mentioned before, most 
artists concerned with the digital are working with traditional and more stable 
media as well, and often employ different solutions to materialize their digital 
work and make it more fitting to the space of the gallery and the requirements 
of the art market. Editioned digital prints and videos, 3D printed objects, in-
stallations with custom or commercial devices are all relatively stable, relat-
ively accepted ways to display the digital. Software and other works based on 
code may require skills that are unusual to a restorer in order to be preserved 
on the long term, but these skills can be easily found today: the artist may help 
until she’s alive, and institutions like Rhizome and Electronic Arts Intermix are 
training a new breed of preservation experts that can be of help. The same can 
be said for technologically complex installations: maintenance may be diffi-
cult, but not impossible. And anyway, collecting has always been about buying 
the things you love and THEN worrying about how to save them from the in-
juries of time, not the other way around. Don’t let your fears prevent you from 
supporting the art you think would better represent the time you live in. The 
main challenge brought by the digital to the practice of collecting is not actu-
ally related to maintenance, but to uniqueness. Collecting is all about scarcity. 
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Until the digital, the market found its own ways to deal with mechanical repro-
duction, inventing the artifice of the limited edition, that often was not even an 
artifice: a photography or a polished steel sculpture may be easy to reproduce, 
but a Gursky photo or a Koons sculpture may be very expensive to copy, and 
can’t be distributed to a mass audience. In this cases, the limited edition just 
works fine. But what about a videotape? And even more: what about a web-
site? Or an animated GIF? Or a webcam video? Or a 3D model? Or an artist 
software? Everything digital can be duplicated seamlessly, fastly and cheaply, 
and without any loss in the process: each copy is a perfect double of the “ori-
ginal” you bought on some storage device in the gallery, my dear. Everybody 
can have it. There are of course technologies meant to protect property, but 
they can be easily circumvented and hacked. Moreover, a website is usually 
online and can be accessed by anybody. If you buy it, what can you do to protect 
your property? Put it offline? Set it private? And if you do it, is it still a website?

Of course, you can keep collecting in the good old way and just bookmark web-
sites and download videos and GIFs to your hard drive if you like them. That’s 
still an option. But if you understand collecting not just as a way to accumulate 
precious objects, but also as a responsibility toward your culture and society, 
other options are available too. Buying an artwork is not just a way to own 
it. It’s also a way to support the artist and help her developing a sustainable 
economy and keep doing art. It’s a way to assume responsibility toward the 
artwork, take care of it and of the way it is presented and preserved. Let’s as-
sume you bought an animated GIF: as a unique, a limited edition, an unlimited 
edition, whatever. The same GIF is available on the artist website: anybody can 
go there and download it in a second. You and these other people will own the 
same thing; what’s different, however, is your ownership. 

As you bought it, your ownership is certified. In the future, this certificate will 
prove, without any doubt, that this piece is an original work by that artist. You 
have been informed about the best way to present it, and you take care that 
curators follow your instructions when you lend it. You can influence the his-
tory of the piece, and if required, develop strategies for preserving it and make 
it available on new devices. None of the people who downloaded it from the 
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web would probably care about it as you do. If, in the future, it would become 
a permanent part of our cultural heritage, we would probably have to thank 
you, my dear collector.

The same can be said for a website. Ask the artist to store it on a device and 
remove it from the web, and you’ll be the owner of a bunch of files on a flash 
drive. Buy it within its own domain, and you’ll be the owner of a work of pub-
lic art on the web. Everybody can access it, because that’s part of its nature; 
but as the owner, you are responsible for its online presence, its dissemina-
tion and its preservation. It’s like owning a site specific work of Land Art, or 
offering a piece of your collection to a museum as a permanent loan – only 
different: because the internet is a different kind of public space and commu-
nication media.

Another way of dealing with accessibility and copy-ability of digital informa-
tion is, of course, to support the practice beyond collecting. Art did not always 
exist in a market economy, and if you believe in its social function, my dear 
collector, you shall believe that it will keep existing in a sharing economy. This 
is more or less all I wanted to tell you, my dear. But I would be happy if we 
would be able to keep this conversation alive in some form. If you’d like it too, 
just drop me an email.

My warm regards
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MAKE IT BIG AND FLAT
Jonas Lund
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This text was published as introduction text to the mood book that was part 
of Lund’s exhibition Studio Practice. In Studio Practice, Lund transformed 
the gallery into an art production line by hiring four assistants who worked 
full time during the gallery’s open hours throughout the run of the exhibition. 
Their task was to produce work inspired by the guidelines set out in a 300 page 
book that Lund created expressly for them. Once a work has been completed, 
it was reviewed online by an advisory board consisting of artists, art advisors, 
gallerists and collectors. The board assessed the work so that Lund could 
better decide whether the work should be signed or destroyed. The entire pro-
cess was publicly accessible in the gallery space and on a dedicated website 
(studio-practice.biz). The website includes live footage of the gallery, assess-
ments of the advisory board as well as Lund’s final decision and comments 
regarding specific works.

Studio Practice: Make It Big and Flat

Hi, welcome to Studio Practice, a comprehensive guide for how to make art 
that’s both highly regarded and highly profitable. Throughout this book you’ll 
find examples of what we refer to as quality art, quality art is art that the 
art world has determined as quality and that performs well on the market 
(think auction houses selling for lots of money). The examples in this book is 
to serve you with an idea of what currently looks good, what the market likes, 
and to give you inspiration for how simple your ideas can be. The bulk of the 
examples are focused towards production, each of the artists in the book have 
discovered a half original ‘new’ way of producing works and are capitalising 
on it big time and make series of 200+ paintings that look more or less the 
same. Further down in the book we’ll cover simple things such as the ideal 
canvas size, different colour palettes and some general inspiration, but let’s 
step back a bit and start at the beginning The biggest misconception regarding 
art production is that it’s complicated and hard, and that you have to scratch 
your head a lot and think and think and think to come up with a brilliant idea 
and then struggle through the production and execution of your idea. This is 
to be frank, nonsense, making art is easy and anyone who tells you otherwise 
is either an artist and wants to protect the art world conspiracy (more on that 
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later) or is not an artist and doesn’t know how to make art. So, if art is so 
easy to make, why doesn’t everyone do it? Especially when you can sell mono-
chromes in auction for millions of dollars, it’s a bit strange right? Well, so, it’s 
a bit more complicated than that.

The problem is that since around the 1980s the art you make has to be about 
something and can’t just be pretty, due to the post modernistic idea that what 
actually matters is the idea rather than the looks. What people don’t realise 
though, is that the idea can be quite simple and doesn’t really have to dig so 
much deeper than for example; ‘The work explores notions of humanity and 
form’ (this by the way covers pretty much everything, but it makes it seem as 
if it’s smart). And in the end it really only matters what it looks like and the 
status of the artist. We’ll get to the status/rank of the artist later on, but in 
broad general terms, if you’ve reached top artist status, you can make pretty 
much whatever you like, some critics might disagree about your newly pro-
duced works but it won’t change your status, if you’re mid status artist you 
have to be very careful to produce works that at least look good. They don’t 
have to be conceptually very deep, but they have to look good. If you’re a no 
status artist, you have to make both good looking work and good, relevant, 
concepts that talk about things that the art world cares about right now, and 
primarily, you have to work your ass off networking. (This is very much key.) 
This is not a guide in how to network though, this you have to figure out by 
yourself, or pick up another book on that topic. I mean, in essence it’s not 
that complicated, be in the right place in the right time and talk to the right 
person and become invaluable for entertainment. It’s as if you basically have 
to work all the time. Anyway, let’s look closer at what performs super well in 
the market right now; Process Based Abstraction, or in more art world correct 
terms, Abstract expressionism. More or less premiered into the art history by 
painters such as Pollock (with his Action painting series). In essence, develop 
a system in which you can produce many paintings following a similar pro-
cess and repeat this. In the case of Pollock, put the painting of the floor and 
drip paint over in many different variations. Past Pollock, Abstract expression-
ism got replaced by Warhol and his pop art movement, but lo and behold, the 
movement has reappeared, although slightly different it follows the similar 
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sort of logic. Develop a process, be it original or not — it’s not that import-
ant, and then repeat this system. The book is filled with examples of this. It 
might seem counterintuitive, in case you were thinking that art works has 
to be about Something, engage a critical discourse and bring forth relevant 
conversations to the public eye. This is very much a European way of thinking 
about art, and the bulk of the examples in the book are US based artists. You 
see, in America they don’t care so much as to why you’re doing a particular 
thing, as long as it looks good and has a decent size, and that you as the artist 
brand have a good position. I often hear EU artists pondering, ‘I wonder if I can 
get away with making 10 of these’ — questioning whether they’ll be criticised 
for repeating the same ‘trick’ 10 times, when in the US it’s not uncommon that 
an artist repeats the same trick 200 times and makes seemingly identical, or 
with slight variations, of the same thing. 

There’s a couple reasons for this, the primary being that the market is much 
more intertwined in the US and has a much stronger direct influence, another 
is that art in the US in general is more commercial, as there is no funding, 
you really have to sell works in order to operate as an artist. So naturally the 
works are more in line with what the market is about right now. So the best 
advice for any up and coming artist is to develop a seemingly unique way of 
producing big and flat works in bulk. Never, ever mention that it’s a strategy 
for selling though, whatever the real reason for your production, you need to 
fill the works with a critical discourse and engage something. It can be very 
trivial and doesn’t have to dig deep, but if you find it easy to talk for hours (as 
you should, being an artist is very much about that), then by all means go for 
it. The other option is to be the ‘genius’ artist with a mysterious aura and a 
kinda natural smartness. In case you can pull this off, you really don’t have 
to talk so much about your work, just more about yourself and your feelings 
in general. This is a quite uncommon artist these days, so won’t recommend 
going for that. Probably helps with having long hair in this case. Like a type 
of raw artist, void of criticality, void of deeper discussing, just pure creation. 
Sounds nice right, just making the stuff you wanna make and never having to 
justify why. No body, I don’t care if you’re Hans Ulrich or Jerry Saltz, nobody 
knows whether an artwork is good or not, or whether it’s going places or not. 
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There’s no single way of determining what is quality art and what is crap. The 
general theory is that the art world determines what’s good art or not, based 
on George Dickies institutional theory of art (look it up if you don’t believe 
me). Now, this is both very confusing and very potent. As this system follows 
zero logic, and no one really knows what’s good or bad, and particularly, why 
something good is good. That basically means that you can create whatever 
you want right and then just hope that the art world determines it as quality 
good work, and if it doesn’t, just make something new and then maybe that’ll 
work? Well, so it’s a bit more complicated than that. The art world loves con-
text, and a work from an unknown artist without context is automatically bad 
art. The context and the discourse drives everything. So in order to create 
some quality art you need a convincing story, a relevant topic and excellent 
execution. At least in the beginning of your career. Ok, so but since the art 
world decides what’s good and bad art, and the art world is a type of loosely 
connected network of different players, artists, curators, directors, collectors, 
critics, art advisors, who decides who’s in and not? And how come that it’s not 
possible for anyone to just join in and become part of this very exclusive world 
of passing judgement? So, this I’d like to attribute to the art world conspiracy, 
the current status quo that at the same time makes sure that the art world 
stays the art world and puts fuel on the ‘the art world is such an exclusive 
place, “I don’t even get a single thing of this work”’ fire. Since the art world de-
cides, it’s in its best interest to protect this, if anyone could decide what’s good 
or bad, people would quickly realise that most art is very bad, and there simply 
isn’t something more than meets the eye. So in order to maintain the mystery, 
everyone within the art world maintains this position, that there is something 
more, something that’s difficult to describe, something special, something 
that the everyday person outside of art can’t possibly understand, because if 
they could, it wouldn’t be art now would it? So the art world conspiracy, is in 
essence the system that’s in place to maintain the mystery surrounding art 
(while there really isn’t one). It’s kinda like the emperors new clothes, all over 
again and again and again.

– I don’t get it, maybe I’m too stupid but I even have a master in art history
– What wait, what if there’s nothing to get?
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So, to summarise: The art world decides what’s good or bad, the art world is 
a network of players, it’s not particularly hard to get in. Just get an MFA or go 
to art school, work in gallery, write about art. Once you’re in, you’re in. Since 
nobody knows what’s good or bad, anything can become quality art. Do not be 
afraid of pretty good looking things. Embrace mass production. Embrace sim-
plicity. Don’t bore people with your concepts, unless they’re at least partially 
funny. Be cool, dress smart, go to openings, don’t do drugs, but drink beer and 
offer people cocaine. Figure out the process, hire some assistants, have them 
produce your work for you. Make a factory. Enjoy your life. Get a US based gal-
lery, scale up production. Live Large. Be Smart. And lastly. Make it big and flat!
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HOW TO SELL ONLINE ART 
AND MAKE MILLIONS 

(OF VISITS)
Pau Waelder
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Although the title of this guide playfully refers to the average marketing book, 
it is not the intention of the author to mock or criticize any of the initiatives 
described in this text. On the contrary, its contents are based on a research 
on the art market and new media art carried out over several years with the 
intention of analyzing their interactions and discussing the role of digital tech-
nologies in the contemporary art market. A selection of artworks and pro-
jects is presented in this booklet (1) with the intention of mapping the different 
forms of addressing the commercialization of web-based art. A summarized, 
easy-to-read format has been chosen in order to facilitate the dissemina-
tion of these models and their open discussion. For the sake of brevity, many 
things have been left out, and therefore this guide is not intended as an ex-
haustive or definitive approach to the subject, but rather the starting point of 
a conversation.

Introduction

Artists need funding to produce their work and also (like anybody else) make 
a living. Many have a steady job that helps them finance their artistic practice; 
some get funding from grants, awards, commissions, and artist’s fees; others 
sell their artworks through art galleries. Since the mid-nineties, the Internet 
has been an attractive environment for art making, unrestrained by art world 
hierarchies and market imperatives, and with a potentially global audience. 
The artists who explored its creative possibilities in the early years of the 
World Wide Web tended to move away from art institutions and galleries, and 
focused on disseminating their art among Internet users, who at times did not 
know that what they were seeing on their computers was art. Art created on 
the Internet was usually considered a “more marginal and oppositional form” 
(2),  the artworks being freely available online and in most cases not intended 
for sale. Only a few artists developed strategies for selling their work on the 

1 - This text was written for Glimpsedome, the digital thought pavillion curated by Andreu 

Belsunces at The Wrong New Digital Art Biennale in November 2015.

2 - Greene, Rachel. Internet Art. Thames and Hudson, London, 2004. p. 11
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net. Nowadays, net-based art is still available for free and websites, social 
networks and online platforms such as Tumblr continue to attract artists who 
combine their web-based work with art objects sold at galleries. However, the 
ubiquity of the Internet and digital devices, coupled with the proliferation of 
the market for digital content and the growing presence of digital art frames 
provide more sustainable ways of selling online and digital art. Some years 
ago, artist Jonah Brucker-Cohen (3) welcomed the possibility of selling art-
works as apps on Apple’s App Store as an alternative to “giving away your 
work for free on the web.” While artworks ported to iOS may not sell as well 
as Minecraft or Akinator the Genie, they can provide some income and poten-
tially reach a larger audience. Of course, this is not the only way to sell a digital 
artwork and it does have some drawbacks, but it exemplifies an alternative 
channel for selling art, which also introduces the possibility of generating in-
come from distributing unlimited copies of a single piece at low prices, rather 
than trying to sell an edition of three at several thousand dollars. However, 
there is no magic recipe for selling digital art (to my knowledge, at the present 
time): many of the strategies developed until now are experimental or apply 
to a single project, but they constitute interesting ideas that could be applied 
to other artworks or inspire new ways of selling art. In the following pages, 
several strategies for selling online art developed since the late 1990s are 
outlined and discussed. Each strategy is presented with a brief description, 
alongside an evaluation of some of its main advantages and disadvantages 
and links to one or several examples. Some examples can also be applied to 
software-based artworks that do not require an Internet connection. The main 
intention of this short guide is to provide artists with an overview of models 
for selling their online artworks, in the hope that it may be useful for their 
practice. It is also intended as a tool for discussing the commercialization of 
art using digital media, which could eventually lead to re-think how art is sold 
and collected at a time when so much of our culture takes place online and 
on a screen.

3 - Brucker-Cohen, Jonah. Art In Your Pocket: iPhone and iPod Touch App Art. Rhizome. 7th 

July 2009. Retrieved from http://rhizome.org/editorial/2009/jul/7/art-in-your-pocket/.  

Accessed 2 Aug. 2017
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Sell the Files

The most obvious (and apparently easiest) way to sell a digital artwork is 
simply to transfer the files to the buyer. This can be done by ftp (sending the 
files to a new server owned by the buyer), email or any other form of file trans-
fer, as well as on a storage device that is handed to the collector. Most artists, 
particularly those working with a gallery, will have a customized portable hard 
drive or USB pen in order to present the artwork in a more elegant format, 
alongside the certificate of authenticity (video art has been sold in this way 
for many years). Once the buyer gets the files, he or she can choose what 
to do with them, either store them or upload them to a server they own (if 
it is a web-based artwork) or display the piece in a dedicated screen with a 
computer (and any required input device, mouse, kinect, etc.). Steven Sacks, 
director of bitforms, calls this “unframed software art” (4) because the art-
work is provided as software, without the display device. As with video art, a 
contract or agreement can specify how the artwork must be displayed, but it is 
still up to the collector to honor these terms. The artist can go as far as eras-
ing the original files of the artwork from his or her archive in order to ensure 
that the collector has the only copy, but given that the files may be lost or the 
storage device may become obsolete or break, it is advisable to always keep 
a backup copy.

PROS
- It is generally easy to transfer files or store them in a portable  

hard drive or USB stick.
- The collector receives an object (if a customized case or device is 

made).
- The artwork does not require maintenance as long as the technology 

used (scripts, third party software, APIs) is available.
- The collector takes care of hosting fees and/or display devices; 

4 - This text was written for Glimpsedome, the digital thought pavillion curated by Andreu 

Belsunces at The Wrong New Digital Art Biennale in November 2015.
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therefore, these costs must not be included in the artwork’s price 
tag

CONS
- The artist loses control over the display of the artwork (as is usual in 

many artworks)
- The buyer may be discouraged by the fact that he or she must also 

purchase a computer and screen to display the artwork.
- Problems may arise when the software-based artwork is run on 

 the computer bought by the collector.

WHO DOES THIS
- Olia Lialina sold her online piece If You Want to Clean Your Screen 

(1998) to the artist duo Entropy8Zuper! (Auriea Harvey and Michaël 
Samyn). Harvey and Samin put the artwork on their own server.  
See: http://www.entropy8zuper.org/possession/

- bitforms gallery has sold software-based art in customized 
packages since around 2003 and temporarily developed a 
specific online platform, the Software Art Space. See: http://www.
bitforms.com 

- In the early 2000s, several renowned art museums (Guggenheim,  
Whitney Museum, TATE) commissioned Internet art projects, some 
of which are still available while others require updates or are 
incompatible with certain browsers. Many artists nowadays sell 
their artworks in USB sticks and portable hard drives.

Sell a Website

Net-based artworks are usually hosted under a specific domain name that 
refers to the title of the project. The ownership of the domain name –along 
with the files that compose the artwork– can be transferred to a buyer, who 
also commits to renewing the domain and maintaining the artwork freely ac-
cessible online. This is similar to the previous strategy, although it applies 
only to Internet art and ensures that the artwork remains online after being 
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sold. The name of the collector may be added to the website; in this way, it is 
in his or her interest that the artwork be accessible and widely disseminated. 
The terms in which the collector will maintain the artwork in the future can 
(and should) be specified in a legal contract. The most popular example of this 
model can be found in Rafaël Rozendaal’s websites and his Art Website Sales 
Contract (see below). Rozendaal’s websites constitute single artworks similar 
to paintings and are therefore the perfect example for this type of transaction, 
although more complex websites can also be sold in this way.

PROS
- The artwork remains online and freely accessible.
- The collector is interested in disseminating the artwork, since his/

her name is mentioned in it.
- A legal contract ensures that the artwork is maintained according to 

the terms agreed between artist and collector.
- The collector takes care of hosting fees and/or display devices, 

therefore these costs must not be included in the artwork’s price 
tag.

CONS
- The buyer may be discouraged by the fact that he or she must pay a 

permanent fee for the hosting and domain name (however, this fee is 
currently very low).

- The artwork can be viewed on any device with a web browser, but the 
collector may have to purchase a dedicated screen and computer.

- The artwork may have to be updated as the technology used in 
browsers changes, leading to obsolescence of screen resolution in 
the images, scripts, and plug-ins.

WHO DOES THIS
- Rafaël Rozendaal has sold several pieces of his website series and 

has developed a legal document, the Art Website Sales Contract, 
specifying the obligations of the artist and the owner which is available 
to any artist who wishes to use it. See: http://www.newrafael.com/ 
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Websites: http://www.artwebsitesalescontract.com/
- Eva and Franco Mattes allegedly put on sale the domain name 

of their own website, as well as the associated e-mail addresses, 
for S10,000. The artists were actually selling a different domain 
name, fooling those who attempted to purchase their identity.  
See: http://rhizome.org/discuss/view/10844/

Sell Shares of the Artwork

An artwork can be online but not publicly available. Access to it can then be 
sold to one or several collectors. In the latter case, a limited number of users 
must be established, similarly to what occurs when a piece is sold in a limited 
edition. Unlike the previous strategy, the value focuses here on the exclusivity 
of accessing the artwork, which is shared by a small community of collectors 
(it must be noted that selling shares of a publicly accessible artwork would not 
make sense). Each buyer acquires a “share” of the artwork that allows him 
or her to access the server (maintained by the artist or the gallery) where the 
piece is hosted. The collector must therefore provide screen, computer and 
Internet connection to experience the artwork at home. 

The artist provides a customized software that establishes a connection with 
the server and displays the artwork. In order to avoid an uncontrolled distri-
bution of the artwork, access to the server may be limited to the specific IP 
addresses of the collector’s computers. Mark Napier’s The Waiting Room (see 
below) is a prominent example of this strategy: the artist set up a virtual Inter-
active environment that could be modified in real time by the user. By hosting 
the artwork on a server and selling shares to collectors, the artist created a 
closed community of users whose interactions with the artwork are reflected 
on everyone else’s screens. Therefore, the concept of the artwork and the way 
it is intended to be experienced is closely linked to the way it is sold.

PROS
- The artwork can be sold to several collectors.
- The artist keeps control of the artwork, at least at its core (he or she 
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cannot control how it is displayed by collectors)
- The collector takes care of acquiring the display devices; therefore, 

these costs must not be included in the artwork’s price tag.

CONS
- The buyer may be discouraged by the fact that he or she must 

purchase a computer and screen to display the artwork, as well as 
keeping a permanent Internet connection.

- The artist has to permanently maintain the server hosting the artwork 
and make sure that the software is compatible with the computers 
used by collectors.

WHO DOES THIS
- Mark Napier put his online artwork The Waiting Room (2002) on sale 

through the bitforms gallery in New York. The work was offered in 50 
shares at $1,000 each. See: http://www.potatoland.org/waitingroom/

Set Up a Pay-Per-View Site

A similar strategy based on exclusive access finds a middle ground between a 
freely accessible website and an online artwork privately shared by a group of 
collectors. In this case, a website hosting the online artwork is set up with a 
pay-per-view or subscription model. Users can freely access the “public” area 
of the site, where information about the artwork and a preview are displayed, 
alongside instructions to access the “members” area and the subscription or 
pay-per-view fees. A user who wants to view the artwork can choose to pay 
a low amount (around $0.90) to access the members site for a short period 
of time (for instance, 24h). Those who wish to view the artwork more per-
manently can pay a subscription to access the site continuously. In addition, 
the “members” area can include extra information, videos, or downloadable 
material about the artwork as an incentive to pay the fees. This model makes 
sense if the artwork is constantly modified by online content or data retrieved 
from different sources and as a result users are not paying for access to static 
content.
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PROS
- An unlimited number of users can access the artwork and pay the 

fees.
- The artist keeps control of the artwork, at least at its core (he or she 

cannot control how it is displayed by collectors).
- The economic transaction is limited to a short period with no further 

obligations on either side. Therefore, the buyer can choose between 
different prices and decide the time of viewing, while the artist can 
decide for how long he or she wants to maintain the artwork online.

CONS
- The buyer may be discouraged for having to pay a permanent 

subscription to access the artwork, in addition to providing the 
display device.

- Many users may pay a small fee to view the artwork, but the sum of 
these small amounts may not be enough to compensate for the costs 
of maintaining the website.

- The artist has to maintain the server hosting the artwork and make 
sure that no problems arise from the online payment system.

WHO DOES THIS
- Carlo Zanni developed his generative poem My Country is a Living 

Room (2011) as a print-on-demand book and a pay-per view web-
based artwork. See: http://mycountryisalivingroom. com/

Sell the Router or Server

A net-based artwork can be sold as an object that includes its own display 
device and server, or a customized router that generates a local area network 
in which the artwork can be accessed. In the first case, the artwork can be 
purchased as any other object, although the collector must plug it to an Inter-
net connection in order to view it as it was intended. When the artwork is put 
online by the collector (who owns the server), it also becomes freely access-
ible to all Internet users. The artwork is therefore shared and owned at the 
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same time. In the second case, the collector acquires a router and a USB key 
containing the files of the artwork. Using the router’s USB port, the artwork is 
made available on a customized local area network. When someone accesses 
this network through a computer, smartphone or tablet, he or she is direc-
ted to the files containing the artwork, which are viewed on the device’s web 
browser. The artwork is freely accessible, but only on the local area network, 
therefore within close range of the collector’s home or office.

PROS
- The artwork remains online, even if it can only be accessed with 

limitations.
- The ownership of the artwork is clearly established.
- The collector receives an object.

CONS
- The router or server may have to be updated or fail at times, forcing 

the collector to ask the artist or gallery to solve the problems.

WHO DOES THIS
- Carlo Zanni created the “server sculptures” Altarboy Cyrille and 

Altarboy Oriana (2003), which consist of a customized briefcase 
with an embedded computer, screen, and server. The pieces 
are displayed with fresh rose petals, that are reminiscent of the 
ephemeral nature of the process taking place in the artwork.  
See: http://zanni.org/wp/index.php/portfolio/altarboycyrille/

- Aram Bartholl curated the group show OFFLINE ART: new2 
(2013) at XPO Gallery in which the artworks were hosted on 
dedicated routers. When the visitors accessed each of the twelve 
local area networks, they could view the exhibited artworks.  
See: http://datenform.de/offline-art-new2.htm
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Crowdfund Production

Crowfunding is increasingly popular among artistic projects, although it must 
compete in a marketplace where many consumer products are tested and 
pre-sold. The million-dollar funding achieved by certain products can lead to 
think that crowdfunding platforms are a gold mine, but it must be taken into 
consideration that an artistic project is usually not as appealing as a new, 
hyped consumer product that supposedly fulfills crucial needs in everyday 
life. Successful crowdfunding campaigns tend to be based on widely publiciz-
ing and offering appealing rewards. For an artist, this means mobilizing his or 
her network of contacts and creating rewards –usually derivative artworks or 
related objects– that are attractive to users. In some cases, the rewards can 
be the very artworks that are intended to be produced as part of the project; 
while, in others, additional elements must be produced to be rewarded. The 
whole crowdfunding process can also be part of the concept of the artwork. 
Given that crowdfunding campaigns are usually “all-or-nothing” (if the goal is 
not reached, all pledged money is lost), it is advisable to have around 10% of 
the desired amount at hand and a few rewards for large sums in case they are 
needed to reach the goal in the last day.

PROS
- The artwork is produced only if funding is achieved.
- The campaign may be used to generate interest around project
- A group of buyers supports the project and receives rewards which 

may consist of the artworks themselves or derivative objects.

CONS
- Crowdfunding campaigns imply a considerable effort in terms of 

publicizing and set up a short time frame, usually 30-40 days.
- If the campaign fails to reach its goal, it is a public failure that is 

automatically communicated to all backers.
- Creating rewards may imply additional work if they are not integrated 

into the art project itself.
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WHO DOES THIS
- Tale of Tales (Auriea Harvey and Michaël Samyn) have launched a 

crowdfunding campaign for their project Cathedral-in-the-Clouds 
(2015) that includes rewards related to the project and their previous 
work as videogame designers. See: https://www.kickstarter.com/
projects/taleoftalescathedral-in-the-clouds-contemplation-in-the-
digit

- Constant Dullaart successfully crowdfunded his project DullTech 
(2015), which consists of a media player customized for the needs 
of artists displaying their work in exhibitions. See: https://www.
kickstarter.com/projects/dulltech/dulltechtmstraightforward-
technology-for-you-and/description

Create Derivative Work

Just as performance artists and land artists sell documentation and objects 
related to their original work, artists working on the Internet can choose to 
create objects related to their online practice. For instance, a performance 
carried out in a social network such as Chatroulette or in a multiplayer video-
game can be documented in a video and sold in a limited edition. In addition, 
prints and other objects derived from an online piece may be produced. 

Physical objects are (somewhat) easier to sell in a gallery and usually do not 
present the problems associated with maintaining servers or other technical 
equipment (unless they include this equipment, obviously). In this case, it is 
up to the artist to decide how relevant this work is in relation to the original 
project, or if online content and physical object have the same “substance”, as 
asserted, for instance, by artists Seth Price (5) and Artie Vierkant (6).

5 - Price, Seth. Dispersion. 2002 Retrieved from http://www.distributedhistory.com/Disperzone.

html. Accessed 2 Aug. 2017.

6 - Vierkant, Artie. The Image Object Post-Internet. Jstchillin.org, 2010. Retrieved from http://

jstchillin.org/artie/vierkant.html. Accessed 2 Aug. 2017.Aug. 2017.
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PROS
- The artwork can be sold as any other art object.
- The collector receives an object.
- Fees and problems related to maintaining servers and technical 

equipment are avoided.
- The artist keeps control of the online content while collectors own 

the objects they have bought.

CONS
- The objects have to be produced in addition to the online artwork.
- Objects imply transportation and storage, which can be a problem 

with certain installations or sculptures.
- Some collectors may require that the online artwork be removed 

from the artist’s website if it is too similar to the piece they are buying 
(for instance, a video).

WHO DOES THIS
- Most artists create objects based on their online practice. As previously 

stated, the work of artists such as Seth Price and Artie Vierkant combines 
online projects, prints, sculptures, and installations. See: http://www 
 distributedhistory.com/ ; http://artievierkant.com

- Known for their online performances and media hacks, 
UBERMORGEN and Eva and Franco Mattes have also produced 
sculptures and installations related to their web-based work.  
See: http://ubermorgen.com ; http://0100101110101101.org

Sell an iOS or Android App

Smartphones and tablets pack a considerable amount of features in a single, 
portable, and relatively affordable device. Apps adapted to iOS (iPhone, iPad) 
or Android can use the device’s camera, microphone, GPS, touchscreen, In-
ternet and Bluetooth connectivity, and sensors to create an interactive, locat-
ive, and engaging experience. The standards applied by the operating systems 
make it easier to ensure that any user will have the same experience, and 
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their respective embedded stores simplify the process of purchasing, poten-
tially reaching millions of users. However, artworks created for these plat-
forms compete with all sorts of apps and are integrated into a multi-purpose 
environment that favors productivity or entertainment over contemplation. 
Moreover, apps are usually sold in unlimited copies at very low prices ($0,99 
to $4,99), which makes it harder to achieve a sustainable income from sales. 
Jonah Brucker-Cohen has addressed the evolution of art and design apps for 
iOS in four articles published on Rhizome,  (7)mostly in laudatory terms. Cer-
tainly, these devices and their operating systems have certain advantages, but 
also present considerable limitations.

PROS
- The artwork is installed in a widely used device with many features 

that enable interactivity, geolocation, connectivity between devices, 
and retrieving data from the Internet.

- Software compatibility problems tend to be minimized due to 
standards established by the operating system.

- Purchasing the artwork is easy, and there are unlimited copies.
- The artwork potentially reaches a large audience.

CONS
- The artist must pay a fee to become a certified developer and receive 

approval from Apple to be able to sell his or her apps on the App 
Store.

- The App Store and Google Play take a 30% commission on each sale.
- The artwork can get lost among the immense amounts of apps on 

sale. There is no “art” category to distinguish it.
- Apps can become obsolete as the operating systems are updated.

7 - Brucker-Cohen, Jonah. Art In Your Pocket: iPhone and iPod Touch App Art. Rhizome. 7th 

July 2009. Retrieved from http://rhizome.org/editorial/2009/jul/7/art-in-your-pocket/. Accessed 

2 Aug. 2017.
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WHO DOES THIS
- Artists Scott Snibbe and LIA are among the most prolific 

in creating artworks for iOS. Some of them are updates of 
older projects, which are restored for this platform. LIA 
also maintains a website with a list of software art apps.   
See: http://www.snibbe.com/apps ; http://www.liaworks.com 
 category/apps/ ; http://www.iphoneart.org/

Sell Digital Editions

As a digital file, the artwork can be sold in “digital editions.” That is, the digital 
file can be artificially limited to a certain number of copies and sold in the same 
way that art editions are usually commercialized. A number of editions is es-
tablished with an initial price that is gradually raised as more editions are sold. 
While art objects usually limit editions to 5 or 10, a digital file can be sold in an 
edition of 10,000 at a very affordable price. This strategy has been popularized 
by the online platform Sedition (see below), that sells “digital editions” of art-
works at relatively low prices in large editions. The artworks are permanently 
stored in Sedition’s server and can only be accessed through the company’s 
website or apps. In this manner, the scarcity of the editions is controlled, as well 
as the resale of any purchased item, which can only be carried out in Sedition’s 

Brucker-Cohen, Jonah. Art in Your Pocket 2 : Media Art for the iPhone, iPod Touch, and iPad 

Graduates To The Next Level. Rhizome. 26 May 2010. Retrieved from http://rhizome.org/editor-

ial/2010/may/26/art-in-your-pocket-2/. Accessed 2 Aug. 2017.

Brucker-Cohen, Jonah. Art In Your Pocket 3: Sensor Driven iPad and iPhone Art Apps. Rhizome. 

3 July 2012. Retrieved from http://rhizome.org/editorial/2012/jul/3/art-your-pocket-3-sensor-

driven-ipad-and-iphone-ar/. Accessed 2 Aug. 2017.

Brucker-Cohen, Jonah. Art in Your Pocket 4 : Net Art and Abstraction for the Small Screen. 

Rhizome. 20 Aug. 2015. Retrieved from http://rhizome.org/editorial/2015/aug/20/art-your-

pocket-4/. Accessed 2 Aug. 2017.
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own marketplace. Other platforms, such as Daata Editions, allow for the dir-
ect download of the artwork. Both produce “digital certificates of authenticity.” 
 

PROS
- The artwork is hosted on a platform that acts as a gallery, promoting 

the artworks in their collection (or store) and facilitating the means 
for their purchase.

- Software incompatibilities are minimized due to the standards 
established by the platform.

- Purchasing and collecting the artwork is easy.
- The low sale price can potentially attract a large audience.

CONS
- The low sale price may be interpreted as a lesser quality of the 

artwork or create a stark contrast with other similar works by the 
artist.

- The platforms usually limit the format of the artworks to still images 
and videos (Daata also includes sound art and web projects).

- Some collectors may be discouraged by the fact that they can access 
the artwork but not own it (as in the case of Sedition).

WHO DOES THIS
- As previously mentioned, Sedition and Daata Editions are two platforms 

selling digital editions. Sedition has a curated section and an open 
platform where artists can submit their works, while Daata Editions 
commissions work to artists. Artworks in Sedition are usually sold in 
editions of several hundred, while in Daata they are limited to fifteen. 
 See:http://www.seditionart.com ; https://daata-editions.com

Add the Artwork to a Streaming Service

Streaming content (mostly films, TV series, and music) is an increasingly pop-
ular form of consuming cultural products. Companies dedicated to providing 
this service (such as Netflix or Spotify) get revenue from subscription fees and 



48

attract customers with a large catalogue, filled with popular titles. Users pay 
a fee to be able to access content that they do not really need to purchase on 
DVDs or CDs because they will only view it once or listen to it a couple of times 
before switching to another album or artist. A streaming service for digital art 
operates in a similar way. A catalogue with a collection of artworks by several 
artists allows selecting a different artwork every day or set up a “play list” that 
loops the artworks continuously. Just as Netflix or Spotify constantly update 
their offer, this service also has to keep adding new artworks to maintain the 
user’s interest in paying a subscription. Artists receive a percentage of the 
revenue generated by subscription fees. This type of service is starting to be 
developed, although the obvious differences between artworks and films or 
music make it an uncertain business model.

PROS
- The artwork is hosted on a platform that acts as a gallery, promoting 

the artworks in their collection.
- Software incompatibilities are minimized due to the standards 

established by the platform.
- The artwork is not sold, but generates income through subscription 

fees.
- The subscriber provides the display device (usually a Smart TV).

CONS
- The artwork is included in a collection that may be reproduced in a 

loop.
- The artwork is limited by the standard format of a TV screen.
- The artist cannot control the way in which the artwork is displayed.
- The income generated by a percentage of subscription fees may not 

be enough to compensate for the costs of producing the artwork.

WHO DOES THIS
- Still Reel is an online platform launched in 2014 that offers 

access to a collection of digital artworks for a monthly 
fee of $12.99. Blackdove recently launched as a service 
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giving access to a digital art collection on any Smart TV. 
See: http://stillreel.com/ ; http://blackdove.com/

Sell the Artwork on a Digital Frame

Many of the strategies previously described require the collector purchas-
ing a dedicated screen to display the art, alongside a computer and an In-
ternet connection. Smartphones and tablets have merged these elements 
into a single device, but they are to be carried on our pockets, not hung on 
the wall. Recently, several companies have begun commercializing digital art 
frames: screens with an integrated computer and Internet connection that 
are meant to be used as digital canvases (they even include wooden mounts). 
These screens also include an online store that can be accessed through a 
smartphone app. Using the phone, the customer can choose which artwork to 
display at any given moment and also buy artworks from the catalogue. The 
screen becomes a gallery, offering its own selection of artworks, and there-
fore the buyer must choose which frame suits his or her taste. Currently, com-
panies selling digital art frames are aiming at slightly different audiences, be 
it designers, young collectors, art lovers, decorators, or serious art collectors. 
Each frame has different features, price range and selection of artworks that 
are more likely to appeal to a particular audience.

PROS
- The artwork is hosted on a platform that acts as a gallery, promoting 

the artworks in their collection.
- Software incompatibilities are minimized due to the standards 

established by the platform.
- Purchasing and collecting the artwork is easy.
- The artist controls the way in which the artwork is displayed because 

it is already adapted to a particular screen.

CONS
- The artwork is limited by the format of the screen and its features 

(some allow interactivity, sound, and different screen orientations, 
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others don’t).
- Some screens automatically limit the viewing time of the artwork to 

prevent screen burn.
- Selling the artwork on a particular frame implies focusing on a 

certain audience.
- The income generated by the fees obtained on some platforms may 

not be enough to compensate for the costs of producing the artwork.

WHO DOES THIS
- Some of the companies currently selling digital art 

frames are FRM (Japan), Electric Objects (US), Meural 
(US), Depict (US), and DAD the Digital Art Device (France).  
See: http://frm.fm 

 https://www.electricobjects.com 
 http://www.meural.com ;    

https://depict.com/ ; http://www.dad.digital/



51



52



53

SECTION 2

ART AND VALUE IN THE CULTURAL INDUSTRY: 
COMMODIFICATION, VALIDATION 

AND ATTENTION ECONOMY
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ART INDUSTRIES.
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We’ve got to start living with it, the future is here; those who do not take it 
in are lost. The twentieth-century sustenance models of artistic and cultural 
production are disappearing and our generation has not had the time to test 
them all the way. In Western countries, state subsidies for culture, as well 
as funds provided by enlightened (and interested) sponsors, are ever more 
scarce and concentrated in the hands of a few representatives of a social and 
economic elite that is busy occupying and consolidating its roles and positions.

In the last three decades, the necessary finances to activate production pro-
cesses in the field of Media Art have come first and foremost from institutions, 
but also from banks, patrons or sponsorships from markets that seemed 
apparently untouched, though ready to commercially contaminate and thus 
guarantee survival. The common feeling is that this great welfare mechan-
ism that - let’s admit it - was thought to be everlasting is not sustainable 
any longer and should allow space to more virtuous art production and dis-
semination processes. In fact, in a period of growing economic recession and 
widespread cuts to cultural funding, the number of examples of cultural and 
creative subjects and industries involved in the standardization of sustainable 
development models aimed at activating functional productive processes to 
realize a “cultural object” is increasing: artists, designers, programmers, au-
thors, hackers, makers, musicians, film-makers, graphic designers; but also 
companies in the ICT sector of course such as hardware and software pro-
ducers, or active in such fields as scientific research, mechatronics, artificial 
intelligence, biomedicine or materials investigation.

The new “creative classes” come from a varied background; they have not 
been necessarily institutionalized even though they contribute to creating 
“value” on a socio-economic model scale that is more connected to the net-
works and the production of bottom-up culture. They are able to act as a link 
between the industries and an ecosystem of research centres, laboratories, 
and academies, exhibit spaces and institutions of excellence, so as to create 
interesting sharing, exchanging and production mechanisms. The ultimate 
goal is to activate dissemination and circulation processes for the “cultural 
object” - a product a company would not have access to - for the growing 
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interest of a whole productive sector ever more ready to invest in arts and 
culture, more attentively and massively than in the past.

The ability of what I refer as “Art Industries” is that of acting as catalysers and 
incubators of an increasingly popular form of grassroots artistic, economic 
and cultural production, linked to the usage of (new) technologies; and it is 
interesting to note how long the list of similar experiences is, both in recent 
times and with reference to the past century Avant-gardes. If, on one hand, it 
is useful to recall such programs as the Boston Cyberarts “Artist in Residence 
at Technology Companies of Massachusetts” (A.R.T.C.O.M.) that puts New 
Media artists in contact with high-tech companies for a mutually beneficial 
exchange of technical and creative resources, or the PAIR, The PARC Artist 
in Residence Program (US), an ongoing research project at Xerox PARC (Palo 
Alto Research Center), at the ARTLAB, developed by Canon Inc., that serves as 
a laboratory aimed at pioneering new artistic realms through the integration 
of science and art by applying digital technologies to artistic investigations, 
on the other hand it is also important to trace the history of contemporary 
arts, from the Avant-gardes to the pioneers of the ‘60s and ‘70s  investigating 
the thickening of the relationship between art and industry, firstly due to the 
artists’ fascination for the mechanized world and subsequently thanks to the 
increasingly systematic interest that hi-tech companies and TV broadcasting 
companies have had in integrating artists within their R&D departments. 

Of course, this is not a complete overview os such experiences, even it makes 
clear how the new “Art Industries” highlight the need to operate by activat-
ing networks of acquaintances and contacts, integrating artists in the most 
appropriate productive circuits; designers and creative people belonging to 
increasingly liquid local/global networks that mirror a hybrid territory, inter-
penetrated by (in)experience and know-how. We need be acquainted with the 
most prominent international case studies and draw from specific literature, 
which is between topics related to “creative industries” and the more “Media 
Art” oriented publications. Lastly, we must understand how the paradigms of 
artistic and cultural object creation are changing, how they are being affected 
by the relationship with the companies and the market and how the mech-
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anisms of expression and freedom of research on the medium are changing.

I had the chance to run some interviews in the last couple of years for a book 
I’m writing, with the ambition to narrate a common experience. From Linz’s 
Ars Electronica Lab to Dublin’s Science Gallery, from Helsinki’s Aalto Media 
Lab to Lausanne’s Sinlab, Berlin’s ART+COM studio, Semiconductor, MIT’s 
SENSEable City Lab, Sonar+D and CCID school, among others. What emerges 
is a common trait characterized by interpenetrated paths amongst arts, 
design, science and research on new forms of artistic and cultural production, 
entailing a tight form of collaboration between the world of industrial produc-
tion and scientific research. The questions were posed with a spirit of inquiry, 
to analyse mechanisms and dynamics behind the workability and economics 
of productive structures referred to globally. The attempt was to extrapolate 
experiences, highlight strategies, search for often-concealed forms of collab-
oration; that is, share a possible alternative economic model, as part of a cut-
ting-edge production circuit still overly neglected by institutions, governments 
and markets.

What I’m personally interested in, is to highlight how the introduction and 
dissemination of new open technologies, on the one hand, and the develop-
ment of networks, peer-to-peer structures and social networking dynamics 
on the other hand, have produced radical transformations in the relationships 
amongst arts, science, design and society. In fact, if the progressive de-insti-
tutionalization of forms of production, management and usage of material and 
immaterial goods, brought in by new technologies, is reshaping the way we 
think about the production of culture, economics and information - blurring 
the boundaries between fields and disciplines, combining methodologies, lan-
guages, know-how and influencing the distinction between “high” academic 
approach, and “low” self-taught approach - the birth of a series of platforms 
and online projects facilitates new ways of relating between producer and 
market. The Do It Yourself philosophy has become the subject of reflection 
and research into new and interesting balances for a class of producers of 
creativity and culture: reduction of costs, lean structures, offer of services, 
capillary dissemination and communication, platform sharing, sharing of ex-



58

pertise, direct professional relationships are forms and practices that provide 
the market with culture, art, design and communication in an innovative and 
competitive way for companies in the sector.

We need to think about models, potentialities, risks and strategies as re-
gards the difficult relationship between the worlds of art and of industries and 
private research. How do the conception and production of an art piece change 
in relation to new industrial and economic paradigms? How can cultural in-
stitutions work in such a system and how can curators and producers do their 
job, i.e. supervise? We need to focus our attention on what roles Media Art 
and contemporary cultural production are playing and how these are changing 
(through misuse, adaptation or dependence) within the increasing economy 
of reputation in the contemporary cultural industry, whilst being affected by 
Internet and social technologies in a new system of values, social recognition 
and visibility. How are professional networks (from the world of ICT, computa-
tion technologies, science, art, design, manufacturing, hacking, architecture) 
opening new opportunities to those artists and creative people who are able to 
relate to different cultural and production playgrounds? 

The surprising (or maybe not so much so) conclusion is how thin the divide 
between art, research and commercial representation of aesthetics, codes and 
expressive languages has become. Google reigns and prospers over whatever 
is Internet-related, with a series of platforms and projects aimed at linking 
companies, professionals, web marketing strategists and programmers, soft-
ware artists, video artists and broadly intended audio-visually creative people. 
From Think With Google platform to the Google Creative Lab (that declined to 
participate in this study), the Mountain View giant clearly looks at contempor-
ary Media Art with great interest. Meanwhile, the number of cultural events 
is expanding exponentially, in the form of talks or presentations, branded by 
ICT or computer science firms, in which more or less well-known artists and 
designers personally represent the industry’s growing interest for their cre-
ativity, technical expertise and knowledge of the latest codes and expressive 
languages. From the Tad Talks, by now covering a broad spectrum of topics, to 
the Momo Amsterdam conferences, up to the Seed Design Series and to im-
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portant appointments in the contemporary Media Art circuit such as Sonar+D, 
Offf festival, Future Everything and Resonate to name a few, the contemporary 
artist is clearly and mostly a professional who not only is able to respond to 
the demands of the society he is active in, but also to the markets who reside 
there. What we may still ignore is how industries and markets look at the 
world of art and computational design; how research on specific materials 
and technologies can affect production and sales of artistic works and objects 
and which is the evolution of the so-called “creative classes” in a world that is 
radically dominated by technology and networks.

In conclusion, we need to understand if and how innovation in industry can 
be driven by creative people, namely artists and designers, and which are the 
creative processes of conception, experimentation, rapid visualizing / proto-
typing / testing / fabrication, crowd sourcing, radical collaboration that can be 
developed on a larger scale and can be potential and interesting for industries 
to invest in. With this in mind, I would then talk about Open Innovation, i.e. 
when the processes described herein really affect not only the economical 
dynamics, but also the production of art and culture in contemporary society. 
Here innovation is “open” not only because it implies shared knowledge and 
techniques, but mainly because it activates cross-cultural processes, thus de-
veloping artistic objects whose real “value” is not only what determines their 
impact as “goods”. 
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In this paper a series of interactive artworks will be described.  In an ironical 
fashion they deal with creating value by transforming user attention into mon-
etary value.  General issues of the attention economy and its link to the art 
market will be discussed.  

Value in Art and the Art Market

For a long time there has been a connection between art and monetary value. 
In the feudalistic and clerical system of the Renaissance, royals, aristocrats 
and clerics commissioned works of art and artists had to adapt them to their 
tastes and requests. (1) Often there was no clear distinction between crafts-
manship and art, and entire artist workshops were put under contract to por-
tray and document religious and political motifs. In the Age of Enlightenment 
artists started to become more independent and the notion of the artist as a 
free creator and genius was born. It was generally believed that anyone could 
become an artist if he or she had enough talent. On the other hand, that also 
meant that artists had to struggle on their own to survive economically and 
come to terms with an evolving art market system. (2)

Michael Findlay (3) writes about the connection between the value of art and 
its social and economic function. To him the monetary value of an artwork is 
an expression of various art historical circumstances, the artist’s biography, 
the art dealer, collectors and the influence of the museums.

Jean-Joseph Goux (4) analyses the price of an artwork in relation to its aes-
thetic value. He focuses on the discrepancy between the labor embodied in an 
artwork and its market price.  In his view, its market value is determined by 
individual demand to a much greater extent than by its aesthetic value.

1 - Dossi, Piroschka. Hype! Kunst und Geld, Deutscher Taschenbuch Verlag, Munich, 2007, 161.

2 - Ibid. p.164.

3 - Findlay, Michael. The Value of Art: Money, Power, Beauty. Prestel Publishing, 2012.

4 - Goux, Jean-Joseph. The Price of Art and Aesthetic Value. In: Art Press, No. 383, Nov 2011
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Money has always been important for artists. Even though the cliché of the 
poor, unsuccessful painter or sculpturer is still widespread, there is consid-
erable evidence that artists proactively deal  with money and value when they 
create artworks.  Andy Warhol’s statement that “Good business is the best 
art” (5) illustrates that economic success was not taboo for American artists 
in the mid 20th century. This was quite in contrast to the European ideal of 
the poor artist genius, a cliché that has been a common assumption since the 
Romantic epoch.

Several artists have employed money as a motif in their works of art. (6) Ed-
ward Kienholz, for example, wrote the presumed value of his painting directly 
on its surface (“For $13200,” 1969) (7), thereby suggesting what the value of 
his work should be. John Baldessari also ironically dealt with the process and 
the material of art making in a work entitled “Quality Material” that he pro-
duced in 1966-68. (8) There he states that good art is composed of quality 
material, craftsmanship, careful inspection and the artist’s motivation to cre-
ate good art. He clearly refers to the common belief that an artwork is more 
valuable if it takes a lot of time to make it, contains expensive materials or has 
been made by a highly skilled craftsman.

In recent years art has also become a commodity for investment. Goux (9) 
points out the strong connection between the art market and the stock mar-
ket. Similar to the bourse where securities are sold, the group behavior  of art 
dealers and collectors determines trends through copycat effects, contagion 
or inverse investment strategies. Art is now widely accepted as an investment 

5 - Warhol, Andy. The Philosophy of Andy Warhol. From A to B and Back Again. New York 1975, 

p. 92.

6 - Büchner, Hermann and Sauerländer, Tina. Haupt Collection,Thirty Pieces of Silver – Art and 

Money, Braus Verlag, 2014.

7 - Findlay, Michael. The Value of Art: Money, Power, Beauty. Prestel Publishing, 2012

8 - Ibid.

9 - Goux, Jean-Joseph. The Price of Art and Aesthetic Value. In: Art Press, No. 383, Nov 2011, 

pp. 53-54.
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that can be stored until prices rise. In a capitalistic system the artist is be-
coming a kind of stock that can rise and fall according to market trends and 
demand. Since the quality of an artwork is often hard to judge and not really 
obvious, the opinion of experts and gatekeepers such as art dealers, gallerists 
and curators is becoming an important criterion in which investors trust. This 
can even lead to self-fulfilling prophecies, cascading information systems 
and snowball effects. Certain star artists will emerge when a large number of 
people invest in them, and a “winner takes all” phenomenon leads to skyrock-
eting values for a lucky few, while the value of the works of many other artists 
remains quite low.

Jacqueline Nowikovsky (10) points out the intricate interaction between the 
primary and secondary markets, the influence of experts such as critics and 
curators and their effects on the establishment of an artwork as a master-
piece within the art historical cannon.

The Economy of Attention

While there are many components that contribute to the determination of the 
monetary value of an artwork, attention is certainly a key factor.

According to the Austrian professor Georg Franck, attention is the new cur-
rency in our media-based society. (11) Our epoch is characterized by an over-
whelming amount of information. But information itself is becoming outdated 
faster and faster and needs to be permanently replaced. In online platforms 
and social media we are constantly asked to react to new information, re-
main attentive and stay informed. At the same time our epoch is also facing 
a serious information overload. Unfortunately, we as humans are organically 
limited in respect to the amount of information we can deal with.  Our atten-

10 - Nowikovsky, Jacqueline. Der Wert der Kunst. Czernin Verlag, 2011.

11 - Frank, Georg. Ökonomie der Aufmerksamkeit, ein Entwurf. Edition Akzente, Hanser Verlag, 

1998.
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tion span is short and we have to economize it if we want to avoid sickness or 
burnout. Attracting the attention of others is thus becoming more and more 
of a value. A flourishing advertisement industry has professionalized this at-
tention factor, fighting for every second of our brain space with the help of 
billboards, TV spots, online banners, Twitter messages and other subliminal 
strategies. According to Franck, gaining attention is now becoming even more 
important than earning money. As there is more and more information sur-
rounding us, getting attention is becoming increasingly difficult.

In Franck’s view, our economic system is moving towards a mix of an atten-
tion and information economy. Attention is increasingly assuming the role of 
a currency, and can even surpass money in its universality. In this immaterial 
economy of attention, wealth of attention can amount to prestige, reputation, 
stardom and fame. These are the new forms of capital in our attention eco-
nomy. We can witness this in our media based society: attention is the new 
currency in social platforms such as Facebook and Twitter. We are constantly 
being asked to evaluate our surroundings, products, services as well as other 
people. Followers and “likes” are becoming the new drugs for self-created 
stars, who acquire increasing fame only because they are famous. Socialites 
such as Paris Hilton are known for being known, children of stars turn their 
inherited accumulated attention capital into real capital. The new elites today 
are those who invest their attention capital cleverly and reap the benefits by 
increasing their accumulated attention stocks.

According to Georg Frank, the basis of the financial market is its trade with 
credits. (12) Even the art system resembles a bank in a certain way: its inves-
ted capital can, for example, be the artist, the exhibition, the performance or 
the concert. By accumulating attention, this invested capital can become more 
valuable, just like a stock that increases in value. Ultimately well invested cul-
tural capital will increase in value through increased attention.  
In the opinion of Franck the cultural industry is a capital market of attention. 

12 - Ibid.



65

We can also witness this in the so called art rankings, which show the mon-
etary value of an artist and his or her artworks. According to Dossi, these 
systems do not inform us about the quality of an artist or his/her artwork; they 
just tell us about the amount of attention he or she has been able to accumu-
late over time, (13) and they often have the additional effect of creating more 
attention. Once the reputation of an artist is established, it will develop its own 
dynamics and create guaranteed investment returns.

But the connection between attention and the monetary success of an artist is 
not a new phenomenon of the media society. Even in the Renaissance artists 
had to be entertainers and fight for the attention of royals and clerics. Accord-
ing to Vasari, the Italian painter Sodoma became famous and eventually was 
accepted as a protegée by Pope Leo the 10th, because he engaged in all sorts 
of crazy entertainment activities,  and was a good painter as well. (14) In our 
times we have similar personalities. When Brat Pitt, who is both a movie star 
and a star collector, collects the star artist Damien Hirst, the fame of the col-
lector is transferred to the artist and, vice versa, the fame of the artist benefits 
the movie star. Rich people collect art not only for the sheer love of art or for 
philanthropic reasons; often their motivation comes from a wish to gain more 
prominence and improve their reputation. When they buy expensive (and thus 
already confirmed „Blue Chip“) art, their own attention capital is enhanced; 
their social status  is confirmed, and the interest rate of their own attention 
capital skyrockets. This can also explain spectacular auctions where star col-
lectors bid enormous sums of money for artworks . Art has become a trophy 
that has to be hunted down, as it can ultimately enhance the status of the 
buyer among the attention-and-monetary-elite. Art becomes a commodity, 
and the artist becomes a brand. Dossi states that  “The economical construct 
of the brand has replaced the romantic notion of the artist as a genius, and the 
‘divino artista’ of the Renaissance has been transformed into a pop star within 

13 - Dossi, Piroschka. Hype! Kunst und Geld, Deutscher Taschenbuch Verlag, Munich, 2007, 

p.182.

14 - Ibid.
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the global capitalistic system“. (15)

Famous collectors even now have the power to influence the decisions of well 
known museums as to which artworks they will display by lending their col-
lections to them or becoming their patrons. Only in rare cases is this done 
completely selflessly and without monetary interest.  When an artwork, which 
is in ones own collection, is exhibited in a famous museum, its value will sig-
nificantly increase, as it can now become part of the art historical cannon. The 
work can later be sold at a much higher price. An expert in this process is the 
British art collector and gallerist Charles Saatchi, who is a member of vari-
ous commissions of famous British art museums. There he influences their 
exhibition decisions, places his own artists in them and thus increases their 
value. (16) While insider trading is forbidden in the stock market, trading with 
and with the use of insider information is widely practiced in the art market.

In summary, gaining attention is one of the key factors that enables an artwork 
to become recognized and valuable in the art market system. Strategically ac-
cumulating and increasing this attention through trading and auctioning will 
make the value of the artist increase. This will attract even more attention and 
eventually lead to the artist becoming a brand. His or her accumulated atten-
tion stocks (fame, reputation value) will rise and fall in the purely capitalistic 
art market system.

“The Value of Art” Series

Based on considerations concerning the economy of attention and the context 
of value creation in art, we created a series of art works called “The Value of 
Art” in 2010. (17) The aim of these systems was to deal with value creation 
in a symbolic, critical, pragmatic and ironical manner. Building on our back-
ground in interactive art, we aimed to raise awareness of the complex topic of 

15 - Ibid. p. 190.

16 - Ibid. p. 94.
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value creation and its link to the attention economy by physically involving the 
visitors in art experiments. To do this, we transformed existing paintings that 
we bought at auction houses. We equipped them with sensor technology that 
can measure the exact time viewers spend in front of them.  A small thermal 
printer is also attached to the frame of each painting. One of them is shown 
in Figure 1 along with attached sensor technology and a printer. We know the 
exact the price we paid for each painting and also the amount of money we 
spent on interface materials. Besides, we add the value of our working time, 
which we have fixed at 60 Euros an hour.  On this basis, we can calculate the 
exact initial value of each system and print it out on the thermal printer. For 
example, the initial value of our first “The Value of Art/Unruhige See” painting 
was 2,078.70 Euros. This figure included all of our expenses; it was printed out 
on the paper from the thermal printer at the beginning of the first exhibition. 
This is shown in Figure 2. As we can see, the paper slip is still quite short. 
Once the “The Value of Art/Unruhige See” interactive painting was exhibited, 
the work started counting the number of visitors and the amount of time they 
spent looking at it. We have set the value of user attention at 1 Euro for each 10 
seconds. This is based on observations that the average attention span of vis-
itors towards art works in museums lays somewhere between 4-10 seconds. 
The conversion of 10 seconds into 1 Euro shows visitors their immediate im-
pact onto the work, as the painting keeps printing the new value as soon as he 
or she stand in front of it. 

Our sensor system constantly updates the value of the painting, making the 
whole process of value creation for this artwork totally transparent. Visitors 
can see how the value of this artwork increases. The more they look at it, the 
more valuable it becomes. At the end of each exhibition “The Value of Art” 
will have reached a certain monetary value. The artwork could then be sold 
for exactly that value, or sent on to the next exhibition, where its value would 
undergo a further increase. The newly printed value is shown on the paper 

17 - Sommerer, Christa and Mignonneau, Laurent. The Value of Art. In: Beyond Mediations 

Poznan Biennial of Art,  Eds. Kluszcynski, Ryszard and Mizusawa, Tsutomu, 2010, pp. 108-109.
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slip, whereby the value increase is proportional to the size of the pile of paper 
emerging from the painting. The more people look at the painting, the bigger 
it will become. In Figure 3 we can see a visitor contemplating it ;  the pile 
of paper has already grown significantly, compared to Fig. 1. In the example 
of the “The Value of Art/Unruhige See” painting, its initial value was 2078,70 
Euros. After several exhibitions in which a large number of visitors looked at 
it, its value has increased to currently 29.564Euros. We have several paintings 
in our “The Value of Art” series. There is for example an abstract lithograph by 
famous Austrian artist Arnulf Rainer. We bought this artwork for 1.300 Euros 
and equipped it with our detection system. The initial value of our “The Value 
of Art (Arnulf Rainer, Aug um Aug)” system was 4.172,- Euros, taking into 
account the price we paid for the artwork (1.300,- Euros), our working time 
(2.400,- Euros), our material costs (380,- Euros), a new frame (310,- Euros), as 
well as expenses for lunch (54,35,- Euros) and travels (107,71). After a few ex-
hibitions where the work got attention and increase its value, we sold the work 
for 7.058,30 Euros. Arnulf Rainer is well known for his co-called “Übermalun-
gen,” that means he painted onto paintings of other artists. We took the liberty 
of doing the same appropraition to his work, by digitally and interactively “over 
painting” his work, turning it thus into our work. The original title of Rainer’s 
lithograph “Aug um Aug” (meaning “eye for an eye”) adds another interesting 
connotation to this work. Another example from “The Value of Art” series is 
a painting of a sheep, by an unknown painter. We bought the painting for ap-
proximately 200.- Euros and the initial value of “The Value of Art (Sheep)” has 
risen from approximately 2.400.- Euros to 2.800,- Euros after the first show. 
Since the work was bought by a private collector soon after the first exhib-
ition, the value has not increased so much yet. The choice of which paint-
ings we adapted to our “The Value of Art” series was based on our attempt 
to find different motifs and determine which of them are more popular in an 
exhibition setting. So far the “The Value of Art/Unruhige See” painting, which 
depicts a seascape, has been the most popular one; it has been shown in 
most of the exhibitions. Because it was the first artwork of this series and has 
been seen by more people, it also appears to have become more popular than 
the other motifs. Whether this is related to the self-fulfilling prophecy that 
Dossi and Franck describe still needs to be discussed. In each exhibition of 
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the “The Value of Art” works, the visitors told us that they enjoyed the fact that 
their time and attention has become an issue and part of the concept of the 
artwork. While many museum- goers intuitively choose which works to look 
at longer, this system made visitors more aware of their behavior and their 
attention span towards art in general. On purpose we have kept the sensor 
technology of “The Value of Art” system simple, as we did not want to create 
a technical demonstration of high-end camera tracking or sophisticated gaze 
detection technology. In “The Value of Art” the attention of all visitors is also 
treated equally. No difference is made between the art collector, the curator 
or a layman’s time and view. This is also done on purpose to in fact raise this 
issue of differentiation as well. From having exhibited the system many times 
in various countries, we come to the conclusion that most people understood 
the irony of the system and accepted the fact that the link between attention 
span and monetary value creation is made up by us to create provocation and 
criticism about the current art market system and the economy of attention.

Summary

“The Value of Art” series are critical reflections on the economy of attention, 
the relationship between the artist, the artwork and the viewers, and the 
question of how monetary and ideological value are related to the time and 
attention the viewers devote to an artwork. In our information economy we 
are now witnessing a shift; attention is increasingly becoming the new cur-
rency. We can also observe a paradigm shift in the art world: the star cult is 
losing its allure, as audiences and viewers come to demand more participa-
tion in contemporary culture and media art. This will also have an impact on 
the established canonized art system and the art market. The value of art can 
thus again be subject to discussion, based on new concepts about what really 
constitutes that value, methods for measuring attention, remarks made by 
visitors, sensing technologies and critical conceptual frameworks that broach 
these issues in an artistic fashion.
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ON HOW TO OWN 
WHAT IS UNIQUE 

AND ON HOW TO BE 
OWNABLE 

Vincenzo Estremo
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Are objects unavoidable for us? Do we really need to own things? It is almost 
impossible to answer to these questions and to all those issues that deal with 
the notion of accumulation and collecting. In this paper I would like to note 
down some thoughts concerning the way we own old and new artworks and 
items. It is a challenge towards the notion of materiality that start from the 
observation of some aspect of contemporary art market and collectionism. 
  
Personal insights: observing a state of confusion

At the end of 2000s I have been employed for a famous Italian Auction Sale 
House in Venice. I started that job when I was 27 years old and in the very 
beginning I was fascinated by the possibility to work in direct contact with art-
works that I have had the chance to know only through books before. In that 
period people around me were so charmed by my job and I really understood 
how much powerful seems to be art if watched from a secure distance. Later 
on I started to develop a kind of idiosyncrasy for precious objects, for artworks 
and the art market in general. Being in direct contact with the art market 
scene made me almost callous to art. I developed a kind of weird interest for 
economical values and prices even though, back to the reality, I would not be 
able to invest on the cheapest item of the catalogue. I was not anymore inter-
ested in art objects, neither on their materiality nor on their aesthetic. In the 
last decades there is a clear effort, made by artists to come back to a kind ob-
ject oriented tendency (1) a reaction against the increment of immaterial art 
productions. (2) The trend is closely linked or directly caused by the enormous 
expansion of the digital networks. Some scholars would argue that nothing is 
immaterial (3), but what we are talking about is the phenomenological per-
ception of immateriality, a condition of matter lacks. A psychological condition 
that generates a perception of emptiness. 

A horror vacui which lead to a potentially form that has the capacity to acquire 
infinite and undefinable appearances. In the public debate has been under-
lined how objects matter by setting a high value on sustainable experiences 
as a counterpart of mass-industrial production of “soulless” stuff. What is 
sometimes neglected is that one of the most evident feature of this tendency 
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is its being not free from ideology. The vernacularization of the discourse of 
material versus immaterial has had, firstly, an economical reason. Contrary to 
what is often thought, underlining the unicity of a creative process won’t make 
the product unique, but for sure it will yield its more alluring. What I would like 
to argue here is that the general psychological suspect of digital nothingness 
has been transmitted in the art scene as well. 
In the last decades, within the micro-cosmos of art, sustaining the quality and 
the grace of materiality has enforced, first of all, the artworks’ economical for-
tune. I would say that, rather than criticising the mass production, we are fa-
cing a post historical research for ephemeral (trivial) excellence. A Better blue 
than the International Klein Blue or, speaking of nowadays, the Anish Kapoor’s 
“blackest black”. Sometimes it is like if in the art world is needed to include 
information from the asides of the discourse, in order to force the audience 
(the buyers) on paying attention even when there is nothing interesting to see. 
Thus, what seems to be nothing more than a funny game it may be perceived 
as “avangardist”. I might be wrong, but If I say that the trivialization of cultural 
debate is one of the negative effect of quantitative mechanisms applied to art, 

1 - Object Oriented Ontology is dedicated to exploring the reality, agency, and “private lives” of 

nonhuman (and non-living) entities - all of which it considers “objects” - coupled with a rejec-

tion of anthropocentric ways of thinking about and acting in the world. Philosophy professor 

Graham Harman, defined these objects as “unified realities—physical or otherwise—that can-

not be reduced either downwards to their pieces or upwards to their effects”. Graham Harman, 

“Art Without Relations” Artreview, September 2014 issue.

2 -  Even if the ambits seem to be close, the general discourse I am refereeing to does not have 

to be confused with the research of some other scholars that investigate the inscrutable nature 

of “digital objects”. According to Yuk Hui, these items are essentially data but also industrial 

products. In his essay Hui constructively describes the relationship between nonhuman and 

human entities and the way we (human) experience them (nonhuman) every day. Yuk Hui, On 

the Existence of Digital Objects, University of Minnesota Press, 2016

3 - About the materiality and the immateriality see: Christiane Paul, “From Immateriality to 

Neomateriality: Art and the Conditions of Digital Materiality”, in ISEA 2015: Proceedings of the 

21st International Symposium on ElectronicArt.  

http://isea2015.org/proceeding/submissions/ISEA2015_submission_154.pdf [10/04/2017].
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I wouldn’t be so far from the target. Nowadays art market is slaved by the load 
of financial factors and everything might be individuated as a component for 
a major economical benefit. Contemporary “artistar” (4) emerged worldwide 
in the mid 1990’s and unlike the past art movements, characterized mostly 
by their aesthetical research qualities, “artistar” have been featured for their 
high technological research based practice. These artists synthesize iconicity 
and fashion into a singular style. The “artistar” visually takes a postmodern 
approach to culture-making, its impact is mostly economic, but not only. The 
most frightful quality of “artistar” is that its appearance has had a retroactive 
function on art. The advent of some phenomena as the Damien Hirst’s 2000s 
artistic production, directly changed the perception of art. In less than five 
years it facilitated the awareness in a wider audience that works of art are 
economic goods (both luxury and investment ones) and moved the interest 
decisively towards extra-artistic factors. Art became an active player in the 
diversifications used for the consumers of luxury goods companies and by 
buyers of media spaces. 

Something that financial consultants try to sell together with quotations of 
real estate market. According to some point of views, the artistic and aesthetic 
dimension in itself does not explain the huge global development of the con-
temporary art, but market does. (5) What I would like to stress out is that there 
is no doubt that economic factors made contemporary art bigger than it was, 
but it is time to consider the indeed nature of this growth. If everything seems 
to be economical, we should start to question which are the consequences of 
this trend. Based on what I have just portrayed before, we may say that the 
adoption of Marxist theories of economic determinism that view all political 
change as the result of changes in the mode of production, is fitting with con-

4 - The term “artistar” is an adaptation of the more known definition of “archistar”. For an 

explaination of what an archistar is, see Gabriella Lo Ricco and Silvia Micheli, Lo spettacolo 

dell’architettura. Profilo dell’archistar, Mondadori, Milano, 2003.

5 - Alessia Zorloni, The Economics of Contemporary Art. Markets, Strategies, and Stardom, 

Springer-Verlag, Berlin Heidelberg 2013.
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temporary art market today. Economic determinism means that the predom-
inant economic system (capitalism) is regulating all the phenomena. In other 
words, we better ask to ourselves why, nowadays art seems to be heavily con-
ditioned by the economic forces of demand and supply. At this point I would 
like to trace back some aspects of the art market, reconsidering the function 
of human criticism. Later on I will take into consideration the notion of object 
and how it is changing nowadays. 
    
Art market and market

The art market is alimented by several features and collectors play a very 
specific role in the “game”. From a general point of view (not only from the 
art world’s perspective), we may distinguish two macro-areas in collecting. 
The first, very generic, is that one concerning the accumulation of objects and 
items without any kind of cultural nor economical value. In our consumer-
istic society, commodity achieved a cultural aspect from a sociological point 
of view, but economically speaking there is a remarkable difference between a 
kid’s time-box and Andy Warhol’s time capsules. The second type of collecting 
concerns the proper cultural goods with economical value. Art market is a 
sophisticate form of market and collecting is its deep expression. A collector 
never collects what he collects for one singular reason. A collection is al-
ways the result of quantity and quality of inherent meanings. A collection has 
a metamorphic life: it borns as personal project, it may become a cultural 
heritage, often it ends up to be an economical asset. The three subunits are 
linked to each other and are not distinguishable. Observing the action of a 
collector or the history of a collection may help us to establish some clear 
power relationship between art and market and between market and objects. 
At the heart of the desire to own an art piece, might exist an intent of self 
affirmation or an identitarian model of cognitive life, which views knowledge 
as obtained through acts of beholding and revelation at the limits of rational 
consciousness. Our relationship to the things we own goes far beyond utility 
and aesthetics, our possessions define who we are. Items provide a temporal 
sense: remind us the past and tell us where we are going.  
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Enchanted Objects

It is quite common in art to use the word “object” has as metonymy of an 
entire aesthetical process. The distinction between work and object is some-
thing that has been challenged by several scholars. Peter Lamarque (2010) 
considers what kinds of things musical, literary, pictorial, and sculptural 
works are, how they relate to physical objects or abstract types, and what 
their identity and survival conditions are. Artworks are shown to be cultural 
objects with essential intentional and relational properties. These essential 
properties are connected to conditions of production and conditions of recep-
tion, of both a generic and work-specific kind. A doomsday scenario seeks to 
show that works cannot survive without the possibility of human response. It 
is argued that work identity is value-laden, whereby essential to the survival of 
a work is the quality of the experience the work affords. However, the overall 
stance is realist, defending the view that works are real, perceivable, and ob-
jectively characterisable. (6) In 2001 the Rudolph Just’s collection have been 
auctioned by Sotheby’s in London. In the framework of the art market, that 
auction wasn’t so remarkable, actually it was only one example among several 
collections sold by auction houses all around the world every year. What made 
that auction very interesting was the specificity of that collection. Rudolph 
Just was the porcelain collector that inspired Bruce Chatwin for his novel Utz 
(1988), until 1998 it was believed that his collection had been lost or destroyed, 
as suggested by Chatwin in his novel or as staged in the filmic adaptation of 
the novel (1992), where the collector’s housekeeper is shown smashing hun-
dreds of intricate rococo figures as the dying Kaspar Joachim Utz observes 
her with a satisfied smile. The vicissitudes of the collection have made pos-
sible that the boundaries between fiction and reality have blurred and has 
built a sort of myth beyond the selling. The story of the Just’s collection is 
not only an interesting fiction, the selection of artworks, that includes a few 
Meissen figures, Meissen vases, some rare Meissen busts of imperial kaisers, 

6 - Peter Lamarque, Work and Object: Explorations in the Metaphysics of Art, Oxford University 

press, Oxford, 2010
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Viennese and Chinese porcelain, Dutch Delftware, German faience, 17th-cen-
tury hand-painted tankards, Viennese and Bohemian glasses and gold coins, 
it is more than a physical collection, it is the prototype of a collector’s desire. 

The emblem of a collector’s collection. Rudolph Just has fought against 
Nazism and Communism in order to keep alive his collection and, despite what 
Chatwin emphasizes, (7) to keep alive a research project. Quite often we tend 
to confuse the act of collecting artworks with the collection itself. Moreover, 
we ignore that collecting is not only the action to achieve a collection, but also 
a scholar activity. The history of collections is emblematic of how the artwork 
is not the only element in the complex game of collecting. Rudolph Just, more 
than his alter ego Kaspar Joachim Utz, has shown how in the art world the 
idea of collecting matter. What made a collection a “real collection” is not its 
materiality. What is important in the intrigue between Utz and Just or if you 
prefer between reality and his narrative adaptation, is that a collection is more 
than everything else an intellective activity. 

Commodification

At this point seems to be clear that an object doesn’t have to be material to 
have emotional, cultural or economic values. Human awareness may animate 
what is inanimate and on doing so it achieves unexpected results. Objecti-

7 - In the novel Bruce Chatwin underlines the narcissistic desire of the main character (Utz) to 

keep all the objects for himself or eventually destroy them right before his death. Utz is a kind 

of sensitive and cultivated character, he embodied the spirit of ultracivilized Mitteleuropa. The 

book takes its inspiration from Chatwin’s fascination with the phenomenon of art collecting. 

Before establishing himself as writer, Chatwin spent time at Sotheby’s auction house – where 

he was gallery technician and also Head of the Impressionist Department – and his experience 

there forms the basis of this work. Whilst he was at Sotheby’s, the writer developed his own 

theories on the motivations for collecting: believing that the desire to possess beautiful, but 

ultimately functionless, objects comes from a suppressed need to keep moving, a trait inherited 

from our nomadic ancestors. Chatwin explanes his idea about collectors and collection in the 

essay The Morality of Things, Typographeum, Francestown NH, 1993
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fication and commodification are two sides of the same medal. At the most 
basic level objectification means treating a person as a mere object. Further, 
it means treating a person as a thing; treating a person in a way that is ap-
propriate for objects and inappropriate for people. The objectification it is that 
process that make object out of person. In the other hand commodification 
is that mechanism that treats whatever as an object of economical trade, as 
a commodity. Unsympathetically speaking, we may say that a drawing of a 
person is not a person, it’s just a drawing, nothing more than a piece of paper. 
However, the medium is still depicting a person and people are not objects. 
Depicting a something (representation) as an object, be it a person’s repres-
entation or a real person, is an objectification. 

These two concepts are nowadays under the spotlight in art criticism mostly 
because mass media tend to objectify bodies and commoditize ideas. Thus it 
is possible that we assist at the commoditization of the Rudolph Just’s col-
lection story when an auction sale house makes use of Chatwin’s tale and, at 
the same time, at the objectification of fictional character Utz. One may argue 
that it is not only the material object that has been commoditized (the porcel-
ain when sold are already commodities) but also its sequence of events. This 
might be a spark that shows what art market is now, namely a system heav-
ily influenced by abstract concepts. The Just’s collection example is helpful 
to metabolize how the commodification process obeys to financial laws even 
when it concerns culture. The idea behind the “financiarisation” of capitalist 
economies rests, in essence, on the production of money by other money. A 
process that has replaced the logic of goods production from other goods. 
The dematerialisation of the economical process has a tidy relationship with 
Information and Communications Technology. The ICT make technically pos-
sible a “spatio-temporal fixes and accumulation”. This dematerialisation of 
economic culture creates the conditions to craft and move products (immater-
ial/financial) across the frontiers. These items broke the logic of single mar-
ket, traveling around the globe. 

As result, the Information Society economy speeds up the evolution of mon-
etary economies from a material system to a virtual one. By this logic we 
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could rationally think that everything is economical (better financial) and each 
product – even the most unsaleable have a place in the huge and accelerated 
market. Commodities over commodification, a marked based on the gamble, 
that assumes that the creation and assumption of financial risk is becoming 
the core activity of market. The real challenge for the market it is not the com-
modification of the collection, but the commodification of the research project. 
Market gambles on the hypothetic value of the human brain and overlook its 
material aspect. A parallel creativity where the materiality is the vanishing 
feature for an ongoing nostalgic market and the immateriality is the needed 
trait for the real trade. More than “market auto-regulates itself” we are in 
front of “market auto-generates itself”. Welcome then to the time of owner-
ship where old and new items cohabit and where old masterpiece need to be 
a bit virtual in order to be more sealable.
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SECTION 3

ART PRODUCTION AND DISTRIBUTION, 
SOME NEW EMERGING POSSIBILITIES 

AND CRITIQUES
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ARTCOMMODITIES.COM
Paolo Cirio
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With the conceptual artwork ArtCommodities.com, Paolo Cirio introduced the 
ideas of collectible digital art within a critique of the contemporary art market. 
The artwork is presented with diagrams and texts that subtly use financial and 
business language to persuade for changes in the art markets. It proposes 
alternatives of trading and collecting artworks for establishing democratic 
aesthetic values through a protocol called the Smart Art Market enabled by a 
large series of unique artworks sold for very low prices. This economic model 
is created through selling Smart Digital Art Objects, which is a format inven-
ted by the artist to authenticate digital art via cryptography.

In spring 2014, Paolo Cirio defined the general trade of art through crypto-
graphy for the first time, anticipating the rise of platforms such as Ascribe and 
Monegraph for trading and authenticating digital art on Blockchain. Beyond 
the technology, he focused on the socio-economic consequences of trading 
digital art commodities. He analyzed how to design and apply alternative in-
struments and models for addressing the present manipulations of the art 
market, which ultimately affect socio-cultural values. The text  offers a crit-
ical reflection of the financialization of the contemporary art world, and with 
irony and provocations it suggests investments and markets for art with so-
cial values. The proposals drafted are solutions for a sustainable trade of art-
works and taste formation among artists, critics, collectors, and dealers for 
the advantage of society at large. The research integrated the proposition for 
an alternative notion of private property for art, and it examined the symbolic 
systems of values for economically sustaining the art world within an ethical 
framework. The artwork considered how distribution systems, such as the art 
world, the economy, and technology, are mutually influenced by the flows of 
information they channel, such as art, its language, and social meaning. Ul-
timately, ArtCommodities.com explored how art can be the conceptualization 
of the circulation of itself.

Smart Art Investment Advisory

ArtCommodities.com embraces the notion of art as an asset class. It advises 
for optimal investments in art and for avoiding financial losses, inefficient 
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business, and trade. Art is a good hedge against inflation, stock, bond, and 
currency market fluctuations: buying art allows investors to diversify their 
portfolios while pursuing financial gains. Works of art can be bundled with 
numerous investment funds or they can also be used as collateral in order to 
secure loans, for capital shields through tax-deductions and insurance value, 
or to disguise the transfer of assets. ArtCommodities.com proposes a new 
formula for advanced art investments for reorganizing the economic and sym-
bolic value of contemporary art while maintaining and assuring social, cul-
tural, and financial capital returns. (Figure 6)

Why Value Investors Should Buy Critical Art

ArtCommodities.com aims to build an art investment market whose social 
impact increases its potential for economic returns. As the social relevance 
and impact of a work increases, so does its market value. Today’s primary 
art market logic is highly dysfunctional and poor-performing over the long 
term. Art collectors are endangered by incentives on short-run profits and 
the selling of quick, aimless, and trivial art, instead of being encouraged by 
an independent oeuvre of lasting quality and thought-provoking art. (Figure 7) 
This false paradigm of low-intellectual and cultural value as tied to high-fin-
ancial value negatively affects the infrastructures and formations that sustain 
the cultural industry complex. Overvaluation and mispricing of easily digest-
ible and entertaining art is becoming more and more prevalent, a situation 
that misguides the investors and harms the whole art world, which is the real 
source of value. The present conservative model is often unsustainable, lead-
ing to collapse, and creating losses for its investors.

A simple economic analysis on the production of values of artworks Symbolic 
value can be exchanged for high economic value, however commercial value 
is often exchanged for the symbolic, making the market unreliable. Mislead-
ing dominant economic forces have influenced popular taste and the artistic 
canon, which ultimately determines a false system of values. ArtCommodit-
ies.com is committed to building symbolic and intellectual capital for creating 
a new market value of art, and promoting the equation between social value, 
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artistic significance and economic development. Art is a concept of value con-
stantly requiring its own reevaluation. However, the factors influencing the 
valuation and validation of contemporary art, artistic reputation, and credibility 
are too often determined by the economic conditions and status of its produ-
cers, dealers, and buyers. ArtCommodities.com wants to invert this paradigm, 
and assert a new scenario where the social validation of art influences its eco-
nomic value, which is then redistributed to the social bodies that fuel and cre-
ate the art economy itself. Economic evaluation should be democratic, hence 
conditioned by discernible quality and accessible artworks. ArtCommodities.
com promotes a new age of critique, awarding prestige and cultural capital 
to critical art, and encouraging its appreciation by popular audiences. Many 
have questioned the authority of cultural experts and how they could legit-
imate their own valuations to generate estimations for inflating the value of 
artworks. Today, within the sphere of the contemporary visual arts, the agents 
whose interests determine the dominant values of art are mainly large in-
stitutional investors. Through their acquisitions these agents shape artistic 
reputations and taste, and establish the art market’s elitist character. The role 
of the public expert has been gradually replaced by financial ventures in the 
art market, which has shifted both intellectual and monetary values to bend 
to these power dynamics. Experts themselves have lamented this question-
able inflation of superficial values in the art market, a scheme that ultimately 
harms both collectors and artists.

Some common art market deceptions

1) Insider trading via privileged access to information is common practice. 
Dealers often offer art to auctions to drive prices up by bidding on their own 
sales, or they simulate sales by lending artworks to institutional investors for 
inflating their relevance. The lack of independent information on this trade 
endangers everyone in the art market.

2) Dominant art funds have higher acquisition budgets than public museums, 
and are able to manipulate the art market and extend their influence on the 
art world through tax-deductible donations to museums, sponsorships, and 
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several types of advertorials in art publications.

3) Some collectors and art investors may only support artists who are subject 
to a celebrity or fashion logic, rather than artists who represent the real spirit 
of the time and medium of the contemporary.

Goals for high performance investments and acquiring social reputation 
and prestige as art collector

1) Establishing transparency in the market about prices and ownership by 
utilizing reliable sources of information.

2) Creating a market to maintain independent and autonomous production 
with democratic valuation of art that guarantees economic stability.

3) Supporting art that represents meaningful social and historical process, or 
art with socially transformative purposes.

Smart Art Economic Model

The economic model for a Smart Art Market presents a new logic of trade and 
valuation, ensuring fair access, distribution, and acquisition for every type of 
art collector. It proposes a business model for contemporary art sales based 
on abundance and not on scarcity, driven by transparency and reliant on a 
mass of collectors, rather than a select few. Investing in abundant collectable 
artworks can be seen as owning blocks of shares of a financial commodity. 
Collectors from the Smart Art Market can invest in this type of art commodity 
and they are supported by a discerned and accessible valuation system. (Fig-
ure 8)

Business goals of ArtCommodities.com

1) Providing the collectors an alternative art financial investment portfolio 
with cost-effective solutions.
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2) Reestablishing the real economic and social values of art, which are the 
foundations of a healthy market.

3) Competing against an unregulated, opaque, and volatile market which is 
producing financial losses and mistrust.

A mediation system for innovating systems of value

The Smart Art Market proposes an economy similar to those of other cul-
tural industries, in which profit is driven by appreciation by a large audience. 
This model circumvents traditional intermediaries or middlemen within the 
market, allowing for direct exchange between producers and consumers of 
cultural products, and new patterns of taste formation within the art industry. 
Shifting the sale of contemporary art to a model more similar to those pro-
posed within music and cinema enables mass collectors to express their opin-
ions visibly and widely, challenging the separate status of the professional 
critic, and inaccessibility in the art market. Such collaborative filtering would 
enable a new process for the creation and assignment of cultural value.

Leverage technology opportunities

The Smart Art Market leverages digital and network technologies to advance 
today’s art trade. Internet networks facilitate, accelerate, and expand the dis-
tribution of art commodities, which increases potential access to investment 
by any demographic capable of market exchange. Easy reproduction of digital 
artifacts is another benefit that increases the access and share of copies of 
art commodities for viral-marketing. Yet, the uniqueness of the individual art-
works is assured by crypto-algorithms that sign and verify the authenticity of 
the artworks. 

This means of ensuring the authenticity of digital artworks is a new opportun-
ity for the art market. The mathematical impossibility of art forgery of Digital 
Art Commodities ensures the investment of the art collectors against fraudu-
lent activity that frequently occurs in the traditional art market.



88

Costs of production

The artworks that are traded within this model are by nature cost-effective, 
due to the low material resources required for their production. As such, the 
prices of art commodities are independent of these concerns. This inherently 
low cost of management and fabrication is a characteristic that is specific to 
the model and technology of the Smart Art Market. This particular model sup-
plements the opportunity for higher financial returns for both artist and col-
lector, while refining the intrinsic value of the artwork. Instead, the traditional 
art market often needs a substantial cash flow or liquidity to cover production, 
transport, marketing, and transaction costs, which limits the creation of art-
works to high-earning artists or galleries and excludes critical and socially 
valuable art from the market. 

Furthermore, this model would eliminate many traditional upfront and ad-
ditional costs of the art market including insurance, handling, storage, ship-
ping, preservation, and ownership costs, which are negative cash flow assets. 
Low-maintenance circulation and easily-transferred art commodities would 
also potentially lower carbon footprints.

Protocol for the Smart Art Market for Critical Art

- The market must be an open system of valuation, distribution, and 
trade.

- It promotes collecting with the aim of creating economic value for art 
with a critical edge and function.

- It is not a donation or crowding-source model, nor a form of patronage. 
Instead, it embraces personal expressive needs for possessing art 
that matters.

- It ensures access to the ownership of critical artworks enabled by 
affordable prices and simple digital platforms.

- Abundance and accessibility are favored over a model of scarcity, 
while social value is democratically established and preserved 
within a sustainable economy.
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- Artworks sold through ArtCommodities.com are characterized as 
large series of unique pieces without multiples. Every art piece has 
unique characteristics, while the series of the same artwork can be 
composed of hundreds of thousands of pieces.

- The economic value of the individual art piece is intrinsic to its 
social, historical, and aesthetic value, which is determined by a wide 
audience that judges the social, emotional, and visual qualities that 
the piece offers to them.

- The authenticity and certification of the original and unique artwork 
is guaranteed by crypto-technology within digital signatures on 
a unique certificate of authenticity, the contract of ownership, and 
fingerprints for the individual art piece.

- Physical and digital copies of the artworks may be produced by 
collectors, furthering the premise that the value of a work increases 
as it is shared. Removing any restrictions against the reproduction of 
high resolution or printed copies of the artworks allows for them to 
multiply in infinite copies and modifications.

- The artwork can take any form and medium, including digital files, 
as long as the production and management costs for the series are 
incidental to the final sale price.

- The sale and resale of the artwork can take place with or without an 
intermediary, such as an art dealer, based on the contract’s terms 
set between the artist and collector.

Access to the market

The model proposed has the ambition to bring quality art to the masses at 
affordable prices, enabled by its low transaction costs and little to no reli-
ance on material resources. Today only a few can access and make use of the 
art market, which consequently radically affects the very meaning of art and 
its social role. Democratizing the art market through lower priced collect-
ibles and digital distribution changes how art is consumed and experienced, 
thereby raising returns for both collectors and artists. Furthermore, better 
access to the market transcends the simple idea of making the market more 
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democratic through lower prices, as today contemporary art suffers from a 
narrow audience and reach. This new model would generate wider interest in 
critical artworks, elevating both their social and economic significance.

Smart Digital Art Objects

Smart Digital Art Objects are digital artworks in form of digital files that are 
certified by the artists. A Digital Object is usually considered a digital file with 
any type of format and information, like a picture as a jpeg, a song as a mp3, 
or video files and even texts. Usually digital objects are infinitely duplicable. 
However it’s possible to authenticate and certify the uniqueness of a digital 
object by attaching to it digital signatures, fingerprints, and contracts through 
cryptography’s digital algorithms.

The potential of cryptographical certification also enables these digital art ob-
jects to be exchanged as property - like any other type of art object - which can 
be claimed through possessing the cryptographic keys for the object.

This type of property is different than the others we used to know. The object 
is still infinitely duplicable, easy transferable and it can be used and accessed 
by anyone, yet it has a defined owner.

This evolved and hybrid notion of private property is liberating the potential of 
properties to be enjoyed by anyone, while allowing private ownership. Copies 
of the property can be shared by everyone to prosper from the distribution of 
benefits generated from the actual goods, while the owner of the property is 
still able to care for it and claim ownership over the property.

Specifically, digital objects can be exchanged between peers, and yet can only 
have a single owner. They can be protected against theft and forgery through 
the use of cryptography, which assure their ownership. (Figure 9)

The Smart Digital Art Objects look like regular files. When they are bought 
and owned by a collector they come with documents as such as Certificates 
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of Authenticity validating the authorship, a contract attesting and defining the 
trade and ownership’s terms, and records to prove the uniqueness and the 
origin of the artwork.

As in the traditional model, the ownership is certified and verified by docu-
ments that are signed by the parties involved in the transaction and the re-
cords that indicate the details of the property. With cryptography, the signa-
tures, contracts, and records have refined security protocols fully embedded 
in property certification and verification systems. Although the cryptography 
is complex, owners of digital art objects don’t need to know anything about it, 
because of the universality of the verification systems.

Smart Art Trade

The Smart Digital Art Object as defined by ArtCommodities.com is meant to 
strike a balance between the logic of an art market that thrives on privileging 
the unique object, and a contemporary visual culture that demands and is 
improved by increased public accessibility.

As such, each buyer receives both a public and privately encrypted version of 
the digital file. These dual iterations of each digital work allow for individual 
ownership, while at the same time enabling the public sharing of the work.

In a symbiotic relationship of financial and social value, the public dissemin-
ation and accessibility of these digital artworks will result in their increased 
social impact, which will in turn increase the monetary value of their private 
ownership. (Figure 10)
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The online curatorial project #exstrange (1) invited a global group of design-
ers, artists and curators to use and subvert the conventions of the online mar-
ketplace, presenting artworks masquerading as goods and services. Artists 
and designers created artworks-as-auctions for #exstrange using the eBay’s 
platform and auction template as the tool of production for their work. As such, 
the chosen sale category (from Business & Industry and Consumer Electron-
ics, to Tickets & Experiences, for example), the title and descriptive text, the 
strategic images, and the pricing worked together to constitute the work. The 
interface of the e-commerce site is the space in which the artworks resided, 
to be interpreted in consonance with the specificities determined by its struc-
ture, such as the time-limited (7-day auction), one-to-one user engagement, 
and with the socio-linguistic interactions pertaining to online commerce.

This essay is an opportunity to examine the relationships between labor, net-
based media and the market. #exstrange put art in a networked context, on 
an e-commerce platform based on one-to-one exchanges. In this scenario, 
artists/makers/jammers were inextricably connected with an active viewing 
and bidding audience, ready to consume and enact purchases, actions, and 
tasks proposed through the artworks/auctions. Not only could artists and 
their audiences respond directly to each other, but we, the curators, were also 
actively “reaching out” by promoting each auction launch daily through social 
media. Hence, while net-based and gallery projects often involve a degree of 
distance, #exstrange, thanks to those who played with us—strangers, friends, 
collectors, art lovers, hobbyists, artists, and so on—emphasized collectivity 
and brought to light a varied, subjective, and idiomatic marketplace, bringing 
together labor and emotional investment in a way that we feel is more per-
sonal than what might happen in an institutionalized space. Because of the 
absence of the “framing” value exercised by a cultural institution or the figure 
of the expert middleman, each artist devised their own specific approach to 
entering into a dialogue with the audience, with that stranger who we identi-

1 - #exstrange, 2017. Home Page. [website] Available at: http://exstrange.com/.  

Accessed July 9, 2017
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fied as the passerby in this realm of commodities online.

In his essay about the #exstrange exhibition, journalist Rob Walker associates 
the project’s engagement with eBay with the ancient Greek Agora, the epicen-
ter of cultural and political life, a marketplace that functioned both as a site 
to purchase pastries and shoes, and to debate politics and philosophy. (2) As 
markets have evolved, the values of commerce have come to dominate the 
marketplace — eclipsing democratic debates; #exstrange proposed appro-
priating contemporary sites of financial transaction — online commerce — as 
the site of lively debate and the cross-pollination of ideas. (Figure 11)

There is an immediacy and vulnerability to putting your ideas and craft into 
a marketplace with no middleman or broker to serve as an economical or 
emotional buffer. Anyone who has ever pitched a proposal to an audience or 
sold merchandise direct to consumers, understands this. For street vendors, 
whether kids selling lemonade or artisans selling crafts, the anticipation is 
palpable as each approaching person offers the potential for connection or 
rejection. The labor to make the work and the pitch (in person: your voice and 
facial expression; on eBay: your graphics and descriptive presence) are in-
separable, and emotional investment is part of this. Our work as curators ran 
along these lines of reaching out also, only succeeding if we convinced others 
to play with us and enter into this relationship.

If we think of “labor” as energy expended, whether emotional or physical, #ex-
strange artists approached their “work” from varying perspectives that could 
be clustered according to different strategies for relating to their practice and 
to an audience. We have individuated six positions, not fixed in any way, with 
many artists’ projects relatable to multiple approaches.

2 - Walker, Rob. “The Value of Exchange: the Agora, the flea market, and eBay.” In: #exstrange: 

a curatorial intervention on eBay, Ann Arbor: Michigan Publishing, 2017. p. 108-113.

3 - Robert Sakrowski, video - webwork as web.pilgrimage for #exstrange, #exstrange auction. 

Available at: http://exstrange.com/auctions/video-webwork-as-web-pilgrimage-for-exstrange/
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Making Artistic Labor Visible

These auctions attempted to make visible the efforts that preceded the creation 
of a work. Artists such as Carlo Zanni and Natalie Boterman made explicit the 
conceptual and practical labor involved in creating a work of art in the form of 
open letters to the audience. Whereas Boterman directly sought patronage, 
Zanni adopted the linguistic techniques used by hostage negotiators in the 
USA, making evident the power relations at stake in being an art practitioner. 
An epistolary style was also adopted by Robert Sakrowski who proposed a 
video diary that, in fact, showed himself browsing the web in preparation for 
his participation in #exstrange (Figure 12). (3) Geraldine Juárez also revealed 
the labor behind conceptualizing an artwork. The artist’s auction consisted of 
the sale of a press release about the artwork; by outsourcing the labor of con-
structing the press release (commissioned to writer Randy Safaran), by mak-
ing the artwork’s public relations strategy visible, and by protecting the details 
of the “actual work,” Juárez exposed the labor involved in ‘professionalizing’ 
the practice of an international contemporary artist and added a degree of 
detachment on the artist’s reflection of her own process of making. In a sim-
ilar manner, Kathleen Meaney foregrounded speculative design processes, 
usually hidden in the world of design competitions, by selling a prototype the 
designer made for a competition she never won. Earlier in the spectrum of 
artmaking, Adam Hewins used his auction as testimony to the significance of 
his seven-year-old son’s investment in a single drawing. “Working very hard,” 
he wrote, “It took him thirty minutes to complete.” Hewins concluded with an 
acknowledgment that this value would be hard to transfer to a seller outside 
the family.

It’s interesting to encounter these works within #exstrange, with its entre-
preneurial and consumer culture contexts, as they prescribe to the model of 
the artist genius, the solitary artist who, even when working with a publicist, 
desires to be untouched by the influences of commerce. Natalie Boterman, in 
her auction listing, addresses this directly as she rails against the struggles 
of “true creativity” under the “duress of capitalism.” These auction/artworks 
make a case for the value of artistic labor and reflection, of the conceptual 
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profundity that’s possible in the realm of art, and of the need for this work to 
be valued, not as a part of the market, but as a different type of alternative 
economy.

It’s worth noting that, along the same lines, but moving away from the idea 
of the uniqueness of the artistic gesture, Masimba Hwati’s small sample of 
bottled land served as a symbol of the radical and continuous work involved in 
the struggle over land in the post-colonial Zimbabwe (Figure 13).  (4)  César 
Escudero and Martín Nadal attempted to slow down the process of work by 
hacking an old calculator to produce BitterCoin, a “most basic computer” that 
takes an eternity to produce Bitcoins, a critique of the imbalances in power via 
technology.

The Bidder Activates the Work

These artworks require the winning bidder to complete the work after the pur-
chase. Just as the Internet is a system of networked connections, each with 
the potential to receive and convey electronic signals, these auctions func-
tioned as missives with the potential to prompt and trigger actions. The buyer 
of Sarah Ancelle Schönfeld’s auction was instructed to acquire and smash 
an IKEA plate. Honoring South American and African traditions in which the 
breaking of an object releases bad spirits, and the healing of an object makes 
it more powerful, Sarah then reassembled the broken fragments and worked 
with her winning bidder to play and decode the plate’s morse message (Figure 
14). (5) In other activations, the lucky winner of Eryn Foster’s yeast cultures 
entered into a lifetime of tending to the creatures, and the winning bidder 
of Julia del Río’s auction, if it had sold, would have assumed the mainten-
ance of her Facebook profile; these artworks required actual work, often in 
the form of care, on the part of the buyer. They encouraged, along with Lan-

4 - Masimba Hwati, (Kutengesa Nyika) Soil sample from Harare Kopje, #exstrange auction. 

Available at: http://exstrange.com/auctions/kutengesa-nyika-soil-sample-from-harare-kopje/.

5 - 4. Sarah Ancelle Schönfeld, Flying Sorcerer, #exstrange auction.  

Available at: http://exstrange.com/auctions/the-flying-sorcerer/
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franco Aceti’s offer of a “slap service” delivered by a performer anywhere in 
the world, the sort of inclusivity one might find in the relationship between 
artist and patron—but reversed the roles. Other types of activations were in 
place with Alessio Chierico’s speculation and Silvio Lorusso’s self-care ser-
vice. Chierico’s Art Speculator offered #exstrange artists to enhance the 
market value of their artwork by bidding on his work so he could invest in 
theirs (Figure 15), (6) while Lorusso’s Programmed Leisure offered sched-
uled-time for leisure, delivered by a bot. Whereas gallery art objects, unsold, 
remain what they are, these #exstrange services, unsold, would have been 
potential actions in limbo. These artworks “foresaw” and, perhaps, generated 
needs and wants in the potential buyer by speaking the language of the “pro-
vider” who would fulfill them. To do so, they played with the logic and idioms 
of persuasive advertising, especially as used in online marketing practices. 
This tongue-in-cheek attitude raises questions about the trust we place in 
a platform, and the services offered, to achieve optimal results or efficient 
managerial capabilities. They reveal our almost blind reliability on the labor 
of invisible “others,” as in the instance of AI personal assistant apps, such as 
Siri, Julie Desk, and Sherpa (for Spanish speakers). Indigo Virtual Assistant, 
for example, is with you wherever you go and, as the app developers state, 
“adds fun to your daily tasks and activities,” can talk to you like a human, and 
“she might even give her personal opinion…”—all, gender-wise, stereotypic-
ally framed within a nurturing relationship with a 24/7 caring and mothering 
artificial intelligence “entity.”

The Labor of Psychic Connection

Here, the outcome of the auction involved an intellectual or emotional ex-
change between artist and winning bidder. For example, the buyer of Renuka 

6 - Alessio Chierico, ‘ART SPECULATOR’ value your own work, buy your own artwork, #ex-

strange auction. Available at: http://exstrange.com/auctions/art-speculator-value-your-own-

work-buy-your-own-artwork/

7 -  Renuka Rajiv, skype portrait, #exstrange auction.  

Available at: http://exstrange.com/auctions/skype-portrait/ 
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Rajiv’s work chose to Skype with the artist long enough to have her portrait 
drawn (Figure 16); (7) if purchased, Gagan Singh’s winning bidder would have 
entered in a conversation with him, leading to a series of drawings by the 
artist; and the ANONYMOUS WALL auction instigated the buyer to open up 
and converse by connecting with the artist, Ishan Srivastava, as an anonym-
ous expert listener. Eno Laget promoted his concrete stenciled Porch Jesus 
as “a sacramental object for spiritual protection,” met his bidder face-to-face 
during a local drop-off, and had the opportunity to learn why she paid above 
the Buy-It-Now asking price. Willing to connect “forever,” Mary Ayling offered 
a lifelong written correspondence to the winning bidder. With these auctions, 
the artists tried to actively create a proximity outside the mediation of the plat-
form, as in the instance of a relationship between therapist to patient.

Other artists approached the task of creating a relationship with an other by 
reworking or hacking digital services offered by the 21st century tech industry, 
revealing a more emotional, personal approach to carrying out a transaction. 
For example, Tara Kelton offered her brain as a human storage system, Hu-
man Internal Memory Storage, contra the standardization that is on offer with 
cloud solutions providers. By offering a direct connection with her, the artist 
asked the winning bidder to put his trust into her against one’s reliability on 
the rational logic of computing and its devices.

Other artists superseded using such irony by adopting a very candid and per-
sonal approach to entering in a relationship with an audience. For example, 
Xi Jie Ng sold her grandmother’s souvenirs, items she might have found in 
her grandmother’s purse or on her dresser, “wrapped up in grandma’s used 
soft pink face towel.” Stephanie LaFreniere offered the only remnants of her 
troubled adolescence — her diary and birthday card, while Anke Schüttler 
lovingly froze individual popsicles, each one a gustatory ode to a particular 
memory from her childhood. Each artist offered up personal, meaningful ob-
jects from their childhood for the consumption or indifference of strangers.

While most market-based transactions are based in personal gain, the 
methodology of these exchanges involved the work and logic of generosity, 
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functioning more within what Marcel Mauss and Lewis Hyde called the gift 
economy. (8) While a “gift” is usually defined as something bestowed upon 
us, rather than bought, many of the #exstrange examples cited started, and 
ended, with an economical price of one pound or one dollar, so that the works’ 
value far exceeded the price. That starting price might have been $0 if allow-
able by eBay, and many artists purposefully chose to confront bidders with the 
question “how much are you willing to offer in exchange of someone’s emo-
tional labor or investment?”—echoing, we think, the emotional expenditure 
that feeds the social media industry.

Cleansing Labor

In this variant, the artist shed a burden in a type of cathartic release. These 
auctions serve to expunge property that has failed. Martin Lang purged him-
self of his “lucky” pennies; John Freyer shed his father-in-law’s and his own 
socks, unmated; Da Burn Gallery burnt and released contemporary art pro-
duced during international collaborations through fire (Figure 17); (9) and 
Megan Hildebrandt cast away her anxiety disorder. On one hand, these ac-
tions are in keeping with contemporary trends toward simplifying life, such 
as Marie Kondo’s KonMarie Method, extolled in her book The Life-Changing 
Magic of Tidying Up. (10) Kondo associates material possessions with joy and 
teaches readers to sit and deeply connect with your pennies or socks; if joy is 
not sensed, accept that the objects will not produce the expected happiness, 
and respectfully release them. On the other hand, the messages of these auc-
tions are contrary to any others found on eBay. “GOES GREAT WITH PANIC, 
DEPRESSION OR TROUBLE SLEEPING!” screams Hildebrandt. “I have a bag 

8 - Mauss, Marcel. The Gift: The Form and Reason for Exchange in Archaic Societies. London: 

Cohen & West, Ltd. 1966. Hyde, Lewis. The Gift: Imagination and the Erotic Life of Property, 

New York: Vintage. 1983.

9 - Da Burn, Ash. DA BURN GALLERY / Artwork Ash, #exstrange auction.  

Available at: http://exstrange.com/auctions/ash-da-burn-gallery-artwork-ash/.

10 - Kondo, Marie. The Life-Changing Magic of Tidying Up. Emeryville, CA: Ten Speed Press. 

2014.
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of pennies that have taken all my luck” suggests Lang. Neither auction shields 
the consumer from the dark potential of their purchase.

Here, the act of giving may be understood in the context of the potlatch, a 
Native American ceremony conveying status through the act of giving, rather 
than consuming. We wonder about the relationship between the #exstrange 
“cleansing” auctions and the types of testimonial purges now part of social 
media, wherein one declares that they are “too busy,” have “too much stress,” 
and have “too many demands” on their professional life, allowing them to sim-
ultaneously vent and flaunt their surplus. If artists in the previous category 
attempted to build meaningful connection through shared experience, it could 
be said that the “purgers” also intend to bond with winning bidders, through 
the sharing of trauma and emotion.

Labor as Creative Troublemaking

Using a term coined by artist Tyler Denmead—a participant in #exstrange— 
this type of labor purposefully interferes to “test the limits of these discurs-
ive formations”; (11) in this case, challenging capitalism, neo-liberalism, 
and other systems of value. As example, Denmead offered an Urban Frontier 
Bench, fabricated by urban youth for the guilt-free consumption of those who 
want to show off their “community” spirit even as they gentrify the neighbor-
hoods at the expense of less affluent residents (Figure 18). (12) Maria Miranda 
and Norie Neumark (Out-of-Sync)’s years of paperwork critiqued institutional 
bureaucracy and neoliberal values now pervading educational organizations 
all around the world. The collective FICTILIS proposed a named exhibit in the, 
then forthcoming, Museum of Capitalism in Oakland, California (USA); mon-
etary details, such as the amount paid and the winning bidder’s name, de-

11 - Denmead, Tyler, in press. The Creative Underclass: Youth, Labor, and the 21st Century City. 

Durham: Duke University Press.

12 - Tyler Denmead, Urban Frontier Bench (The Limited Youth Edition), #exstrange auction. 

Available at: http://exstrange.com/auctions/urban-frontier-bench-the-limited-youth-edition/.
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termined the budget and title of the exhibition. By eliminating non-economic 
forms of value accretion from the process of commissioning a work, the inter-
vention complicated the relationship between philanthropy and culture, and 
between who curates and who is curated. Also related to economic system of 
values, the service offered by Gaia Tedone juxtaposed her curatorial abilities 
with those of eBay’s search algorithm with the intent to increase the critical 
value of the work of the artist who would buy her auction. In another explor-
ation of the eBay interface and its mediating power, Renee Carmichael cho-
reographed the eBay browsing/bidding experience in the manner of Charlie 
Chaplin irreverently operating the assembly line in Modern Times. Upsetting a 
more intimate procedure, Katerina Kamprani placed her Uncomfortable Wine 
Glass amidst glasses with traditional apertures. Kamprani’s slight mouth-hole 
within a covered bowl upset the relationship between human anatomy and 
stemware, though conceivably attracting fans of cutting-edge design objects 
(Figure 19). (13) Like the surreptitious renumbering of crates for the build-
it-yourself house kit in Buster Keaton’s One Week, #exstrange artists often 
operated like that film’s nefarious Handy Hank: they disruptively re-ordered 
their disciplinary universe and turned a conventional structure topsy-turvy.

Putsourcing of Labor

These auctions involved outsourcing labor to third-parties, making the cre-
ation of the work a collaborative effort in which the winning bidder, and oth-
ers, had to be involved. For example, the collective IOCOSE offered a crowd-
sourced protest service, Instant Protest, mimicking the way the digital service 
industry operates. The artists exploited the possibility of replacing one’s own 
labor with that of day-laborers for hire online (whose work is often much less 
valued within the global economic system), offering bidders the opportunity to 
voice their dissent through these outsourced protest enactors in the locations 
where they live and work. “I REJECT YOUR REALITY” was the slogan chosen 

13 - Katerina Kamprani, The Uncomfortable Wine Glass, #exstrange auction.  

Available at: http://exstrange.com/auctions/the-uncomfortable-wine-glass/
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for one of the protests, which is quite telling of the play between trust and dis-
illusion when utilizing digital “solutions” meant to ease our lives. Similarly, in 
a work in which content and fabrication relied on eBay sourcing, Garrett Lynch 
used commercial services hosted within eBay to produce a work in which de-
cisions about the creation of the work were based on the winning bidder’s 
details, such as the username, conversational exchanges, and bid amount. 
The artist randomized his artistic decision-making process, proposing, like 
IOCOSE, a version of the contemporary artist who has replaced the Concep-
tual dictum “the idea is paramount and the material form is secondary” (14)  
with “the network is paramount and the material form is given by someone 
else’s labor.” In a more straightforward take on outsourcing (Figure 20), (15) 
Guido Segni purchased a bag produced by JODI — another participant in #ex-
strange — added his signature, and resold the bag within a later #exstrange 
auction; while having clear art historical resonance in the act of deflating tra-
ditional artistic skills, the gesture also reinforced the echo-chamber of the 
Internet, and complicated the technicalities involved in the exchange of goods 
from artist to artist, and then artist to collector. Segni/JODI’s bag has yet to 
reach the winning bidder. 

What emerges from these groupings is a series of different approaches to 
being an entrepreneur, which we think gives life to a hybrid, critical and more 
collaborative marketplace. Here, transactions are not based on the quantifi-
able commutative contract (the seller gives the consumable and receives the 
purchase price, which is the equivalent), but on intentionally, experimenting 
to generate proximity between the artist, the collector, the artwork, and the 
audience, an act that we feel is more experiential than gallery viewing. Creat-
ive entrepreneurship is a recent phenomenon and very much related to one’s 
ability to create her own fields of action. #exstrange shares many of its as-

14 - Lippard, Lucy. Six Years: The Dematerialization of the Art Object from 1966 to 1972. Reprint 

edition. Berkeley: University of California Press, 1997.

15 - IOCOSE, Instant Protest, #exstrange auction.  

Available at: http://exstrange.com/auctions/instant-protest/.
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pects: the project intentionally plunges into the waters of commerce, inde-
pendent of other institutions, and with a creator-to-customer strategy. The 
participating artists, in fact, often recognized a need in the marketplace and 
were willing to act as individuals within that market. Yet, ultimately, most of 
them worked against the neo-liberal logic of and economic interests of the 
marketplace. For example, Abhishek Hazra’s auction (Figure 21), Training OK 
Google with PP (Prashnabodhak Punji) (16) imitated the jargon and “offerings” 
of e-commerce in proposing a program to train OK Google’s voice recognition 
and artificial intelligence capabilities. But the artist did this by creating a Q&A 
between “OK Google” and his “Master,” using fragments from the first Bengali 
edition of Karl Marx’s Capital. Creative industry meets die-hard critique of 
political economy. In another example, cited earlier, Lorusso’s Programmed 
Leisure confronted capitalism’s myth of the dogma of work, described by Paul 
Lafargue in The Right to Be Lazy (17) as “the love of work, the furious passion 
for work, pushed even to the exhaustion of the vital force of the individual…” 
Lorusso revealed that even leisure is an instrument of capitalism. While Hazra 
and Lorusso play along and take advantage of “trends and emerging oppor-
tunities” (in the manner of creative entrepreneurship), their “inventions” are 
delusion shatterers. Even our best posers, like Alessio Chierico, were mock 
entrepreneurs who served to expose a hollow system.

Thus, the heart of #exstrange rejects the professionalization of the artist, usu-
ally viewing the market as a “sullying entanglement,” to quote Bill Deresiewicz 
in his The Death of the Artist—and the Birth of the Creative Entrepreneur. (18) 
Deresiewicz’s historical context describes the role of the artist, from artisan 
(skilled craftsmen, one step below the merchants, who worked within tradi-
tions), to solitary genius, to the institutionalized professional (part of a bur-

16 - Abhishek Hazra, Training OK Google with PP (Prashnabodhak Punji), #exstrange auction. 

Available at: http://exstrange.com/auctions/training-ok-google-with-pp-prashnabodhak-punji/.

17 - Lafargue, Paul, 1883. The Right to Be Lazy. Lafargue Internet Archive (marxists.org) 2000.

18 - Deresiewicz, William. “The Death of the Artist—and the Birth of the Creative Entrepren-

eur,” The Atlantic, January/February 2015.
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eaucracy), to the creative entrepreneur (who aligns herself with the market). 
#exstrange artists carried out each of these roles to some extent, but none of 
them aligned themselves with the market in a way that puts the customer’s 
needs first and creates work in the service of commerce. Rather, artists by-
passed the system that makes a practitioner choose the “right” steps to make 
and communicate to a given, targetable, audience within an often authoritative 
and specialized space.

The history of the white cube is an attempt at telling viewers that art can be 
experienced only through contemplation, that art is as such because of its 
being above functionality, purposefulness, usability, and artisanship. Art critic 
Brian O’Doherty (19) wrote at length about the ideology of the gallery, and the 
aura of the object administered by a space for contemplation. “A gallery is 
constructed along laws as rigorous as those for building a medieval church,” 
he wrote. “The outside world must not come in, so windows are usually sealed 
off. Walls are painted white. The ceiling becomes the source of light.” eBay 
is the opposite space, with no sacralization in commerce. eBay agglomer-
ates documentation of objects that are framed by the lexicon of trading and 
related-products advertisement; it is open, and is structured by the most 
mundane pillars of commerce: hot brand categories for product placement. 
Throughout #exstrange, we felt that Art was meeting the Everyday, not just 
because of the investment of affection, but also because no one shied away 
from the ordinary. Rather, artists embraced the “outside world” with confid-
ence. This is evident in the fact that Sophia Brueckner’s research into how 
algorithms interpret the most popular romance novels culminated in offer-
ing a collectible plate with a $0.99 starting price; or that Lloyd Corporation 
simulated a bankruptcy while appropriating the idiom of clearance sales; or 
that Alessandro Sambini offered a portable wildlife image instance, bringing 

19 - O’Doherty, B. Inside the White Cube: The Ideology of the Gallery Space. Berkeley and Los 

Angeles: University of California Press. 1986.

20 - Alessandro Sambini, Portable Wildlife Image Instance on #exstrange, #exstrange auction. 

Available at: http://exstrange.com/auctions/portable-wildlife-image-instance/
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the commercial symbolism of manipulated images (the artist took inspiration 
from the software Adobe Flash) into the realm of street fashion (Figure 22). 
(20) Each of these show different ways in which #exstrange artists dealt with 
the ordinariness of our relationship with objects, aesthetics and what they 
mean to us.

In this sense, #exstrange was much closer to New Media practices than Con-
temporary Art ones. The artworks appropriated a system, its workings, lan-
guage and modes of framing, to expose some of its complexities. For example, 
almost every #exstrange artwork/auction inspired eBay to suggest a bar of 
related consumables, auctions of potential interest based on the algorithm’s 
interpretation of that particular auction. This is the labor of the Internet and 
online commerce: review, remember, relate, recommend, browse, watch, 
bid. No matter that eBay simplified the artist collective 10.000’s wooden crate 
(re-imagined by them as an art space) into a cardboard packing box, or that 
the algorithm determined that anyone interested in Georgia Banks’ Inter-
course with the Artist might also desire a Fencing Service. eBay contributed 
context to the imaginative experimentation, work, and messages already at 
play in each artist’s choices.

Notes:

#exstrange launched on the 15 January 2017, and ended on the 13 April 2017, 
with the last auction posted on the 8 April.

The artworks mentioned in this essay, details of the auctions and artist state-
ments are documented in the Auction Archive of the #exstrange website.
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Dear colleague,

For most artists I know “Art conservation” is a troubling affair: we are already 
too busy maintaining operations as it is, we think of our work as a “living” 
entity not as a fossil, we are often unsure if a project is finished, we snub 
techniques that may help us document, organize or account for our work as 
something that stifles our experimentation and creative process. In addition, 
especially when we are resentful that institutions are not collecting and pre-
serving our work in the first place, we reject the whole concept of an Art col-
lection, —agreeing with critical historians for whom collecting and preserving 
contemporary Art represents an obsessive-compulsive vampiric culture of 
suspended animation and speculation that is grounded in a neo-colonial, os-
tentatious, identitarian drive: Nietzsche’s “will to power” mixed with Macph-
erson’s “possessive individualism”.

For this text let’s assume you are already at peace with the contradiction that 
is conservation: you are now interested in both creating the work and oversee-
ing its death or zombiefication. Perhaps despite being a staunch democratic 
socialist you now have your own Art collection. Or maybe you have met a few 
collectors who take risks with you, acquire your work and help keep your stu-
dio afloat financially. Most importantly, especially if you are an insecure mega-
lomaniac like me, you don’t want to disappear from history like so many great 
artists who are not collected by important Museums. So here we are, thinking 
about the topic of conservation in media art. As you know, there is a plethora 
of existing initiatives to preserve media artworks, but these are always from 
the perspective of the institutions that collect them. While most institutional 
programs include excellent artist-oriented components like interviews and 
questionnaires, the programs are all a posteriori, almost forensic, as they look 
at the work in retrospect, as a snapshot of time. This text is written to outline 
what artists may choose to do on the subject in order to i) simplify our life in 
the long run, ii) generate income, and iiii) take ownership of the way our work 
will be presented in the future. I welcome variations, additions and comments. 
Yes, it is absolutely unfair for the artist to have to worry about conservation of 
their work. Now let’s get on with it.
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Before Making

- Mistrust anyone who has a “method” for conservation of Media Art. 
Anyone, such as myself, who offers a set of rules is someone who is 
not considering the vast range of disparate experiences, methods, 
constraints and dependencies that can arise even within the work of 
a single artist. All we can do is suggest a bunch of tips, wait for an 
artist to prove those tips useless, and then review the tips.

- Study instruction-based art, in particular Moholy-Nagy “Construction 
in Enamel 2”, his 1923 painting reportedly ordered over the telephone, 
and then study the instructions of established artists who pushed and 
are pushing the boundaries of the art of instructions like Sol LeWitt, 
Felix González Torres and Tino Seghal. Citing these precedents, 
and Duchamp of course, will immediately relax the concerns that 
may arise with your own work’s materiality because this discussion 
already has been happening in the artworld for a hundred years.

- Study precedents of technological art. I find that underlining 
connections between my work with historical experimental traditions 
is much more productive (and honest) than pretending  what I do 
is “new”. Quote meaningful precedents that allow the collector to 
contextualize your work. For example, I often cite the pioneering use 
of radio broadcast technology by the Estridentista poets in Mexico in 
the 1920s, or the first use of neon lighting by Gyulia Kosice in 1946, or 
the first use of a live video feed in art installation by Marta Minujín in 
1965 (50 years ago! How can we pretend what we do is “new” media?).

- Decide if the work you are about to make will be a one-off ephemeral 
performance, a computer virus that is meant to multiply in ways you 
cannot control, a happening that is so site- and time- specific that 
it can never be owned, restaged or reproduced. If you decide this is 
the case then do not ever think about conservation, not once, and 
work with reckless abandon with the certainty that the death of your 
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creation may be the highest form of beauty and experience. Some 
voyeur, flâneur, dilettante, opportuniste (or other person who can be 
described with a French word) will try to capture your piece and sell 
it or get a PhD, but really all that does is say “you had to be there”. If 
on the other hand you are interested in conserving the specific work 
you are making right now then read on.

While Making

- Keep a notebook and/or electronic document where you put any 
sketches, prototypes, parts lists, bits of research on the project.

- Work in any development platform you feel is best for the project or 
for you, but if you have a choice always go for open source tools. At 
my studio we have often used closed commercial systems, such as 
“FaceAPI” for face recognition and “Shout3D” a proprietary online 
3D API, only for the companies to go bankrupt or orphan the software 
leaving us with the task to re-engineer the work with more open 
equivalents (OpenCV in one case and Google Earth in the other).

- Consider using versioning systems, like Git. These allow your 
software projects to be traceable incrementally and they are a great 
repository for fundamental information on how a project evolves. Of 
course code can and should have comments to help follow the code, 
but Git gives conservators a more global view. In my studio we are 
only now starting to use Git but I really wish we had started earlier. 
Versioning is important also in schematics,prototypes and manuals. 
In fact the whole idea of Versioning can be applied to the artwork 
itself as suggested in the next section.

- Your software is your “score”, the fundamental instructions that 
create your work, so back it up! At my studio we have a less than 
stellar system, which is basically a central repository of files in a 
drive which gets mirrored to an identical drive that is offsite. I also 
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run Apple’s time machine in my laptop to two drives: one at the 
studio and one at home. I do recommend a cloud-based solution 
as it can scale up, is (almost) always available and is cost effective; 
however, you do need to feel comfortable that a corporation has 
your data (they always do anyhow) and that you can continue paying 
monthly fees, which is a big if. Some Museums are starting to have 
dedicated servers to hold all of their software collections, in the 
future all Museums will have to have this kind of data repository and 
conservation will be very linked to IT. If you keep your own server 
with all your data this may eventually also be co-located at a place 
for archives such as a particularly forward-looking library.

- As you work, say on a complex installation with hardware, software, 
manufactured and found components, prepare a “Bill of materials” 
(BoM), which is basically a list of all components of a piece. List each 
separate component, writing its brand and model, its function, the 
URL for information, and a small picture.

- Next to each item in your BoM, write whether the element is replaceable 
or irreplaceable. An irreplaceable element is for example a Nixie tube 
that you feel is crucial to the look or functioning of the final piece. If 
future conservators can’t find an exact replacement the piece should 
have an honourable death. A replaceable element is everything else; 
but for every replaceable element there should be notes on what is 
acceptable, e.g. “this motor can have any specification so long as it 
fits in the cavity and it can spin the mechanism 5 times a second” or 
“this screen can be any CRT, LCD, LED, OLED or other technology 
provided it is between 15 and 17 inch diagonal, has a brightness of 
around 500 nits and can show XGA resolution” or “this cover is made 
of acrylic but it can be changed for glass so long as it is tempered 
and can stand the vibration, please do not use polycarbonate as that 
is not transparent enough”.
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- When choosing hardware, try to limit any moving parts as much 
as possible, these are the parts that tend to fail most over time An 
example is using solid state rather than spinning platter hard disks 
or heat sink cooling instead of fans. Another example is using a solid-
state relay instead of a contact switch. A final example is choosing a 
wide-angle camera with virtual pan and tilt using region of interest 
rather than a motorized pan/tilt camera.

- If you have a choice, use “off the shelf” components that are abundant 
At my studio we developed our own computer vision tracking system 
using industrial cameras for 15 years but now we have moved t 
Microsoft Kinect2 whenever possible as these are readily available 
Another example is microcontrollers, as my studio now mostl 
develops with Arduinos, which are widespread, open and friendly 
Your own developed systems of course should be used if they delive 
better results, but then you need to document those appropriately.

- Make global choices in your procurement. For example, choose 
gear that can function in a range of voltages 100-240V ideally with 
auto-switching circuitry; or if you are Canadian never use Robertson 
screws despite how great they are, as no one outside of our proud 
country has drill bits for this screw head. All your measurements 
should be metric and all your notes in English (yeah, I said that).

- Program an “Idle mode” and/or an automatic shutdown for you piece. 
Collectors sometimes just leave a piece operating while they go on 
a holiday for two months. You need to detect if no one has interacted 
with the piece for a certain time for it to go into an Idle state that stops 
or slows down motors, shuts down or dims displays, and in general 
protects the piece. An auto shutdown is another way to save the 
piece unnecessary cycles, but ensure that you have a programmable 
power bar so that all hardware is turned off in the right sequence.
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After Making

- Make a video of the project, ideally with you speaking over it and 
explaining proper functioning. If you are shy then get someone to 
interview you.

- Install the project in a variety of computers, operating systems and/
or devices and test for any SW or HW dependencies. Note these very 
carefully in a “Read Me” document that is in a way  version of the BoM 
for hardware. Bundle the Read Me file with installers for every single 
item in the list. For example include operating system, DirectX, any 
graphics drivers, APIs, programming environments, etc.

- Prepare one or several flash drives with all the source code for your 
project, including firmware, binaries, media assets, schematics, 
3D print files, EVERYTHING. Then add all the installers for the 
dependencies from the previous point. These flash drives are meant 
to be like a time capsule that hold all the instructions required to 
reproduce the work. Do include a document that explains that they 
should make a backup copy of the contents of the flash drive and 
ensure the integrity of the data from time to time.

- Write a manual with the following parts: i) a “meta” narrative 
describing the key concepts and elements of the piece and how it 
works; ii) a detailed set-up procedure, including pictures of example 
installations, wiring diagrams, museographic notes such as desired 
lighting or acoustic conditions, sample layouts showing what is and 
is not allowed; iii) maintenance section on how to clean the piece and 
turn it on and off; iv) preservation section with the Bill of materials, 
all schematics, comments to the code.

- Set your computers to perform uninterrupted for a long time. Ensure 
you are not defeating fans so it is cooled properly, no screen savers, 
disable automatic software updates for operating system and java 
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for example, no virus checkers, monitor temperature inside boxes or 
enclosures, stop all notifications, stop all login passwords.

- Prepare a toolkit with any drill bits, special tools, adapters and with 
spares of components that you think are most hard to come by.

Dealing with a Collector

- Take the video, the flash drives, the manual, the toolkit and 
the spares and make a BOX. Give the box to the collector 
explaining how important it is and warn them that replacing it 
will cost $750 (or choose a number that is profitable). Many 
ollectors will quickly lose this box. When they come to you 
asking for a replacement make a buck for godsakes.

- Explain the concept of digital copy to your collector. Most do not 
understand that an original file is identical to a copy. And if they 
do, they are so completely absorbed with the aura of authenticity 
that I have heard of artists having to destroy a digital file once 
they print copies of a digital picture. This is absolutely absurd 
and unnecessary for work like mine (and yours). If a collector 
buys an image from me I want to give her the Tiff file with colour 
looking tables and printing instructions so that she can reproduce 
the work in the future when the UV rays wash the colours out or 
when a child takes a knife to the image. So long as you copy the 
data from the flash drive onto other future media, as USB dies, 
the work that you own will be perfectly reproducible, like the 
instructions of a Sol LeWitt or a Gonzalez-Torres. In this sense, 
digital prints are orders of magnitude easier to preserve than 
any other print.

- Once the collector understands that they have the digital files 
needed to reproduce most or all of the work they might panic 
asking how their investment is protected from reckless 
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reproduction. The answer is centuries old: with a signature. For each 
of my pieces I give a certificate of authenticity that is the tradable 
commodity of my work. In my case, the certificate is an A5-sized 
doubly anodized aluminium ingot that shows the details and picture 
of the work. I sign the certificate by hand, adding the edition number. 
The certificate is also engraved with our studio numbering system, 
has three digital watermarks and soon it will also have a blockchain 
unique signature. This is what you keep in the safety deposit box as 
it is completely irreproducible. If you do not have this certificate the 
piece you have is completely worthless. This certification system 
is retroactive, and we are slowly giving one of these for each piece 
acquired in the past. Running a personal certification system also has 
the side benefit of protecting you from potential fraud from gallerists 
or intermediaries who may be reproducing your work behind your 
back. This has not happened to me but I have heard many stories. 
Another benefit of personal certification is that if the collector does 
not pay you in full you simply do not hand-over the certificate. He or 
she may have the work after paying an advance, but the purchase 
is not complete until the work is fully paid and the collector is in 
possession of the unique certificate.

- Unless the piece is very simple, the price of acquisition of a work 
should include an honorarium for you or a technician to help with 
installing the work on site (what is not included in the acquisition price 
is the flight, accommodation and per diem for you or the technician). 
Make it clear to the collector that their installers need to follow your 
instructions on how to hang the work physically, run the wires and 
provide electricity. You cannot do those things because you are not 
insured. You are there only to supervise and to calibrate the system.

- Once you or your technician calibrate the work, show it to the collector, 
teach them how to turn it on and off and clean it. Then ask them who 
you should train for a full technical run through of the piece, e.g. 
the collector herself if she is nerdy, her installer, the IT department, 
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the conservator of the collection, etc. Do a complete walk through of 
the work with this person and show them the manuals, spare parts, 
and so on. This person will be the first one that the collector will go 
to when the work malfunctions so he or she is very important for 
your own peace of mind. Once you have trained the collector and the 
technical person, make them sign a document that simply says that 
the work has been installed to their liking, that they received training 
on the operation, maintenance and preservation of the piece.

- Install VNC or, better, LogMeIn and explain how you can log in 
remotely to fix problems if needed. Show the collector how to 
disconnect the piece to the net if they want privacy. Depending on 
how fancy the work is, you can consider also using networked power 
bars to cyclethe power remotely if necessary.

- Have the collector install surge protection and grounding to the power 
that is supplied to the piece. Many problems we have seen throughout 
the years come from bad power: fixing a burnt transformer is often a 
tedious and expensive job and often the circuitry is also affected.

- Talk about maintenance. To the best of your ability give a specific 
Mean Time Between Failure (MTBF) estimate, which is basically the 
time it will take for components to break, on average. For example if 
the piece has a projector quote the number of hours that it will work 
for before a bulb needs to be changed and specify how much that will 
cost to replace. I typically use two metaphors to explain maintenance 
on a media artwork, depending on the collector and situation: 1) The 
artwork is like a car, —you should drive it from time to time, change 
the oil and tune it, but the more you drive it the more it will it cost 
to preserve; and 2) The work is like a fountain, —you have a capital 
investment but then there is a maintenance budget for changing 
rusty valves, chlorinating the water, etc.

- Talk about warranty. You should let the collector know about 
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whatever warranty there is on the individual components of the 
piece, for example a computer usually has a 1-year warranty. But you 
should under no circumstances guarantee that the work will function 
a given amount of time. You are not a corporation, you do not control 
the conditions of the exhibition or the handling of the piece after you 
depart. The spirit of giving the collector all schematics, software and 
code, plus the training, spare parts and manuals, is that you are now 
delegating conservation to his or her collection. When the collector 
is uncomfortable about the lack of warranty clarify the technical 
support you are willing to give.

- Providing technical support can be a nightmare in Media Art. Not 
providing it is even worse. If a piece fails the collector needs to 
know exactly who to call and have a support network. If they don’t 
it is possible they will never invest in media art again. Often artists 
make networks that include their galleries, trusted technicians or AV 
companies. In our case here is what we ask the collectors to do in 
case of failure:

 i)   Read the manual. Over 95% of failures are something simple like 
a power cable that is not nestled in fully.

 ii)    Contact the installer who was trained by you or your technician, 
he or she should be able to troubleshoot at a higher level.

 iii) Contact the gallery in case they have a technician who can help.

 iv) Call or email my studio and we will try to fix the problem remotely 
for free, over the phone and remote login if available.

 v)  If the problem is not solved, we are happy to go on site to solve it. 
The costs are: return flight for you or the technician to go to the city, 
accommodation and per diem, any parts that needed replacement, 
and $750, or some other daily fee you establish, for honorarium. 
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Please note a travel day is charged at half the daily rate. It is my 
experience that collectors rather get direct support from the artist 
studio even if that may be costly. This money helps the studio maintain 
operations and instead of technical support being a nightmare it is 
now a source of income.

- Provide a migration path and explain versioning for artwork. When 
collectors acquire a media artwork they need to know they are getting 
an “event-based” living piece that is closer to a performing arts 
commission than a traditional visual artwork. Many conservators 
understandably cringe at the possibility of an artwork changing 
over time, but that is exactly what Media Art should aspire to do. In 
an epic conversation with Tate expert and friend Pip Laurenson, I 
realized that what she was after was completely different but not 
entirely incompatible with what I envisioned. Tate acquired my work 
“Subtitled Public” made in 2005. In this work you enter an empty 
room, are tracked by computerized surveillance, and a random verb 
is projected on your body which follows you everywhere, —the only 
way to get rid of the word is to touch somebody and exchange words 
with him or her. The project was written in Delphi, using firewire 
cameras, IR illuminators and XGA projectors. Using an impressive 
and comprehensive method Pip ensured that the piece that is at Tate 
can be performed using these original technologies, giving the public 
a snapshot of what computerized tracking was like in 2005. So far 
so good. Ten years later there are hardly any Delphi programmers, 
firewire is dead, projectors now have over 10x the pixel resolution and 
Kinect2 tracking is orders of magnitude faster, more accurate and 
easier to install. I am now planning a migration path for “Subtitled 
Public” to work with these new technologies because this particular 
project is not about the specific tracking and projection used but 
about the experience of words branding the public. I am eager to see 
the project in a second version because the experience will be more 
ominous. The cost for this migration is relatively low, especially if you 
consider that you would not need to stockpile older gear or interpret 
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Delphi code. Versioning is almost as if a collector buys a piece of 
software for an initial amount, then the artist improves this over time 
(in a way the artist provides a Conservation path for the artwork) and 
charges a small upgrade fee. Like in industry, versioning can also 
be a source of income for the studio. Of course in the future Tate can 
choose to exhibit either version or both. It depends on the show. The 
key is not to think that both these approaches are mutually exclusive. 
Obviously, the artist cannot go and offer version 2 to a different 
collector, a migration is available only to the collector who originally 
acquired the work.

- Versioning should end with the death of the artist unless you leave 
specific instructions on what you need your estate to accomplish (like 
Gonzalez-Torres did).

- A collector should be free to decline migrating their piece along the 
artist or estate suggested path. If in the future the piece is acquired 
by a different party the new owners can decide to pursue a migration. 
Should the collector attempt to preserve the work with a migration 
path that is egregious and not approved by the artist or estate the 
title of the work will be automatically void and the artist will be able 
to sell it again (I learnt this from James Turrell’s practice! It so smart: 
you need to be protected from someone adding or taking away an 
element to the piece that you did not approve of).

Final Notes

- Trust conservators! They are absolutely fundamental for your work 
to have a future performance. They also have a lot of experience 
in preserving the most diverse things you can imagine. Establish 
a dialog with them and work out a migration plan, they tend to be 
relieved when the artist has thought through these issues. Above 
all you don’t want the collector to think they are acquiring a future 
conservation problem (though admittedly every work, even a painting 
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is a future conservation problem).

- Trust curators, but not as much as conservators. In the future 
the curator is the person who will stage your work in a variety of 
different contexts. Try to explain in your documentation what is and 
is not possible with the work. Many curators are sadly too rushed to 
read manuals, which is why you must trust conservators more.

- Keep a website! For each piece that I have ever made I have a 
webpage with videos, photos, descriptions, bibliography and most 
important: the manual for the work in PDF and a list of credits of the 
people who worked on the project. Giving public credit to engineers, 
programmers, and other assistants is an honest thing to do but is 
also a way for future conservators to track projects by different 
coding styles, for example.

- This final note is not for everyone, but it is something that makes 
sense for my work: In my upcoming monographic show in Mexico 
City’s MUAC Museum we will publish a USB flash drive which will 
contain absolutely all the source code and schematics of every single 
artwork on display (there are 42 pieces!). We already have a GitHub 
account where we share some of our programming to the open source 
community, but this new idea is designed to be more radical. We 
want to make software and methods something more dialogical, less 
precious, more open, more viral. If my servers crash and no museum 
has backup copies my work will already be in the forks of dozens 
or hundreds of other projects that other artists-programmers have 
developed from my studio’s code. Infecting future projects is our new 
strategy for preservation. To our knowledge this will be the first time 
that a comprehensive art show will be made available with an open 
source code.
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P.S.

“33 Questions per Minute” (Figure 23) a piece from 2000 which ran on Win-
dows 98 and was programmed in Delphi. In 2006 MoMA’s acquired the work 
and used my source code to port it to C++ and run it on Linux, thus proving that 
stockpiling old PCs was not necessary to assure conservation. That was some 
next level shit right there and a big relief for all. I have only now found this new 
initiative from the Museum and I shall look at it closely http://www.moma.org/
explore/inside_out/2015/05/13/open-sourcing-momas-digital-vault/

P.S. 2.

I want to acknowledge the talks I have had with numerous friends and col-
leagues, most notably my studio assistants and the great Kim Brickley whose 
interviews helped me put some order to it all; but also Steven Sacks, Patricia 
Ortiz Monasterio, Zimoun, Daniel Canogar, Pip Laurenson, Glenn Wharton, 
Christiane Paul, Ben Fino-Radin, Kate Lewis, Sarah Cook, Beryl Graham, Mat-
thew Biederman, Kathleen Forde, Rudolf Frieling, Barbara J. London, Pablo 
Helguera, Colin Griffiths, Alain Depocas, Jean Gagnon, Abigail Susik, Steve 
Dietz, Erkki Huhtamo, and other artists, collectors, historians, curators and 
conservators who like talking about this kind of thing.
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SECTION 4

MEDIA ART AND ART MARKET: 
AN INTERVIEW WITH…
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AN INTERVIEW WITH
PAU WAELDER

By Alessio Chierico
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Pau Waelder is a researcher, art critic and curator who recently finished his 
PhD about the art market, its displacement on internet platforms and the in-
teractions between contemporary art and New Media Art. His research ac-
knowledges the explosion of Post-Internet Art, as an example of an artistic 
sector connected to New Media Art that stimulated the interest of the tradi-
tional art market. Post-Internet Art has been for many a short parenthesis, a 
phenomenon which is already obsolete, but it set a precedent of a successful 
artistic production for the art market, in the general context of New Media Art, 
even if some artists of the new generation do not recognize themselves in the 
New Media Art field. From a different perspective, this interview also focuses 
on the new online resources for buying art and the new forms of distribution 
of digital contents. Moreover, it is especially interesting in Waelder’s research 
to see how artists have adopted strategies to turn their art into something 
suitable for the market, and for its acquisition by collectors. An art that often 
is coherent with the contents and strategic in the forms of presentation. Pau 
Waelder was one of the speakers invited to the Media Art and Art Market sym-
posium that took place in the Lentos museum in Linz on the 10th of October. 
His contribution to this topic is highly relevant and it gives a precise overview 
of the current situation of the market related to Media Art.
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Alessio Chierico: In respect to the dissemination of creative contents over the 
net, have you observed any form of assimilation of typical internet phenomena 
(meme, for instance) in recent artistic practices?

Pau Waelder: This question leads me to think about post-internet art, and 
it’s very interesting for me. During the last decade, while I was focusing my 
research on New Media Art, my first reaction to post-internet art was: “This 
makes no sense, this is not what it should be”. When I started to focus on it, 
however, and read the texts of Artie Vierkant and other people who gave it a 
bit of structure, I started to think that it was more interesting than I had ini-
tially thought. For me, this was a lesson in seeing beyond my own perspective 
about what Media Art should be. Now what I see is very interesting: this new 
generation is taking all these contents from the Internet that for them are 
already part of their culture, and incorporating them into works that can take 
any form. They even say that the artwork can simultaneously exist in differ-
ent forms; as an animated gif, as a print, as an object, and so forth. These 
artists are incorporating memes, everything they see online, everything they 
experience, into their artworks. Websites or apps like Cloaque.org, Tinder, or 
Instagram are already part of their cultural DNA, and thus they become part 
of their artworks. It’s a new kind of cultural baggage, a new set of themes and 
subjects, that are very naturally presented there, and the implication is that an 
effort must be made to learn about it. What I see concerning this generation is 
that they are speaking about the Internet, without actually directly referring to 
it. The important thing is that we are past the phase in which we have to talk 
about the technology itself, because now everybody knows what we are talking 
about. Now we can go to the next step, and talk about other subjects that are 
related to it. So, when a meme is introduced in an artwork, the meme is just 
part of the conversation, part of the artwork.

Alessio Chierico: You said that in the beginning you were not really impressed 
by the idea of post-internet. when did you start to become interested in it?

Pau Waelder: The problem is that post-internet art came out with a lot of 
self-awareness. If you think about the avant-garde movements, artists first 
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did something, brought things together, and then somebody gave what they 
were doing a name. When I started to do a little research on post-internet, I 
understood that after Marisa Olson had coined the term, it suddenly it became 
the new theme, and many people were getting involved in it; it was simply the 
place where you had to be. So, everybody was working as a kind of entrepren-
eur, thinking: “Ok, if I can manage to have this label applied to my work, it will 
be a part of the contemporary art scene, and I will be promoted”. I saw a lot of 
this self-promotional idea behind it. The problem is, that it eats itself up. In the 
catalogue of the exhibition “Art Post-Internet”, curated by Karen Archey and 
Robin Peckham at the Ullens Center in Beijing, there is an interesting survey 
in which the curators interviewed many people in the Media Art world about 
post-internet. The artists, curators and critics who were participating in this 
label, were saying “Yes, but this is passé”, at the same time they were pro-
moting it. At some point, it seemed inappropriate to talk about post-internet, 
because there were too many people that wanted to jump on that wagon. It 
became too much of a hype, and it was good to be beyond that. It is interesting 
to see how that happened: there was a small group of people, mainly based in 
New York, who created a network about around post-internet art, and man-
aged to very rapidly promote it. Historically, the most important thing about 
post-internet is that it represents a new generation of artists, who are past the 
New Media Festival era; some of them have been taught by artists who won 
the Golden Nica, who were in the extremely strong scene of the 90s that was 
very much related to engineering and research. This new generation wants to 
go back to the gallery, they want to make money, they want to be recognized 
by the contemporary art world; you have to consider all of these aspects. If 
you think about how New Media and contemporary art are meeting, I think 
post-internet is a key moment. A number of young artists who took part in 
auctions like the Paddle8 in New York suddenly got a lot of attention from the 
media because of the connections they had. Some of them very quickly went to 
big galleries. I think all of that has already faded away, but it was interesting, 
something you had to pay close attention to. For instance, I find that the career 
of Petra Cortright is quite illustrative of this moment. She went from being a 
“YouTube cam girl”, to a highly regarded artist. I recently read an article where 
she was called the “Monet of the 21th century”.
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Alessio Chierico: We all know that the Internet has radically altered the dy-
namics of all the markets in the latest decades, as well as those of several 
cultural phenomena. What do you find especially interesting about the man-
ner in which the Internet has affected the art market?

Pau Waelder: In the beginning of this decade, the art market suddenly woke up 
and realized that there is something called the Internet, and that they should 
use it. That had already happened at the end of the 90s. At that time, people 
in the art market were interested in what they could do with the Internet. For 
example, Sotheby’s created a platform for online auctions, and Artnet was 
also established, but both of them lost an amazing amount of money because 
their innovations didn’t work. The problem was, that in the late 90s and the 
beginning of 2000s, the Internet was already somewhat familiar to everybody, 
but not to the extent that it is today, not to the extent that it has become since 
2006. E-commerce was starting to explode, but it was not yet where it is today. 
Sotheby’s first partnered with Amazon, and then with eBay, and it lost some-
thing like eighty million dollars. This probably led other agents in the contem-
porary art market to dismiss the idea of investing in online platforms. Then, 
the 2008 economic crisis brought about changes, because gallerists were not 
selling very much. They had to look for new markets and new ways of reaching 
out to customers. First of all, they explored new markets for contemporary art 
in emerging economies, like China and Brazil, which were then going strong. 
Then, at the same time, they also started to realize that they could reach new 
customers through online platforms. Saatchi created Saatchi Art, a platform 
where artists could directly sell their works to customers; initially they didn’t 
have to pay any fees to do so, but after a while the platform started to charge 
a commission. Apparently, Saatchi Art was making a lot of money, and around 
that time a series of new platforms for selling art online emerged. In 2011, 
the VIP Art Fair was initiated; that was the first fair that was conducted en-
tirely online. A number of other companies that started up at that time, like 
Artsy and Sedition, became increasingly interested in selling online. Artsy is 
an interesting example: A young engineer, Carter Cleveland, initiated it as a 
website that was supposed to help people find the art they like. In his opinion, 
the art market is very ineffective; if you want to find art works, you have to go 
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from one gallery to another. He had the mentality of an engineer, and so he 
thought: “I’m going to make a system that includes all the artworks and puts a 
lot of different tags (names, categories) on them. The computer will then show 
you all the artworks that are similar to the one you choose”. It was a rather 
strange idea, a bit naïve, but he got six million dollars in funding from a group 
of investors, among them Larry Gagosian, one of the most powerful gallerists 
in the world. Over the last years, a lot of wealthy people have been looking for 
new companies they could invest their money in, and many of these startups 
have suddenly received millions of dollars to work with. Artsy is one of them, 
and it rapidly developed into one of the main platforms where collectors could 
find art from galleries and be informed about what was happening in the art 
world. The Internet is a good channel for directly reaching the customer. There 
are platforms where gallerists sell the same artworks that they have in their 
galleries through the Internet, with the help of apps. In that way, they are able 
to directly reach the customer. This seems like a much more effective way to 
sell art, than going to an art fair and waiting for the collector to show up. This 
is one way in which the Internet is changing the art market. The structure of 
the market is not changing, what is being sold on the market – that is, the 
artworks themselves – are not changing, the only thing that is undergoing a 
transformation is the way in which the audience is being reached and goods 
are being distributed to it. This is very different from what is happening with 
artists who are working with new media; they are striving to find better ways 
to sell their artworks, both online and in digital formats.

Alessio Chierico: How has the Internet affected the work of the artist?

Pau Waelder: Basically, what it changed for the artists is that they are aware 
of the much greater potential they now have to show their work. They do not 
have to confine themselves to exhibiting them in a physical space; they can 
also present them online. There are two developments that I find very inter-
esting in this respect. One of them is a New York gallery called Transfer. It is 
one of the young galleries which are currently very actively promoting New 
Media. The owner, Kelani Nichole, is a curator who collaborates with young 
artists working on the Internet. These artists told her that, although they 
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were showing their works online for free, they were missing the experience 
of presenting them in a gallery. Initially, the gallery was created to take online 
works and convert them into physical objects: sculptures, installations, etc. 
This connects with post-internet too, because many artists like to show their 
works in social networks and online, but I think they are also quite tired of 
showing their work for free and getting nothing in return. On the other side, let 
me tell you about Gregory Chatonsky, an artist I often work with.He has cre-
ated many artworks online, as well as installations, prints and sculptures, and 
lately he is creating large installations in collaboration with another artist, the 
sculptor Dominique Sirois. Once he told me: “when I do a show, I do a special 
installation just for that show, and when it’s over, I destroy it. It is not worth-
while to take it anywhere else, or to do it again, because while the exhibition 
is being held in one particular place, it is also being shown online; it’s already 
documented out there. If somebody wants to see it, they can find photos, or 
videos of it on the Internet”. In my opinion, these two examples show us the 
different ways in which artists are reacting to the simultaneous presentation 
of artworks online and offline.

Alessio Chierico: In the current cultural context, which is driven by data min-
ing, contents aggregators and search engines, what are the biggest chal-
lenges that art curating is confronted with?

Pau Waelder: The biggest challenge for art curators is their budgetary limits. 
Then, when you go beyond mere theory, it is relevant to consider that you are 
actually working in a physical space. I like to work within physical spaces, 
because I think is important to create an interaction between the artworks 
and the spaces that surround them, as well as between the artworks and the 
people that view them. That’s why I have not been a very big fan of doing ex-
hibitions online. However, the challenge is to be able to convince an institution 
or a gallery to do a show, to devote funding to it, and to pay the artists. Unfor-
tunately, that cannot always be realized. You experience a great deal of satis-
faction when you are able to do a show, to actually produce a new work, to help 
the artists who are involved. If you succeed, you have accomplished something 
that had never been done before; you have made a change. It is really amazing 
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when you can do that.

Getting back to your question, which is: “How do you curate in the age of 
Google?”. By posing this question, you might be saying, that you consider cur-
ating to be nothing more than selecting appropriate artworks. Actually, doing 
that is merely the first step. The selection process is just a small part of cur-
ating; after all anyone can select. That is why it became fashionable to call 
everything “curating” a couple of years ago. People were even saying: “I’m 
curating a party at my house”. For me that is nonsense, and it displays ignor-
ance of what curating really involves. A curator is not merely a selector. What 
I like about the word “curator” is that it comes from “curare”, which means: 
“taking care”. For me, a curator is someone who takes care of an exhibition 
and of the works shown in it. Curatorial work involves two aspects. First of all, 
the curator has a vision of the exhibition and the works it displays. He or she 
then has to harmonize this concept with the works of the artists which are be-
ing presented. He must deal respectfully with these creations and make sure 
that they are well presented, in the manner in which the artists would like to 
have them exhibited. Besides, they have to be adequately communicated to 
the public. The work of a curator is to create a situation. I especially like to 
make group exhibitions about particular subjects, and to present my vision 
of the artworks. In the texts I provide, I try to tell the visitors where the work 
comes from, and to explain that it has another meaning besides the one that 
I propose. From this point of departure, people can proceed to explore the 
world of the artist, and to discover what the artist is trying to say. The basic 
task is to make sure that all of this has been accomplished. Therefore, selec-
tion is only one aspect of a curator’s job; Another one involves talking with the 
artist, talking with the institutions, trying to make sure that everyone is happy. 
Then you have to communicate what you are doing; you have to be there and 
take care of all the problems that arise, try to attract the attention of the gen-
eral public to the exhibition, do good research on the subject, etc. Ultimately, 
the curator has to bring an idea to an audience. That is what curating means to 
me. It is much more than simply selecting, and it is something that no search 
engine can yet accomplish!



134

Alessio Chierico: What are the most interesting strategies that media artists 
employ in their attempts to break into the art market? In other words, how can 
media art projects materialize an art object for the market? Can you give me 
some examples?

Pau Waelder: I wrote a text which is a kind of guide for artists, entitled “How 
to sell online art and make millions (of visits)”.  It presents eleven strategies 
that artists use, and shows their the pros and cons. Artists have various in-
tentions when they create objects. For instance, the artist duo Ubermorgen 
creates what they call “media hacks”: online performances that present fic-
tional events as if they were real and thereby incite a reaction in the mass 
media. Each project includes a large amount of documentation, such as inter-
views, news coverage, and even cease-and-desist letters from lawyers. This 
documentation becomes part of the artwork itself. The artwork is a media 
performance that takes place in many different locations simultaneously. The 
intention of the artists involved is to test ways of hacking the media. The ques-
tion they are then confronted with is how to take something like that to an art 
gallery. They do so by creating derivative objects. For instance, there was a 
project called “Vote Auction”, where they created a website that supposedly 
would enable you to sell your vote in the US presidential election. They ex-
hibited all the media coverage they got, as well as letters from lawyers. Then 
they presented them in a museum, where they also displayed the logo they 
had created for the website in the form of a large print. All these objects that 
were created for the exhibition became artworks that were suitable for sale 
in art galleries. Video artists and performance artists employ the very same 
strategy: they usually sell objects, prints, photos or other derivative works. 
Another very interesting strategy is that of Rafael Rozendaal, which I think is 
very clever. He creates websites that resemble moving or interactive paint-
ings, and sells them to collectors. They have to sign a contract that he has cre-
ated (with the assistance of several lawyers) before they can purchase them. 
When the collector buys the website, he must keep it online, and he has to 
pay for the server and domain name, which is also the title of the artwork. 
It is unique; nobody else can have it. Finally, the artist adds the name of the 
collector to the title of the source code. The artwork is therefore public, al-
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though it is privately owned. The collector is interested in disseminating the 
work, because the more people see it and talk about it, the more his or her 
name will be promoted. I like that idea; when you go to the website, you see 
the paintings, and when you go to the source code, it is like seeing the back of 
a canvas with the names of the artist and the collector. Each strategy works 
with particular artwork, and artworks greatly differ from one another. It’s very 
difficult to define any kind of standard. The only standard is that you have to 
create some kind of object, because galleries know how to work with objects. 
It is difficult to work with a video or a website, or anything else that is not an 
object. Therefore, artists turn all kinds of things into objects, even just a box 
that holds a USB containing the artwork; we have not been able to go beyond 
that.

Alessio Chierico: Do you think that online platforms for selling art are good for 
the market, or do they need something else if they are to be effective?

Pau Waelder: There are different kind of platforms, that have various busi-
ness models, but nobody has yet reached “Eldorado”; nobody has found the 
perfect strategy. Platforms like Artsy, that I mentioned previously, are man-
aging to bring art to the collectors. I’m not sure how well they are doing, but 
I think that they have long-term plans. If you want to sell an artwork from a 
gallery to people in any part of the world, then Artsy is just fine. According to 
a study of the online art market, it seems that people are not willing to buy 
anything that is more expensive than ten thousand pounds. People do buy 
art which they haven’t see in person, but they will not spend more than that 
amount of money . This study says that most of the people who buy art on-
line purchase paintings, prints, or photographs. That is quite logical, because 
they are two-dimensional works that you can see very well on the screen. It 
is also interesting to consider what happens when an artwork is in a digital 
format, and the screen is its natural environment. It is easy enough to sell a 
painting, because it is one single object that has been signed by someone and 
has been executed by hand; you cannot fake it. But if the artwork is a file, it 
can be distributed widely and readily copied. Every copy is thereby identical to 
the original. The same problem exists with video art. Its collectors don’t know 
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what are they buying, because they buy a copy of an artwork that will one 
day become obsolete. Some collectors have purchased VHS videos that don’t 
function after a certain period of time. The problem is also the way videos are 
sold. There are a number of restrictions about what a collector can do with an 
artwork. Normally, he can just play it at home and watch it with his family; he 
cannot show it anywhere else, because he doesn’t have the rights to do so. 
That is a strange restriction for someone who spends ten thousand, or even 
fifty thousand euros to buy a video. Some platforms have installed mechan-
isms to control this reproducibility. Sedition, for example, has so-called “di-
gital editions”. You can buy one of the maybe five thousand copies of a work for 
around twenty euros. Theoretically, if five thousand people buy one of them, 
both Sedition and the artist can make enough money, and the buyer will have 
an “original” artwork. However, Sedition only allows you to watch the artwork 
in their servers. You cannot remove it from there, so you are dependent on 
them. They do this because they have to make sure that they remain in control 
of all of the copies of the artwork, and that you cannot copy one of them and 
share it with others. 

This is one of the shortcomings that now exist, but I think that there will be 
a solution one day. For example, everybody might have his or her artwork 
in a cloud-based system, which would make it possible to buy art anywhere. 
People are currently working with the bitcoin blockchain to certify ownership, 
so that collectors can register the artworks they buy. It would then not matter 
how much they circulate, there would only be one single owner. In the current 
situation, however, the files still need to be controlled. In time, this will also 
change the structure of the art market, which is based on scarcity, on the 
idea that artworks are unique, that they are single objects that only the owner 
possesses. In our current society, we are all sharing the same contents and 
therefore a large number of people now find that this scarcity makes less and 
less sense. The change is not going to be easy to bring about, and it will have 
to be sustainable. After all, as I said before, artists who work online are tired 
of putting their artworks online for anyone to see for free. Of course, they want 
to earn money with them, so there will have to be a system that enables them 
to make their works sustainable and to earn a living from them.
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Alessio Chierico: What should be the priorities and specificities for art galler-
ies that want to focus on Media Art?

Pau Waelder: When I talk to gallerists who work with Media Art, they all men-
tion that they collaborate with their artists with the intention of making their 
art available to the market. Of course, good galleries are businesses, and they 
want to make money, but they like the art they are showing, they like the artists 
they deal with, and they want to support them. Thus, the gallerists ask their 
artists: “What do you want to do? How can we do it? How can we present your 
work and show it to a collector?” This is the first and the most important con-
sideration: doing something that makes sense with the work of the artist. If an 
artist who usually works online makes an object, it has to make sense. This is 
a priority! There are two priorities for a gallery: one is to have something that 
can be sold to a collector in a way that the collector can understand the work, 
can keep it, and can have at least some sort of guarantee that it will be pre-
served. Once Rafael Lozano-Hemmer, who understands the art market very 
well, told me that we have to design some sort of best practice guidelines for 
new media artists. They should be a set of steps that are taken in order to give 
purchasers a sort of certificate of quality. He actually published an article in 
GitHub with some recommendations for artists, telling them how to document 
their artworks, how to preserve them, and how to deal with the collector once 
they had sold the artwork. His concern was, that if a media artist sells a piece 
to a collector and it doesn’t work, that collector will never buy another work 
from any other new media artist again. If you buy a painting, and it self-de-
structs because the quality of the materials it is made of is inferior, you don’t 
blame all the painters in the world, but if you buy a new media artwork, and 
it stops working, you blame all of new media artists. He was saying that if we 
adhere to this kind of best practice, we give the collector some kind of insur-
ance that he or she has something that makes sense and is going to last. This 
is also a priority, because the collector is part of the life-cycle of the artwork. 
He or she might turn out to be the person who spends the most time with the 
artwork. Whenever I talk to artists who do not work with new media, and they 
see all of the problems that occur when you embrace the new technologies, 
they say: “I don’t know how I could manage to create anything in that techno-
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logical world, I don’t know how to program, etc.”. Then I say “you don’t have to 
become something you are not, you can partner with an engineer and tell him 
what you want to do. He will then solve your problem”. In a similar way, there 
can be a kind of partnership between the artist and the gallerist, in which the 
gallery has to have some understanding of how the artistic creation works. 
He doesn’t have to be an engineer or be able to solve technical problems. He 
is specialized in presenting and selling the artwork; that is his expertise. The 
artist has to contribute his own expertise and understanding of his works, and 
they have to work together to develop technical solutions whenever they are 
needed. Many gallerists working with new media are concerned with educat-
ing the audience. For them, it is important to create a connection between 
the collectors and the people who come to the gallery. Their job is to create 
the proper context, to impart the essential knowledge to the collectors, to en-
able the general public to understand Media Art, so that people will be able to 
evaluate it and be willing to buy it. I think this is an important part of the job 
of the gallery: to educate the audience. This is something that usually doesn’t 
happen in contemporary art galleries. When you go to them, nobody tells you 
anything; you don’t even really feel welcome there, you just go there. If you like 
what you see, that’s fine, if you don’t, you just leave. In my experience, the new 
media art community is much more reachable, much more available, than 
other sectors of the contemporary art world.
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AN INTERVIEW WITH
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By Alessio Chierico
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Together with Jonathon Carroll, Steve Fletcher is a co-founder of the Carroll/
Fletcher gallery in London, one of the main referencing points of the con-
temporary art which emphasises the use of new technologies and committed 
to enquiries political and social topics. Carroll/Fletcher gallery hosted artists 
like: UBERMORGEN, Evan Roth, Manfred Mohr, Constant Dullaart, Rafael 
Lozano-Hemmer, Eva and Franco Mattes, and many others, proposing group 
shows organised by invited curators, film screenings, live performances and 
artists talks. This gallery is one of the most active players in the market re-
lated to Media Art, and it offers a very interesting perspective toward the 
touching points between Media Art and contemporary art. Steve Fletcher have 
been one of the invited speakers to the Media Art and Art Market symposium, 
held at the Lentos museum of Linz the last October. His contribution intended 
to clarify some specific misunderstandings of art and its surrounding system, 
acknowledging the points of view of Media Art. Inspired by the essay “Thirteen 
Confusions” by Amos Vogel and its revisitation by Dan Fox, Fletcher stressed 
out the existence of certain issues and preconceptions that limit the Media 
Art field and its recognition from general art system as well as the market. 
In his intervention in the symposium, Fletcher draws the attention to certain 
circumstances which might influence the production and acknowledgement 
of artistic quality. The warnings that he expressed show a fundamental view 
that incorporates the major concerns of contemporary art in the acceptance 
of certain directions of Media Art.
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Alessio Chierico: In your contribution to the “Media Art and the Art Market” 
symposium, you proposed an update of the “Thirteen Confusions” by Amos 
Vogel and its re-visitation by Dan Fox, from the perspective of Media Art. 
Among all of the “confusions”, which do you find most relevant?

Steve Fletcher: I think they are all relevant! They split into two broad categor-
ies. The first are those that are important for all types of art. For example, the 
first one – Don’t Confuse Cost and Price – deals with the relationship between 
production costs, retail price and cultural value. This is something that applies 
equally to all works of art. The same could be said for the second one – Don’t 
Confuse Propagandists with Critics. Then there are confusions which are 
more specifically linked to the nature of works that use new technologies for 
their production, distribution and consumption, as well as for their reproduc-
tion, redistribution and re consumption. For example, Don’t Confuse a Copy 
with an Original and Don’t Confuse a Painting with a Performance. These get 
to the heart of the question as to how new technologies have impacted upon 
the way we look at works of Media Art. So, “don’t confuse the painting and the 
performance” is firstly important because, as these new forms are beginning 
to emerge, I think that one of the problems we face is that people are still deal-
ing with them, within the old structure, with old concepts. Therefore, in certain 
cases is very easy to say: “this work of art is like a painting”, although in reality 
it is not. It’s not a painting, but it is similar to a performance, and once you 
understand it as a performance, you have to consider different conditions for 
its distribution, reception, collection, etc. 

Secondly, “don’t confuse the copy with the original” is important, because that 
deals with the notions of authorship and uniqueness, and it also has the ques-
tion as to the role of the collector embedded in it. I think is very important that 
with the emergence of new technologies the idea of the static work of art as a 
physical object is changing. We often believe that a work of art is merely some 
sort of object. However, it is also associated with a bundle of rights: the right 
to exhibit it, the right to reproduce it, the right to copy it. Along with that, it 
also includes a bundle of responsibilities: that of having to look after the work, 
for instance. Therefore, we need to reconsider the notion of the collector, as 
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well as that of the artist. This area hasn’t been fully addressed yet. I think 
that the collector is also a curator and a custodian. What I mean is, we need 
to work toward a general standard for sales contracts of artworks that takes 
these new notions into consideration, so that we all agree on what rights and 
responsibilities ownership entails. It is also necessary to ascertain that if you 
buy a work of art, you have the duty, the responsibility of maintaining it, and if 
you don’t fulfil that obligation, you might lose your ownership. This is a diffi-
cult issue, there is a lot to discuss, to debate, but I think we need to deal with 
it. The common notion of the artwork obviously comes from unique, stable 
objects like paintings. Nowadays, when you buy a painting, you do not incur 
any responsibility to maintain it. If we are convinced of the cultural value of a 
work, as well as of its financial value, then it might be necessary to rethink the 
terms of the ownership contract.

Alessio Chierico: One of the slides you presented stated: “Media Art is Art as 
well as Contemporary Art”. Do you think that this is something that still has 
to be clarified?

Steve Fletcher: I think it’s something we need to continue to keep in mind, to 
remain vigilant about, to ensure that it is neither relegated to a niche activity 
nor distorted with the intention of making it conform to the mainstream. From 
an art-historical point of view, is it legitimate to ask whether it is possible to 
identify categories of works which we might choose to classify as Media Art? 
Yes, it certainly is, but I do think that even after that point has been accepted, 
it’s important to structure the discussion in such a manner that media art it 
isn’t regarded as a niche which is only of interest to specialists. If that is done, 
adding that rubric can simulate new forms of discussion. Media Art has not 
yet been fully absorbed into mainstream art, and doesn’t yet constitute an im-
portant part of collections, so we still have a lot of work to do, to establish the 
artistic and cultural importance of that sector. Those who deeply care about 
these works and believe in their cultural value need to continue to invest a 
great deal of effort toward breaking down the prejudices that I think still exist, 
particularly within the mainstream art world. Besides, there is the second 
point related to regarding media artists as a social group. I think that there 
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still is a danger that the group of people involved in Media Art might conduct a 
closed discourse that it isn’t open outsiders. The danger is that all of us might 
just continue to be a small, self-contained group, because we believe in the 
value of our work. I think it is important for us to be open minded; we shouldn’t 
become a friendship group prone to Groupthink which doesn’t develop a de-
tailed critical theory. This leads to the final confusion which is: Don’t confuse 
good with bad. We have to be willing to say that some of these works are bad, 
and some of them are good. These are the two aspects of the fact that “Media 
Art is art”. It’s about maintaining the focus on ensuring that we find a way to 
properly integrate this form of art into the larger world of contemporary art, 
and that we develop a rigorous critical theory.

Alessio Chierico: In the Carroll/Fletcher gallery, you are promoting contem-
porary art that mainly focus on new technologies and their social impact. 
What is, in your opinion, the relationship between contemporary art and tech-
nology? Is there a real separation between contemporary art and Media Art?

Steve Fletcher: New technologies and their socio-political impact aren’t our 
sole focuses. The current show in the gallery is related to the problems in the 
Middle East and the plight of the Palestinian people, and it is about creating a 
space which enables people to imagine a different future and work toward its 
realization. It’s a very political multimedia installation. Even though it involves 
a five-channel video presentation, I wouldn’t say that it was considering the 
impact of new technologies when I installed it. I wouldn’t even say that it really 
makes any special use of new technologies. I think that the reason for the 
focus on new technologies is twofold.

Firstly, from a production, distribution and consumption point of view, they 
have had a considerable impact on the art world, and secondly, they have sig-
nificant socio-political impacts. Thus, our focus is not driven by a desire to 
champion new technologies, but rather by a general desire to show interest-
ing, relevant works, works which deal with what it means to be alive today.  
It just happens that many of the most interesting artists are utilizing these 
technologies. This reflects a long-term trend in the practice of art; works are 



145

increasingly becoming multi-media, trans-media or inter-media. If you look at 
the ubiquity of technologies today, I think that this trend is going to continue, 
because it reflects the way people are growing up. Forty or fifty years ago, if 
you wanted to be an artist you didn’t have the same choices. I remember my 
visit to the studio of a young artist a few years ago. He was making screen-
based works driven by software. While he was showing me all those mov files, 
he kept on talking about the materiality of the software environment and of 
the images created in it. He said he was interested in exploring that mater-
iality, the formal properties of the code and the image environment. If I had 
visited this guy thirty years ago, he would have been a painter.

Alessio Chierico: In our times, which are the most important social aspects 
which Media Art should reflect?

Steve Fletcher: It is up to the artists to determine what to care about; is not 
up to me to tell them what should regard as important. Perhaps we can, how-
ever, select artists to work with who deal with issues that we consider import-
ant; for example, what it means to be alive today, and how new technologies 
are affecting the way we live our lives. A lot of the artists we work with are 
profoundly questioning the edge of the nature of neo-liberal capitalism and 
related issues involving our colonial legacy, globalisation, etc. At the same 
time, they are thinking about alternatives and ways of resisting. However, it is 
up to the artists to determine what they feel is important, and to follow their 
passions. Our obligation as gallerists is to support our artists and to provide 
them with a constructive, supportive environment.

We have to let them feel that they can push the boundaries, experiment, say 
controversial things, try new things. Obviously, we choose artists that are in-
terested in the things we are interested in, but that doesn’t mean we always 
agree! On a slight tangent, I do think that these new technologies have implic-
ations for the structure of the art market and the art world. I think that is really 
important. We need to develop a critical theory for Media Art and Contempor-
ary Art, and that is what the symposium was about.



146

Alessio Chierico: Do you think that the implications of new technologies for 
the structure of the art market can be the subject of an art practice?

Steve Fletcher: Yes, but I’m not convinced that that is the most interesting or 
important topic we could be focusing on right now. A lot of the art that has 
been produced in the last twenty, thirty years could be classified as institu-
tional critique. That comprises those works that reflects on what it means to 
be an artist, or what art is and what it can achieve. This category has come to 
include considerations of the nature of the image and of image production and 
distribution, etc. I think that whilst these matters are intriguing for insiders, 
the politics of the image and the construction of truth are far more interesting 
topics. Furthermore, I think that a lot of work that is being done today merely 
involves rehashing, rethinking things which have being done previously. I don’t 
find that particularly interesting. Personally, I’m more interested in the art 
that is looking at things outside of the art world.

Alessio Chierico: What the Media Art market is looking for? Do you think that 
there are some specific approaches that are more attractive for collectors?

Steve Fletcher: I think is important that artists create works that interest and 
excite them. As soon as people make work for the market rather than for 
themselves, their art starts to suffer, and their work loses its authenticity, 
its integrity. I think our job as gallerists is to work with the collectors, to help 
them appreciate what it is important about the artist’s output and understand 
the challenges (as well as pleasures) of collecting Media Art. Equally, it’s the 
obligation of the gallerists to work with artists to ensure that their work is 
attractively, robustly packaged but the packaging should not have a major in-
fluence on the form and content of the work. If the artist starts to make works 
just because he thinks they will sell, I think what he produces will become un-
interesting, unimportant. There are different kinds of collectors, and work that 
is more readily describable within the existing categories is most successful 
in finding a collector. However, I’m reluctant to spend too much time discuss-
ing which categories are more and which are less successful with the collect-
ors, because I think that it is not appropriate to encourage artists to make 
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work for specific types of collectors. What is important is that artists have the 
support and the conditions that enable them to produce the work they want to 
make. Some of them may not fit into the framework of a commercial gallery, 
but then we should think about the funding structures that enable works to be 
realized. This goes back to the whole idea of a mixed economy, and the artist‘s 
understanding of where his/her works fits into it. That will help them make 
informed decisions about their lives – about how they should be structured 
and what role art should play within that structure. Do they need to have a job 
teaching in the university, writing software, designing websites, working in 
post-production, in photography, or wherever? I think it’s really important that 
those issues be discussed. We need to consider the art market in a broad way, 
and thereby to include the collectors, but also the funding bodies, the com-
missioners. These commissioners might be festivals, they might be centres 
like the Art Council in the U.K. or the Welcome Trust might be one of them, 
and that’s all part of the market. I think that there is a danger of placing too 
much emphasis on the commercial gallery sector, because if we frame our 
discussion incorrectly, it might seem that we are saying that everybody should 
operate in that area. The framing of the art market, of the art world, is done by 
the people that produce, fund, and distribute artistic works. The crucial con-
sideration is: “what is the work I want to make?” That’s the first question that 
has to be asked. The second one is: “what does it take to realize the creation of 
that work within the given environment?” That involves the practicality of the 
production of a particular art object.

Alessio Chierico: How do you envision the future development of the market-
for Media Art?

Steve Fletcher: There is a short answer: at Carroll / Fletcher we believe that 
the art that is being considered under the heading Media Art has a significant 
cultural value. We are convinced, that this value will come to be recognized, 
and that Media Art is therefore is destined to have ever increasing importance 
within the mainstream art world. If we are talking about the art market in 
the narrow sense, that is by merely considering the work that is bought and 
sold through the commercial sector, I also think that this sector will continue 
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to grow. There are technical issues that still have to be dealt with - the form 
of the sales contract, issues of longevity, obsolescence and maintenance, 
the notion of the collector, the notion of the author, the quality of screens 
etc. Whilst these do constitute very real, pressing problems, all of them are 
solvable. That’s why one of the confusions was: “don’t confuse a lack of in-
formation with an unsolvable problem”. In general, a lack of information, of 
expertise or of theory is something that can be dealt with. Therefore, our task 
is to work hard to educate people and work with all the stakeholders to create 
common standards. Furthermore, it is crucial for us to rigorously champion 
what we believe to be good. We have to make judgements about what is good 
and what is bad, and then proceed to support the good artworks.

Alessio Chierico: What suggestion would you give to a media artist who wants 
to enter the art and sell works there?

Steve Fletcher: A very simple one: make the work you want to make and don’t 
compromise – don’t make work merely because you think it is the type of work 
that sells well or that ‘people’ might want, because it is fashionable. People 
working in commercial galleries sector are actively looking for interesting 
work and artists with potential. Gallerists go to festivals, art fairs, and gradu-
ate shows, they have a network of contacts, etc. (and so do curators). Thus, I 
think that the best thing young artists can do is to make work that they believe 
in, then make sure that people see it – they should have a good website, put 
on exhibitions, market them (send out invitations etc.), submit to open calls, 
etc. And before an artist approaches a gallery he/she should be familiar with 
its programme and have a clear idea of how he/she might fit into it.
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AN INTERVIEW WITH
WOLF LIESER

By Alessio Chierico
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Since 1998 Wolf Lieser is curator and founder of the Digital Art Museum (DAM), 
an online museum which has being very active in supporting and promoting 
the history of Digital Art, since its very firsts experimentations in the end of 
50’s. In 2003 the museum started to be supported by a physical space: “DAM 
Gallery” where are regularly exhibited works that span all the categories from 
pioneers of the 60’s till major artists of the last years. In addition, from 2005 
till 2012, Wolf Lieser created the DDAA, DAM Digital Art Award in collaboration 
with Kunsthalle Bremen. This prize intended to award the pioneers careers 
which have been fundamental to the history of Digital Art. With his experience 
in the art management since the beginning of 90’s, and his specialisation on 
Digital Art, Wolf Lieser is one of the key people on the market of Media Art, 
and his gallery represents a large part of the most relevant artists who have 
been working in this sector. In his contribution to the Media Art and Art Market 
symposium, held in Linz the 10th October 2016, he stressed out the problem-
atic materiality/immateriality of digital for an art market which often relies 
on the physicality of the art object. Accordingly, the promoters of Digital Art: 
galleries, museums, etc. should pay a special attention to the education of 
their audience and collectors. Taking the Tino Sehgal’s production as example, 
Lieser demonstrates that art market is able to deal with immaterial artworks. 
Collectors should acknowledge that higher value of their acquisitions is not 
given by the fetishism for the objects, but it is given by the importance of sus-
taining the artistic practices which have a certain cultural relevance. In his 
argumentations, Wolf Lieser states also that the market that concerns Digital 
Art and Media Art sectors is still in the real beginning of its development. For 
this reason, the impact that it has, in the general art market, is almost unper-
ceivable. However, big steps have been made in the latest years, and a lot of 
attention have being paid to this forms of art. For this reasons this art market 
sector is growing and highly promising, and in few years will probably occupy 
a relevant part in the whole art economy.
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Alessio Chierico: Of course, digital is a very peculiar “material” – one that is 
quite different from traditional artistic media. Therefore, I would like to know 
what you consider to be an art object in Digital Art? How can it be placed on 
the art market?

Wolf Lieser: Strictly speaking, files are not really objects, but rather inform-
ation, ideas. Accordingly, I suggest that collectors should not regard their 
Digital Art acquisitions as purchased objects. Instead, they should see the 
money they spend on Software Art as a means of supporting the artist, and 
thus enabling him or her to continue to create artworks. There are similar ex-
amples of this kind of approach in the more conventional art market, like Tino 
Sehgal, who does not give his buyers any objects. They merely buy concepts, 
pure concepts, and Software Art, in its essence is basically the same. Soft-
ware Art is now finding acceptance; there are a number of collectors who are 
willing to buy it, and the market for it is, as a matter of fact, actually growing. 
More than 50% of what I sell is either software or animation; both are sold on 
a USB-Stick or a CD.

Alessio Chierico: Since photography and, previous to that, printing techniques 
were invented, the seriality of artistic production has become a widespread 
phenomenon . The potential for reproducing digital artifacts is, however, ex-
ponentially greater than that conventional artworks.. How is the art market 
reacting to this situation? How is it possible to maintain the value of objects 
that can be infinitely duplicated?

Wolf Lieser: I think that this is easier to understand, if you stop to consider 
why people collect, or why they often become collectors: they are intrigued by 
the idea of owning something that is unique, (or of which only small numbers 
exist), and that you can experience at any given moment. It has always worked 
like that. Nobody collects iTunes files, because they are generally and easily 
accessible. On the art market, the demand for artworks with an edition of fifty 
copies is limited; it’s easier to sell a unique piece that costs ten thousand euro 
than fifty copies of something which only cost three hundred euros apiece. 
Works that come in editions of three hundred or five hundred are not very at-
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tractive; it is the aura of scarcity connected to an object that makes it attract-
ive. If apples are readily available, you do not consider them to be valuable. But 
if you live in a country where you cannot find any apples, that makes you eager 
to enjoy the unique experience that eating them affords. That is what makes 
the difference.

Alessio Chierico: Do you think that museums are currently devoting enough 
space to Digital Art? What experience have you had with the DAM Museum?

Wolf Lieser: When the DAM online - museum was launched, almost no cur-
ators or museum directors were willing to even look at this kind of art. Most 
of them didn’t understand the genre, and they usually had preconceived ideas 
about it. It was therefore very difficult in the 90s to convince anyone to have a 
look at Digital Art. Today, that has changed. Very large projects for presenting 
Digital Art are being planned, and some exhibitions of this genre have already 
taken place, like the Electronic Superhighway in London at the beginning of 
the year.. There is no doubt, that the development is currently going in the 
right direction. However, not all museums are paying attention to this new art 
form. In Berlin, there is not even one single museum that shows it. I have sold 
software pieces to the Centre Pompidou and the V+A in London, but in Berlin 
no institution is interested in buying it. Each museum curator has his or her 
own agenda, so the decision as to whether to deal with Digital Art is to some 
degree a matter of personal preferences.

Alessio Chierico: The DAM Gallery has been supporting Digital Art since 1998. 
Have you noticed any significant changes in this specific sector of the art mar-
ket during this period of time?

Wolf Lieser: Yes, there has been a continuous development in respect to the 
acceptance and interest in this field. But the most significant change was 
the development of so called Post-Internet Art, which began about 6-7 years 
ago, and suddenly brought artists who are digital natives to the fore. Their 
art deals with the broad field of digital culture. In contrast to previous digital 
artists, they do not necessarily work as programmers, or confine their means 
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of artistic expression to the digital media.. They use analog media as well, 
and even paint, but their art is related to the digital culture. Post-Internet Art 
has attracted a great deal of interest, and some of the artists in this field have 
become quite successful on the market. This kind of art is a hype, and I don’t 
think it is very healthy, but we will see.

Alessio Chierico: How do you envision the future developments of the market 
for Digital Art?

Wolf Lieser: I think it will grow, in the same way that other sectors of the 
contemporary art market are growing. This form of art is characteristic for 
the current century. More and more artists, curators, shows and even restor-
ers in museums will devote themselves to it. There are now a larger number 
of professionals who really understand the field, so they will trace back the 
whole history of Digital Art. It will gain greater acceptance on the art market. 
Basically, it will come to play a major part in the art of the 21st century, be-
cause it is intimately related with our lifestyle, how we communicate and how 
we organize our lives. In the same way that TV dramatically transformed the 
20th century, digital art will definitely influence the 21st century.

Alessio Chierico: What suggestion would you make to a media artist who 
wants to enter the art market and sell his works there?

Wolf Lieser: It is always difficult to enter the art market, because it is not totally 
predictable. Even if you make good works, you might still have to struggle to 
find the right people to represent you. That means you need to find either 
curators who are so convinced and excited by your work that they are eager 
to support you, or collectors who are willing to buy your work, or a gallery 
which invests in your career and represents you. Generally, it is important to 
cooperate with a good gallery. It is almost impossible to establish yourself at a 
top level if you do not have gallery representation. You need a gallery that op-
erates in this field, and can put your artworks into a specific context in which 
it is understood and can be easily sold. If you are doing a really different kind 
of artistic work, that can be good. The gallery might say: “ok, this is an aspect, 
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that I’m not yet covering, and I want to introduce it to my clients”. Being dif-
ferent can be strategically good, but often it is much easier if the work of the 
other artists gallery represents has some relation to what you are doing. But 
most of all, you need to be strong and persistent, since it can take a long time 
to achieve a breakthrough.
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By Alessio Chierico
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Gerfried Stocker is a media artist and since 1995 he is director of Ars Elec-
tronica. As one of the main international institutions of Media Art, Ars Elec-
tronica plays a fundamental role in the promotion, dissemination and cre-
ation of recognition of Media Art. The sociological aspect that determines this 
cultural field, like others, it is actually recognised in this interview, in which 
Stocker express hope about a fruitful dialogue between the contemporary art 
and Media Art fields, in respect to their own specific competencies. In this 
sense, the art market, seen as one of the elements that create recognition and 
validation of art practices, appears to be a possible meeting point in which the 
understanding of these two areas can converge. Art funding is composed of a 
wide spectrum of different economies, and according to Stocker, since Media 
Art presents a very complex ecology of practices, it needs to be supported by 
several of these economic formats. In this interview, Stocker stress out the 
specific nature of Media Art, and how it finds its perfect expression in the fest-
ival setting. However, it is important that all the various existing formats that 
display cultural contents are used to sustain the specific nature of the vari-
ous artistic products. Another central aspect that emerges from this interview 
is the necessity of stimulating the process of “musealization” of Media Art. 
In this sense the contribution of the art market in creating economic value, 
might raise concerns about the problematic conservation of Media Art, thus, 
invites the institutions to promote preservation policies. However, it must also 
acknowledge that the process of “musealization”, thus “sanctification” of the 
art practice, is always the final act of art production. In facts, its historicization 
might represent a sort of disaffection to the present time, thus, the end of its 
experimental stage.
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Alessio Chierico: The peculiarities of Media Art, as well as the larger field that 
relates art, science and technology, often requires some special attention. In 
your opinion, which are the most appropriate formats (festivals, galleries, on-
line platforms, museums etc.) where Media Art can be better exposed?

Gerfried Stocker: I think that festivals has the best format so far. There is a 
good reason why most of the Media Art has been presented at festivals, be-
cause they can be more experimental, you can use different types of present-
ations, different modalities, than in a gallery or in a museum, but of course 
there is a lot of Media Art that can also be presented in these contexts. We 
have many visual oriented Media Art , or with some sound or small interactiv-
ity that would work in a gallery as well. However, the very broad spectrum of 
different types of Media Art production, from visual, to sound, to installation, 
to process, to communication, to community, can be very nicely and efficiently 
presented within a festival. I think that’s the reason why, in the last twenty, 
thirty years a lot of festivals have started all over the world. Media Art, has 
this particular and very important thing that is its explorative nature, and this 
fit very much with the kind of attention that the people have, when they go to 
a festival. Media Art festivals, has a very clear format and shape, and certain 
type are more popular and functional for Media Art. Usually the festivals are 
related to a topic, to a scene: you have symposia, you have artist talks, you 
have exhibitions, situations that could be in a gallery as well, and you have 
all these possibilities for this crossovers. I think this is the important thing, 
because there is so much Media Art that has a very strong theoretical and dis-
cursive moment. When the artists can talk about their works, but at the same 
time they exhibits their projects, or they talk during the day, and during the 
evening they have a concert or a performance, or you have a piece of art that 
is partly an installation to look at, but it has also a performative element. All 
these crossovers, they are part of the nature of festivals. And I think there is a 
good reason why most of the festival have a very similar style, a very similar 
mixture of activities. For me it’s totally clear, because Media Art is not just art 
that is using computers and media technologies. Media Art, if you really take it 
serious and consider the whole picture, is a specific art on its own, it is art with 
its own with very strong characteristics, that you can identify very clearly. This 
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is why this field is flourishing, and developing in the best way within this kind 
of format. Festivals have been developed in this way, to respond to the needs 
of Media Art. I know it very well from our activity, but also from many others. 
The way how festivals have been formulating and creating the different kind of 
presentations, directly responds to the needs of Media Art and media artists.

Alessio Chierico: Which do you think are the proper economic resources that 
can support the development and circulation of Media Art? Should it borrow 
the format of performative arts (ticket for public, fees for artists etc.), should 
it rely on public funding, or use the traditional market model based on sell 
and buy?

Gerfried Stocker: First of all, there is no possible business model that it is not 
based on public funding. Even when you look into fine art and the super ex-
pensive stuff that are owned by galleries. In the beginning all the artists, even 
the superstars that are earning a lot of money, they all have to start with some 
kind of public funding. Either are funding coming from the government, like 
in Europe, or funding coming from foundations or philanthropists like in the 
United States. This is always the basic business model for art in general. Also 
performative arts like theatre need a lot of public funding until you can finally 
sell tickets. Theatre earn some additional money with tickets, but the major 
budget is again coming from some sort of public, or some form of contribu-
tion from the society. This is because the theatre will need of somebody to 
operate the theatre, somebody have to pay the play writer, and all these kind 
of things. I think we have to be just honest about this, and we shouldn’t expect 
that Media Art will be suddenly became an art form where you can make the 
living, or where you can earn money on your own. Media Art is a new, experi-
mental, avant-gardist, and explorative art form, I think there must be a strong 
interest from the society, to support this kind of art. A strong interest that goes 
way beyond education or entertainment. It is something that has to do with 
the reasons of why we are investing in research and science. Media Art is an 
instrument that help us to better understand and get to terms, with all these 
transformations that our society is going through, because of digital technolo-
gies, media technologies, networks, and this kind of things. We should really 



160

consider that this art gives a very important contribution to the society, not just 
for the interest in good art, but also for its ability to contribute to this all pro-
cess of creating knowledge, creating understanding, creating access also to 
our times. I’m thinking again why also festivals, become part of the art market 
of Media Art. Most of the artists who were successful in Media Art in the last 
ten, twenty years, have made their career. I don’t know any artist who make 
the all income with just this one kind of thing, but the big part of the income, 
they made it being present at festivals and artistic residencies, often centred 
around festivals. This is because if you are an artist in residence, or you have a 
commission piece and you want to present it, the festivals have become a kind 
of market that is paying money to the artists, to produce, present, and discuss 
new works. Moreover, in Ars Electronica, many other festival directors, cur-
ators, people who are responsible for exhibitions, for programs, come to see 
what is updated, what are the new art projects, to meet the artists, and even 
make contracts or agreements with them during the festival.

Alessio Chierico: Since the segment of Media Art which is present in the art 
market represent a small portion of the whole field, how do you think is it pos-
sible to associate a specific economical value, to Media Art works that are out 
of the art market? Do you think that this can be considered as a problem, or it 
does not affect the developments of this filed?

Gerfried Stocker: I wouldn’t see it as a problem, I would see it as an asset, as 
one of the special qualities of Media Art. Referring to this, we can see a cer-
tain segment of Media Art that has a good chance to connect to galleries and 
art market. Then, we have another, maybe bigger segment of Media Art that 
fits quite well to performances and concerts, including all of this pop culture 
scene things like vjing. There is quite much of this audio-visual stuff that fits 
perfectly into the market of concert and performative arts, but there is always 
this exploration, this kind of experimentations and investigation of the new 
realities of our society, to understand the mechanisms of our time. I think this 
is a certain contribution of Media Art that we also know from contemporary 
art. In this field there are always have been artists that did very conceptual 
works, especially from the 20th century. We have many areas, and some of 
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them, after some time, they even made it in collections of museum and things 
like this. The interesting thing is that: in the moment when Joseph Beuys star-
ted to be collected by museums, he was already dead. That’s the problem 
of this. The real energy of this art projects cannot be unfolded in the collec-
tions. The collection is a very good reference that pay respect to the artist, his 
idea and concept, but the moment when this artwork happens, is the moment 
which it was conceptualized, discussed. This is again the moment when Media 
Art is at its stronger point: when it is collecting the, so to say, the bit of the 
time, when it is contributing to the understanding, shaping and designing our 
time. The matter of fact that a certain segment or portion of Media Art doesn’t 
fit to any existing art market, is not a problem, but maybe an asset. As society, 
we just have to make sure that this artistic work and production can survive, 
can take place, that can happen, because we benefit a lot from it. As society we 
probably benefit more from this experimental, explorative part of Media Art, 
than what we benefit from super nice animation of generative graphics that 
are hanging in some gallery.

Alessio Chierico: Do you think that Media Art and contemporary art, are two 
separate things? Should they found a convergence or just keep their own do-
main of pertinence?

Gerfried Stocker: Well I could give a diplomatic answer, but I prefer the provoc-
ative answer, which is: I think there is no contemporary art, outside of Media 
Art. This does not mean that only the type of Media Art that, we present at Ars 
Electronica or that comes from these educative courses like Interface Culture, 
is exclusively the only contemporary art, but you cannot make contemporary 
art, out of what contemporary means. Contemporary is not just “ok, the artist 
is living right now”. For me it always meant: art that is taking deep the into 
the reality of our times, that is able to unveil, and that is able to show us how 
the mechanisms of our time are working. Since our time is mostly dominated 
by phenomena, developments and transformations that comes from media 
technologies, the most contemporary art you can do, is not just working with 
media as tool, but working as an artist about our digital era, about our tech-
times. Either are you involved into a kind of activism, educational thing, if you 
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are working with all the kind of market structures behind the internet, the 
surveillance thing, or if you are just creating beautiful or aesthetic experiences 
of what it means to be digital. These are all the things that describe our time, 
so, I would say, contemporary art has to be an art dealing with this reality. In 
one way or another, maybe even if you don’t involve a computer itself. Media 
or the techno-centered reality of our time is in the core of art itself. About the 
next part of the question, this means that we have a very strong convergence 
of the two things, and I totally appreciate this. I’m in this business since more 
than twenty-five years, and I really remember the times when Media Art and 
contemporary art where completely separated. Now, beside this kind of con-
ceptual or ideological approaches, you can not make a difference at all. For 
me is important to really understand that it’s not Media Art to dissolve in the 
larger ocean of contemporary art, but that it is actually the other way around. 
Contemporary art, when it’s really relevant and contemporary, converges into 
artistic works that are based on the technical reality of our time.

Alessio Chierico: Could it be that is not the practice itself, but the institutions 
that are managing contemporary art and Media Art, that are creating this sep-
aration between these two fields?

Gerfried Stocker: In art, like in any other sector of society, there are people 
who created a position for themselves, and then they have to defend it. Insti-
tutions have a certain identity, they are ran by people who spent their lifetime 
to become expert in a special segment, so, of course they don’t want to give it 
up, they need to protect it. I don’t mean this negatively. That’s the way of how 
you build up expertise: by making a difference and making sure that things 
can be considered of high quality, and that those things don’t spoil your ex-
pertise. There are always moments of transitions, when things are changing. 
In this moments you are protecting your own thing, fencing your own interests. 
This might become counterproductive, and this is what is happening right now 
and in the recent years. On many levels, people are recognizing that fencing 
is no longer the best strategy. Even if you are a gallery or a collector, and if 
you are still maintain this exclusiveness, of saying: “I’m dealing just with oil 
paintings”, or graphics, or whatsoever, you might recognize that you are in 
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danger to render yourself not relevant any more. Even from a pure market 
point of view, people are recognizing that they have to open up, because there 
are also other things. From the moment which they are opening up, they are 
recognizing all the interesting dynamics and energies. Then they get inter-
ested in this field. Many artists who have a very traditional career, who have a 
very traditional education and training, they suddenly start to be interested to 
work with computers as well, because it is part of our life, because it is part 
of our reality.

Alessio Chierico: The issue related to the preservation of Media Art works, 
rises several concerns from cultural, but also economic perspectives. How 
Ars Electronica deals with this problem? Which is the contribution that Ars 
Electronica gives to limit this specific issue?

Gerfried Stocker: At the moment seems that Media Art and Digital Art are 
very difficult to preserve, because they are based in very young technologies, 
but there is no art that is easy to preserve. For example, every paint needs a 
lot of attention and care taking. Since hundreds years we saw innovators and 
highly trained experts that are polishing, cleaning the paintings, to be sure 
that the colour come back alive or to do some repair. What we have now is just 
a small percentage of the all the artworks. What we have now is what sur-
vived through the centuries. In addition to the preservation comes the issue of 
value: how much value do we assert to a certain kind of artistic production? 
For example, now is easy to recognize how much energy is put into preserving 
very old photography, from the very early time of daguerreotype or the first 
movies. This kind of appreciation always comes later. That’s why many, super 
interesting works from Leonardo Da Vinci or Michelangelo went lost, because 
at the time nobody really put enough attention. When we look at the ancient 
Greek sculptures, for example, we almost cannot find any of the ones made 
in bronzes, because the metal was often molten and used for make weapons. 
In a certain point was more important to have weapons than having old Greek 
or Romans sculpture. Only very few things survived, like the Antikythera ma-
chine that we just have because was under water for two thousand years. We 
cannot separate the question of preservation and the appreciation and value 
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that we give to art. This is where we look at in places like Ars Electronica, or 
these kind of festivals. What we are building up is appreciation. A certain part 
of the festival responsibility, is not only to serve the artists, and create an 
environment where they can work, but also connect them, and communicate 
them to the audience. This is necessary to build up awareness and under-
standing the relevance and importance of this art, for the present time and 
for the future. Concerning our contribution, this is still speculative, but the 
next step will be to push places like Ars Electronica and ZKM for example to 
try to promote conservation: this places must became the first centres that 
are developing the skills, the knowledge and the tradition of preserving. The 
next important part is not just about how to preserve an art piece of Digital Art 
or Media Art, but also how to pass it to the next generations. Either is music, 
painting, theatre, we have legions of experts, every generation trains thou-
sands, and hundreds of thousands of super musicians, art historians, renov-
ators and all of this kind of things. In a similar way, we will start to do it with 
Digital Art as well.

Alessio Chierico: During its long history, Ars Electronica has been very at-
tentive to any of the fast changes that happened in technology and the society. 
This has probably requested high flexibility in the contents proposed and in 
the structure itself. Is there any new “branch” that will be created soon, and 
that you can reveal? Which are the contents that you think will need to be ad-
dressed soon in the area of art, science and society?

Gerfried Stocker: When you refer to this kind of responsiveness of Ars Elec-
tronica about this fast changing, meandering development of Media Art, one 
have to say: of course this comes with the prize. In these thirty seven years 
Ars Electronica was very capable of always stay on the hedge, but in the other 
side we have not built up or created a collection. We have documented a lot, 
but the way of following the fast developments always comes with the prize. 
Without that you are not able to pay enough attention to what has been created 
already. In the end is very important to have both these kind of institutional 
responsibility and institutions, that behave like Ars Electronica, and that stays 
on the forefront, and that try to communicate the values of this field. The other 
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point is that we need more institutions, that are thinking about preserving and 
collecting. This is something where we have to necessarily be fast. Because 
first you have to build some appreciation and value and then you have to take 
care of it. This is the same way which we are more and more overcoming this 
separation between contemporary art and Media Art. This separation between 
the coolness of the fast flexible event or institution and the work like: collect 
things, take care of building taxonomies, building theories, building a codex 
out of it. There is still much more work to do together, and I think this is slowly 
developing, and more this thing is developing less jealous we are about each 
other, and we don’t think we take away our resources from each other. I think 
we are more and more recognizing that we have to collaborate. In the coming 
years, this definitely means that we have to make an effort to connect a place 
like Ars Electronica, in particular the festival, with this art market, this con-
temporary art market, and this kind of things, whatever it is on detail. This is 
still a very vague description, because for many years or decades even, it was 
fine for us to say “we are Media Art and they are the contemporary art, who 
cares?” Now, we have to make an effort to connect to the contemporary art 
field, to describe it as vague as possible, including the market, which is just 
a part of this large area, from the collectors to the biennale, triennale, etc. I 
see that this field is more and more paying attention toward the Media Art, 
and it becoming a rapidly growing possibilities for media artists. There will be 
collectors collecting Media Art in the same way of traditional or conventional 
art forms. However, the number of artists who are really able to make a living 
from selling the art work is so incredibly small. It is like going to the casino, 
there is always the chance that you became commercially successful, but it is 
a very small percentage, and as artists we shouldn’t pay to much attention to 
it. Despite this issue, this hope to become rich or famous, there is a huge area 
where artists, media artists can be active, where they can find possibilities 
and opportunities to work. This is why, from our side also, we have to really 
work hard on bringing down these fences and barriers, and create interesting 
collaboration models between these very flexible dynamics, experimental, ex-
plorative festival world, and the not so fast, but nevertheless important world 
of galleries, art biennale, and this kind of things. It is on the interest of artists, 
and as institution, my main responsibility as Ars Electronica, is to take care of 
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the interest of artists, this is what institutions should primarily do. This will 
be for the coming years, we are working on several proposals to galleries to 
collectors, to museums, for example for the whole issue when it comes to 
maintenance of Digital Art and Media Art. There are more and more collect-
ors, private or public ones, that are interested on purchase and have Media Art 
in their collection. However, nobody is really offering to support about how to 
maintain and keep it alive. The artists cannot really do this, they have different 
things to do, they have to create new artworks, otherwise you make three art-
works, and then you spend the rest of your life maintaining them. The galleries 
don’t want do this, because it is not really their business, and they don’t really 
have the knowledge. Places like Ars Electronica with all the experience that 
we have, we are maintaining hundreds of projects in ours exhibitions every 
years has the expertise to do this. For example, even thinking about certain 
kind of business models, we could offer maintenance contracts, that would 
support artists in selling their projects. It is like in any other technical area. 
For example, if you have a elevator in your building, you have a mainteinance 
contract with the elevator company. For now the most important thing is to 
start the dialogue and exchange between these two worlds, and I think this is 
what our festival is anyway trying to do.
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Christiane Paul is a renown theoretician and curator who has largely treated 
arguments that embrace Media Art, Digital Art and the wide spectrum of sec-
tors that relates art and technologies. She lectured internationally in several 
institutions and she is currently associate professor at the School of Media 
Studies at The New School in New York. In her production, it is important to 
remind some of her most relevant books: A Companion to Digital Art (Wiley 
Blackwell, 2016), Digital Art (Thames and Hudson, 3rd revised edition, 2015), 
Context Providers – Conditions of Meaning in Media Arts (Intellect, 2011; 
Chinese edition, 2012), co-edited with Margot Lovejoy and Victoria Vesna, and 
New Media in the White Cube and Beyond (UC Press, 2008). As curator, Chris-
tiane Paul organised exhibitions in relevant international institutions, and she 
is currently holding a position as adjunct curator of New Media Arts at the 
prestigious Whitney Museum of American Art. Invited as speaker for the Media 
Art and Art Market symposium held the 10th October 2016 in Linz, Christiane 
Paul’s contribution focused on the understanding of the materialities of Digital 
Art and their implications in terms of collectability from the side of museums 
and private collectors. Acknowledging the variety of models applied by these 
actors in order to possess and maintain Digital Art, Christiane Paul exposed 
the various adaptations over time of this specific market. Stressing out the 
complex entanglement of materialities which are on the roots of the digital, 
as well as the forms of objectification of the digital in “physical” responses, 
Christiane Paul coined the term “neomateriality”, which can be considered 
as a central concept in the definition of certain touching points between the 
realm of contemporary art and the general understanding of Media Art.
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Alessio Chierico: Which are, in your opinion, the main challenges that Digital 
Art must meet in order to attract the attention of the art market?

Christiane Paul: This question cannot be answered in a simple manner. I think 
that some of the greatest challenges for the integration of digital art into the 
market are the difficulties in achieving an understanding of its language, its 
context, and the history of technological art forms, as well as in the compre-
hension of the fact that these forms have become ubiquitous. I think what is 
still missing is an understanding of the medium, and also an awareness of the 
fact that issues related to the presentation of digital art in museums and gal-
leries, as well as other aspects that have typically been considered obstacles 
to the integration of these art forms into the market, have already been solved. 
Now we do have some solid models for collecting and preserving ephemeral, 
time-based works, but not enough people are aware of them.

Alessio Chierico: In a general sense, how should the art object, and its subject 
be defined or delineated? What role do media play in this binomial relation?

Christiane Paul: As I see it, there is no opposition between form and content, 
and no relationship of a difference between both of these that could be calcu-
lated. I would even point to Marshall McLuhan’s statement “the medium is the 
message”. The art object and its subject are always profoundly interdepend-
ent: If you take a work that has been created as a representational painting, 
and then remake the same image as a video, it will have a different subject. 
Every work also deals with and is shaped by its own materiality. For me, there 
never is a clear-cut distinction between subject and object.

Alessio Chierico: With the notion of “neomateriality”1 you theorize a new per-
spective in respect to the way digital technologies exist in relation with the 
“phenomenological/real” world. Do you think that this concept can constitute 
a possible theoretical framework within which Digital Art and contemporary 
art could converge?
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Christiane Paul: Yes and no. New media art and contemporary art are already 
converging, and there is now an increased interest in that kind of technological 
work that assumes a more physical form. With the term “neomateriality”  (1) 
I tried to describe an objecthood that incorporates networked digital techno-
logies, and embeds, processes, and reflects upon the data of humans and the 
environment, or reveals both its own coded materiality and the way in which 
digital processes perceive our world. The biggest danger is that an emphasis 
on physical materiality in digital artwork will lead to the demise of a part of 
digital art practice, at least as far as its presence on the market is concerned. 
Works that are object-based and more formal access the market more readily 
and find their way into collections, while more ephemeral and software-based 
work, as well as more politically oriented and community-based, participatory 
digital art forms denied admission to the market. In that respect, I see more of 
a divergence than a convergence of digital and other contemporary art forms.

Alessio Chierico: Do you think that new forms of materialism can also serve 
to emphasize the fact that it is necessary to regard the art object and the art 
subject as identical?

Christiane Paul: Coming back to your first question, I think what we still need 
is a more profound understanding of the mechanisms and materiality of the 
digital, rather than an explanation of the digital with the help of a new mater-
ialism that emphasizes the physical. I see a huge danger that the specifics of 
the digital could be masked if we focus on the object in a manner that over-
rules these specifics and results in an exclusion of the technological process.

Alessio Chierico: New Materialism is a strong driving force for those numer-
ous sectors of the humanities that envision a non-anthropocentric epistemo-
logy. Many artistic approaches that have found inspiration in these principles 

1 - Paul, Christiane. ‘From Immateriality to Neomateriality: Art and the Conditions of Digital 

Materiality.’ In Disruption. Vancouver, 2015. http://isea2015.org/proceeding/submissions/

ISEA2015_submission_154.pdf
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seem to be rediscovering materials as the subject of their practice. Do you 
think this kind of tendency is leading to the reestablishment of new forms of 
modernism?

Christiane Paul: Yes and no. I think there certainly is a danger of falling back 
into modernist formality and into an obsession with materials. At the same 
time, I also see a growing emphasis on a new notion of the contemporary, 
which is sometimes described as “post-contemporary” or as “contemporary 
contemporary” — as Geoff Cox and his colleagues at the university of Aarhus 
would put it: the investigation of the “contemporary condition”2 . We see the 
emergence of a new understanding of the contemporary as something that 
has a very complicated relationship to time; that relationship also affects ma-
terials and objects, or what is evoked by them. When it comes to the kind of 
engagement with materiality which considers new relations to temporality, 
I certainly don’t see that it entails any danger of falling back into modernist 
formality.
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The 10th of October 2016 at the Lentos Museum in Linz took place the Me-
dia Art and Art Market symposium. This event aimed to discuss the current 
situation of the art market segment which focuses on the Media Art. The or-
ganisation of the symposium has been led by Christa Sommerer, artist and 
pioneer of Interactive Art and head of the Interface Cultures department of 
the University of Art and Design of Linz. Together with Laurent Mignonneau, 
Christa Sommerer has developed seminal works which combined interaction 
and artificial life, that gave them numerous international recognitions like: 
ARCO BEEP Award, Wu Guanzhong Art and Science Innovation Prize, and the 
Golden Nica Prix Ars Electronica Award, among others. Active in the in the art 
market with several galleries worldwide, she gained a special expertise in this 
sector, which also influenced her artistic production. A remarkable example 
comes from the work “The Value of Art”, that she made with Laurent Mignon-
neau. An interactive installation in which the time spent by its audience, is 
transformed into the economical value of the piece.
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Alessio Chierico: On the 10th of October, 2016, you organized the symposium 
“Media Art and the Art Market” at the Lentos Museum in Linz, Austria. For 
this event, you invited prominent scholars, curators and gallerists come and 
discuss about the current state of the art market in relation to the Media Art 
sector. Do you think that the relationship between that market and that sector 
will finally be able to flourish in our contemporary period?

Christa Sommerer: The media art market is now slowly starting to evolve. 
In the last five to eight years, we have seen media art begin to appear in art 
galleries, art fairs, and at different art-market related events. There is now 
a great deal of momentum for efforts aimed at enabling media art to finally 
reach the more mainstream, contemporary art market; not only artists, but 
also gallerists and organizers are interested in making this happen. I think 
this is a very good development, because artists need to consider what will 
happen to their artworks after they have been created; how they can be dis-
tributed and where they can be placed in the public and private sector. There 
is an increasing awareness that the art market is not a bad thing, but that, 
quite to the contrary, it can sustainably enable media art to present itself, to 
distribute itself and to create more value.

Alessio Chierico: Do you think that the limited impact that Media Art has on 
the art market could hinder the merger of contemporary art and Media Art?

Christa Sommerer: In the past, I think that there has been a great deal of dis-
tance between Media Art and the market, because of the materiality of Media 
Art. We often see this when we show Media Art at market-  related events, and 
people say: “I like this a lot, but how can I keep it? How can I collect it? What 
will happens to the work if the technology it is based on becomes obsolete?” 
Their wariness has nothing to do with the content of the work; people like the 
format, but they are not used to having to be concerned about the durability 
and maintenance of these types of works. Media Art is more complicated to 
collect than paintings, sculptures, and other more traditional formats. That is 
why we need more education and more services, for examples from organiza-
tions such as the ZKM, the Ars Electronica Center, the Daniel Langlois Found-
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ation, and other institutions. They can provide good examples of how this kind 
of art can be collected and preserved. If we have more expertise on how to 
collect and maintain these systems, the fears related to the collecting of me-
dia art will slowly disappear. I deeply believe that it is also up to the artists to 
come up with new models on how to conserve media art.

Alessio Chierico: Nowadays there is a great deal of discussion about how it is 
possible to conserve works of Media Art; a certain general impression exists, 
that they are fragile. Do you think that this can also be one of the reasons that 
has made the market wary of dealing with Media Art?

Christa Sommerer: Yes, this is certainly one of the problems. The durability 
of media art is one of the issues, and another one is the new types of con-
cepts that media art is presenting. For this reason, the audience has to be 
educated. That can be done by presenting this type of works in art contexts, 
so that people will get more accustomed to it, and will come to accept the fact 
that art can be made with computers. We have been exhibiting media art quite 
extensively for 25 years, and I now see an increasing interest in this art form. 
People are willing to accept it; they acknowledge the existence of this open, 
participative art form. We can say that the education of the public has been 
very successful. People now like media art; they want to possess it, and they 
want to preserve it. It is now up to us as artists and scholars to present better 
formats and improved infrastructures and networks for it.

Alessio Chierico: The ephemeral nature of Media Art, which is due to the fact 
that it is difficult to conserve, was one of the inspirations for the work you 
did with Laurent Mignonneau, “Portrait on the Fly” (http://www.interface.ufg.
ac.at/christa-laurent/WORKS/FRAMES/FrameSet.html). Do you think that 
this “weakness” can be also, in certain respects, be seen as a “strength”?

Christa Sommerer: Yes, definitely, the idea of ephemerality is also one of its 
strong points, because it makes the artwork more precious. If you know that 
it will cease to exist after a short period of time, you think: ”I have to be there, 
I have to experience it now, because later it will be gone”. Artists are now 
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looking for some clever ways to turn this preciousness into something that 
can also become tangible. Many are experimenting with formats in which 
they turn interactive pieces into artifacts that result from the interactions 
with them. These can, for example, assume the form of prints, tapes, objects 
or any kind of material that provides a snapshot of a particular interaction. 
In that way, the original installation is converted into something else. This 
experimentation is done without belittling the idea of Interactive Art, where 
everything is on the fly and is based on only one precious moment. The move-
ment we see now is not so different from what happened in performance art. 
If you look at the performances of Marina Abramovic from the 1970s and the 
following years, you see that she turned certain key scenes into photographs 
or video documentations. These subsequently became artworks in their own 
right; ones that referred to her performative acts. In the same manner, media 
artists are looking for different ways to preserve particular moments of inter-
active situations and transform these frozen instants into separate art works.

Alessio Chierico: Should the durability of the artworks always be accorded 
priority?

Christa Sommerer: I would not say that the main concern of an artwork 
should be its durability. Let’s take the example of the Piero Manzoni’s can 
that contained his own excrements. We don’t know if the excrements are still 
there, or if they have already decomposed. What is important is the statement 
that there is something that has come from the artist’s body in the box, that 
might or might not have disappeared. If you are a collector or a museum, 
you definitely need artifacts, even if these start to dissolve at some point. An-
other   example is the works of Daniel Spoerri. He made artworks by taking 
the leftovers of meals he organized for his friends, and glued them onto a 
table that he later fixed to the wall. If you look carefully at these composi-
tions, you see that many of the different food items in them have already dis-
solved and decomposed. They are not the same artifacts as they were fifty 
years ago, but still we can say that these are original Daniel Spoerri artworks 
that have undergone some form of decomposition. I am sure that Spoerri’s 
concept included the transformation of the art work over time. Of course, it 
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will be difficult to resell a completely decomposed artwork. But even here, 
there are some examples from Fluxus or Happening artists, who sell scores 
or instructions. If we think about media art, a work should include some kind 
of collectible item. Currently, the big challenge is to determine what it should 
be and what it should look like.

Alessio Chierico: With the work “The Value of Art” (http://www.interface.ufg.
ac.at/christa-laurent/WORKS/FRAMES/FrameSet.html) that you did with 
Laurent Mignonneau, you related the economy of art to the economy of atten-
tion. How do you think that both of these can be correlated? Do you have any 
examples that are related to your work? Do you think that this mechanism 
plays an important role in the art market?

Christa Sommerer: What fascinated us in “The Value of Art” is the relation-
ship between interactive art and more traditional art. In interactive art we cre-
ate a situation in which the audience and the artwork can interact, but after 
the exhibition is over, it ceases to exist. The interaction is confined to that 
one particular moment, as it is in a performance, or a theatrical play. In “The 
Value of Art” we talk about people’s involvement and the time they spend with 
artworks. When an interactive artwork is well designed, they usually remain 
with it for quite a lot of time. When visitors devote time to an artwork, we can 
regard that as adding value to it. In the system we have designed, 10 seconds 
of a person’s attention increases the value of our installation “The Value of 
Art” by one Euro. Of course, we intended this work to be a critical comment 
about the attention economy and value creation in the art field; the value of 
people’s time is thereby converted into a fictional amount of money, and that 
quantity is printed out on the art work. When we showed this work, most of the 
visitors said: “That’s interesting, it’s true, my time does have a value”. Every-
body knows that time is money.  If we look at more traditional art by famous 
artists such as Monet or Picasso, we have to consider that these works are 
so famous and so expensive because experts, museums and the art market 
have devoted a lot of effort and energy, time and money, to their appreciation. 
And of course, if you think about blockbuster exhibitions of these canonical 
art works, the attention the public pays to them helps to increase their value 
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even more. Thus, in designing “The Value of Art”, we thought about converting 
the time that people spend looking at and interacting with an artwork into 
a fictional monetary value. Strangely enough, this fictional price became a 
real one, because we sold few “The Value of Art” works. That shows, that the 
people have accepted the fact that you can create value out of their time. It was 
a very interesting experiment for us, and it has actually been proven that you 
can turn people’s span of attention into money – you can use it to enhance the 
value of an art work.

Alessio Chierico: In an educational context, there is an increasing demand for 
New Media Art. Considering your long experience in education, how do you 
think that students might be able to professionally benefit from an educational 
background in New Media Art? Do you think that it might in the near future 
become possible for students in this field to access the art market ?

Christa Sommerer: Yes, I hope so, I certainly hope so, because artists who 
have completed studies at art academies and art universities need to find 
ways to make money and support themselves. Certainly, a few of them will be 
able to survive as completely independent freelance artists, but many of them 
will need an environment where they can sell or trade with their works. I really 
hope that media art will gain greater acceptance in the art market. That was 
one of the reasons for organizing this kind of a symposium. We wanted to ana-
lyze who the players currently are, ask ourselves what direction the trend is 
taking, find out whether it is working and whether it is arousing interest in the 
art community. From what we saw at the symposium at the Lentos Museum 
on 10. October, considerable interest does, in fact, exist, and besides, similar 
conferences are currently being held all over the world. There is definitely 
momentum right now, and I think we should contribute to shaping it, work on 
it, and do everything that is necessary to reach our goals
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With a background in art history, archaeology and psychology, Annette Doms 
is a specialist in Digital Art history and market. Her activity as curator and 
art historian, successively develop in several directions: the constitution of 
an agency for art market solutions (ICAA) and the Unpainted art fair. This has 
been the first art fair specialised in Media Art, of which Annette Doms is co-
founder and art director. Unpainted intend to be a platform for the promotion 
and support of Media Art, creating a context where artists, curators and gal-
lerists can meet, and at the same time, this fair is exposing highly relevant 
contents to the general public. In comparison with other large and generalist 
art fair, Unpainted still has a relatively small size, but even with some diffi-
culties, it is continuing to pursue its objectives, demonstrating how the Media 
Art sector is continuously evolving. The entire work of Annette Doms is central 
to understand the dynamics of the art market of this specific field. She has 
been part of the Media Art and Art Market symposium that took place in Linz 
in October 2016, with an intervention about the promotion of Media Art, she 
brought the example of the Unpainted art fair to show how its development as 
an idea became a business model for Media Art. Moreover, Doms is concerned 
about how the new technologies deeply influenced the art world opening new 
possibilities. However, she seems necessary to rethink some of the usual cri-
teria in which art has always been evaluated and collected
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Alessio Chierico: Do you think that the art market is properly adapted to the 
challenges of new economy?

Annette Doms: In fact, very much is happening in the area of digitization. The 
online art market may still merely be playing a supporting role when viewed in 
terms of the overall market for art. Studies nonetheless show that the digital-
ization of the market has increased significantly. Many collectors and galleries 
confirm, for example, that they regularly buy and sell art solely on the basis 
of a digital image – providing that they know the artist. Those new to the art 
world often regard that market as elitist and find it difficult to enter. That is 
why many of them welcome the chance to discover art on the net, and see that 
approach as a viable alternative. For them, and for online buyers under the 
age of 35, online platforms can often act as an entry point that makes it easier 
to begin a collection; their importance shouldn’t be underestimated. Painting 
is the art form that is most often purchased online, followed closely by artists’ 
prints and photography. Buying patterns and motives for the purchase of art 
will continue to change. The influence of social networks (in the art sector, 
particularly Facebook and Instagram) should not be underestimated. In any 
case, the significant growth of online purchasing is sure to generate new ideas 
and platforms. The coming years will show who will be able to keep up with 
the changes and who will be left behind.

Alessio Chierico: How have the advent of digital technologies changed the art 
world from a market perspective? And how have they altered artistic prac-
tices?

Annette Doms: I have already discussed the change in the the market per-
spective. As I mentioned in Linz, I am an art historian, and for me art history 
means innovation! It deals with the most innovative ideas and products that 
there are. After all, the art that is historically relevant has always reacted to 
new techniques and worldviews. At present, an important one is digitization. 
Currently, we are surrounded by data, signals and sensors that record, save 
and change our lives. This all leads to new directions in art, which is why we 
are here today. So, producing media art is totally normal. Artistic practices 



185

have not changed, but the content of art has undergone alterations, and the 
nature of the artworks has also changed (e.g. Internet Art).

Alessio Chierico: What, in your opinion, is the main issue that is currently lim-
iting the expansion of Media Art in the art market?

Annette Doms: The main issue is that the nature of collecting art has to be 
rethought. Special rights and obligations are associated with the ownership 
of new media art, and that means that the owner has greater responsibility. 
There is, however, still no robust legal, financial, productional, and techno-
logical infrastructure that would enable that kind of art to assume its proper 
place in art history. But the procedure for buying media art is the same as that 
for traditional art forms: For example: in 2014 I bought a website by Rafael 
Rozendaal: http://www.everythingalwayseverywhere.com in a Paris-based 
gallery, which is a totally normal procedure, and I have a license contract with 
RR. I am therefore the owner of the domain; what is new, is that I have the 
rights and duties that are associated with it. For instance, I have to make sure, 
that the work is always online, so if technology changes (browsers, etc.), I have 
to undertake the appropriate alterations.

Alessio Chierico: In Media Art there are a large number of diversified ap-
proaches, techniques, intents and expectations. Have you identified some 
specific “subcategories” which are especially suitable for the art market?

Annette Doms: For me, Medial Art means the art that people have been cre-
ating since the first computers were switched on – art that either reacts to 
the technology itself in terms of hardware or software, or indirectly, by deal-
ing with the issues and concerns of the new technology: algorithmic plot-
ter-drawings, computer animation, collages, photography, net-art, software 
art, smartphone-art, tablet-art, interactive art, sculpture, etc. Digital artists 
are doing the very same thing that artists did in previous times. They are work-
ing with the tools that are available to them. Today, innovative technologies 
are opening up new possibilities for artistic creativity. Currently, the art pro-
duction which is influenced by new technologies shows a clear reaction to 
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the changing times. Artworks are being created which react to digitalization, 
even if they are not in a digital format (e.g. works of Aram Bartholl). But yes, 
there are many works of so-called Post-Internet-Art that seem to be “more 
suitable” for the art-market than most of the other ones.

Alessio Chierico: You are the co-founder and artistic director of Unpainted fair. 
Where does this idea comes from? How did it develop over the years?

Annette Doms: The idea was first manifested in 2008, when Johannes Vogt and 
I founded an association called FUTURA ART (www. futura-art.com – the page 
is still online:-). You can find its mission statement at: http://www.futura-art.
com/index.php#en. It was an exciting time; we were entirely convinced of the 
idea, but with the wisdom of hindsight we now know that it was too early to 
realize it. We were unable to find either an investor or any official / institutional 
support back then. After that, Johannes moved to New York and never came 
back.. I was alone with my daughter in Munich. So, we had other things to deal 
with.

Then, at the beginning of 2013 some fair organizers came to me and asked 
me if I could organize a Contemporary Art Fair in Munich. I told them that I 
could, but that it wouldn’t make sense to organize a normal art fair, because 
there already were so many of them. Finally, I told them about my idea of a 
fair featuring works dedicated to digitization, and they eagerly accepted it. It 
was the right time to do it. Of course, that was not easy to arrange, because 
there is only a handful of galleries that deal with that kind of art, and they did 
not know us. But I visited them all personally and they found the idea interest-
ing. From the very beginning I strongly emphasized education aspects. It was 
important for me to start from the beginning of this art form, so I asked Wolf 
Lieser of DAM Berlin to curate a section with some historical works by Frider 
Nake, Manfred Mohr, Vera Molnar, etc. We also invited a number of experts 
to share their knowledge by holding talks (https://vimeo.com/85662241 ht-
tps://vimeo.com/82544572, among others) They all came to Munich (Lindsay 
Howard, Megan Newcome, Dave Harper, Hampus Lindswall, Alain Servais, 
etc.). Li Zhenhua curated the artist’s section; it was also new to have a fair 
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with both galleries and self-organized artists… That gave us an opportunity to 
discuss the subject with the main experts and to show really great works from 
galleries located all over the world. Nevertheless, the future of UNPAINTED 
is still unsecure.

Alessio Chierico: Are there any practical requirements that art collectors in-
sist on as a precondition for acquiring Media Art works?

Annette Doms: Some collectors maintain that the way the current system 
goes about producing, distributing, and monetizing this art form is flawed to 
the point of endangering the development of media art. And as I mentioned 
before, there is no robust legal, financial, productional, and technological in-
frastructure in place that would enable it to assume the place in art history 
that it deserves. There is a great need for more standardization, and I suppose 
that a number of professionals will be striving to realize it in the years to come.
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Alessio Chierico

Alessio Chierico is an artist and 
researcher with theoretical back-
ground in contemporary art, design 
theory and media studies. He is cur-
rently lecturer and PhD candidate at 
Interface Culture department of Kun-
stuniversität Linz (AT), and graduated 
in the same university. Chierico has 
been visiting student at IAMAS In-
stitute of Advanced Media Art and 
Sciences in Ogaki (JP), and former 
student at NABA in Milan (IT), and 
in the art academies of Carrara and 
Urbino (IT). In the last ten years of 
activity he had more than sixty ex-
hibitions, including: NTAA/Update 
(Ghent, BE) Flux Factory (New York, 
US), MAXXI (Rome, IT), Darbast Plat-
form (Tehran, IR), Centro Luigi Pecci 
(Prato, IT), Roma Media Art Festival, 
Villa Manin (Udine, IT), ArteLaguna 
prize (Venice, IT), Ars Electronica 
festival (Linz, AT), Museu Nacional 
de Arte Contemporânea (Lisbon, PT), 
Victoria Art gallery (Bucharest, RO), 
MAMbo (Bologna, IT), Speculum Ar-
tium (Trbovlje, SI). Chierico regularly 
contributes with conferences talks 
and academic publications. In 2014 
Chierico won the Lab Award (Augs-
burg, GER) and in 2008 Milano in Di-
gitale (Milan, IT).

Paolo Cirio

Paolo Cirio is a conceptual artist that 
explores contemporary social sys-
tems affected by information sys-
tems. He is considered one of the 
most noticeable Internet artist for 
embodying hacker ethics, such as 
open access, privacy policies, and 
disrupting economic, legal and polit-
ical models. He received a number 
of legal threats for his Internet art 
performances with practices such 
as hacking, piracy, leaking sensitive 
information, identity theft and cyber 
attacks. Cirio engages with legal, 
economic, and cognitive systems of 
the information society. His works 
investigates social fields impacted by 
the Internet, such as privacy, copy-
right, democracy and finance. His 
art practice considers how society is 
affected by the distribution, organ-
ization, and control of information. 
It embodies the conflicts, contradic-
tions, ethics, limits and potentials 
inherent to the social complexity of 
information society. Cirio has won a 
number of awards, including Golden 
Nica first prize at Ars Electronica, 
Transmediale second prize and the 
Eyebeam Fellowship, among others. 
His artworks have been presented 
and exhibited in major art institu-
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tions, including MIT Museum, Bo-
ston, 2017; Tate Modern, London, 
2017; C/O Berlin, 2017; Museum für 
Fotografie, Berlin, 2017; Münchner 
Stadtmuseum, 2017; Musée National 
d’Histoire et d’Art of Luxembourg, 
2017; Haifa Museum of Art, 2017; In-
ternational Kunstverein Luxemburg, 
2016; ICP Museum, NYC, 2016; Ar-
tium Museum, Basque MCoCA, 2016; 
Gaîté Lyrique, Paris, 2016; China 
Academy of Art, Hangzhou, 2015; 
Somerset House, London, 2015; Het 
Nieuwe Instituut, Rotterdam, 2015; 
Utah MoCA, 2015; Vancouver Art 
Gallery, 2015; Cenart, Mexico, 2015; 
Kasseler Kunstverein, Kassel, 2015; 
Victoria and Albert Museum, Lon-
don, 2014; Open Society Foundation, 
NYC, 2014; TENT, Rotterdam, 2014; 
DOX Prague, 2014; MoCA Sydney, 
2013; ZKM, Karlsruhe, 2013; CCCB, 
Barcelona, 2013; CCC Strozzina, 
Florence, 2013; MoCA Denver, 2013; 
MAK, Vienna, 2013.

Annette Doms

Dr.phil. Annette Doms is an inde-
pendent art historian, art curator and 
keynote-speaker in the field of Digital 
Arts. Beginning in 2017 she will hold 
lectures on the history of digital arts 
at the Urstein Institute in Salzburg. 

Doms is Co-Founder and Artistic 
Director at UNPAINTED art fair, an 
international fair dedicated to the di-
gital arts. Besides, she operates an 
independent agency for new art mar-
ket solutions (ICAA). Since 2010 she 
has been awarding the ARTWARD 
Prize for talented young artist. Doms 
studied art history, archeology and 
psychology at the Ludwig-Maximili-
an-University of Munich, Germany. 
The subject matter of her PhD thesis 
was About the Situation and Recep-
tion of Modern Art after 1945 (2003). 
While still a student, she held curat-
orial internships, worked in the in-
ternational art market and organized 
exhibitions of contemporary art in 
private project rooms. In 2004, Doms 
became a teaching assistant for the 
conceptual artist Joseph Kosuth and 
taught at the Academy of Fine Arts in 
Munich (2005-2007). After that, she 
was the gallery director at Nusser 
& Baumgart, and that was followed 
by national as well as international 
stations as an independent curator 
and writer based in Munich, Berlin, 
Brussels and Rome. In her lectures 
and articles, Doms comments on di-
gital arts, the collection and conser-
vation of digital arts and digital art 
market solutions. As a theoretician 
and art market observer, she pleads 
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for a form of art history that includes 
digital methodology. Her writings 
have been published in newspapers 
and journals such as Furtherfield, 
Private Wealth Magazine, Artcollect-
ors Magazine, MONOPOL, KÜNST-
LER – Kritisches Lexikon der Geg-
enwartskunst, and other print and 
online publications. She has written 
catalog essays for, among others, 
the Kunsthalle Kiel and MetaDeSIGN 
– LAb[au] book (Brussels). She has 
given public lectures at Art Moscow 
2013 (Moscow, RU), the Cultural In-
vest Congress 2014 (Berlin), ISMAR 
– The IEEE International Symposium 
on Mixed and Augmented Reality 
(2014), FKX – Festival for Media Art 
& Performance (2014), UBS art dia-
logue (2016) among other institu-
tions, and she teaches courses on 
digital arts.

Vincenzo Estremo     
  
Vincenzo Estremo is a writer, an 
art writer, and an independent cur-
ator. He holds a Ph.D. in Audiovisual 
Studies: Cinema, Music, and Com-
munication at Udine University and 
Kunstuniversität Linz, previously he 
studied History of Art at “Carlo Bò” 
University Urbino. Estremo is at the 
moment lecturer for NABA (Nuova 

Accademia Belle Arti Milano), an in-
dependent curator and an art writer. 
His personal research, as academic 
and as art writer, deals with the his-
tory and with the way contemporary 
art looks past the obvious. His texts 
usually revolve around the way artists 
see the institutional history, challen-
ging its power. He edits (together with 
Alessandro Bordina and Francesco 
Federici) the volume Extended Tem-
poralities. Transient Visions in the 
Museum and in Art (2016), his peer 
reviewed essays have been published 
in several journals like Cinergie and 
Ekphrasis Journal. Together with 
Simone Dotto and Francesco Feder-
ici, he edits the book series Cinema 
and Contemporary Art for Mimesis 
International, Milano. He is the chief 
editor for Droste Effect Magazine 
and regular contributor for Objekt-
ive, Arte&Critica, Juliet and Camera 
Austria. Estremo has curated exhibi-
tions in Europe and collaborated with 
several museums and art institutions 
like IMMA Dublin, MAMBO Bologna, 
Chiado Lisbon, Kunsthalle Vienna.

Steve Fletcher

Steve Fletcher co-founded Lon-
don-based commercial art gallery 
Carroll/Fletcher in 2012. The gallery 
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quickly emerged as a leading plat-
form for contemporary art with an 
emphasis on multimedia and new 
technologies, and a commitment to 
exploring socio-political and techno-
logical themes. In August 2017, Steve 
set-up The Artists’ Development 
Agency - a not-for-profit organisa-
tion that provides sustained intellec-
tual and practical support and advice 
during transitional stages of their de-
velopment. Whilst, the Agency has a 
focus on working with artists during 
the five to seven years following their 
formal education, it also undertakes 
projects with artists at other stages 
in their career.

Marialaura Ghidini

Marialaura Ghidini is a contemporary 
art curator and researcher. She was 
founder director of the web-based 
curatorial platform or-bits.com 
(2009-2015), and organised projects 
ranging from online and gallery ex-
hibitions to site-specific interven-
tions in public spaces, radio broad-
casts and AiR programmes. With a 
background in the humanities and 
a practice-based Ph.D in Curating 
After New Media (CRUMB at the Uni-
versity of Sunderland, UK), her ex-
pertise lies in curatorial studies and 

contemporary art reflecting on the 
role of the technological. She is inter-
ested in exploring different forms of 
artistic and curatorial production and 
formats of display by working with 
contexts of engagement beyond the 
gallery and the museum. Marialaura 
is faculty and course leader for the 
Bachelor in Creative Arts in Experi-
mental Media Arts at the Srishti In-
stitute of Art, Design and Technology 
in Bangalore, India. 

Wolf Lieser

Wolf Lieser, originally an artist work-
ing with photography, began soon 
to manage an artist friend. Since 
1990 he has been working as an art 
consultant, mostly developing art 
projects for companies. In 1994 he 
opened his first gallery in Wiesbaden. 
In 1998 he founded the Digital Art 
Museum [DAM], an online museum, 
which was developed in collaboration 
with Metropolitan University, London 
between 2000 and 2002. At the same 
time he managed Colville Place Gal-
lery, London, together with Keith 
Watson, the first commercial gallery 
dedicated to Digital Art. In 2003 he 
relocated to Berlin, where he opened 
DAM Berlin, the commercial addition 
to the online-museum with the pur-
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pose to develop a market for these 
artists. In 2005 DAM launched the 
DAM DIGITAL ART AWARD |DDAA|, 
a biannual lifetime-award for pion-
eers in Digital Media, in cooperation 
with Kunsthalle Bremen and Agen-
tur LOHNZICH, which was bestowed 
until 2012. His book “Digital Art” was 
published in 2009 in 6 languages by 
h.f.ullmann Publishing . From 2010 
to 2012 DAM operated an additional 
gallery in Cologne and from 2013 – 
2014 in Frankfurt/Main. Since 2006 
DAM collaborates with Sony Center 
am Potsdamer Platz, which presents 
several times a day Digital Art on 
large public screen. Wolf Lieser 
has lectured at various institutions 
like the Sorbonne University, Paris, 
Kunsthalle Bremen,University of 
Bournemouth, the Berlin-Branden-
burgischen Akademie der Wis-
senschaften and the Universität der 
Künste in Berlin, beside festivals and 
conferences.

Jonas Lund

Jonas Lund is a Swedish artist that 
creates paintings, sculpture, photo-
graphy, websites and performances 
that critically reflects on contempor-
ary networked systems and techno-
logical innovations. He earned an MA 

at Piet Zwart Institute, Rotterdam 
(2013) and a BFA at Gerrit Rietveld 
Academy, Amsterdam (2009). He 
has had solo exhibitions at White-
chapel Art Gallery, London (2016), 
Steve Turner, Los Angeles (2016, 
2015, 2014); Växjö Konsthall Sweden 
(2016), Boetzelaer|Nispen, Ams-
terdam (2014), Showroom MAMA, 
Rotterdam (2013), New Museum, 
New York (2012) and has had work 
included in numerous group exhib-
itions including at Eyebeam, New 
York, Van Abbemuseum, Eindhoven, 
Witte De With, Rotterdam, De Hallen, 
Haarlem and the Moving Museum, 
Istanbul. His work has been written 
about in Artforum, Kunstforum, Met-
ropolis M, Artslant, Rhizome, Huff-
ington Post, Furtherfield and Wired.

Rafael Lozano-Hemmer

Rafael Lozano-Hemmer is a Mexic-
an-Canadian electronic artist who 
develops interactive installations at 
the intersection of architecture and 
performance art. He creates plat-
forms for public participation by sub-
verting technologies such as robotics 
and computerized surveillance. He 
was the first artist to represent Mex-
ico at the Venice Biennale with an ex-
hibition at Palazzo Van Axel in 2007. 
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He has also shown at Biennials and 
Triennials in Cuenca, Havana, Istan-
bul, Kochi, Liverpool, Melbourne 
NGV, Montréal, Moscow, New Or-
leans, New York ICP, Seoul, Seville, 
Shanghai, Singapore and Sydney. His 
public art has been commissioned 
for events such as the Millennium 
Celebrations in Mexico City (1999), 
the Expansion of the European Union 
in Dublin (2004), the Tlatelolco Stu-
dent Massacre memorial in Mexico 
City (2008), the Vancouver Olympics 
(2010) and the pre-opening exhib-
ition of the Guggenheim in Abu Dh-
abi (2015). His work is in collections 
such as MoMA in NYC, Tate in Lon-
don, MAC in Montréal, SFMOMA in 
San Francisco, MONA in Hobart, and 
MUAC in Mexico. 

Marco Mancuso

Marco Mancuso is an indipendent 
art critic, curator, lecturer and pub-
lisher. He focuses his research on the 
impact of technologies and science 
on art, design and contemporary cul-
ture. Founder and director from 2005 
at Digicult, Digimag Journal and Di-
gicult Editions, he has been teaching 
from more than ten years New Me-
dia Art and Phenomenology of Con-
temporary Art at NABA and IED in 

Milan, Digital Publishing for the Arts 
at the Carrara Academy of Fine Arts 
in Bergamo and is visiting lecturer at 
RUFA in Rome. He curated a number 
of exhibitions and events including 
Streaming Egos project for Goethe 
Institute (2015-2016), The Mediagate 
collective exhibition (Lodz, 2010), 
Graffiti Research Lab / Laser Tag 
public art event (Rome, 2008), the 
festival Mixed Media (Milan, 2006). 
He partnered with some of the most 
important media art meetings like 
Transmediale, Sonar+D, Sonic Acts, 
Elektra, STRP, Nemo, Todaysart, 
Subtle Technologies, Bozar, Creat-
ive Tech Week. He lectures and takes 
part in round tables and meetings 
focusing also on how contemporary 
art market is changing according to 
industry and digital platforms. He 
is part of the publication “Cultural 
Blogging in Europe” by LabForCul-
ture.org and was recently included in 
“The Leonardo Affiliate Program” by 
Leonardo/The International Society 
for the Arts, Sciences and Techno-
logy.

Rebekah Modrak     
  
Rebekah Modrak is an artist and 
writer. She created the Inter-
net-based artworks Re Made Co., 
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which recreates online commerce to 
parody the rhetoric of designer tools, 
and Rethink Shinola, a work expos-
ing a complex agenda of marketing 
blackness, labor, and authenticity 
with Detroit as the central subject. 
She wrote the essay “Bougie Crap” 
(infinite mile, 2015) to analyze the 
links between design, education, and 
corporate culture. Her chapter for 
The Routledge Companion to Critic-
ality in Art, Architecture, and Design 
describes how culture jamming and 
mirroring can undermine branding’s 
hollow rhetoric. She is lead author 
of the book, Reframing Photography 
(Routledge, 2010), situating photo-
graphic practice within a broader 
context of contemporary art, art the-
ory and other disciplines. Rebekah is 
associate professor at the University 
of Michigan.

Christiane Paul

Dr. Christiane Paul has written ex-
tensively on new media arts and 
lectured internationally on art and 
technology. She has been awarded 
the Thoma Foundation’s 2016 Arts 
Writing Award in Digital Art. Her 
recent books are: A Companion to 
Digital Art (Wiley Blackwell, 2016), 
Digital Art (Thames and Hudson, 

3rd revised edition, 2015), Context 
Providers – Conditions of Meaning in 
Media Arts (Intellect, 2011; Chinese 
edition, 2012), co-edited with Margot 
Lovejoy and Victoria Vesna, and New 
Media in the White Cube and Beyond 
(UC Press, 2008). As Adjunct Curator 
of New Media Arts at the Whitney 
Museum of American Art, she cur-
ated several exhibitions—including 
Cory Arcangel: Pro Tools (2011), Pro-
filing (2007), Data Dynamics (2001), 
and the net art selection for the 2002 
Whitney Biennial—and is respons-
ible for artport, the Whitney Mu-
seum’s website devoted to Internet 
art. Other recent curatorial work of 
hers includes: Little Sister (is watch-
ing you, too) (Pratt Manhattan Gal-
lery, NYC, 2015); What Lies Beneath 
(Borusan Contemporary, Istanbul, 
2015); The Public Private (Kellen Gal-
lery, The New School, Feb. 7 – April 
17, 2013), Eduardo Kac: Biotopes, 
Lagoglyphs and Transgenic Works 
(Rio de Janeiro, Brazil, 2010); Bien-
nale Quadrilaterale (Rijeka, Croatia, 
2009-10); Feedforward – The Angel of 
History (co-curated with Steve Dietz; 
Laboral Center for Art and Industrial 
Creation, Gijon, Spain, Oct. 2009); and 
INDAF Digital Art Festival (Incheon, 
Korea, Aug. 2009).
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Domenico Quaranta

Domenico Quaranta is a contempor-
ary art critic and curator. His work fo-
cuses on the impact of current means 
of production and dissemination on 
the arts, and on the way they respond 
- syntactically and semantically - to 
the technological shift. He is a fre-
quent collaborator with magazines 
and reviews, including Flash Art, 
Artpulse, and Rhizome. The author 
of Beyond New Media Art (2013), In 
My Computer (2011) and AFK. Texts 
on Artists 2011 - 2016 (2016), he 
contributed to, edited or co-edited 
a number of books and catalogues 
including GameScenes. Art in the 
Age of Videogames (2006) and THE 
F.A.T. MANUAL (2013). Since 2005, 
he curated and co-curated many 
exhibitions, including: Holy Fire. Art 
of the Digital Age (2008); RE:akt! 
(2009 - 2010); Playlist (2009 - 2010); 
Collect the WWWorld (2011 – 2012); 
Unoriginal Genius (2014); Cyphoria 
(2016). He lectures internationally 
and teaches “Interactive Systems” at 
the Accademia di Carrara. He is the 
Artistic Director of the Link Center 
for the Arts of the Information Age. 

Christa Sommerer and Laurent 
Mignonneau

Christa Sommerer and Laurent 
Mignonneau are media artists and 
researchers. They studied with me-
dia art pioneers Peter Weibel and 
Roy Ascott.  After an artist-in-resid-
ency at NSCA in Champaing/Urbana, 
USA, they worked 10 years in Japan 
as researchers at ATR Research 
Laboratories in Kyoto and as associ-
ate professors at the IAMAS Institute 
of Advanced Media Arts and Sciences 
in Gifu. Currently Sommerer and 
Mignonneau are professor and heads 
of the department for Interface Cul-
tures at the University of Art and 
Design in Linz, Austria. Sommerer is 
an Obel Guest Professor at Aalborg 
University’s Art &Technology Depart-
ment in Denmark and a guest pro-
fessor at the Empowerment Inform-
atics Studio at Tsukuba University in 
Japan. Mignonneau and Sommerer 
have created around 25 artworks, 
for which they received numerous 
awards such the Wu Guanzhong Art 
and Science Innovation Prize by the 
Ministry of Culture of the People’s 
Republic of China, the BEEP Award 
in Spain in 2016 and the Golden Nica  
Prix Ars Electronica Award. They 
have exhibited in around 250 exhib-
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itions worldwide and their artworks 
are in collections such as the ZKM 
Media Museum Karlsruhe, the NTT-
ICC Museum Tokyo, the Itau Cultural 
Foundation Sao Paulo, The View Con-
temporary Art Space Switzerland, 
the Contemporary Art Museum Lyon 
and Hermès Paris.

Gerfried Stocker

Gerfried Stocker is a media artist 
and telecommunications engineer. 
In 1991, he founded x-space, a team 
formed to carry out interdisciplinary 
projects, which went on to produce 
numerous installations and perform-
ances featuring elements of inter-
action, robotics and telecommunic-
ations. Since 1995, Gerfried Stocker 
has been artistic director of Ars 
Electronica. In 1995-96, he headed 
the crew of artists and technicians 
that developed the Ars Electronica 
Center’s pioneering new exhibition 
strategies and set up the facility’s 
in-house R&D department, the Ars 
Electronica Futurelab. He has been 
chiefly responsible for conceiving 
and implementing the series of in-
ternational exhibitions that Ars Elec-
tronica has staged since 2004, and, 
beginning in 2005, for the planning 
and thematic repositioning of the 

new, expanded Ars Electronica Cen-
ter.

Pau Waelder  

Dr. Paul Waelder is an art critic, cur-
ator, and researcher. He has a PhD 
in Information and Knowledge So-
ciety from the Universitat Oberta de 
Catalunya (UOC), where he is a lec-
turer in the humanities. His recent 
curatorial projects include the exhib-
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Figure 1. This shows a close up of “The Value of Art/Unruhige See” painting with the 

attached printer and sensor. ©2010, Christa Sommerer & Laurent Mignonneau.



201
Figure 2. A visitor interacting with “The Value of Art/Unruhige See” painting ©2010, 

Christa Sommerer & Laurent Mignonneau.



202
Figure 3. “The Value of Art/Unruhige See” painting at the ZKM Media Museum in 2011

©2010, Christa Sommerer & Laurent Mignonneau.
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Figure 4. “The Value of Art (Arnulf Rainer, Aug um Aug)” ©2010, Christa Sommerer & 

Laurent Mignonneau. Private collection.
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Figure 5. “The Value of Art (Sheep)” ©2010, Christa Sommerer & Laurent Mignonneau. 

Private collection.
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Figure 6. “ArtCommodities.com”, Paolo Cirio. Diagram about creation of art values for 

the market.
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Figure 7. “ArtCommodities.com” , Paolo Cirio. The traditional inefficient investment model.
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Figure 8. “ArtCommodities.com” , Paolo Cirio. The proposed efficient investment model.
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Figure 9. “ArtCommodities.com” , Paolo Cirio. Smart Digital Art Objects.
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Figure 10. “ArtCommodities.com” , Paolo Cirio. Smart Art Trade.



210Figure 11. #exstrange auction archive, Rebekah Modrak, Marialaura Ghidini.



211Figure 12. Robert Sakrowski, video - webwork as web.pilgrimage for #exstrange.
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Figure 13. Masimba Hwati, (Kutengesa Nyika) Soil sample from Harare Kopje, #ex-

strange auction.



213Figure 14. Sarah Ancelle Schönfeld, Flying Sorcerer, #exstrange auction.



214
Figure 15. Alessio Chierico, ‘ART SPECULATOR’ value your own work, buy your own 

artwork, #exstrange auction.



215Figure 16. Renuka Rajiv, skype portrait, #exstrange auction.



216Figure 17. Da Burn, Ash. DA BURN GALLERY / Artwork Ash, #exstrange auction.



217Figure 18. Tyler Denmead, Urban Frontier Bench (The Limited Youth Edition), #exstrange 

auction.



218Figure 19. Katerina Kamprani, The Uncomfortable Wine Glass, #exstrange auction.



219Figure 20. IOCOSE, Instant Protest, #exstrange auction



220Figure 21. Abhishek Hazra, Training OK Google with PP (Prashnabodhak Punji),  

#exstrange auction. 



221Figure 22. Alessandro Sambini, Portable Wildlife Image Instance on #exstrange,  

#exstrange auction.



222Figure 23. Rafael Lozano-Hemmer, “33 Questions per Minute, Relational Architecture 5”, 

2000. Photo by: Dundee Contemporary Art.
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“Investigations on the Cultural 
Economy of Media Art” is a col-
lection of the heterogeneous per-
spectives that are contributing to 
the ongoing discussion about the 
economies of the Media Art field. 
Acknowledging the necessities of 
the art market and its agency in the 
commodification and validation of 
art practice, this book expands its 
gaze to the whole setting of the art 
economy. Addressing the issues of 
conservation and distribution, as 
well as many other aspects that 
affect this sector, a strong accent 
is also given to new innovative and 
critical models.


