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“Making money is art and working is art and good business is the best art”
Andy Warhol
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“Art is not the application of a canon of beauty but what the instinct and the brain can conceive beyond any canon. When we love a woman we don't start measuring her limbs”, Pablo Picasso.
(Efrat Zehavi: the sculptress after Caravaggio)
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When I look back on this year, I look back with warm feelings. I came to Rotterdam in September without knowing a single person. A year later I feel plaintive because I know I will miss the people who became my good friends. I will thank Sissy Choi, Sophie Sykora, Anne de Wilde, Diane van der Meer and Angela Visser for supporting me, listening to my outbursts, pep talks and motivation to keep on typing. I will miss the coffee breaks and good conversations, although most of the time I was talking. Thank you for coming in my life and closing this important chapter of my live with me.

I sure not forget to thank my supervisor, Arjo Klamer, who took the time every two weeks to have group meetings. I liked talking about the progress of my work, but especially I appreciated the social talks about non-thesis subjects. Thank you for sharing your knowledge with me and the time to support me and help come to this master thesis. 

At last I would like to thank my family and friends for supporting me. Especially my parents and sister, who are always there for me. Dad thanks for the simulating, but confronting conversations, you sure know how to inspire me. Mom, thank you for listening to me and taking care of me. Annemarie thank you for the fights we had, so I could let off some stream.

I also thank Greet van Liempt for helping me improve my English skills to write an enjoyable and fluently research. 
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1. Keywords

Values: values are a category of subjectivity. The positioning and constitution of subjects construct values. Subjects perform values and live the effects of values through their different experiences. Values are in different ways expressed, through the differences of communication and interaction between people and objects. The environment in which people live is also a factor that determines the way people construct values (Ruccio, Graham, Amariglio, 1996: 56-76).
Valuing: E. Anderson (1993): valuing is a complex of positive attitudes towards something, governed by standards as perception, emotion, deliberation, desire and conduct (Klamer, 2003: 3).
Cultural value: the intrinsic motivation is the beginning of the cultural value (Abbing, 1994: 81-82). Cultural values encompass aesthetic, spiritual, historical, symbolic and authenticity values (Klamer, 2003).
Economic value: amount of labour embodied in a good (Throsby, 2001:19). Exchange for something of equivalent value, usually a sum of money (Klamer, 1998: 7).
Social value: the social value is representative for communities, interactions between people or groups. Trust, compassion, responsibility and empathy belong to the social value (Klamer, 2003: 6).
Cultural entrepreneurship: a person who is creative in terms of the artistic content but also of the way in organizing the conversation and arranging the finances (Klamer, 2006:13).
Habitus: the habitus by Bourdieu, exists of factors of the outside which influences the lives and identities of people. It can be seen as a collection of incorporate dispositions such as the inclination to think, perceive value and act (Abbing, 1994: 91).
2. Abstract 
This research will explore the way artists valuate their work and lives. Ten artists in the city of Rotterdam are interviewed. The artists work in different spheres: the market, government and social sphere. The interviews are analysed according to the valuation theory. A useful method to understand the way in which people act, handle, think and how they value. Artists are assumed to be devoted to their work and have no economic gain. They value the cultural value of their work and do not the economic value. The idea of ‘the poor artist’ is changing. This increases the tension between the economic and cultural value of art. The quality of art is expressed by money and no longer by cultural value. The influence of the market sphere on the art sector is growing, while the influence of the government is diminishing. Artists have to be more commercially if they want to participate at the art sector. They have to find new financial possibilities to continue their work and no longer depend on subsidies and donations. They are aware of the fact they have to promote their work on the market to receive recognition. They find it difficult to do so, but they have no choice. 

The analysis shows that the backgrounds of artists are important to understand their way of valuation. The education of artists is important in the formation of their identity and the way they think and act. The environment they work in plays also an important role in this process. The ten interviewees are not in favour of governmental aid. They prefer to find other financial aid, as sponsorship deals, projects or private collectors. The interviewees are rather part of a flourishing art market than work in the social sphere. The artists like to be appreciated in the art market by gallery holders, dealer, experts colleagues and other participants of the sector. They have to promote themselves and work hard to achieve such recognition. They are no longer ‘the poor artists’, but cultural entrepreneurs.
3. Introduction 
Artists are outsiders of society. They are a little different than ‘normal’ people. Artists are free, strange, poor, intrinsic, creative and complex. They create objects which are magical and unique. In our society we loop at them as special and different. They are devoted to their work. The stereotype artist is subscribed as poor, entangled and strange. Artists should not work for economic gain but for love of their profession (Galenson, 2007: 3). By using stereotypes, groups in society are generalized. People have different appearances, gender, preferences, culture, race, religions and ideologies. This is what makes society divers and dynamic. Is it possible to say all people from the same culture are exactly the same? No, they all think, act, handle, experience and speak different. This means each artist is different too, with different preferences and ideas.  So is it possible to generalize artists as poor entangled and non economic?
The definition of an artist is expanding. New forms of art are adopted in the art world, new media, audio visual and graphic design. This caused an explosion of the meaning of an artist. It is difficult to describe an artist in a few words. The idea that artists should work not for economic gain but for love of their profession is changing. Several great artists resisted this idea and made it questionable, Andy Warhol, Jeff Koons and Damien Hirst. Andy Warhol broke with the tradition of five centuries that artists should appear to be unconcerned with money. He was fascinated with money, he loved earning it, and he never attempted to hide it (Galenson, 2007: 9-10). For him an artist can also be enterprising and does not have to be poor and only devote to his work. His new model of the artist as materialist was not emulated by large numbers of other artists, critics and historians (Galenson, 2007: 15). Artists have different ideas and attitudes towards their work and society. The majority sticks to the idea of the non economic artist with love for his profession, while a smaller group becomes more commercially and looks at their art as commercial products. Artists have different ideas how to produce art and how to value it. It is interesting to look at the lives of artists and see how they value their work. Do artists have the attitude of Andy Warhol and look at their work as commercial products, or do artists still feel non economic?
Artists value differently, this can be deducted from their history. Several factors play a roll in the formation of the valuation of artists. The way in which they value depends highly on their history and social surroundings. The education, family, friends, environments and the situation they work in all define the way in which they valuate their work. Artists who work in the market sphere will have a different way of acting and handling compared to artist working in the social sphere. Artists who work in the market sphere value economic values, the price people pay for a good. The governmental sphere is based on the cultural and economic values. In the social sphere the cultural value is most important. People in this sphere look for the symbolic meaning of an artwork, the historical background, the beauty of the work, the authenticity and the spiritual feeling it emanates (Klamer, 1998: 3). These spheres are connected and overlapping each other. Artists constantly seek for financial possibilities. How do they move between the spheres? Each sphere has advantages and disadvantages. Which sphere do they prefer and for what reasons? The reasons of artists working in a particular sphere are based on economic values, cultural values and social values. Which value is most important for artists concerning their work and working sphere?
How do artists value their work and the sphere they work in?
This research is an attempt to explore the valuation by artists of their own work.
Are artists more economically minded or are they still devoted to their profession and poor? Ten artists of the city of Rotterdam are interviewed. The questions focus on the history of the artists. The history contains the social background, the family and friends, education, training, origin and experiences. The history of people is a mirror, a reflection, of the mistakes and experiences they made. Past is the foundation of the future. An other important question is how artists look at their ideal art world. Asking people for their ideal world gives a good indication of what they value the most. People always think in the first place of the most important aspects of their lives. The other questions concern the cultural and economic value of artists and their work, the market, social and governmental spheres and their social background and education. The outcomes of the interviews are analysed with the valuation theory based on the research of several theorist and the theory of Bourdieu on the habitus, the construction of the identity of people. 
4. Values and artists
Artists can be divided in several groups: the professional artist, the amateur artist, the conceptual artist, the experimental artists, the practical artist and the autonomous artist. These six groups have specific characteristics. Despite of that artists belong to different groups at the same time. Some are professional and conceptual or amateur and experimental. Still we have to keep the distinction in mind, because the different types of artists all work in a different way. 

The conceptual artist can be described as the artist who has clear goals. He is working towards a product. The product is the end of the process and the most important aspect of the artistic progress. The artist makes detailed sketches and plans to work to an end product. He communicates specific ideas or emotions (Ginsburgh and Weyers, 2006: 91). Conceptual innovations appear suddenly, because it is the idea that is the contribution, conceptual ideas can be implemented immediately, and are embodied in individual breakthrough works. The artist achieves a particular purpose with his product and solves a problem, which can lead to a new conceptual innovation (Galenson, 2003: 5). The experimental artist on the other hand, does not care for his end product. The process of making the product is more important. The artist is constantly experimenting during the creation process. This can be by using different techniques or materials. The product changes all the time, because the artist does not have a specific goal. The process of experimenting is tentative and incremental (Ginsburgh and Weyers, 2006: 92). Categorising artists as conceptual or experimental is not easy. Artists are creative and look for new ways of to work. This means they can start as conceptual, with precise goals, strict planning and structure. As society changes artists change, the conceptual artist becomes experimental, because his preferences change by new influences from the outside world. These influences can be: a new culture, new people, a new environment and of course new technological developments. 


Another distinction between artists is the amateur artist and the professional artist. The professional artist is focused on the official artistic discourse. This professional gained good training or education in becoming an artist. The artistic thoughts and ideas of this type of artist are influenced by the temporary notions in the art world. The professional knows which media and stages play an important role for his way to success. Apart from that he is also aware of the discussion in the art world. The knowledge and professionalism of the artist form the basis for his symbolic capital. The newcomer wants his own place in the field of the arts, and is not interested in the commercial cultural production field. The professional is looking for the recognition of other artists, producers, and well establish media or stages. The recognition is necessary for the newcomer, because this will increase his symbolic capital. Money is a second concern for these new young artists. Their first aim is to gain recognition from their fellow artists and other people in the art world. The artist is only concerned with his own artistic expression, instead of the opinion or demand of the public. The most important aspect is to make a career in the art world (Heijden, 2003: 67-69). The categories are indications of marks of the work of artists, meaning by categorising artists one can not be complete fulfil all the marks.

Artists not only differ in the process of their work, but also in choosing a subject for their paintings, sculptures or performances. The practical artist is more focused on the demand of the public. He is concerned with the question of the public; this question is pointed to the social responsibility artist feel. The subjects are general: world peace, war or discrimination. The autonomous artist is more concerned with his inner emotions. The subjects of the paintings or sculptures of the autonomous artist are difficult to understand for the public. The images are unclear, because the autonomous artist does not take into account what the public wants. Autonomous artists often make big installations which are incomprehensible for the consumer. Their work process is important and not the end product. The conceptual artist is more concerned with his particular goal, while the experimental artist is more concerned with the process of creating (Galenson, 2003: 5). Both types of artists value different aspect of their art. Each artist has his own way of valuing. The practical artist is more focused on the demand of the public; he is concerned with the economic values. The autonomous artist is concerned with his own feelings and cares more for the cultural values.
Artists are not easily to categorize, especially because they all have overlapping marks. The internet and digitalisation makes it worse. New types of artists and art forms appear. The definition of ‘what an artist is’ changes constantly, because new categories come into being. The most striking change within the cultural industries is the rapid growth of the audiovisual and broadcasting sector and along with that, the advertising industry as well as that of the new media industries (video, corporate video) and of the computer game industry (Menger, 1999: 543).

The cultural industry is expanding rapidly, which means it is hard to define the artist as one notion. The broad definition of ‘what an artist is’ shows the difference in the way artist work en think. The commercial sector of the art world valuates different aspects than the autonomous sector. The distinction between the commercial industry (the media, broadcasting industry) and the cultural industry (painters, sculptures) is disappearing. This is partly due to the problem of the multiple job holdings of artists. Artists in the cultural sector have difficulties earning money with their art. They need a second job to bear the cost of their profession. Many artists find jobs in the graphic design sector and work at advertising companies (Menger, 1999: 562).  These professions are part of the art world and that makes the lines between commercial and non commercial artists vague. The distinction between high and low art is burring, because of the multiple job holdings and the multiple categories of artists.

Artists have preferences and make choices in their work, what they make, how they make it and the subject they choose. These choices are based on their inner feelings and the influences from the outside world. The choices of artists are connected to their habitus. The habitus of artists is formed through experiences and other influences. They are formed by education, friends, family and work environment. The artworks are part of the artist and came into being by his habitus. The category of an artist depends on his education, and other influences. It is important to research the valuation of artists by using the valuation theory of several theorists. The differences between the cultural, economic and social values are a good tool to discover the valuation of artists and the way in which they grew up. Depending on their choices and the art they make, they are valuing cultural values, economic values and social values. These values are feelings from inside and influenced by others from outside. 
The valuation theory is a useful tool to research the different types of artists and how they valuate. The valuation theory is important for artists, because it is a reflection of their individuality and the way they act and handle. People value objects according to their preferences and feelings. The discussion on values and spheres is a wide and interesting discussion. Several scientists: Klamer, Towse, Throsby and Abbing from various fields have different perspectives on the relation between the cultural and economic value. Which value is important for the lives and artworks of artists? How are artists influenced by the different fields? These questions are based on how artists value, assuming artists are devoted to their work and value the cultural aspect of their work the most. The stereotype artist mentioned before is poor and does not work for economic gain but for love of his profession (Galenson, 2007: 3). Is this stereotype still realistic?
4.1. Theoretical framework: values, spheres and artists
The notion of the ‘poor artist’ is a stereotype created by people. This notion is misleading, because artists have to earn money to finance their materials and pay the rent of their ateliers. Artists constantly seek for a way to earn money. The way in which they seek money depends on how they value their work and what they prefer in life. Values can be defined in three groups: economic values, cultural values and social values. Depending on how artists valuate they choose a specific area to work in. Some apply for subsidy at the government, while others try to approach their social networks to look for donors and gifts from friends, family, club members and art collectors. The third group turns to the market sphere. They try to involve in a sponsorship deal, work with galleries, auction houses or get a second job at the non artistic labour market. Artists have several reasons to choose a particular sphere to work in. These reasons are based on how they valuate. 

The choices of artists are influenced by their social surroundings and their social construction. The way in which people act, experience, perceive, value and think is constructed by influences from outside. People are formed by: education, friends, family, work and media. Each artist is different and values different aspects of life, this is determining for the choices they make in their search for financial aid. Artists who grew up in an enterprising family will easier turn to the market sphere. They grew up with a commercially attitude. Artists who come from a family with high economic capital have a high cultural capital, because the family has money for education and cultural activities. These artists do not have the urge to earn money, because they use their family heritage to pay their materials. They are autonomous and do not need to react to the demand of the public (Harker, Mahar and Wilkens, 1990: 10-16).  The social background of artists is helpful to look at how they valuate and what choices they make for financial aid. Artists can work in three different spheres: the government, the market and the social sphere. It is necessary to explain the differences of the spheres and their advantages and disadvantages, assuming artists value different in each sphere. The different spheres or fields are the cultural, economic, political and social fields. These fields or spheres are at any time defined by a system of objective relations of power between social positions which correspond to a system of objective relations between symbolic points: work of art, artistic manifestos, political declarations, and so on (Harker, Mahar and Wilkens, 1990: 8). 
4.2. The valuation theory
People of a society are active in different fields. These fields are subscribed as cultural, economic, social and political. People move from one field to the other or they move in several fields. How they move between the fields is determining for the construction of their identity. The environment people live in is also defining for their identity and exists of family, friends, clubs, associations, sports, profession, religion, political view and education. The habitus, introduced by Bourdieu, is formed by these environments and groups. The habitus exists of factors from outside which influences the lives and identities of people. It can be seen as a collection of incorporate dispositions such as the inclination to think, perceive value and act (Abbing, 1994: 91). The habitus connects the objective outside with the subjective self. Each person has a different habitus. People can have the same background in a community or family. Religious groups for example share the same religion and traditions. People from the same culture share the same nationality, language and habits. In these fields people value the same goods and services. In the cultural field: people value education, public goods and language. In the economic field they value the market and welfare they gain from trade and work. In the social field people value their family and friends and the culture they grew up in. In the political field they value the government or have the same political background. These fields are connected and overlapping, because people are active in more than one field. In a society there is one dominant field (Abbing, 1994: 90-92). This field sets the rules in society.
In the Netherlands there are interactions between different fields. People choose their government and the government sets up rules in order to make sure everyone can live together peacefully. The government does not interfere in the market sphere. Since the economic crisis this is changing. The government has to interfere in the economic field, because banks and companies go bankrupted and too many people lose their jobs.  This causes a change between the fields and the interactions between people in the fields. The government diminishes the funding for the arts to invest in the industries. Companies stop their sponsorship deals with artists and cultural institutions, because they have depths. The art world is forced to be creative in finding new financial aid. Artists have to consider different possibilities for new financers. In the first place they look at the field they prefer to work in.
The way in which people make choices, behave, experience and prefer depends on what they value the most. There are three ways of valuing: the cultural value, economic value and social value. The cultural value exists of aesthetic, spiritual, symbolic, authentic and historical values. Cultural values are different from social values. Cultural values are something divine; they are untouchable and cannot be explained. In spite of that, each city or village in the world emanates cultural values. Some cities have more cultural values than others, like: Barcelona, Rome, Istanbul or Amsterdam. The cities emanate aesthetic, authenticate and historical values. The high cultural capital is visible in quality museums, buildings, holy places and good infrastructure. The cities are highly accessible (Klamer, 2005: 45). The cultural value of a good is the inspiration or symbolic meaning people deduct from it (Klamer, 2003). The cultural value is necessary to unite people. People need inspiration, symbolic meaning or something to believe in that brings them together. 
The economic value is the price people pay for a good. Adam Smith defines the economic value in his book The Wealth of Nations (1776) as the value of an object determined by costs of impulse used in manufacture. This definition changed overtime by Smith, but also by Marx and Ricardo as the value determined by the amount of labour embodied in a good (Throsby, 2001: 19). Recently we define the economic value as the exchange value of a good. People use the economic value to buy goods with a specific value (Klamer, 2003: 5). Companies also represent economic values, because they generate wages for their employees and profit for the owners. Some people are convinced economic values are important to gain social value and cultural value. While others argue, cultural value generates economic value (Throsby, 1999: 3-12). Or the cultural value is the most important value and not related to the economic value (Kombrink, 2002:4). 

The social value is representative for communities, interactions between people or groups. People, who live in the same community or belong to a certain group value the social aspect of life, their family and friends. Under the notion ‘social value’ we can also include trust, compassion, responsibility and empathy. Social capital is a common good, because it stands for the capacity of individuals, local governments, organisations and societies to generate social values (Klamer, 2003: 6). Artists are part of a social group, which is the art sector. They have the same compassion for their work and feel responsible for the functioning of the art sector. In spite of the fact that artists belong to a social group, they do not share the same opinions and ideas. Values are formed through multiple factors, the market, society, culture and social networks. Values are a category of subjectivity. The positioning and constitution of subjects construct values. Subjects perform values and live the effects of values through their different experiences. Values are in different ways expressed, through the differences of communication and interaction between people and objects. The environment in which people live is also a factor that determines the way people construct values (Ruccio, Graham, Amariglio, 1996: 56-76). Artists are different persons with different experiences and interactions. They can never have the exact same ideas or ways of valuation
The definition of values is changeable. First economists defined economic value as costs of inputs used in manufacture. Later they changed the definition into the amount of labour embodied in a good (Throsby, 2001: 19). People adapt and develop new values, because the society is constantly changing. Before the technological developments people had different lives and valued different aspects. Before the invention of the airplane and train people did not value travelling as cultural or social value. Travelling was economic, because it was too difficult to travel long distances and too expensive and scarce. Today people consider travelling as a social value. They see new places and meet new people who become part of their social network. Travelling has also cultural value, because people want to see different monuments and sanctuaries. People use the same goods with different purposes and emotions. According to E. Anderson (1993), valuing is a complex of positive attitudes towards something, governed by standards as perception, emotion, deliberation, desire and conduct (Klamer, 2003: 3). We have clear definitions of values, but valuing goods is a complex process. A chair can be a practical good to sit on, but if the chair is an inheritance it has cultural value. It becomes a special good no one can sit on, because of the fear it will break. This is why values are personal and constructed. The way in which people use goods determines the value of the good. For artists it is important to consider to whom they sell their artworks. The value of the work is defined through the use of the buyers. It depends on the place they situate the artwork and how they discus it. 
Consumption is a system of meaning, like language, goods convey, represent, serve, and realize the economic, social and cultural value (Klamer, 2003: 11). Cultural goods or public goods are different from regular goods. Artworks have something special, something which is not present in a table or television. Artworks have cultural value which comes for the creativity of the artist. The creativity is impossible to define, but we can say it exists of the imagination of the artist. Which are his technical skills and the material he uses (Throsby, 2001: 93-109). The intrinsic motivation of artists is the beginning of the cultural value. Artists have a feeling of self satisfaction; creating art is a fulfilment. Artists are devoted to their work (Abbing, 1994: 81-82). This makes an artwork different and more valuable than a regular good. This is also the case with collective goods: highways, water, air, and a clean environment. These goods cannot be bought or owned, the goods are not suitable for the market sphere. Collective goods are also cultural heritage: monuments historical buildings and churches. The problem with collective goods is who is paying the renovation of the buildings and monuments (Klamer, 2005: 58-61). The government pays an amount of money for the cultural heritage but each year they withdraw the funding. People are not willing to pay an amount of money by tax or donations to preserve the public goods. The problem with these public goods and also with artworks is their cultural value. Every person feels or sees the cultural value in a different way. They do not feel what the artist felt when he was making the work. The price people are willing to pay is too low to preserve the buildings or monuments. In Istanbul the palaces and cultural heritage of the history of the Turks are renovated and taken care of with love and pleasure. People are enthusiastic to show their cultural heritage, because it is part of who they are. They are proud being a Turk and proud of their country and all the legacies and treasures they own as public goods. 

Unfortunately in the Netherlands people do not share the same feeling. The Second World War monuments are not even being noticed by the majority of the people in Rotterdam. They are not interested in the history of their country and not willing to pay to preserve it. In this way it is obvious how people look at the cultural value of goods. In the Netherlands people are more down to earth and only see the economic value. In Turkey the people are more emotional and social valued. The people have a much greater feeling of belonging to a nation and culture. This shows the difference in valuing public goods. The valuation depends on the origin of people and their backgrounds. People working in the art world do much more value the cultural value of artworks or art performances than people working in the economic field. 

The differences in valuation depends on the way people grow up in society and how they are influenced by outside factors. This is defining for the way in which people value public goods. People are active in different fields, what is called their social space. The social space is the point multiple fields are connected to each other. The social space of an individual is connected by time to a series of fields, within people struggle for various forms of capital. The social space of a person is a space of power relations, but also a space of networking and connecting to other people (Harker, Mahar and Wilkens, 1990: 9-10). The social space of artists exists of the different relations and interactions with individuals and networks. In their social space they have meetings, parties, dinners and other activities to expand their space. This means people can value multiple values at the same time. The social construction of persons is defining for the way they value products. This is how their social space is filled. Artists have a different perspective on life, products, consumption, government and all other fields and aspects of life. The social construction and social space of artists is different, because of the way in which they are raised, educated and have social networks. That is crucial for the construction of the identity of an artist. 
4.3. The construction of an artist
Each person is constructed in a different way, by influences from outside  which are: parents, education, friends and sport clubs. These factors are crucial for the way in which a person forms his identity. There are many factors that play an important role in the lives of artists. Artists are creative persons, but what makes a person creative? This question is almost impossible to answer since there is no empirical evidence of the origin of creativity. Creative persons are remarkable for their ability to adapt to almost any situation and to make do with whatever is at hand to reach their goals (Csikszentmihalyi, 1996: 51). These persons can have a genetic predisposition. They have a sensitive nervous system and are much more aware of colour and light. Creative individuals are interested in the domain they work in. They are more curious to problems or subjects than less creative people are. They want to explore the problem and try to find  solutions or alternatives (Csikszentmihalyi, 1996: 51-54). In science people are really anxious to solve the mysteries of nature or human diseases. They find several ways of looking at the cases to try to solve them. This can also be seen as a creative process. 

An other aspect of the creative individual is access of a domain. This is according to  the concept of Bourdieu. He discusses the different fields in which people are active. The cultural capital of artists is constructed by the influences of their social space (Harker, Mahar and Wilkens, 1990: 9-10). The cultural capital depends on different periods, changes in society and differences in the social class which are unaware absorbed by a person. The cultural capital is connected in several ways to a person (Bourdieu, 1989: 126). The cultural capital comes about the social experiences of a person. These social experiences are interactions with family and friends, education and training, welfare in the family, parents with cultural interests and so on. These elements form the identity of the creative artist (Harker, Mahar and Wilkens, 1990:10-11). An other important aspect is the period of time artists are born in. Artists born in the Renaissance had a different painting style than artists born in the Modernism. The environment and the rules of a period at a certain moment in time are defining for the creativity and the behaviour of artists.  Artists in the middle Ages were crafts men and organized in guilds. Artists worked for these guilds and were part of the art market (Galenson, 2007: 1). This was common and no one questioned the organized art world. The construction of the identity of an artist starts by teaching him the rules and norms of the guild. The environment prepared him working in the guild.
 Not only is the time in which artists are born defining for the way they are socially constructed, the welfare of the family is also important. The welfare of the family is a factor which forms the way artists think, experience, handle and act. Most artists come from a wealthy social background. They are born with a high amount of social and economic capital (Abbing, 1994: 90-92). People with high economic welfare usually have high cultural capital. With the cultural capital they want to underline their status in their social sphere. The children of the upper class are confronted with art at a very young age. Their parents expect them to play an instrument and take them to museums, to gain a certain status. It is not unlikely several children from the middle and upper class families become artists. They have more social experiences with art and build an interest for it (Abbing, 1994: 90-92).  At a young age artists learn by education and family how a good artist should behave and act. The perfect artist is selfless and autonomous, he only cares for art. How an artist should act and behave is a social construction of the art world. The art world is created by people who decide when an artist is an artist. What rules are set to decide someone is an artist? The most important aspect is the education. A professional artist has to be graduated from the art academy. The second aspect is the registration as professional artist at the government. An other idea created by the art world is the idea of the poor artist. Artists have to be poor, because they only care for art and not for money. Is this a valid image of the artist?
. 

l’art pour l’art is the slogan of the art world. Artists are concerned with the cultural value of their work and not the economic value. Let us take a closer look at the reality. Artists have the urge to sell their work, because they see it as a sign of recognition. Apart from that they need money to buy new materials. Money is always at stake when it comes to exposing their artworks to the public. Artists do not like to sell their artworks for a lower price. Quality is an important aspect when it comes to the artworks of artists. The price is an indicator of the quality of the artwork. If the price is too low it means the quality is not that high (Galenson, 2007: 2-4). Quality is not measurable, because no one knows how to define quality. How can we define the price of an artwork if we cannot measure quality?
The economic value of an artwork is problematic. Since quality is not measurable it is difficult to give a precise price of the work. This also depends on the opinions of experts, other artists, dealers, curators and mediators. The economic value cannot give a precise measurement of the quality of an artwork. The price of art depends on other factors too. The opinions of experts can increase or decrease the price of a work. The price of the work, the style and used techniques of the painting also play a role in defining the definite price. The price formation in this particular market for cultural goods is different in other competitive markets with standard conditions on the price of goods. The producers of the cultural goods are not profit maximisers and an expected price may play only a minor role, or no role at all. The price of a cultural good is only a limited indicator of the economic value of in cultural commodities in market outcomes (Throsby, 2001: 23-24). 

The problem lies at the cultural value which cannot be measured by the economic value. In spite of that, artists have to put a price tag on their work, because they want to sell their work. They have a hard time finding a balance between the economic and cultural value. This causes problems at auction houses or galleries. The centre for contemporary art in Rotterdam, Witte de with, is confronted with that problem. One of the curators Renske Janssen told us in a lecture on the centre a story of an artist who did not want to sell her art at the auction house. The artist knew that one of the main buyers at the auction house was a man who lends the paintings he buys to exhibitions all over the world. The idea of having her artworks exposed at strange exhibitions was a horrible thought for her. She decided not to put her work for sale at the auction house. Artists struggle with the cultural and economic values. The social construction of artists partly causes the friction between the values.
4.4. The tension between the economic and the cultural value

Values come back in each field of society. In the economic field valuing consist of utility, price and the worth that individuals or markets assign to commodities. In the economic field it is about the value of products and labour. In the cultural field people value other aspects, the beauty of a public good, or the value of a musical note or a colour in a painting (Throsby, 2001: 19). In the social field people value their friendship, the interaction between each other and the communication between people. Values are present in each sphere of society. People are active between multiple fields and use goods for several purposes. This means values meet each other in the process of the social experience of people. The multiple uses of values are obvious in the art world; this causes the tension between the cultural value and economic value. Art is used as a good in different spheres, people value art in each sphere differently.
The economic value is the price of a painting. The price is defined by dealers, experts, artists and consumers. The price is a bad indicator of the cultural value of the artwork. It is impossible to measure the true price of a piece of art, because the work is unique, authentic, aesthetic, spiritual, and symbolic and so on. These characteristics cannot be measured by any economic theory or variable (Throsby, 2001: 21-22). This counts also for the notion of quality. What is quality? Who decides what quality is? The price of artworks is defined by the used techniques, the status of the painter, the size of the painting and more objective variables. In the market sphere more external factors play a role by pricing a painting. In galleries the curator defines the value of a painting according the cultural values and other objectives as: size, materials and style. The artist can mention a minimum price; the price of the painting cannot be sold for less (Rengers and Velthuis, 2001: 8-9). In auction houses the economic value of artworks is defined by experts. The experts do not look at the subjective variables concerning the cultural value. They look at the objective variables which are better measurable. Gallery holders look at the size, materials and style. Apart from that they also include the time artists spend on their work, according to the definition of Adam Smith: the amount of labour embodied in the good. The interpretation of market prices for artworks requires great care. For that reason experts working for galleries and auction houses look at the objective aspects of the artworks, to come up with a reasonable price for the artwork (Ashenfelter and Graddy, 2003: 783).

Auction houses and galleries indicate the price of an artwork partly through objective aspects, because it is almost impossible to measure the cultural value of an artwork and transform it into economic values. There is no measurement for the creativity of a person and the level of cultural values which defines the quality of an artwork. The value is socially constructed, the determination of values and hence of the price cannot be isolated from the social context in which these processes occur (Throsby, 2001: 21-22). The social context is also a factor that determines the cultural value of the artwork and the artist. An artist who gains recognition from his social environment can ask more money for his painting, because people are willing to pay for it. The social context is important to take into account when the price of a painting is defined. It can be argued that the market prices are at best only an imperfect indicator of underlying values (Throsby, 2001: 21-22). 
The cultural value is almost immeasurable, almost because the value is defined by artists, experts, mediators and critiques.  These indications are subjective, because people have different taste. What is beauty? Each person has a different definition of beauty. What is creativity? Beauty, quality and creativity are the special ingredients of an artwork, which makes it unique and special. Unfortunately these ingredients are immeasurable. Together these aspects are the cultural value of an artwork. The cultural value is something intrinsic; it comes from inside the artist. The eager of fulfilment, the self satisfaction, total devotion to the arts, is the feeling artists have (Abbing 1994: 81-82). Despite the cultural value is immensurable, artworks have a price. How is that determined if the most important aspect of the artwork is immeasurable?
Throsby provides us several assessment methods to evaluate cultural value, which are: mapping, thick description, attitudinal analysis, content analysis and expert appraisal. All these methods help to improve to understand the cultural value, by various techniques. The methods look at the context of the artwork, the symbolic value, the aesthetic value, the historical value, the training and experiences of the artists and it includes social surveys. It looks at the environment or processes which rationalizes otherwise inexplicable phenomena by exposing the underlying cultural system (Throsby, 2001: 29-30). 

The methods can give us a good insight or analysis of all the factors of the painting: the time, style, painting techniques, the background of the painter, the historical background and so on. All these aspects are analysed and measured. In spite of that the cultural value, which is subjective and individual, is not measurable. The aesthetic value differs from expert to expert and from artist to artist. This cannot be explained, because there are no rules and conventions which tell us what the aesthetic value is. We can make a good analysis with the aid of the methods, but we cannot define the exact quality or beauty of a painting. The price stays an imperfect indicator of the cultural value of the artwork. According to Throsby economic and cultural values must be separated as distinct concepts in any theoretical construction of value in economic and cultural discourse. It may be that fundamental ideas about preferences, choices and ideas occurring in both economic and cultural theory can indeed provide a common starting point from which the formation of value might proceed. The two fields diverge in the economic price or into some assessment of cultural worth (Throsby, 2001: 41). 

It is impossible to define the exact price of cultural goods, because of the presence of the cultural value. On the other hand Throsby argues, economic value and cultural value are correlated. He separates cultural capital into two groups of assets. One is the tangible cultural asset, which are buildings, structures, sites and locations endowed with cultural significance and artworks, artefacts existing as private goods such as paintings, sculptures and other objects. The second group of cultural assets consists of a set of ideas, practises, believes, traditions and values which serve to identify and bind together a given group of people. Both assets give rise to a flow of services that may be consumed as private or public goods entering final consumption or a contribution to production of future goods and services (Throsby, 1999: 6-7). Throsby argues, cultural capital or values generate economic values. Klamer rejects this argument. For him the cultural value and economic value are two different things which operate in distinct spheres (Klamer, 2003: 8-9). In the contrary, Throsby talks about the relation between the values. According to him cultural values generate economic values. However the cultural value is immeasurable and the economic value is an indication of the cultural value. Next to that the intangible assets are social values which come into being by cultural values (Klamer, 2003:8-9). The ideas, practises, believes and traditions Throsby talks about that bind groups of people, are cultural values that generate social values. Groups, networks, family, friends, associations, clubs and other unites of people are social groups (Klamer, 1998: 9). Cultural value generates social value and the other way around. The tangible cultural assets, buildings and sites have cultural and symbolic meaning, because groups of people use them in a particular way, like holy places or sanctuaries (Klamer, 2005: 58-61). The cultural and social values are correlated. The flows of services that come into being out the cultural assets are donations to preserve the public goods and cannot be seen as economic exchange. 
According to Abbing the economic value and the cultural value are connected to each other. Artists are more intrinsically motivated than individuals in other professions. Still most artists are in between commercial and non commercial fields. Commercial artists are self interested. They choose the most profitable activities inside and outside the art world. Not for the sake of art but for their own sake. Non commercial artists are only concerned in making art (Abbing, 1994: 81-83). Artists are poor when they are not famous or rewarded. It is inevitable for artists to be more commercial if they want to continue making art. They need money to buy materials and pay the rent. Artists have to be commercially to find financial possibilities. They also have to focus more on the market, promoting their work and receive recognition. Artists have to compete against each other to attract the attention of experts, intermediaries and consumers. Money and recognition serve both as input and as end. Empirical evidence reveals that when artists earn more money they spend more time on their artistic jobs and less on their non artistic jobs (Abbing, 1994: 84-85). Artists often have a second job at the non artistic labour market to earn money to make sure they can buy materials. In this way artists subsidise themselves by earning money at the labour market and spending it on their art. Artists need recognition to reach a public that is willing to pay for their work; this is only possible if artists become more commercially minded (Abbing, 1994: 86-87). 


The economic value is important to sustain the cultural value. The cultural value is a construction and according to Abbing, the market value is part of that construction. He argues that any social circumstances can influence an aesthetic experience. It is awkward that a price tag cannot influence the aesthetic value of an artwork. Within the social process such a process can take a variety of forms, it can decrease or increase values, depending on who is buying the work or who is selling it (Abbing, 1994: 56-58).  Monetary valuations undermine the aesthetic value of art. The market causes a devaluation of the cultural value, because it concerns the price of the artwork, which is defined by other aspects. Or the monetary valuations raise the cultural value of a work, because people associate a high price with good quality. This process of decreasing and increasing values is a construction of experts, artists, the public, historian, art dealers, galleries, auction houses and other participants of the art sector (Abbing, 1994: 56-58). By using cultural goods in a particular way they determine the devaluation or valuation of the artwork. An art collector increases the cultural value but also the economic value of his private collection. The art belongs to a collection, that attracts the attention of other art collectors. The artist can raise the price of his work, because people are willing to pay a price for it. The status of the artists will rise and the price of his work too. 

On the other hand if a baker buys a painting to expose it in his bakery the cultural value will diminish since no one will notice the artwork, because it is used as decoration. The economic value will decrease, because no one else is willing to pay a higher price for the painting. The environment and the people who buy or sell art are determining for the cultural and economic value of the artwork. Western art has more value in Europe than in India, only because the people have different taste and interests.  The economic value and cultural value are related to each other (Abbing, 1994: 60-62). The more economic value a good gains the lower the cultural value, because the painting is seen as economically. The status of an artist diminishes as he involves in the market sphere. People in the art world cannot take him serious anymore; this is the crowding out effect. The opposite of the crowding out effect is the crowding in effect. When a good suddenly receives more cultural value, the owner will think twice before selling it for a lower price. The cultural value increases the price of the artwork (Frey, 1997: 101-108).
  Each researcher has his own idea of what can be included and excluded under the notion of the cultural, social and economic value. Not all researchers can agree with Abbing. For Bourdieu the economic capital is the most important one. In his time people were focused on status and class distinctions. The person with the highest cultural capital had the highest social status. Status and cultural capital were gained through economic capital. The social world functions as a system of power relations, a symbolic system in which minute distinctions of taste become the basis for social judgment. The accumulation of cultural capital can only be acquired by means of a sort of withdrawal from particular or economic necessity (Kombrink, 2002: 4). 

 Bourdieu approaches the art world from an economic perspective. He looks at the production process of art instead of the deeper symbolic meaning of the work. He argues that artists are made instead of born, artists are socially constructed. By this he means an artist is made or created by the dealers, gallery owners, museums, experts and mediators. According to Bourdieu the dealers add more than only the price of the artwork. The dealer gives the artwork a false symbolic meaning, commerciality. He can be seen as a symbolic banker, who invests in the artwork (Pels, 1989: 249-248). This approach is harming the art world. Dealers make the cultural value disappear and replace it for commercial and economic values. The price of art is the value of the art. The way in which artworks are treated is in line with the words of Bourdieu. What happens to the art if the cultural value is replaced for commercial value?
Nowadays the status of people is not derived by high cultural capital. People show their status through goods such as cars, expensive clothes, houses, and holidays.  More people value the cultural value of goods differently. It is more important to drive a Porsche than getting a university degree. The technological developments and new inventions changed the norms and values in our society. The new technologies provided mass production. All goods became available for each layer of society. In the Netherlands the distinction between poor and rich diminished.  This caused an average society which does not strive for cultural capital, but for economic capital. In spite of that, the cultural value as Klamer puts it, is the value that evokes a quality over and beyond the economic and the social value, which is related to the human mind and experiences (Kombrink, 2002: 5). Cultural value will arise when the artist interacts with his work. This magical aspect is invisible for the eye, but emanates an aura which is projected on the spectator. How can researchers argue that the economic value is more important than the cultural value?

Is it possible that the economic value is more important than the cultural and social value? When the economic value is more dominant in society, the cultural and social values are powerless. The crowding in - and crowding out effect by Frey reveals the difficult relation between the economic and cultural value (Frey, 1997: 101-108). It also shows it is impossible to see the cultural value as an instrument to gain economic value. Goods cannot be more aesthetical, historical or symbolical by increasing the price of the good. On the other hand it is possible to use the economic value as an instrument for gaining cultural value. This means the cultural value is above the economic value and the two are correlated but not related.  We return to the argument of Throsby. He argues cultural values generate economic values (Throsby, 2001: 31-34). For Klamer the cultural value is the most important one. The cultural value is untouchable, immeasurable and indescribable. It is impossible to give a precise economic value for the good. This is in line with Throsby who also argues that it is impossible to measure the cultural value. An artwork always has an invalid price. The cultural and social values are not only important for the art. They also have another purpose.

According to Klamer the cultural value and social value are important for society (Klamer, 2003).  The rules and norms we embrace are based on the social and cultural values. People are always surrounded by these values, at home, at the office, at the university, in the supermarket and all places people interact with each other. People have to be motivated and inspired, this is possible because of cultural and social values. Even in the business world, the world of formality and money making, people can only be motivated by social contact and pleasant work environments. 
Large companies are trying to stimulate their employees to become more creative and productive. In this context creativity is defined as the production of novel and useful ideas in any domain (Amabile, 1996: 1155). The employees have to work together in teams to come up with creative ideas. This creative behaviour of employees can be influenced by the environment in which they work. Creativity is the most important part of the cultural value. In the economic field people need to be inspired by this creativity by the cultural values of the artworks. This idea of stimulating and motivating people to be more creative is a consequence of the aim for high productivity and innovation. People are constantly seeking for new and innovative ways to make new products or improve the quality of products, because the demand of the consumer rises. The globalisation plays also a role in the demand for quality. People want what other people have. Unfortunately, the grass is always greener on the other side. More demand leads to higher productivity. This attitude of people, the eternal consumer, makes our society loaded with economic values instead of cultural values. What happens with a society that is based on economic value?
The social construction of the identity of people is partly based on the environment they live in. People who live in a society based on economic values care only for money and material, instead of social contacts and friendships. The social space of people in the economic field exists of producing, consuming and making profit. Artists on the other hand are more active in the social and cultural field; their attitude towards the consumption society is negative. The environment they live in is based on cultural and social values. They are not concerned with making profit, but with creating a magical object, which cannot be expressed in money. The different fields are connected to each other. Artists have to sell their work and come in contact with people from the economic field. Artists have to adjust to the new sphere to interact with these people. Adjusting to others is difficult and can cause problems in the negotiation of the artworks. The tensions between the economic and cultural value is visible in the negations, because both parties have a different way of valuing. The fields, capitals and habitus of people are strongly connected to each other. If a capital is dominant in a field it will influence the field but also the habitus of the people living and, or working in the field (Harker, Mahar and Wilkens, 1990: 10-16). Each field has different values and capitals which are dominating. Do these fields influence the artists in their work and behaviour? Is there a difference between artists who work in the market sphere, governmental sphere or social sphere?
4.5. Family, friends, politics and the market
Bourdieu discussed the economic, culture, social and political fields. Klamer also discusses these fields, but he calls them spheres. There are four spheres: the market, the government, the social sphere and the ‘oikos’. The ‘oikos’ is the place were people feel save, at home, and surrounded by love. This can be a family, the nuclear family or friends. The ‘oikos’ stands for trust, loyalty, love, sharing, family feeling, responsibility, solidarity, devotion and communality. The ‘oikos’ is the central point in our lives, we live to build up an ‘oikos’ (Klamer, 1998: 7-8). Through time we constantly see a power shift from one sphere to the other. In the Netherlands the art world is subsidized by the government. That changed when they decided to withdraw the funding. The government started to stimulate the economic world to invest in the art world. The market tries to use the cultural sector as instrument to increase their profit. Companies are creating a new environment by using art as a source to stimulate the creativity of their employees. The cultural value of the artworks is diminishing because the economic value is more important, according to the crowding out effect of Cowen (Frey, 1997: 101-108).


The fields or spheres as Klamer calls them are formed through the different capitals within these spheres. Capitals act as a social relation within a system of exchange and the term is extended to all the goods, materials and symbolism, without distinction. Capital must exist in a field in order that the field may have meaning (Harker, Mahar and Wilkens, 1990: 13-14). If the capital of people diminishes, it will have consequences for the spheres. This is the case with the economic crisis. The economic capital of many institutions, organisations and people working in sectors of the economic sphere is diminishing, what caused a crisis. What are the consequences of the crisis?
The governmental sphere is gaining more power. They interfere in the market sphere and in the social sphere. Companies are ending their sponsorships with museums and other cultural institutions, because they have depths. Funds and associations cannot lend money from the banks for the subsidization of cultural institutions and artists. Companies and institutions in the market sphere and the cultural sphere go bankrupted. One of the consequences of the economic crisis can be growing power of the ‘oikos’. In difficult times people tend more to move to religion and family. It is possible this crisis will stimulate people to value cultural and social values more instead of the economic values. In the end the cultural value is the most important one according to Klamer. In difficult times people will turn to their faith, family and friends (Klamer, 2005: 112). 

The values of products and goods are realised by the way people use them. The valuation also depends on the sphere people live in and their personal background. For Klamer the cultural value is the value which is always the most precious one. The cultural value uses the economic value as an instrument (Klamer, 2006:14). Towse rejects this argument because it implicitly accepts a non market definition of what art is and who artists are. Not only does it deny that consumers can properly form preferences about art, it also fails to think out the implications of how resources are to be allocated to the arts. Without the market, the judgment of what is art would be made instead by artists and cultural theorists, thus opening the way for paternalism and snobbery (Towse, 1996: 97). If only experts and artists could judge art and enjoy art, what is the meaning of art? Art is free and should be enjoyed by as many people as possible. There has to be a market to promote the art and make consumers aware of art. Without a market art only reaches a small exclusive group of people who would be able to enjoy the cultural values. From the other hand, if we take a closer look at the neo classical approach of artist’s labour market we see a counter point. 

The Neo-Classical approach on artist’s labour market provides economists with fruitful information on the market. The outcomes of the researches tell us interesting aspects on the artists and their work and earnings. What emerges from the work is most artists supply labour to the arts and the non artistic sectors, work longer than average hours, and earn less in total (in arts and non arts work) than other workers. They are often self employed, and if employed, employment is casual and short term. They have typically undertaken longer education and training than other workers but their earnings from artworks do not arise with the length of training, age or experience (Towse, 1996: 98-99). This shows that the artistic labour market is different from the non artistic labour market. Artists choose to earn less while they followed longer training and education. Economists can search endless for a clear explanation for artists to choose to be poor, but this will be an endless search, because it is the intrinsic motivation of artists. They choose for the social sphere and ‘oikos’ to work in rather than the market sphere, even if it pays better.

Abbing gives several explanations why artists decide to enter the artistic labour market and work in the social sphere rather than the market sphere. The winner takes all principle, this market is important to the arts, because it attracts many competitors. Unfitness for non arts professions, they believe they are better of in the arts despite the prospect of a low income. The third is orientation towards non monetary rewards. The average artist is more interested in non monetary rewards than other professions. The fourth explanation is an inclination to take risks, because the average artist is less risk aversive than other professionals. The fifth reason is overconfidence and self deceit. More than in other professionals, the average artist is inclined to overestimate his or her skills and luck and at the same time, ignore available information. The last one is that artists are getting the wrong information. The average artist is less well informed than other professionals. They overestimate the rewards available to them in the arts. These explanations why artists choose for low incomes are based on the assumption that artists are orientated towards rewards instead of economic welfare (Abbing, 2002: 114). These explanations are all based on the intrinsic motivations of artists concerning rewards. Artists are motivated by self satisfaction and fulfilment and not motivated by money. The explanations are more in line with what Klamer is arguing on the importance of cultural value over the economic value. 

Artists turn more to the third sphere and the social sphere to work in according the arguments mention above. Artists rather be poor than working in the market sphere. Is this similar to the reality? Are artists forced to turn to the social sphere, because the market is too competitive? The reasons for working in a particular sphere are based on the personality of the artist. 

4.6. The power of the cultural value 
Looking at the different arguments of Klamer, Abbing, Throsby and Towse on the relation between the cultural and economic values, I have to agree with Klamer and Throsby. Artists are special persons; they put creativity and magic in their artworks which causes a sense of spirituality and uniqueness. The values we give to artworks are based on our personal preferences and experiences, which differ from person to person. This is why the art market is so different from the other markets, because of the uniqueness of the goods and the individual taste of each consumer. According to Towse there has to be a market. The market is necessary for artists to reach the public and spread the creative artworks. This market discussed here is a market not based on monetary rewards, but based on cultural and social values. These values use the economic value as an instrument to reach consumers and promote the artwork. The economic values are only a device to help artists. According to Klamer and Throsby, cultural value is not related to economic value. Klamer corrects Throsby by saying the intangible cultural assets Throsby discusses are actually social values. Cultural values are immeasurable, because the economic value will always be an imperfect indicator of the cultural value. This means the cultural value stands above the economic value and is totally in line with the thoughts of Klamer. The cultural and economic value are separated and not related or correlated.


Looking at the artistic labour market it is interesting to see how these values play a role in the decisions of artists on their artworks. The spheres are constantly influencing the arts by offering and retrieving their financial aid. The third sphere is a concept of Klamer, this sphere is the place where family and friends come together. The sphere does not interfere with the governmental sphere or the market sphere.  People come together in the third sphere and form clubs, groups of friends and associations. Important in this sphere are the non profit organisations, foundations and political parties (Klamer, 1998: 1-14). The interactions between people are based on social and cultural values and not on economic values. People donate money to funds and non profit organisations or give each other money as a gift or appreciation. This is how the third sphere distinguishes itself from the other spheres. Artists who are depending on the third sphere have different reputation and perception than artists working in the market sphere. Artists make certain choices to fall from one sphere into another. Using values is an interesting way to measure what artist’s value more when they are more orientated on the market sphere an not on the third sphere, or the other way around.

Abbing gives a good example in his article on the relationship between a dealer and an artist. The two do not understand each other. They both play a different game. The artist is wrestling with his artistic conscience. Artists work from a different perspective compared to agents in other markets, because artists are autonomous. In spite of that they need have to be aware of the game which is played in the artistic labour market, between different participants (Abbing, 1996: 83-50). Artists need to have some notion of economics, even if they do not care for that. The conscience is reflected in the rules of the game of the dealer and the artist. The conscience will even prescribe body postures and accents in speech. Rhetorical codes are important as well. Prominent in this conscience is the code to deny the economic dimension of what artists do (Klamer, 1996:142-143). Artists are having a hard time dealing with the market and their own conscience. Based on the valuation theory and the theory of Bourdieu the tension between the cultural and economic values are exposed. Bourdieu’s habitus is useful to explain how people form their identity and how that relates to the valuation theory. 
5. Method

The sub questions and main question on education, social background, values, spheres and the commerciality of artists are researched by a quality research. Interviewing individuals is a useful method to understand the artists and find out what they value.  Through the flexibility of the method the interviewees can approach the topics in a variety of ways. In this way the interviewer can find out the attitudes of the individuals and their backgrounds (Seale, 2004: 182). 

The interview questions will consist of a mixture of closed and open questions, in order to get an insight on the backgrounds of the artists and their values. Apart from the open and closed questions I ask the interviewees if they like to work in the market sphere, how they feel about subsidies and about working in the social sphere. This is necessary to find out their feelings towards the way they are financed and which way they prefer. Each artist has a different idea of earning money. The direct and open questions have to give an indication of the preferences of the artists on a particular sphere and possible financial aid. According to their answers I hope to discover which value is more important, the cultural value or the economic value. It is also possible that the values are connected or absolutely not. 


The interviewees are artists from all ages. I will interview about ten people men and women who live in the city of Rotterdam and all have their own atelier. I assume there are differences between female and male artists and their artworks? What will happen if both genders get children? Is their a patron to establish or isn’t there any difference between men and women? An other aspect I want to highlight is the difference between the younger and older generation. Is there a clear difference between the education of the new generation and the old one? Do they work in different ways and does age play a role in the commercial attitude of artists? Is there a difference between the education today and thirty years ago?

(Appendix 1. elaborates on the method and interview questions)

6. Analysis on the social life of artists
Artists, education and their backgrounds

 L. Hoes: ‘At the academy there was this internal conflict between the old generation, the clayers, and the new generations, the minimal artists. We slowly pushed out the old generation of artists. They were too classical and too conservative in their approach. The new generation of artists had discussions all day long in a room without any furniture or colour. It was this big white room with only one table and some chairs. This is how we discuss our art and other aspects of life’.

The old idea of artists looking sloppy and poor is a stereotype, which certainly is not true. After talking to several artists my stereotype of artists changed. They are not strange and sloppy, but kind and proper. They immediately offered me something to drink and I even got cookies and chocolate. All artists I interviewed were enthusiastic about telling their story and each story was different and interesting.

Artists are made and formed by their surrounding. This can be education, family and friends and the place where they grew up. This means all artists have different ideas, thoughts, interests, ways of thinking, handlings and looks. That’s why one form of art and one single type of artist do not exist. Art is very wide and divers. The different types of artists are an example of that. The exact reason for artists to choose a special type is difficult to examine, but looking at the sort of education and background of artists, it is possible to define the reason for being one type of artist. The aspect education is a good tool to look at the development of an artist. This is defining for the way in which artists valuate art later on in their lives. It is important to take a closer look at the education of artists and their social background. How important is education in the lives of artists? 

6.1. Diversity in the arts
The interviewees are all different types of persons with different backgrounds and all grew up in different surroundings. It is easy to define artists in different categories: practical, autonomous, experimental or conceptual. The descriptions of these types are well and clearly described, but having a closer look is not that clear categorising an artist. Talking to the artists and observing their art gives blurred impression of the categories artists are placed in. It is not easy to define one artist as completely conceptual or experimental. You could say artists are a mix of different categories. The only clear division whether the artist is autonomous or practical. The difference is clear, because either an artist is autonomous and works of his intrinsic motivation or an artist is practical and works for the demand of the public and market. 


It is hard to define the type of an artist because he changes his work over the years. The change is a cause of changes in the lives of artists. As women are concerned giving labours or a divorce. Life and work are connected for Jolande Bosch. Her art is changes through time when she is experiencing new event or bad ones. She is a young woman in her thirties and very spontaneous. She loves to talk about her work and is doing research in England in the cultural field. She makes installations which are actually useless to exhibited, because they express nothing and are too big to transport. She does not work to have a final product, but she is more interested in her process of making a product. She is experimenting with fabrics and other materials, with colours and techniques. It is clear she is an experimental artist, but apart from that she works for herself and not for an assignment or for a special exhibition. She is trying and working new materials improving her techniques. This means she is as well an experimental artist as an autonomous one, because she is works from an intrinsic feeling and for her own satisfaction. This is according to Abbing: he argues intrinsic motivation for artists is stronger than for any other profession. Artists make art for their own satisfaction like Jolande Bosch. She does not care about the final product, but she is motivated by the experimental part of creating. Apart from that she makes practical art for the demand of the public to earn some money. In this case cultural values and economic values are connected in her work. For this reason it is not possible to define her as an experimental artist. She switches from time to time to more practical art to sell some artworks at galleries and to exhibit her work. She always assumes her big installations will not sell, because who wants to have them in one’s living room. When she is making those big installations she never thinks of selling, sometimes she is amazed that people are willing to buy an installation instead of her more practical works. She puts time and effort in making more practical work to sell at exhibitions and galleries and suddenly people are interested in her installations. Jolande is disappointed when her practical work does not sell, but she is very surprised when her installations suddenly sell well. It is hard for her to understand the mind and choices of people. 

Another example of overlapping categories is G. Belzer. He is an older man with a very friendly face and voice. He immediately starts complaining about institutions, foundations and art intermediaries who steal subsidies from artists. According to him I might become such a person after finishing my study. I reassure him this will never happen and luckily we start the interview. G. Belzer is in his seventies and still devoted to his profession. He has been an artist for more than forty years, many things have happened in those years. He started at the academy as a practical and commercial artist creating advertisements and designing logos. This was not exactly what he liked to do and switched classes. The other class was full of young artists working autonomous; G. Belzer was more comfortable there. He changed his style of work from practical to autonomous. When he graduated from the academy he got a job as a teacher. This job gave him a permanent income, which he used to pay for his materials and rent. The permanent income was a good solution for Belzer to keep his autonomous feeling. He reforms cooking pans into female body parts, belly and breasts. This makes him also a conceptual artist, because the process of his work is always the same. For years now he has used the same materials and shapes for his final product. In spite of the fact that he is independent and free, he is conceptual, because he has a clear vision of the end product (Galenson, 2003: 5). He uses two themes, one is ‘fertility’ and the other one is ‘the here-after’. 


Different types of artists can be combined; this is also the case with Ludo Hoes. He is autonomous, conceptual and experimental. He has a beautiful atelier at the harbour of Rotterdam with an amazing view. His atelier is very old and open with big windows. It gives you a timeless feeling and a feeling of freedom. For years he has lived in his atelier and his children were born there. The place has got something magical; the sound of the wind and the sea brings you into another world. Ludo Hoes fits perfectly in the image of the atelier, he is rather small and wears glasses. He has got a friendly face but without any expressions; it is hard to find out whether he is joking or serious. His atelier expresses his preferences. It is clear Ludo is an autonomous artist, working in total freedom. He works with an intrinsic motivation and the opinion of others is not important. When he is telling me he does not like to work for an assignment, I am not very surprised. His work is charming, but closed and hard to understand. He worked for several galleries, institutions and a Dutch bank, but the cooperation was rigid. For him most of the gallery holders are criminals.  They only care about the economic value of the artwork and not about the quality and cultural value. His work is created through a long process of experimenting: he uses new materials and techniques. Hoes has a clear vision of the final goal, but before this is accomplished he also experiments with different styles. This makes him apart from autonomous, also partly conceptual and partly experimental. Ludo Hoes represents the thoughts of Klamer. For him the cultural value is most important that value diminishes when a piece of art is sold over and over again. Cultural value and economic value should be separated according to Ludo Hoes. Companies with art collections diminish the cultural value of the work. The people at the company do not appreciate and value the works. The cultural value of the art decreases, while the economic value rises, because the works are part of an art collection. 
The other artists are autonomous and experimental or conceptual. They all work for themselves and have a second job to be able to be an artist. The second job is necessary because they work autonomously and do not make accessible art. It strikes that seven of the ten artists work in the advertisement and graphic design field with companies and other institutions to earn money to invest in their atelier and their materials. The artists introduce their practical art to pay for their autonomous art. Especially the younger artists in their mid thirties who graduated have no problems using new media. The elderly artist work as teachers at art academies or teach cultural education at primary schools. This can be explained by looking at the period of time in which these artists graduated. The elderly artists graduated in an era with a high demand for teachers: the subjects handcraft and textile labours were popular among artists, because they were similar to their work as artist. Now such subjects do no longer exist and we have higher standards for educating new coming teachers. Ludo Hoes told me, that there is a special study to retrain graduated artist for teachers. 
L. Hoes: ‘I see those graduates entering the education sector and they disappear even faster. They are not suitable for this profession and have to find a second job in the new media and design sector’. 

The graduates are trained to enter the labour market easily, because the government pushes the academies to teach the students to function in the normal labour market. Too many unemployed young people are harming the economy and the government has to provide them with subsidies or social security. The graduates are trained to enter the normal labour market by retraining and entering the commercial art sector based on new media and technologies. Artists learn to use the media and the technological devises to design. More than half of the interviewees are convinced of the power of internet. Internet will become the most important intermediary for artists in future. There already is an online gallery ‘Prints and The Revolution’ created by Birgit Schuurman and Arne Toonen. They expose low budget art, because they do not have to pay the rent of a gallery. 

Artists cannot allow themselves to be just autonomous or just conceptual. Artists are divers in practising their profession. They are autonomous and practical, experimental and conceptual. That is necessary if they want to survive at the artistic labour market. It is impossible for them to be only autonomous, because they have to earn some money. That is possible by projects, assignments and sponsorship deals with companies, the government and other institutions. Art has to be exposed: people need to see it, discuss it and form opinions about it. Art has to be accessible and understandable for the public. Artists have to bear in mind the demand of the public if they ever want to sell something or receive recognition. Like Jolande Bosch says:  ‘I make experimental art and just practical art when I need money’. 

6.2. Education as basis

It is impossible to label artists. Artists are very divers and have different working fields and preferences which are blurring and overlapping. This means the four different categories should be used as guidelines. All the interviewees where students of an art academy and yet there are great differences between their works and ideas. The way they value their work is differently. Did the education play a role in the formation of the artist? Are there similarities in the formations of ideas and standards between the different artists?

The difference between the younger generation and the older one is the use of media and internet. The younger artists have all graduated at the different academies in Rotterdam.  They all have a second job in the advertising sector or graphic design. The artists have been educated in a free way of expressing themselves. The teachers did not put pressure on them to be the best, but encouraged them to go their own way. Of course they gave them guidelines to keep in mind, but there aren’t any strict rules how to paint or create an artwork. The artists experimented with materials and techniques to find their own style and preferences. The installations they make are not suitable to exhibit or expose at galleries. To earn money they make practical art which is accessible and more easy to understand. 

The artists are playing with definitions and blurring lines between different styles, materials and techniques. Post modernism is a time of recycling, reproducing and experimenting with old and new styles. The lines between high and low art have gone: this makes it easy for artists to change styles, types, materials and techniques. Through the technological developments new art forms came into being: audio-visual art, installations, media design, graphic design and web design. The art academies adjusted to the new developments and focus on interdisciplinary art and multimedia. The digitalisation provides more possibilities for artists to express themselves and reach public, galleries, museums, art dealers, intermediaries and art collectors (Farchy, 2003: 276-277).


Compared to the older artists there is a visible difference. The older artists are of a generation with rules and regulations according to which they had to work; otherwise they were not able to graduate. Ludo Hoes could not adjust to the standards of the academy. He studied in Breda at the art academy, but he quitted, because of the classical approach. He enrolled to the art academy in Rotterdam. In Rotterdam the academy was struggling with an inside conflict between the old generation and the new upcoming one. The old generation, called ‘the clayers’, were slowly pushed out by the new generation, the minimal artists. The generation gap provided an internal conflict. The change of generations at the academies is typical for these institutions. The academies are sensible for the changes in society and they react on it immediately. Ludo Hoes was part of the minimal artists group and together with other artists they created a collective which apposed to the old classics, foundation Art and Complex situated in the harbour of Rotterdam. The collective of artists met to discuss their art. Ludo Hoes was influenced by the opinions and experiences of others. This is how he formed his preferences and style by rejecting the standards of the academy and adapting the standards of the artists collective: he became autonomous. Rebellious behaviour has always been a part of Ludo Hoes’s character. He is member of several art foundations and groups to improve the art and help other artists. He remembers the moment a teacher told him to work with the camera. He absolutely did not want to work with a camera. 
L. Hoes: ‘The teacher was yelling at me take the camera, take it. I was yelling back I want to paint, just let me paint’.

The influences of the minimal painters on Ludo Hoes were bigger than the influences of his teachers. The habitus of Ludo Hoes was formed by the collective of artists and the rejections of the norms of the academy. He did not learn to work with multimedia and other technological tools. He prefers using practical materials such as beeswax or metallic pipes to create something new. Ludo Hoes did not learn to work in the commercial sphere of the arts, because he got a job as a teacher as well. As an artist he did some assignments, worked with galleries and sold his work to institutions and banks. The collective of artists lived merely on subsidies and arbitraries. Together they held exhibitions and travelled to Canada to exhibit as a group there. Ludo was the person who applied in name of the collective for subsidies. He became quite well at writing letters in order to receive more subsidy. He entered the world of subsidies and left the world of the art market. Both spheres have advantages and disadvantages for him. The preferences of a particular sphere are formed by experiences in the past. Bad experiences change the ideas and acts of a person. This is also the case with Ludo Hoes. He had a bad experience with the Dutch bank concerning his artworks. 

The bank bought two art pieces of Ludo. After a period of time his contact in the bank called him to announce that one of his paintings had been ruined by an employee. The bank asked him to restore the painting. This was a problem because he used beeswax as material, which is hard to restore. He made the best out of it and described his contact the result of the restoring. They agreed and after a few weeks the bank received the painting. His gallery told him the contact of the bank who made the deal, was not satisfied, and that was the last thing he heard from the bank. This experience had determined the way he values art and looks at companies with an art collection. Experiences and influences form thoughts, ideas and the way of thinking of people. That is why they have preferences and work in different spheres, because of bad or good experiences or other preferences influenced by factors from the outside world. 


Another example of the rigorous changes of the standards at the academies is G. Belzer. Over twenty years he had been a teacher at the art academy in Rotterdam. He had noticed in those twenty years the fast changes of new generations. The minute a new director had been appointed, the academy had to adjust to his ideas and standards. The new director used to fire all the old teachers and appointed new ones, who shared his ideas and standards. This happened all the time, when new a generation introduced itself. The art academy is vulnerable for changes in society and as such react on that. For artists this is difficult to adapt, because they try to develop their own style according to their preferences and the way they think, act, react and receive. Artists have to be either strong enough like Ludo Hoes to reject the standards or they have to adjust to the standards so they will easily enter the art market. The choices of artists to go one way or the other are defined by their surroundings, friends, families, teachers and experiences they have. 

6.3. Different times, different standards

The two different generations are influenced by the way they were educated. The old generation was sticking to strict rules and standards and thoughts to be less flexible in creating art than the younger artists. The younger artists grew up in the post modernism era. This means they grew up with blurring lines between classical and modern and they are used to overlap styles, mixing materials and diverse techniques. The younger generation learned to work with multimedia to create art, which is more commercial, practical and accessible. This helps them to survive in the market, because they can also work as designers, web designers and in the multimedia. They are more flexible when it comes to art and the standards of what art is. They do not value the old art more or less than the new art forms. For them they are all equal. This makes them more flexible in surviving in the art world by finding new ways of creating products and possible financers.


The older generation is more static. They have troubles promoting themselves and their art, because they never learned to deal with the new media. The internet provides good competition between artists. They can easily approach galleries, art dealers, intermediaries, art agents and art collectors. Internet provides a new art market which is easy to enter and accessible for all participants of the art market. For the older generation the internet is still totally new. They have never learned to deal with computers and not at all with the World Wide Web. The artists have to find out how it works before they can participate on the web. They have to adjust to the new generation otherwise they will not be able t take part in the art world anymore. The internet provides the artists several advantages. Artists can easily reach a wide group of people to show their art. They can approach galleries through the internet, which takes little time. Artists without money can create their own website to promote their art and sell on the web. Exposing art and making connections is easier for artists and this provides them with more time to spend on their work. The younger generation is ahead of the older generation, because they were educated in promoting, marketing and using multi media. Jolande Bosch, P. Hofland, D. Roosegaarde and E. Zehavi, part of the younger generation, do not mind promoting themselves and networking in order to make a name in the art market. They work together with art agents, galleries and art dealers, as long as people sell their work. The other artists try to adjust to the society and the changes of the digitalisation; still they find it difficult to promote their work and approach galleries and art agents. 
Mieke Borgdorff is of the older generation; it took her a while discovering the internet. She had never learned to use a computer: for her a new world opened. She became member of several internet sites concerning the promotion of artists. One of those sites is www.kunstenaars.nu on which artists can expose their work and curriculum vitea. The internet is perfect for artists to reach a broader public.
6.4. The old and new way of valuation 
In spite of the differences between the ways both generations have been educated, they value their work in the same way. The young artists are very flexible working with new styles, materials and techniques, which they learned at the academy. They have also learned how to promote themselves and their art,  so to have better changes at the art market. They realise the strong relation between culture and economic values. Artists have to find ways of earning a living, even if they do not like to promote themselves, they are forced to. The high competition on the internet changed the attitude of the older generation. They have to prove themselves by promoting their work: the artists have to leave their ateliers, approach galleries, advertise, network at exhibitions, accept assignments and take part in as many exhibitions as possible. The most important aspect of becoming a famous artist is to being noticed by people in the art world. For some artists it is easy to meet people and to go to exhibitions, to network and to visit galleries. They have the social skill for that. Other artists have troubles doing so: they are too insecure and shy to visit galleries and go to exhibition openings. Unfortunately social skills cannot be taught by teachers. Artists have to improve those skills: they have to adapt their attitude as more open and social. Artists experiences in a different way the feeling of selling a work, because of different characters. 

Eva Krauss is one of those artists who has big problems selling her work. In each single piece she puts something of herself which makes the relation between her and the work special. If she sells an artwork she almost has to cry because it almost feels like she is losing a baby. She belongs to the younger generation and she has been educated to sell her work and promote herself, but she cannot do that. She is a sensitive woman and very kind, she has a soft voice and soft face. Her appearance is completely innocent: this is a negative aspect for artists. The art world is a hard world and full of criticism. One should be strong to handle bad reviews and opinions of experts. Eva Krause is too gentile to work with galleries or art agents. They would literally walk over her. It is no surprise she does not sell a painting, because she is too afraid of the art world. 

Regarding G. Belzer from the older generation we see the opposite. He has absolutely no problems in selling his work, whether it is a gallery, private collector, company or an institution. He is glad he is able to sell his work and has no bad feelings doing so. He is convinced artists need to have the skill to sell their personality to enter the art market. It is necessary to distinguish yourself from others by showing what you are worth. In 2003-2004 he had an exhibition in Museum Boijmans Van Beuningen in Rotterdam and he hopes the woman who organised it will be able introduce him to the museum of Art and Design, in New York City. They told her they are interested in G. Belzer’s work. He is seventy years old and enthusiastic, because he might exhibit his art in New York. He is a good cultural entrepreneur, promoting his art at a bookstore in the Netherlands, the van Gennep bookstore, and at the recycling shop next to this bookstore. 


P. Hofland has the same drive as G. Belzer. He is making accessible art. His paintings are charming and have a warm aura. He has a nice apartment with view on the Rotterdam skyline, which is his source of inspiration. He is a rapid and clever talker. This is typical for him as a person, because he is not shy and says what is on his mind. It is no surprise he is an excellent cultural entrepreneur. His artworks are in favour by companies. They like to have the skyline of the city of Rotterdam on the background of their company. He earns good money working for companies and apart from that he has an agent who helps him promoting, exhibiting and selling his work. He comes from an artistic family; his father and uncle are both artists. He was brought up as an artist and learned the profession at an early age. This is an advantage, because he knows how to handle difficult situations and is able to approach people in a certain way. He is influenced by his family to become an artist. At the academy he was one of the best students. He was free to create what he wanted. Some teachers were very strict with him, criticizing his work. They prepared him for the rough art world: one can be praised or broken. That is why many artists are quitting, because they cannot handle the hard critics and attitudes. He was very pleased with the way they prepared him for the real world. His grades were good, but his work is similar to the art in New York, the pop art. At the academy they told him to be better to distinguish himself from the New York art. 

The academy prepared him for the real art world. Being criticized, P. Hofland learned to live with the opinions of others and not to take everything personally. His education is one of the factors why he knows how to act and behave in the art world. The education trained him in becoming a good and strong artist. Apart from that they taught him to be more commercial, to sell art and not to feel bad about it. He has good connections with companies and he is a good entrepreneur. He likes networking and meeting new people to show his art and promote it. The education and the people around him formed his habitus through training and working together. This also influenced his valuation, because he does not mind selling his work and earn money. For him money and art are connected. He just works in the market sphere, which is also the reason why he is more focussed on earning money and getting a monetary reward for his art. The people he works with are all focussed on earning money instead of preserving the cultural value of the work. 

Looking at the different backgrounds of the interviewees we see some remarkable aspects. It is not possible to define artists in different categories. The art is a reflection of the artist and his life. Each change in the lives of artists influences their artworks. This can be a disease or starting a family. For four of the ten interviewees meant having a family a change of the art style. They change their autonomous style into a more practical style because they have to make money to take care of their family. Another factor is their second job. All artists ever had a second job to earn money to bear the costs of their artworks and the materials and tools. Some have temporary jobs, while others teach at the academy. This provides them a continuous income and that means they can be more autonomous. They can take the liberty autonomous art which does not sell well. The social background of the interviewees is not of great influence on their lives and work. Only two out of the ten artists where born in an artistic family. The rest are from middle class families, both parents working and with a lack of interest for art. All artists state they have always known they were talented. They all matriculated to the art academy for admission. The family of all interviewees always supported them in their profession; not any family rejected the artist for his work. This is also important in the process of education and choosing a profession. It gives appreciation when your family is supporting you in what you are doing. Apparently artists have an inner feeling which says they have to become an artist. The interviewees told me they knew after secondary school they wanted to become an artist. They started sketching animals or flowers, or painting or making objects from materials. Apparently the feeling they have is intrinsic which cannot be taught or told, it can only be stimulated.

The changes in the lives of the artists determine the art they make. Art is a reflection of their personalities and is influenced by in- and outside factors. Depressions or happiness are projected in the paintings. Artists change styles and belong to different categories. Not one artist can be just autonomous. Every artist has the need to sell his or her work. This means they have to make more accessible work. All the interviewees make practical work or more commercial work to earn money. Some artists make more conceptual art because they like the confirmation of the buyers. Others just simply need the money. Artists cannot be defined by one single label, they are changing like lives change through experiences and events. 

The way artists value is determined by their educational background. This is different for each artist. In all cases artists have been formed by their education. For one artist, this means adapting the standards and rules of the teachers at the academy, and uses them in the future. For the other artists this means rejecting the standards and rules and adopting new ones, like Ludo Hoes. This is only possible by education and for the old generation. It is the artist’s choice and the one of society. The people surrounding the artist are also a dominant factor in the way they form their own preferences and styles. The education is the basis of the first preferences of artists. At the academy they choose a speciality and work with teachers who get the artist ready to act and think in a certain way. Artists have to accept criticism and learn think in a more commercial way to survive the real art world. This is what the old and younger generation have in common. The academies all have a commercial side even when the standards are changing over time. The only difference is in the standards of the older generation and the freedom and diversity of the younger generation. The older generation grew up with the rules of the academy at that time, while the younger generation is educated in a free way. The younger artists are more all-rounders. They are able to work in the design and the internet industry, because they grew up with technological developments. This is an advantage because they can participate more easily on assignments and enter the commercial side of the art sector like graphic design, audio visual art, and web design. 


The older generation is more focussed on classical art like painting, drawing, making visual and tangible art. Few artists from the old generation work at the commercial side of the arts. The older generation has a second job as a teacher, or they do workshops. This is because of the era in which they grew in. The second job of artists is determining for the time they graduated and start working in the art field. Today the internet and media are useful tools for artists to earn extra money. It is easier to work in the commercial art sector than take a second job as a waiter or a teacher, because they can spend more time making art. They have no problems with contracts or working hours, because they adjust to society. Artists react on the technological developments and on the advice of their teachers, family and friends. 

 Education is an important factor for the artist’s habitus. Artists are formed by the academy and after graduating they take the ideas of the academy with them in their further work and career. Even when artists disobey the norms of the academy they are influenced by the academy, because they reject the norms. Education is determining for artists in the way they work, act, think and create work. 
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            (Eva Krause: z.T., 2008)
7. Analysis of the working spheres
Working in the market, governmental or social sphere
The creative industry in the Netherlands and in particular in Rotterdam grew enormously: between the year 1996 and 2004 the economy in Rotterdam was growing with an average of 2.7%. The creative industry in that period grew with 8% and provided ten thousand fulltime jobs. Together they brought in four hundred million euros in the year 2003. The creative industry in Rotterdam is for the local government a new and interesting sector and they put money and time in it to develop the sector even more. The creative sector covers many art institutions and organisations. The autonomous artists cover less than 10 % of the whole amount of all the then thousand working people in the sector. Autonomous artists are a specialty, because they work differently regarding the other jobholders in the creative sector. 


Looking at our society, artists are special and exclusive people. They cover a small part of our society and work in a completely different way than the average Dutch employee. Artists do not have a regular income. Neither do they get paid by the hour. They get paid for the final product, not for the time they worked on the object. Besides that the objects they make are one of a kind. The work is not like a laptop or television. The objects artists create are unique, special, discussible, authentic, historical, symbolic, cultural, emotional and for everyone different. Art is a reflection of the emotions and feelings of the creator. The values connected to a piece of art are different from the values people have for a television. The difference exists by the way people use the object. For a television this is easy, the use is practical: watching television. For a piece of art it is much more complicated to explain. The value of a piece of art depends on the use of the work and the place where it is situated. 


The value of artworks also depends on the way art is financed (Klamer, 1998:1-3). Art is difficult to link to finance, but unfortunately we have to, because art is a trading good. Art has a price and the price is made by the people who work in the art sector. The value of art is defined by the sphere the artist works in. This can be the governmental, market or social sphere. Each sphere has a different approach towards art. The government set up rules, the market fixes prices and the social sphere donates money. The approach of each sphere is determining for the value of the artwork. Do artists choose for the market sphere, governmental sphere or social sphere? What are the reasons for their choices?

7.1. The market sphere

The art sector in the Netherlands has never been dominated by the market. Looking at the city of New York for example we see a flourishing art market. Galleries, auction houses, art agents and intermediaries arrange great art fairs and exhibitions to exhibit artworks and sell them like common goods. This way of selling art is very popular in the USA. Art is used as a trading good and the prices are set by the intermediaries, auction houses and the galleries (Velthuis, 2003: 471-472). The artist can’t object to the process of selling and defining the price of an artwork. In the Netherlands in particular the city of Rotterdam the art market is not as flourishing as in New York. Both cities have a different history of the art sector and that is the reason for a different art market. 


For more two years now the government has been interfering less and less in the art world and motivating the market and businesses to invest in the Dutch art sector. Cities have to become creative places where people work together on products, designs and art. Creativity has become the principal driving force in the growth and development of cities, regions and nations (R.Florida, 2005:1).The art market is also part of the creative city. In Rotterdam the art scene is average, but not flourishing. Artists are not used to entrepreneurship and are still having difficulties working for a market. They are afraid of losing their freedom and find it difficult to promote their art. Of course there are exceptions and changes over time. P. Hofland and Daan Roosegaarde are two outsiders of the art world.
P. Hofland is a born artist. As a young boy he liked painting and drawing. After secondary school he decided to apply at the art academy and they were happy to have him. P. Hofland is not afraid to promote his art at the art market. He works together with an art agent who helps him finding new assignments and galleries. His work is known to several galleries in Rotterdam and Amsterdam. Working with galleries is not a problem at all. They set the price and promote his work. Galleries are able to create a hype around an artist who is unknown. By promotion, exhibitions and networking the galleries easily change an unknown artist into a popular and recognised person. 

P. Hofland: ‘Galleries can make you and at the same time break you’. 

This is what P. Hofland likes, the art world is a hard world, but it is also a special and diverse world. Galleries are important for artists if they want to enter the art world. The negative part of galleries is that you have to approach them and know how to handle the people working there. Galleries can do many good things for you, if you are interesting enough. They help you in finding buyers, assignments and exhibitions. The only disadvantage of galleries is that they are businesses like: they have to bring in money and make profit. They expect more than just producing paintings. The gallery holder is not amused if one suddenly changes his working style or behaves scandalously. As an artist you represent the gallery and the image; it is not done to ruin that. In the market sphere image and reputation are the most important aspects. Reputation means good contacts and good sales. How does P. Hofland feel about the economic value of the art world in the market sphere?

P. Hofland: ‘Money and art are connected to each other’. 

For P. Hofland economic values are normal and part of the art world, because art and money are connected. An artist has to stay close to his work and not disown it. It has to be according to what I make, I have to believe in what I make and it has to be interesting. As long as that is clear I have no troubles selling the work I make. What will happen with my work after selling it, is not important. If you want to be part of the market, economic thinking is a requirement. I create art to sell and expose it to the public. Hofland prefers the art market in New York, because people do not complain about the diminishing cultural values of artworks. For him the art market should get bigger and he wishes profit companies would be more involved in the art world. What about the cultural value of the artworks?

The cultural value is also important, because it says something about the quality of the work. The cultural value is defined by the art experts, intermediaries, galleries, auction houses and critics. This value does not diminish when the economic value of the work will rise. Hofland agrees with Abbing that the cultural and the economic values are connected. The quality of the work defines the price of the work. If the demand for the work is high the price will automatically rise. When more and more companies want a painting made by the artist he will raise the price too. The demand and the economic value are bound together, like the cultural value and the economic value. When people appreciate the work and experts and critics write positive reviews about the quality of the work the cultural value as well as the economic value will rise.  The economic value is a confirmation of the cultural value of his work. When people buy his work it means a lot more to him as a painter and that is important to him. People have to buy art, because that is what motivates him to continue painting. 

Another example of entrepreneurship and creativity is the artist Daan Roosegaarde. He has his own art studio in Waddinxveen in the basement of a big company. The studio is as big as a warehouse. The space is filled with huge installations and technological devices. There is this special techno lab where engineers work for the artist. They create new techniques used Daan’s installations. He is a young, 29 year-old artist and he graduated at the academy of fine arts AKI at Enschede and received a master at the Berlage institute, a postgraduate institute of architecture in Rotterdam. After graduating at the Berlage institute he was looking for a way to express his ideas and creativity and got in to contact with the company in which his studio is situated. From there he started expanding it and hired people to help him accomplish his creative ideas. He is a very enthusiastic young guy, who is enjoying his work and studio. Telling his story about the start of his company is a pleasure to him. Daan is a true cultural entrepreneur, he decides what happens at his studio, which people work on what project and he has contacts with the other companies, government, museums and other participants in the art world. 

D. Roosegaarde: ‘I am comparable to a schizophrenic. In my head the artistic person is constantly in dialogue with the entrepreneur’. 
As an artist he expresses his ideas and thoughts by using new technologies and materials. He is in dialogue with the person who gave the assignment as to come to an agreement for both parties. For Daan this is the best part of the job, to come to an agreement after many discussions, this is where the magic of the object starts. The dialogue between the different parties is important to make a perfect statue. The statue has to be related to the wishes of all the participants. Daan works with assignments, committees and exhibitions. Companies approach him to work together on a project concerning the new technologies he uses. Those are moving constructions, light and sound. Not only in the Netherlands Daan is conquering the art market with his new style and way of creating a new market, in Asia he is also gaining recognition. Several museums in China asked him to create objects for them. Daan is looking for new possibilities to innovate the art market and create a new market. His market is more concerned with cooperations between companies, the government and the public. He uses his business skills to negotiate between the demands of the companies and the government. He is absolutely not afraid to approach people and promote his work. The market is the place for him to answer the question of the public and make them interactive with the art. Unfortunately not all artists do understand Daan and his work. One of them is Ludo Hoes.
L. Hoes: ‘Gallery holders are just like criminals’. 

Ludo Hoes has a completely opposite thought on the cultural and economic values and agrees with Klamer. For Ludo the cultural and economic values are not connected at all. He had bad experiences with assignments for companies, institutions and galleries. For him most gallery holders are criminals. They are only concerned about making money. Ludo knows for sure that the cultural value will diminish when art is used as economic object. Each extra day artworks are exhibited in companies they lose a part of their cultural value. The place an artwork is exhibited in is determined for the meaning it will have for the rest of its life. An office is not suitable for the value of the work, because most people are not interested in art. Only two or three of the one hundred employees of a company have some affection with art. The people do not appreciate the work and do not pay attention to the work. That decreases the cultural value of the work. The economic value will rise because the work is part of a collection. The cultural value on the other hand will diminish because the public does not appreciate the art. Ludo Hoes sold two artworks to a Dutch bank which was a horrible experience for him. He decided never to get involved with companies again, even if it is good for his status as an artist. His work needs a correct place where it is truly valued for its quality and cultural value by everyone and not just one person of a bank. Is this attitude towards the market common among artists?

The way in which Ludo Hoes is valuing his work is supposed to be the expected attitude of most artists. This is an utopian thought, because out of the ten interviews only three shared the same feeling towards the market and economic values. The three are all concerned with the cultural value of the work instead of selling the work to the highest bidder. The other seven all value the economic value more. They love their work and love making art, but all are more motivated when people buy their work. Promotion is experienced as a problem by most artists. They all hate to contact galleries to show their work. They all want to sell their work, but they do not want to approach the art institutions, organisations and galleries to promote their work. They just want people to see their work and buy it, but they absolutely do not want to call and contact galleries, agencies and exhibition halls, this is ambiguous. They want to become famous and receive recognition, but they would rather stay in their atelier to work. What they need is an intermediary who helps them with the promotion job, while they are making art. Unfortunately the art agents choose artists who have potential and make art which is accessible and understandable for the public. To be noticed by these people artists first need to prove their artistic skills and make accessible and understandable art for the public demand. For them the art market is an ambiguous circle which goes around and around. 

7.2. The governmental sphere

The government provides the art sector with subsidies. Every four years artists and cultural organisations can apply for subsidy. The subsidy system has been changed for the period of 2009-2012. According to the government this was necessary because the old system was too bureaucratic and complicated. The government grant the subsidy to the cultural foundations which have the skills and knowledge to divide the subsidy to the art sector in a professional way (Plasterk, 7: 2008). The focus is more on the basis infrastructure of the art sector and entrepreneurship, excellence and professionalizing of the art sector. In other words this means fewer and fewer artists will receive subsidy. Instead the foundations and other intermediaries in the art sector will receive the subsidy. The interviewees were all very sceptical about subsidy and applying for subsidy. They do not agree on the way the government organises the distribution of the subsidies. What if the government would give all artists subsidy?

In 1956 the government provided a settlement for artists, which is called the BKR, 
(Beeldende kunstenaars regeling) visual artists settlement. The settlement provided an income for all artists in the Netherlands in exchange for their work. Ludo Hoes also received the settlement, but every year the amount diminished. At a certain moment the minister of culture stopped the settlement, because the government was overloaded with art. During the years Dutch warehouses were pilling up high all the works of artists in the Netherlands and the settlement had to be cancelled. For many artists this was a problem because they were forced to find a second job. Ludo Hoes started an artists collective to work with other artists and organize exhibitions. For the collective he applied many times for subsidy, which was difficult. A committee of people replaced the settlement and applying for subsidy became a long process of filling in forms and praising one’s work. The committee exists of several people with many preferences; meaning they choose the art they prefer. In this way the government decides the quality of fine art and pushes the art in a special direction. Artists only get subsidy when their work sticks to several demands as: modern, innovative, divers, multicultural and practical. These preferences define fine art and bad art. Artists with a completely different style do not have a chance receiving subsidy. This is the problem of all the interviewees. Artists have problems with the committee who decides whether someone gets subsidy or not.

Jolande Bosch: ‘It made me very insecure about myself and my art, when they rejected my appeal for subsidy’.

For artists the rejection of subsidy feels like of lack of quality. They take the rejection to personally. Jolande Bosch is now more aware of the process of applying for subsidy than five years ago. She knows it is not a personal rejection or lack of quality of her work. The committee is according to her too subjective. She makes art in her way and not to fulfil the demand of the committee to receive subsidy. The purpose of subsidy is to help artists to develop artistically; they confine the artistic development by their preferences and demand. Artists in general do not like to live from subsidy, because they get no real appreciation for the work they make. Jolande establishes the money of the subsidies for artists disappearing into the cultural education and foundations with a certain political preference. She is disappointed, because either too much money is granted to one single artist instead of four or the money goes to foundations which have to divide an even smaller part of the money. Nothing is left for the average artist who needs the money most. 

Jenna Tas is in favour of subsidy just to help the younger graduated artists finding their way in the art world. She would like the government to help them finding a way of selling art or adjusting to the art world. After adjusting, the subsidy can stop and the artists can stand on their own feet. The entire subsidy goes to intermediaries and foundations which give the subsidy to artists who are already famous. Artists who need the money do not make a chance of receiving anything. Eight out of ten interviewees do not like to receive subsidy, because of the difficult process of applying, the chance of rejection and they prefer earning their own money instead of living on subsidy. 

Eva Kraus and Efrat Zehavi are in favour of subsidy. Eva Kraus is a shy but kind person. She is sensitive when she talks of her works. She regards her art as part of her own. This makes it difficult for her to sell the works. She prefers not to sell her work and keeps them all close to her. She would like to receive subsidy to continue her work and not sell it. The work she makes is too difficult and inaccessible for the public. This is one reason why she does not receive subsidy. She is autonomous and loves her freedom. She does not consider changing her style to make a chance receiving subsidy. Once she tried to make more accessible and understandable art, but that was a fiasco. It did not feel right and no one was interested in my work. I decided to stick to my own style and preferences and make art that belongs to me and reflects my feelings and emotions. Eva is raised and educated in Germany. There they do not have a similar subsidy system like we have in the Netherlands. Artists get money from bursaries from companies, institutions or the government in most cases.  For her the subsidy is perfect to stick to her autonomous working style and doesn’t have to sell her artworks. 

E. Zehavi: ‘I need the money, so I do not care what happens to my artworks as long as someone buys them’. 
For Efrat subsidy would help her to start as an artist. She has just graduated and is looking for buyers and public to show her work. She needs money to promote her work and to join exhibitions. Subsidy would be a nice tool for her to help her building a small network in the art world and receive recognition to stand on her own feet after four years. She is from Israel and tells me that she is happy to be in Holland. In Israel she would probably be done as an artist because they are not committed to the art that much as here in the Netherlands. In Israel they have never heard of subsidy for artists, because the state has different priorities. Efrat is depending on money that much, that she cannot even think of cultural values. In this case the government and the academy should do something to help these young graduated students to find their way in the art world, without too much suffering. Without thinking of money they can make good quality work, they can be more productive and dedicated to their art. The government should stimulate them more.
Not only the younger artists would like to receive subsidy, Mieke Borgdorff would also like to receive subsidy. She is an older woman who discovered the artist in her at a later age. She is a single woman who lives alone with her cat in Rotterdam. She puts her feelings and emotions into her paintings which are valuable to her. The apartment she lives in is small and full of her artworks. She would love to have a big atelier where she can spend all her time and creativity into painting. Unfortunately she does not have the money to rent an atelier. For her the subsidy would be perfect to rent a place where she can work. Unfortunately the process of applying and the requirements are too much for her to give it a try. It’s a pity for her, because she is a good artist. Daan Roosegaarde on the other hand knows very well how to apply for subsidy concerning his art. He is a very flourishing artist and gets subsidy, because he is known in the art world. The government invests in safe and low risk artist; because they want to be sure the money is not wasted. The government chooses to handover money to wealthy and successful artists instead of helping the starting and older artist who desperately needs the money to continue their work. 

It is a contradicting situation between the government and the artists. More than half of the artists do not want subsidy, because they do not like to be depending on governmental money. They do not like the idea of holding up their hands for nothing. On the other hand all artists, except Daan Roosegaarde, complain about the ambiguous subsidy system. They do not like to stand in front of a committee which judge their skills and quality. They do not need subsidy; they will be able to find other financial support. Summing up the answers on the question how they feel about subsidy, artists are afraid to be rejected. It has nothing to do with holding up a hand and doing nothing. Subsidy can be compared to an assignment from a company or institution. Whether one receives money from the government or market sphere, they are requirements. The difficult part of the government is the committee, artists have to face. They have to make a portfolio of their work and fill in forms which takes time.  The committee decides which artist is suited to receive the subsidy. This means they look at several aspects of the work and decide if it is good enough for subsidy. Artists who do not receive subsidy feel rejected. They do not conform to the profile of the government. The requirements set up by the committee are based on social responsibility. Aspects of social responsibility are diversity, multi cultural, modernity, media, new technologies and more. Artists with a classical approach are rejected because they are not modern or diverse enough and not because of the quality of their art. The artists are the victims of lack of governmental money of the government for the art sector. 

The feeling of rejection says something about the artists. This means they need confirmation of their work to feel well. Confirmation is a means to stimulate artists. They need compliments and appreciation to feel well and continue their work. This means they appreciate the cultural value. The cultural value is based on the work of the artists, the uniqueness, authentic, historical, quality of the work and the symbolical value. Good references and opinions are based on these aspects of the work. Quality and cultural value are related, and that is what makes appreciation of the work so important for artists. On the other hand, this can also be accomplished by buying a piece of work. This is also stimulating for the artists to work even harder. The buyer shows his appreciation and confirmation of quality work through money. 

P. Hofland: ‘People can visit my home and see my paintings and say ‘o this is beautiful’ that gives a good and inspiring feeling. If a person is willing to buy one of my works, that feeling is even ten times better’.
Appreciation can be accomplished by using compliments and money. The artist prefers money, because he puts time and effort in the work. The economic value is an extra confirmation of the quality of the work, the same goes for receiving subsidy, because a committee qualifies the art of the artist. 
In spite of the fact that most artists are not in favour of subsidy applications, they all have the feeling they are worthless when the committee rejects them. This has to do with the cultural values of quality and emotional values of the work. Artists feel rejected by the committee and are de-motivated. They have to take into consideration that the members of the committee act through subjective thoughts. The members of the committee all have preferences and a list of requirements for artists. They do not decide whether the art is bad or fine, they choose what they like according to the list they have. This is dangerous considering the fact that this board can decide the cultural trend by choosing a special type of artist. The committee are looking for young divers, modern, multi cultural artists who make innovative art with different tools and materials. This means the more classical painters don’t have any chance. Only a small number of elite artists who already are famous still receive subsidy, because it is a safe investment for the government. They know those artists will not be a waste of their money. Subsidy is not the ideal way of financing the art sector because of the subjective committee and their unfair division of the available money. 
‘The cultural policy will offer more space and time for talent and a strong innovative and international orientated cultural sector. The government wants to create conditions for a innovate infrastructure which gives space to talent, experiment, research and renewal. This concerns production houses at the stage art, post academic institutions, presentation institutions in the visual art and institutions and organisations concerning architecture, design, new media, literature and heritage (Plasterk, 2008: 10). What strikes is the subsidy available for new media, design and architecture, because this is the more commercial part of the art sector which can stand on their own feet much more easily than the autonomous artists in visual art. Daan Roosegaarde receives much subsidy and assignments from the government, just because he fits the profile. He is innovative, modern, using new media and architecture, experimental, talent and renewal. As long as you as artists fulfil these requirements you make a good chance of receiving subsidy, because the government is looking for a special type of art and artist. It would be better if the government influenced the art sector less and less because otherwise the diversity they aim at will disappear. 

7.3. The social sphere

The social sphere can be described as a whole of friends, family, colleagues, and members of a club or a sports association. The social sphere is based on relationships and friendship. This sphere is called the third sphere by Klamer, the informal sector of the arts. Characteristic for the third sphere is the ambiguity of the exchange between goods. The participants of the sphere do not recommend their services and products (Klamer, 1998: 8). The social sphere is a place where people live and exchange goods in a peaceful and non monetary way. This is the third way of financing the art sector besides the market and governmental sphere. The third sphere is based on gifts and free services. In America this sphere is an important financier of the arts. The government of the United States provides indirectly pecuniary support to the art sector by means of tax expenditures. If individuals or companies make cash or in-kind donations to cultural institutions, the amount can be deducted from taxes to a large extent (Velthuis, 203: 472). For that reason donations and gifts are popular among private collectors and companies. For artists donations and gifts are perfect, because they do not loose their autonomous style and do not have to work with assignments. They receive a monetary reward without restrictions. How flourishing is the third sphere in the Netherlands? And how do the artists feel about the third sphere?
In the Netherlands the third sphere is not flourishing. The government does not support art indirectly, but directly, which has been explained in the previous chapter. Private donations are a taboo, because most donors can be demanding. Companies want their names to be revealed or artists have to refer to the companies in a particular way. Dutch people keep up the stereotype, saving. Some artists sell works to their family and friends. Mia van de Burg has a friend, her sister’s friend, who buys a piece of her art every year and now owns a small collection of Mia’s pieces. Mia does not consider this as a friend helping an other friend. She is an open minded and businesslike woman. She is not the typically emotional artist caring for her work. Her objects are made of inherited objects of her mother: tables, chairs, plates and tables covered with woollen yarn. One might expect her to value her objects culturally a lot, but the opposite is true. She isn’t emotionally involved when she sells her work to a friend or collector or an unknown individual. It is simple: one is making art and two is selling it. In spite of the fact that her sister’s friend buys a piece of her work each year, she is not satisfied. She will be really satisfied when an important art collector or gallery shows interest in her work. That is the stimulation she needs to continue working. Mia is in favour of the third sphere, because she does not take it seriously. 
Mia van de Burg: ‘My sister’s friend buys one of my works every year, I really appreciate that, but I would appreciate it even more if the person was an important person in the art world, which would give me more recognition and publicity. I just want to have better connections in the art world and work on a higher level with artists who really matter in the art sector’.

Having great friends and family who buy your art or donate money is nice, but not satisfying. It does not give you more status or recognition in the art world and certainly does not help you broaden your network. These things do not just happen; artists need to work for recognition and good connections. Mia was very pleased when Bert van Meggelen, administrator of the cultural capital of Rotterdam, bought a piece of her art. She was totally surprised and honoured, hoping for better connections in the art world and maybe some good reviews.  The buyer is important to her, a relative or a friend cannot give her the same satisfaction whereas an important person in the art world or gallery can.

G. Belzer is on several cultural institutions and organisations in the art sector. He is involved in assignments for companies, institutions, but also in relation with galleries, museums, private collectors, family and friends. Artists do not work in one particular sphere but constantly move from one sphere to another. This depends on environmental changes. With the BKR settlement artists were more into the governmental sphere. Now more companies and galleries give assignments to artists. When friends and family buy art we can consider this as a social relation, but also as a market relation, because the product is exchanged by money. The difference between the real market sphere and the monetary exchange of the product between the family members is the valuation of the work for the different parties. G. Belzer prefers selling work to friends, family and private collectors, because they truly value the work for its cultural value. They have no intentions of selling the work for a higher price, nor do they hope the economic value will rise, because the artist is in high favour. They buy the work because they experience an emotional aspect of the work and like it to have it in their living room or private collection. 

Companies and galleries have different purposes and intentions when they are interested in an artist. First of all companies want to make sure the artist is a normal and stable person, because they have an image to keep up. G. Belzer was visited by the ING bank; they checked his background and biography of art and exhibitions. Unfortunately for George they never came back. The quality and type of art collection they have is counted to this image. Probably Belzer’s work did not fit in to the collection image, or maybe he was not stable enough as a person. Galleries simply set a price on the artwork to find a suitable buyer. The gallery gets fifty percent of the price of the work. They choose artists on the demand of their customers. Galleries do not like artists changing their style. They easily break contact when artists do not act the way they are told. The economic value is present here; it is all about the price of the artworks and the demand of the public. 

G. Belzer is not really concerned about his work being sold. Still he likes keeping the sales of his art under control. He once sold this pan with the shape of a woman’s body to a couple he knew very well. He was pleased to sell the work to friends; it felt ok. At the birthday of an other friend the woman told him she had put flowers into the artwork, because she thought it looked nice. Belzer was completely shocked. He had to count up to ten to contain his anger and walked away. The way in which people use objects define the value of the object. In this case the artwork had been transformed into a regular vase without any trace of cultural value. What is worse, a company buying work or a friend? For Belzer this question can be answered easily. 
The problem with the third sphere is artists cannot gain status. When relatives and friends support them by giving money to survive or paying rent, it is helpful. This does not bring an artist fame and satisfaction. Artists are spoiled persons if we look upon it that way. The six female artists I interviewed are supported by their partners or family. Jenna Tas’s husband paid her school fees. She was forty years old when she started at the academy, so she already had a nuclear family. This was convenient for her, because she did not have the same dilemma as Jolande Bosch has now. Jolande would like to start a family, but this is difficult to combine with her work. The women all are depending on the income of their partners, who pay for the rent of the apartment. Eva Krause has an eight-month-old baby and for her being a mother an artist is very difficult. For them the social sphere is important when family life and starting a family are concerned. The nuclear family is caring the burden of the partner, because of the little money the profession brings in. For the male artists this is a problem too looking at their social sphere. Ludo Hoes and G. Belzer were both forced to take a second job as teachers, because of their family. 


Ludo Hoes lived for a very long time in his atelier in an abandoned warehouse at the harbour of Rotterdam, in which the foundation art and complex was also situated. He, together with several other artists raised the foundation in the eighties. He has three children who were born there. The atelier is quite big, but not big enough for five persons. The place is old and maintained badly. Eventually the family Hoes had to move to a normal house, because of lack of space. The social sphere is very important for him. The purpose of foundation he raised was artists working together and organising exhibitions together in their social sphere. Ludo Hoes is an artist who prefers being and working in the social sphere, because of the cultural values. He is afraid his work loses cultural value through assignments and companies. The social sphere is perfect for him, even if it does not bring in much money. 


For G. Belzer the social sphere is also important because of his nuclear family. He has two daughters who are artists as well and want to go to the university and a wife who supports him. He is not opposed to the art market and has no special preferences of spheres to work in. He had to take a second job as a teacher at the art academy, because of his family. Because this steady income he is able to be an autonomous artist. He does not need the money of his profession as an artist. He likes to sell his work to who ever wants to buy it, so he sometimes refuses to sell a work.
G. Belzer: ‘I make this promotion award for the best restaurant in Rotterdam and this famous chef hand out the award every year. My friend tells me the cook would like to buy a piece of my work, but for some strange reason I did not want him to buy it. I never contacted him. My wife was furious I did not contact him and did not sell my work. I just could not stand the idea he would own one of my works’. 

This steady income enables him to be more flexible selling work to people. On the other hand when his work would be sold to that same person by a gallery he would not be bothered. Using an intermediary selling his artwork is better, because he has no preferences as a creator of the work. Whether it is someone from the social sphere or an unknown buyer is of no importance to Belzer. ‘As an artist you have to be creative in your work, but also in being an entrepreneur and finding tools to sell your work’. 

For both female and male artists the social sphere, especially the nuclear family, causes some troubles. The female artists depend on their partners concerning money for food and rent. The male artists have to find a way to finance their nuclear family and the education of the children by accepting a second job with a steady income. Being an artist and having a family is difficult, but manageable.  Only two out of the ten artists like to work in the social sphere. Ludo Hoes and Eva Kraus both like to know who is going to buy their paintings. Ludo Hoes had some bad experiences in the past with the market sphere and prefers the social sphere for its cultural values. The work is much more appreciated by the people in the social sphere and the cultural value will rise, the economic value is of no importance. Eva Krause regards her paintings as her children and does not like to sell her work to anyone except family and friends. She knows her works are truly culturally valued and understood then.

The other eight interviewees appreciate the fact that family and friends buy their art, it makes them feel good, but it is not satisfying enough. They all need more than family and friends to achieve a feeling of satisfaction and appreciation. If a big company or an important person in the art world buys a work it will be of much more appreciation than when a relative is the buyer. Artists aim at recognition and status. Selling artworks motivates them to make more art. It is important which person buys their work, even if they deny that. For Mia van der Burg it is more important Bert Meggelen is going to buy her work than her sister’s friend, because he has status and connections. All artists are deep inside more or less an entrepreneur. That is why all artists tell me next year they will really need to improve their social and promotion skills, because they want more recognition and sell more work. At the same time they all tell me they hate promoting themselves, because promoting yourself towards others it is too much work and annoying. All artists are afraid of being rejected of their work, because they doubt the quality of their work. 
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                                                                  (George Belzer, 2008)
8. The ideal art world

How artists look at the future
The world of artists is a divers and hard world. Artists have to work hard for little. On the other hand, they are special, because they practise a profession out of love. They have this intrinsic feeling which tells them to make art. This feeling is rare in other professions: in fact, does it exist in other professions? I do not think so, the urge to create an object with absolute devotion is only met in art. That makes artists special and exclusive. The labour market for artists is differing from the normal labour market. Artists do not get paid by the hour. They get paid for each object they create. The market they work in is based on more complex values and relationships. The three spheres discussed in the previous present a deeper understanding of the differences with the normal labour market: the demand and supply is based on exchange through money and the objects have no cultural value. 
The spheres finance the art world; this situation is changing, because of the economic crisis. The government will withdraw more subsidies, the market will decrease. Galleries will only survive the crisis by selling accessible art. This means many artists have to find other financial sources. The social sphere might be a solution for artists to turn to: family, friends, private collectors and donators becoming their new financial support. Of course they will feel the consequences of the crisis. The only difference with the market and governmental sphere is that these individuals value the cultural value of art more than economic values. They buy or donate because they have affection towards art, whether it is accessible or not. They follow their own tastes and ideas of quality. The problem in the Netherlands is the social sphere is still underdeveloped: people need to get used to the idea of gifts and donations. If the government diminishes the funding for art, artists in particular will have problems finding demand for their supply. Trying to become more entrepreneurial is a possibility for artists to survive. What do artists think of this enterprising attitude? And how do they look upon their ideal art world?
8.1. Artistic utopia
Wondering what might be the ideal world, is a difficult question for the interviewees. First of all look at their social surroundings, instead of their own lives and work. Again I will have to ask the question with extra emphasis on the word ‘your’: what is your ideal art world in connection to your work and life? What about the future of your artworks?
Mieke Borgdorff would like to have subsidy so she can rent her own atelier. She has stored all her paintings at home, there’s hardly any space left. Despite of that she does not like too much interference of the government in the arts. She wishes for a flourishing art market, with multiple interactions between galleries and artists. She hopes the internet can help her promote her work, to get in contact with galleries and private collectors. Her ideal world is a productive and dynamic art market. This also goes for P. Hofland. He would love to see an art market compared to the art market in New York and apart from that he is in favour of interaction between companies and artists doing projects and assignments. More companies involved in the art sector to become the new financers of the arts Daan Roosegaarde is of the same opinion. He earns his income by being involved with companies and taking projects. He also receives subsidy, but that is only for a period of four years. Daan does not want to depend on subsidy, because if the subsidy is withdrawn, he will be lost. For that reason Daan stands on his own feet and has contracts with companies and local governments. His ideal art world is based on corporations with companies and local governments. He is a pioneer of the new art generation and would like to be more appreciate by the older generation.  

D. Roosegaarde: ‘Art changes in reaction to the changes in our society, artists should start to accept that’. 
G. Belzer one of the elderly artists wishes for some more enterprising spirit among artists. The ideal world for Belzer is a mix of financers. The government should support artists in finding their way in the art world. After that artists should start to promote their work and enter the market. The interference of the government should be limited. It is more important for artists to generate their own money through the market. 

Mia van der Burg, Jenna Tas and Efrat Zehavi share the same ideal art world, limited interference of the government and a flourishing art market. Mia would love to be part of an artistic network among gallery owners, dealers, famous artists and art agencies. She wants to gain a high status, which is only possible by selling artworks and have expositions at famous galleries. The cultural value disappears in the Mia’s dream, only the economic value counts. The same story goes for Efrat. She is eager to sell her work and make money. She neglects the cultural value of her work. She has been graduated at the academy and has a hard time entering the art market. By promoting her artworks and approaching galleries she tries to enter the market. In her ideal world this would have been much easier. Just graduated artists are supported by special agencies who help them entering the art market in an easy way, by promotion their work. The artist works in his atelier and the agent will do the other part. A little more interference by the government just to help graduated artists like Efrat in the fist two years after graduating is preferred by Jenna Tas. After the two years the artist should be able to stand on his own feet. After that it is important artists generate their own money, by workshops, maybe a second job or the art market. 
J. Tas: ‘Artists should get more financial possibilities to survive’. 

The majority of the interviewees are in favour of a more flourishing art market. They do not like too much interference from the government and support entrepreneurship among artists. The art market is the most important sphere for these artists. Only three artists out of the ten are more in favour of the social sphere. Ludo Hoes does not prefer the market sphere. He is convinced, like Klamer, the cultural value diminishes and even disappears when the economic value of art decreases. The government is not the ideal solution for the art sector too, because the process of applying for subsidy is too bureaucratic and there are too many requirements to met. The ideal art world for Ludo Hoes does not exist, because the art world is dynamic. It is impossible to have one financer in the art sector. Artists have to be creative in earning or receiving money. Ludo Hoes prefers to organise exhibitions, with other artists and friends. He prefers a less enterprising atmosphere and a more social spirit. Eva Kraus is allergic for the market sphere. She does not sympathize with galleries or sponsorships. She prefers selling her work to close friends and family. Of course she has to sell her work to unknown buyers as well, to earn money, but this is as a burden to her. She regards her work as part of herself and she does not like selling. Eva Kraus would like to see her work in a museum or on the wall of relatives or a friend. Jolande Bosch is opposed to the market like Ludo or Eva. She will adjust to the situation she is in at a particular moment. If she is in need of money, she makes more practical art. Sometimes she takes assignments or projects to earn extra money. Her situation is going to change, because she is thinking about a nuclear family. This means her art will be come in second place. She does not feel the urge to sell her work, because she is experimenting with new materials and installations. She would like to do research on the dialogue between the theoretical part and practical part of artists and their lives. She would like to contribute to the development and improvement of the art sector for artists. Helping them finding more accurate possibilities to generate money and improve the communication between the market and the artists. Jolande is in a different stadium of her live, in which making money is not relevant. At the moment she would like to improve the art sector for artists. A lot has been written on artists, but a lot has never been really examined in practice. 
8.2. History as a mirror
The history of individuals is a mirror, people look back upon their history and learn from the mistakes they made or the good experiences they had. The history is a tool to learn from and is crucial for further dilemmas and events people will face the future. Each new experience, environment or development forms individuals in a new way, either good or bad.
 Ludo Hoes learned from his bad experiences with the Dutch bank and the galleries, he will never work in the market sphere again. The experience made him realize he does not want to work with people who look at art from an economic perspective. He prefers a social community of artists gathered in different collectives. Communication, discussion and interactivity will form the foundation for his social sphere. People need to value the cultural values of the arts rather than the economic values. He grew up during a generation change, between the old classics and the minimalists. Discussion was one of the topics of this art stream. The era and environment Ludo Hoes grew up in are his mirror for what he values now. He would like to see a transformation of the commercial art back to the minimal style. In his opinion valuing art is looking for the cultural value of artworks: the style, material, and way of painting and interpretations of artists who discuss this among each other. The habitus of Ludo Hoes has been formed by his social environment and education, but also through later experiences. His valuation is connected to his habitus. He does not value the economic value of art, but looks at the quality, history, symbolism, authenticity and uniqueness of the work, in one word the cultural value. 
This is also the case for Jolande Bosch. Each change in her life made her value different, she looks upon aspects of life and experiences events and objects in a different way. This is the key for the valuation of people and, in particular artists. The formation of the habitus does not stop at a certain age. The habitus of people will grow and change with each social change. The other seven artists are all more in favour of the market sphere. Four of them are from the older generation and grew up in a different era with different standards. They reject the changes in society. The internet culture and new media are new to them, they are trying to find a way to work with these new achievements and adjust to the new demands of the public. One of these adjustments will be the enterprising attitude they have to have if they want to sell and become part of a social network in the art sector. The habitus of George Belzer, Mia van der Burg, Mieke Borgdorff and Jenna Tas is changing, because of new developments, experiences and actions. They have to adjust to the new social environment. The other three artists, Daan Roosegaarde, Peter Hofland and Efrat Zehavi are from the present generation. They are used to the new technologies and new media. They grew up with the computer and internet and learned at a younger age how to work with these devises. At the academy they learned how to use the new media for the arts; their habitus is formed by the normal standards of their era. They value them in a different way than the three social artists do. The younger generation value both values equally. They also learned to work more commercially, because the artistic labour market is hard and they need a back up to earn money. They make more practical art including the new media and internet to reach more people. Their valuation is more aimed at marketing and promotion to make money. This does not mean the work they make is less valuable than the artists of the social group. They just grew up in a different and more competitive time, with a different demand of the public and financers. For the four older artists who are more focussed on the market the valuation is also different. They value the cultural value of their work, but do not mind selling it at a good price. They do not recognize the tension between the cultural value and the economic value. They feel the economic value as an appreciation or confirmation of their work. They need to sell the art to get a self secured feeling about their work. For them the cultural value and economic value are related in the way Abbing describes the connection between the values. These four artists want to sell their work, because not selling anything feels like a failure. They do not feel appreciated by the public. Belzer is already thinking about what to do with all his work, because when he dies he does not want to leave it all to his wife, ‘what does she have to do with all these pans and other stuff?’. 
The ideal world for artists depends on the way they react on the changes in society and the earlier experiences in their past. There is no such thing as a perfect ideal world for artists. They all keep in mind the disadvantages of each sphere. The market sphere is the most ideal sphere for artists to work in; the economic value plays a big role in the lives of the artists. They want recognition and the only way to get that is selling art to the right persons at the right gallery. The governmental sphere is no option for artists. They do not like to fulfil the requirements of the committee and the long process for applying for subsidy. 
The social sphere is not developed enough among the artists to use it as valid financer. Only a few people donate money or have a private collection. A private collection is connected to the social sphere in a certain way, even if the exchange is based on money. A private collector collects art of personal taste and values, and not because of the economic value of the work. This changes when the collector decides to sell the work to another buyer. Then we no longer consider it to be the social sphere, because the object is rather an investment than a cultural object. The social sphere is underdeveloped regarding good financial possibilities for artists. In America the social sphere or the third sphere, called so by Klamer calls it, is popular in the art sector. Seventy percent of the gifts are from individuals (Klamer, 1998: 3). One reason for the interactive social sphere is that thirtyfive percent of the gifts are tax deductible, and hence consist of indirect government support (Klamer, 1998: 3). The government helps the social sphere in an indirect way to become a more dominant sphere in the art sector. In the Netherlands the government subsidizes the art sector directly. There are tax deductions for private gifts, but it is not as extensive as in the U.S. This could be a solution to push private collectors and donators more to the social sphere to support the artists by tax deductions.  The deduction is also used by foundations and companies. Sponsorship dealing with artists or cultural institutions can be tax deducted. For the art market this already happens in the Netherlands. The art market is becoming the most powerful sphere in the art sector, because of the sponsorship deals, donations and assignments. The government is supporting this to withdraw the funding for the arts. For the majority of the interviewees this development is a positive one. They are convinced the market is the best sphere to work in and to remain autonomous as artists. Artists who did not grow up in this time need to adjust and learn to become more enterprising. If they adjust to the new social situation in the art sector they will have better chances to become famous. That means they have to be aware of the public’s demand which can be dangerous for their independency and freedom. Each sphere has advantages and disadvantages, artists need to find a way to live with the disadvantages or use them to have a pleasant and productive working sphere.
The ideal world of course does not exist, but asking people is a way to find out what they appreciate most in life. If you ask a person what his future will look like, the first thought concerns family and friends: they value the social surroundings most. For artists I would expect they would think of the cultural value of their work in the first place. They would like to have an art world in which the cultural value is most appreciated, because the artworks are personal and unique. What happened? 
Artists do not care for their works as much as I assumed. The majority of the interviewees are more concerned about being able to sell their work instead of cherishing it. The cultural value of the work comes in the second place; first of all they want appreciation by selling their work. The artists I interviewed want to be part of the art market and connected with galleries and companies. They are aware of the society today and adjust to it and the commercial character of our society. Only three out of the ten interviewees are opposed to the art market. 
So what? What does this tell us about the valuation of artists and their works?
9. Conclusion
Cultural entrepreneur or poor artist
Artists are formed by their surroundings, which is determining for their valuation towards their work. The discussion between theorists, whose values are more important in the work of artists, is endless. Some say the economic and cultural values are correlated, some say they are related and some say they are separated. The discussion is important because artists, like Damien Hirst, Jeff Koons and Andy Warhol, are more concerned with making money instead of the cultural value of their work. They sell their works to unknown business men and dealers for high prices, without knowing what will happen with the artworks. They are business men who care about money and commerce and not about the work they create. They do not care about the cultural value of their work, only about the economic value. What does the analysis of the ten interviews with artists of the city of Rotterdam tell us about their valuations? How do artists in Rotterdam value their work? Are they still the poor and devoted artists or are they becoming cultural entrepreneurs?

Artists react on their surroundings and changes in the society. They try to be provocative and wake up their audience. They also to try give an answer on the happenings in society. Artists use multiple ways to approach and shock their audience. These ways are connected to the habitus of the artists. The ideas and thoughts are partly formed by their education. Artists take their education as starting point and decide to follow or reject it, either way the education is important in the lives of the artists. They learn to adopt a certain style and use different techniques and materials to make art. The style of artists changes over time and is not determined at the art academy. The artist‘s style depends on the habitus. New changes in their lives and environment can change their style. All interviewees have different styles and change from experimental to practical if necessary. One factor is the secondary job of artists. G. Belzer makes autonomous art, art that is difficult to understand for outsiders because he is in dialogue with himself and not with the audience. He can afford to do that because he has a second job as teacher at the art academy in Rotterdam, however this is not exceptional. The other artists have second jobs too. The older artists are teachers at art academies or primary schools teaching culture and art, the younger artists work as freelance web designer or logo designer. They learned at the academy how to work with computers and design programs. The academies try to educate their students as divers as possible to ensure they can enter the labour market easily. Most of the graduated artists have troubles entering the artistic labour market. The artists have a second job to earn money to pay the materials for their job as an artist. A second job is also necessary to survive and pay bills. The education of artists is determining for the formation of their habitus. A second job is necessary for artists to survive when they cannot earn enough money for a living only by making art.


The interviewees struggled with answering the question, what their ideal art world would look like, in particular the financial aspects. The majority of the artists are not in favour of subsidy. This is a matter of quality and rejection. The artists feel rejected and insecure about the quality of their work when their application for subsidy is rejected. Artists prefer to be rather financially independent than rely on the government, because the government can cut of the subsidy after four years and leave the artists with nothing. Artists prefer a mixture of financial possibilities of the market, government and social sphere. Subsidy can be helpful for younger artists who just graduated to help them enter the artistic labour market. After two years the subsidy should stop and they have to stand on their own feet. They have to discover the market sphere and social sphere to see what they prefer. The social sphere is for artists not interesting enough. They appreciate it when family and friends buy their work, but appreciation would be bigger when peers or experts would buy their work. This gives them a better reputation and their status in the art sector will increase. For the majority of the interviewees the appreciation of peers in the art world is of higher value than the appreciation of their social surroundings. Artists want to gain recognition in the art sector because they hope it will increase the sales. They are more commercial focused because they need the money and have the urge to gain reputation. The outcome of the analysis reveals, artists have to be commercial minded if they want recognition and sell their artworks. They can only get the attention of the public by promoting their work and be more commercial. The cultural value of the work will diminish while the economic value will rise. 

Commerciality is useful for reaching the audience, but harms quality and cultural value of artworks. The price of artworks will rise because of the recognition and the status of artists. Despite of that, the quality of the work stays the same, the image of the painting does not suddenly change. Quality rises because people value the work more and more people are interested in the work. The art world devalues and values the artist and his work. Experts, critics, dealers, historians, galleries, auction houses and the audience define the standards of quality and beauty. If the artwork of artists fits to these standards the work is assumed having quality. Artworks are valued by the way people use the artwork. The quality of artworks in a museum is higher than the quality of artworks of a company collection, for instance the valuation of art is determined by the people in the art sector and the place where the work is situated.


Artists who know how to promote their work and know how to communicate in the art world have a better change to succeed. The new artists are leading the older artists, because they have learned how to promote themselves by using new media. New artists, like Daan Roosegaarde, have the skill to think as an artist and act as an entrepreneur. This is necessary because in the art world you have to stand up and be bold if you want people to recognise you and your work. Quality is still of importance in the art world, but the ideas of quality are different for each institution and different groups. Artists have to adjust to the standards of the spheres to get financial aid and receive recognition. This means they have to consider the economic value more than the cultural value, because the cultural value solely does not sell artworks. So what?

The analysis tells us that all the artists are aware of the fact they have to be more commercially focused if they want to participate on the market and earn money. They are willing to do that, yet the older artists do not know how to do this and are afraid of promoting themselves, while the younger generation has no problems in doing that. They are educated to promote themselves and communicate with different parties of the market sphere. They think like artists, but act and communicate as entrepreneurs. The new artists are more commercially. The way in which they act and handle in the art world diminishes the cultural value and rises the economic of artworks
This research is a limited indicator of the valuations of artists and their work. The reason for that is the limited time available to do a wider research among artists in the city of Rotterdam. I was only able to interview ten artists. A more expanded research on this topic could give a more valid insight on the valuation of artists of a particular city. This would be fruitful in finding new possible financers for artists. The valuation theory is helpful in explaining why artists choose for particular financers and how future financers of the arts can communicate and work more efficient with artists. The internet already is a helpful instrument for artists to promote their work and reach a broader public. Another possible solution for the promotion and sales of artworks would be the help of art agencies and intermediaries. They can take over the marketing part. Artists have to face the fact they have to become enterprising, but only by using the economics as an instrument reaching the cultural value. 
                              
 (Jenna tas,Olga skoboleva, 2007)
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11. Appendix
Method

11.1. Closed questions
First of all I need to know the background of the artist I am interviewing. To find this out I have to ask closed questions which will refer to his youth and family. The closed questions will be asked to each artist I will interview. The questions are based on different variables: age, gender, origin, income, family, education/training and multiple job holding.

·  From which layer in society are your parents from lower, middle or upper class? 

· What are the professions of your parents? 

· What is your average income as artist? 

· Do you need a second job?

· What was the content of your education?

The closed questions are not necessary, because most of the artists are registered as artists at special foundations. The background information is available on the internet that will be a good way to answer the questions, by some background research in the internet. What will not be available on the internet will be the profession of the parents and the kind of environment the artist is from: middle, low or upper classes. This will be asked during the interview in between the other open questions. The four questions are the ones which are not mention on the internet. 

Hypothesis 1: It is important to know how artists are educated in the art academy. The education is an important factor that influences the habitus of artists. The education is defining for the way in which artists later in their profession value the economic and cultural values. Artists who learned to be more autonomous are not used to the economic values and making money. Younger graduated artists are educated to become entrepreneurs, because otherwise they are unemployed. These artists will be more practical in their work and probably work as graphic designers to earn extra money. Both groups will value totally different. 

11.2. Open questions
The open questions consist of five themes. These questions should give a better insight of why artists choose to be commercial or non commercial and what reasons they have to work in a particular sphere: the market, governmental or third sphere. 

The five themes are: cultural value, economic value, spheres, artworks and the backgrounds/environments of the artists.

· In which particular sphere are you working in?

· Do you enjoy working in that particular sphere, or would you like to work in another sphere if you have the change?

· Do you make art out of your own interest or for the public interest?

· Do you sell your art to earn money and become famous or does money not play a role?

· What was your reason of becoming an artist?

· What is your feeling towards sponsorship deals with profit making companies? Would you consider involving in a deal?

· Suppose you consider selling your artworks at an auction house and you notice this multimillionaire would like to buy your art for other purposes than you have in mind, would you consider selling your work?

· Do you care what will happen with your artworks after selling them or not?

· How do you see your ideal art world? 

The open questions will lead to several answers. The idea behind the open questions is to find out what kind of person the interviewee is. Is the person contradicting? The questions are focussed on the different spheres artists can work in: the governmental, market or social sphere. 
Hypothesis 2: today’s artists have to be cultural entrepreneurs, because otherwise they will never sell anything. The market, the governmental and social sphere are all asking artists to prove themselves as quality artists otherwise no one will buy a piece of art. 

The questions all refer to the preferences of the artists to see in which spheres they work in. Asking them their ideal art world is a way finding out what they value the most. 
Hypothesis 3: artists who like to work in the market sphere with galleries and exhibitions are more focussed on the economic values than artists who choose to work in the governmental sphere and social sphere. 

11.3. Diagram of a value scale 
One stands for not at all

Two stands for if its necessary 

Three stands for doesn’t matter

Four stands for its fine

Five stands for yes, absolutely

1. I like to work in the commercial sphere:      1
2
3
4
5

2. I like to work in the social sphere: 
        
1
2
3
4
5

3. I Like to receive subsidy:                              1
2
3
4
5
11.4. The analysis
These open questions all refer to the themes to discover the reasons artists have selling their work, preferences and valuation. During the interviews I tried to focus more on the themes by asking more of the similar questions. The open questions indirectly refer to the cultural and economic values. If an artist does not at any cost want to sell his or her artworks the artist is more focussed on cultural value instead of economic value. The open questions should give an insight of what artists value the most. Next to the open and closed questions the artists will also get a diagram of a scale of values. These statements refer to the space the artist works in and what he prefers. Does he work in a commercial surrounding or in a non commercial surrounding or maybe in the governmental sphere?  The diagram together with the closed and open questions have to give a good insight on the valuations of artists and their preferences. The closed questions are limited since the internet provides good information on the background of artists.
The outcomes of the interviews should show what kind of artist with a particular background, values economic or cultural values more. Is there a possible patron to discover between the background and the way in which the artist’s life is socially constructed and the way in which he values a particular value more? Does it matter for artists being active in the market or in the social sphere? The questions are based on the valuation of artists.
The hypotheses I made are a useful tool to analyse the different themes. I will work with the hypotheses to argue if they are true or false. The analysis will be accomplished by the help of the valuation theory. does the education influence artists? Are all artists poor? And are artists in the market sphere more concerned with the economic value instead of the cultural value? These assumptions will be analysed by the outcomes of the interviews and the help of the valuation theory

The four themes I will explore are the foundation of my analysis. The four themes are: types of artists, the social background and education, the spheres and the ideal art world. The interviewees will be asked questions connected to these themes. I will give examples of three or four artists concerning the theme, and mention short the outcomes of all ten interviewees. Each theme will be analysed according to the results of the interviewees
12. Appendix 2

Interviews
1. Interview

Jolande Bosch 10-04-09

Year of birth:

1976  

Hometown

 Rotterdam
Working fields:
 installations, media art, sculpture and drawing 

Techniques:

digital art, video, oil and pencil

Materials 

other materials, combined materials, paper and synthetic material 

Approaches:

conceptual

Themes:
communication, information, media, nature, humans, science and society.

Education:
1994 1998 Rotterdam - Academie van Beeldende Kunsten Autonoom 3D Voltijd 1998

Interview

1. How do you feel about economic values?

I see my work in different ways; this can be commercial but also not. One work is more experimental and less saleable; this is the case with big installations. I do not expect it to sell well. I know work in a frame sells better than installations. from the other side, If I put hundreds of works in frames and expose it at a exhibition, I can be disappointed when it does not sell well, while in the past It sold very well. If an installation or animation sells good I’m surprised, because you estimate the changes of saleability of the work you make before you expose it. One work is more commercial qualified than other work, this because I work with different materials and media all the time. For me having a definite relation with a commercial gallery is not suitable, because some of my works do not fit in a commercial gallery. I also could not make the decision to commit myself to a gallery, that’s because of my work. What I want to do in my work and what I value. for example if I do not have three kids en a lack of money the balance goes faster to other things, or a second job, which I always had. If you have a second job it is not so important if you do not sell that well, because you earn your money with the job. It is really nice not to have that pressure of selling your work for money. Art is a luxury product and people will first save on that. I never now before I make a work if people will like it or not, but it is nice not to worry about that. Do not think I never think that over, where to hang my work, or store it or to sell it, because of course I think about that. You make your own estimation about the work which is important if no one wants your work. For me this is important for my experimental development. That is also a Point which is important for me, because it is your own working process. You can see t as a kind of study. Before starting a work you think about the values you have for the work your going to make. Do you value the study process aspect more or the commercial values of selling the work? because work which is more as an experiment for yourself does not sell, while work which you make as end product is for sale. For me the process of making and experimenting is relevant, but in the past there were times I valued the commercial value more. Now I care more for the opinion of my colleagues. Now I can also estimate better whether my work is good or bad, because of my experience in the profession. Of course I make mistakes and make work which people find bad or they do not get it, but I learned to not take it personal and that it does not always have to be commercial. Work can also be exposed in a place where people can experience the work, the feeling they have is the value of the work, but they cannot take it home, that’s a pity but I do not care.

2.  Which values are more important for you, the cultural values or the economic values?

For me both are important in different ways and contexts. The values of reception and the value of production are both important. Daily I’m more concerned with the production values. Of course I do value the reception values, especially when the work is a big financial investment for me, I hope to earn the money back I put in the work for materials. As long as I can live well it is fine for me, even if a work brings in less than I invested in. the reception value also concerns with reputation and how the work lies historically in the field and contributes to the development of the profession field en the productive sense of how an artists develops. This is also important for the rest of your oeuvre in what way you develop yourself and what you what to do with it. 

For example, during your working process you bump into a very interesting aspect which you have to invest. All the other things are not important for a while and you focus totally on the interesting aspect. You do not think of the reception value, how other might value the work, but you are only concerned with the development and experiment, to generate things. Last year I had a number of exhibitions but not enough work to offer to expose. At that moment I was generative in making work to expose and not concerned with experimenting. At that moment it was not important for me what happened with the work, as long as I had enough to expose it at the exhibitions. there are so many differences in valuing the work, it is all depending on the development of myself and my work, my personal life, phase of your life your in and the environment. For example my colleagues here at the atelier have started a family, so they are concerned with the balance between work and having a family. It suddenly is more important to earn more money and maybe to have a second job, because they have children.


Some artists really want to live from their profession as artist; they easier go the commercial way of making art. For me I know I make non commercial choices because I find it interesting to work for myself and not the market. For example I did animation hand drawn which took much time and it hardly sells. There are ways to sell it but you need to know the right people and enter channels. To enter these channels I have to do again acquisition which takes to much time. I choose different materials, which I have to make my own and that takes time. I’m more concerned as artists with experimenting than the end product. For me the process is more important than the end result. For other artists it is more important to enjoy the result and to define the value of the work. For me the production value is important, if the work sells and the exhibition are doing fine I’m surprised. I always think about my experimental work, I would not want to hang that above my couch.  For practical stuff it is affordable for me to accomplish or frame it. With that work more conceptual I make choose during the process. I had a big project to work on but I was so stupid to use very heavy plates to use as canvas. Every time I had to transport the plates I was caring a box with these heavy plates. Later I wonder was it necessary to use the heavy plates, this will have influences on the choice I make the next time I do a project. I have of course Ideas to work more commercial, so my work would sell better, but I just do not feel like it. I love to experiment and not to listen to the demands of the public. 
3. So you are more valuing the cultural values than the commercial values?

Well I don’t know, if I make something people like and want, fine by me. I notice after a while doing that I get bored and I automatically go back to the experimenting process. If some type of work I make sell well I like it but, because I loose my interest making it I stop making it and go another direction, even if I can make good money out of it. By saying this, if my financial situation was very bad I might consider making more of these works, but I cannot estimate that. 
4. Your decisions are based on your financial situation?

Well I decided very young to take a second job, so I would not be depending on the selling’s of my art. I do not want to be financially depending on my art, this because I like to experiment. Maybe in a year I look different towards this question. It is possible I’m done with experimenting and I have something a style or genre which is more commercial in the market and what I cannot let go. I studied communication so I know how to promote and market. I’m just too changeable in my interests and therefore I m more cautious in marketing, because for every genre and style and type of art you need to investigate different market segments and serve them. All the time you have a different public to consider and it takes to much time, but it is possible.
5. You did other studies than only art, tell me more about that?

After the art academy I joined this artist collective and got a place in the board. I had to make programs and write press releases, I also had to do appeals and make a mission and vision. I started to study par time communication to find out how marketing and communication in normal ways worked. I did not want to do the commercial artist course, because I heard from other artists and old friends from the academy that they had to make poster from their work and create a business plan. I did not want to do that because I was not ready for that and wanted to develop myself more as an artist and experiment with my work. at that time I was to young to make that decision, now I know I would not do a course like that because I’m a experimental artists and to changeable with materials and genres and styles. 


So I started par time studying at InHolland post HBO design management. After that I did a master for artists in England at the university. There I was more research oriented. There you get research training and referential researches. One third is master theoretic development on working processes, one third was atelier practices and one third was exhibition practices. Out of this master I started an academic master for promotion. My research training was part of that, they asked me to do a promotion. I wanted to write on communication and the identity feeling and strategy. I also wanted to look at the individual conscious of artists training, on values and decision making and how this works and plays a role for everything. I got a scholarship from the counsellor in England and now I’m working on the promotion research. I use very little scientific theories because it concerns groups of people and their personal choices and aspects involving making decisions and on work that grows under need your hands. 

The work you make is defining how you enter the market. Not every work is suitable for galleries or exhibitions or museums or project rooms. Artists who do performance art are totally different than visual artists. You cannot sell performing art; it is a totally different market and has different values for people and the artist.

Sometimes I make something in five minutes and it sells very fast and easy, and sometimes I make something in more than a year and it is more an experiment and it does not sell at all.  I do not mind at all that it goes like this it goes up and down, that’s how it is. Other artists are much specialised and constantly creating the same work. They enter galleries and exhibitions easier, because they make work which is asked by galleries and exhibitions. I also exhibit at commercial galleries, or project rooms and manifestations, but I do not make my art especially to exhibit it. It just depend on the type of work I made whether they like it or not. Artists are totally different form each other, some can be compared in daily work as plumbers while other are teachers. They all are totally different. There does not exist a normal profession profile of artists. It is not as unambiguous as making a work, exhibit it somewhere and sell it. Artists who only make video installations will never think of saleability, but they think of finding a place to put it. They are more focussed on museums, projection spaces and public spaces. It has to do with the product whether the artist is more entrepreneurial and commercial. If an artist does not approach galleries they say that the artist is lazy, while the activity is much more diverse than approaching one gallery. I go with some of my work on purpose not to galleries because I know they do not like that work. If you want them to like your work you combine the work with a nice video to create a nice attraction. It is very well possible I look different towards these issues in a year, if society changes and becomes poorer. If you’re in the middle of your working process you value different aspect than when your work was exhibited. Afterwards you think more sceptical about your work while in the beginning I was very enthusiastic. The actually part where you paint confiscates only a certain amount of percentages. Next too painting, you have to read, visit exhibitions, absorb, make sketches and throw away, it all is part of the process.

6. How did you start working after finishing the academy, was it hard to start working as an artists, tell me how did it go?
I was very lucky that at the academy they did not pressure me. I was good but very young when I started at the academy. I was the youngest of the class and I had the feeling that the teacher did not take me serious, but it can be my age that I thought that. They did not really expect that much of me, even do my work was not bad at all, and they never expected more which I pity. They did not really help me to improve my skills as artist. After I graduated, I got contact with a gallery which was interested in me, through some one who knew someone else. Next to that I also got an assignment from the local government to create something for them. So after I graduated I had after six months already a solo exhibition. After that many exhibition asked me to make work for them solo, in a group or in a duo. I had 3-4 times a year an exhibition, which is quite well for a starting artist. The positive side of exhibitions is that you work with a deadline; this is stimulating to generate work. For me the world did not change that much after graduating. I already had half a job, in high school I got my typing degree which was very handy to work as a secretary next of being an artist. At the same time the WWIK Law work and income for artists. This is a subsidy from the government to help artists. for me this was not a good solutions, I had to quite my second job and apply for social security if they rejected me I had nothing for over four years so I decided not to do that. I always had a second job also when I was studying. I was working in the mornings from shift of three hours from 7 till 10 in the morning. After that I went to my atelier from 11 till 8 and after that I went home to eat and that was my day. This way of planning my day was very natural and pleasant for me. The only thing I missed form the academy was my one working place. I did not miss the social aspect that much but more the working place, with all the tools I needed to experiment and work. I was missing my working place. I had to buy new tools and find a new place to work. This was not possible with the social security, so the second job was necessary. With the second job I was growing and getting more salary every year so I earned much more than I would have get with the social security. Because I was earning more I could make fewer hours and spend more time in my atelier. Every one needs different things one needs an atelier and someone else needs more social contact. I do not stand in the world only as observer. I also like to have contact with other people than only artists. The colleagues from my second job were very nice to talk to this helped me to also take part of the normal life and live in it. 

7. Do you still have a second job?

No, now I’m doing the research and I cannot afford it to have a second job, because I have to travel to England all the time. Still I do projects and I teach on the pre study of the art academy, I also design logos, websites and I work for cultural communication agency once in a while. I also do some times printing press jobs. It is very divers, but that is was you learn during your life time. You learn how to survive and earn some money here and there. It is very handy since I cannot take a par time job because I have to go to England now and then.

8. Did you ever get subsidy?
I never had subsidy, well for my promotion research but it has nothing to do with me as artist. When I just graduated I did some appeals and 50 percent was covered by the subsidy at that time I thought it was very little, but now I think it was actually not that little what I got. In that time for me it was an interference I did not like at all. I choose to be an artist so could go my own way. Now subsidies are based on political agenda, you need a preconceived plan. For me this is difficult because they are not there for me to help me develop my artistic skills but to use me as device to solve the political agenda point for social problems which need money. They use the money from the artist’s subsidies to solve social lacks or problems.  The division of the cultural budget is strange. A lot of money goes to the cultural heritage, a lot goes to education, while education has its own money, this is untruthful, and the rest goes to artists. The rest is very very little and even than artists have to be creative in the community art sector to help children after school to play with them; they solve the social problems with the money and help of artists. This is ambiguous and untruthful. Next to that there also is money for the museums, civil servants and just a very small part for artists who have to stick to the rules of the government. 

I’m very realistic in that, in the past I felt bad when they rejected me for a subsidy, because it made me insecure on my art. Also I was discovering my own preferences so I did not need the subsidy because I was still developing my art style and skills. Now I know my kind of work and I know whether it will sell or not. I also know if the government would like it so I could maybe get a subsidy, if they do not like my art well pity for them and not for me. I more aware of the way those committees work since I’m in several committees me. I programmed in committees and exhibition halls so I know how they work. When I was meeting with the local government they always said we need more multiculturalism, more audio visual and more education. I know it has to do with their funding and nothing more. They try to help art with high quality but all the talking about low accessibility and participation of the public have nothing to do with the quality of art. I will always cherish a part of independency so I can develop other qualities of me. I want to take care of myself and not depend on money from the government. I do not want to hold my hand for doing nothing, because some how I always survived. The advantage of working for me was that I got back some tax, so I could by new materials. I never spend that much, I just take care of myself as long as that is possible I’m happy with the situation I’m in. when something goes wrong I can always find those other ways to help me. 

9. What is your preference working for others or for yourself?

I did two assignments for others, which I really liked to do. I was very free in filling in the work, they gave me some lines. But it is not the same as working totally autonomous. It also depends on the type of work you have to make. You break though a natural process, there are more rules you have to take into account and that does not feel natural. If you make work that has the origin to place on a rotary intersection it is different than when you make sculptures for metal. The metal sculptures cost a lot and you are financially depending on the work. If you cannot afford it as artists you can only make small models from the sculpture you would have like to make. If I make an installation what need a rotary intersection to be place on I will find a rotary intersection. The BK site is a place where people put advertisements for artist to work in projects and assignments. Sometimes I find nice projects and assignments, but then you have to appeal for the assignment with an idea this cost money, and if they do not invite you, you will lose the money you put in the appeal. It is very expensive especially if you not have the experience with the site. 

10. You choose assignments you like?
Yes, because I’m not depending on the money, because of my second job. I choose what I like.

11. What if you have no choice?
I have no problems to work for someone, but it does not have to be the only reason. I mean if I have to take the assignments because of money problems I prefer to have a second job instead of working for someone else. Some work is easy to do, for example a simple sketch which sells quick to put money on the table, that’s ok for me. But most of the time it is easier and faster just to take a second job to earn money. My work has to go the more monumental or conceptual side to answer the demand of the consumer. 

Do you mind to obey to the demands of others?
Not really no. when I was working on the assignments I did not mind to work on it with other demands. But then I also had my own work which was at the same time as the assignments which was really hard to do both at the same time. Next to that I had my second job; multi tasking is not my thing to do. It was too messy and I had too much pressure. 

I rather have an amount of assignment together so I can keep my concentration. The only problem I have with the assignments is that it is more unnatural if you did not expect to do those things. But it is ok for me to take that step. I once had the thought to appeal on all the advertisements on BK site and to find ideas for all the assignments, to look how flexible they are towards me. I never had the time to do it do. 

If you’re working independent and free you need tools to survive, at that moment you see the world different and you act different. Communication is always there but sometimes very extensive. For me the communication can also be the mediation between life and my work and the principal. This is totally different but for me its fine, why not, it is not wrong. I mean I do not think of painters who paint bright colours that they are wrong. 

12. Do you think that your view is some what different because you studied communication?
Well for me it is easier to verbalise myself. I know many artists who are very aware of the quality of their work, because it’s their daily work. They know exactly what they want with their art and what they mean and how they want to live and what they find important. The problem is that they are not used to explain it and to link it to the theory on art. At the moment I’m working on a product which is not very saleable, the thought of commercial gallery is not relevant. It has to do with the product and the choices you made in the process of making it. I do not want to say I find commercial artists and work nonsense, because one work is different from the other. Also there are different opinions on the works which also count. But it is not that artists decide together that they are not going towards the commercial market because if you do so you will sell your soul. Of course artists support each other and it is true that selling is not the most important thing. artist help each other in difficult times, the same as in a normal company where people who work together for 8 hours a day have to help each other when something goes wrong. The difference is that artist can decide their daily practices and whether the art has to bring in money or not. They are independent. Of course artists also choose non commercial side of the arts because other factors play a role in their work. The independency of artists plays an important role in the way they work and make the choices of non commercial or commercial. If they sell enough to earn money they stay non commercial if the situations changes and they need money, they easier will turn to the commercial side. 

13. What is your ideal image of the art world?
I did an experiment with myself this year to sort of measure that. I noticed that the way I value is very depending on the mood I have at that moment. It is very untrustworthy because when I appreciate something when something goes wrong in my life, because I pay to less attention to something. I notice that my daily care is to keep alive the training next to all the other things. I need to open myself up for the challenge and not be fine with all my work. I have to stay critical. I look for confirmation and appreciation not in economic sense because that depends on my work. But I can be disappointed when my more commercial work does not sell well in the market, while my experimental work is not suitable for the market, I be surprised when someone sells that. It’s impossible to make a prediction of what work sells. Some work sells at a special location good and on another location not, it depends on the public. 

For me the social aspect plays an important part. In the beginning I was glad to work in a bank, to close my head for my artistic side and just think of other things. Now I would like to have my share in the art world and be part of research on the art world and supervise theses and interfere on theoretical level with my profession group.  In The Netherlands there is almost no research done on the practical side of artists and their work. I would like to start that dialog between the theoretical side and the practical side of the art world, because it’s unbalanced. I now that I can work on that for 2.5 days per week next to my other activities  and being a volunteer in boards of foundations. Next to that I want to maintain my work as an artist. This will be a great challenge for the future. 

Another aspect is my family life; my age is the age of starting a family. This is very difficult because of my profession and the time it takes. I found a man and he like to have children, for me it not necessary, but it gives me some pressure and I have to consider the decision of having a child seriously.  For me my art is similar to a child, I like a dog but my boyfriend that’s different. I notice I understand other people with the same pressure better. In the past male teachers said to me, for women they get children at a certain point and they are doomed. I see that happen, but it’s the same for male artists, because they need to earn more money to feed more mouths. They also are pressured to have two jobs and a family.  Maybe now is the right time for me to have a baby and not in a year. It is also possible in a year I see thing different, because what you value now is because how you see your past. The story they told me on the art academy can be totally different from the reality now.

This is very complex to work with if you ask people about personal values. For my research for example I made this nice question list, I collect information and work everything perfectly out. The artists I was asking the questions said as which artists should I answer theses questions? And for which work of mine, my assignments or free work? This made me realise that artist have many faces and different work.

The image you have form yourself and your qualities is the same, it fluctuate. If some one tells me I’m perfect I’m happy at that moment, but the next day when I do something stupid the feeling is totally gone. This influences the way you value things. Whether you 

work on a project or for yourself, or you work for a company. At the company your mood as no influence on the end product, for me as an artists it has a lot influence on my end product, because the process is depending on my mood and your personality. Your personal story is not statically but dynamic. The values I now embrace are influencing my process of working and experiments. For me success and sales are not as important as the cultural values. I go to galleries where I see people I know from the past who are very famous and sell very well and have good reputation for me that is not so important. What is important is that all influences and thins said influence my personality and choices. If they say to me you become very important for The Netherlands in the research field, which will influence my work and feelings and values. Than suddenly my work will be the most important thing in my life. My products carry my life within them. This can change all the time when I feel different and when people and things influence me, my products will change too.
14. How do you feel when they hang your work at a place you do not like?

Well it’s hard to go back when they place your work somewhere, if you do not like the place. Well sometimes you feel sad and sometimes happy. One day you feel happy that you sold your work and the next day you feel sad because the place is bad or the buyers. Last year I had to exhibit work which was not yet finished and it was very new for me.  Had too much work with my research and I finished the work very late, this is very bad for my feeling. People who saw my work were enthusiast, but I felt horrible. I had this vision in my head which I could finish and that feels bad. Because the work is not yet finished and you have your own ideas on it and so on, well that not pleasant but it is reality and you cannot change it. your own standards are the ones you try to research, there standards are formed by your education and the people surrounding you who have influence on you and what the experts say what is good art and what not, and what people promote as quality art. This all forms your standards and your vision of what is good art. In the end you choose whether you resist to this image or follow it.

15. Did your education influence you?

I noticed that other generations had other examples and standards. So you need to improve with new examples and ideas and you should not stick to the old ideas and examples. It is hard to find your own way in that.
I read the book of Hans Abbing where he talks about his sketches he made about this man. He noticed the man was an old professor of him who was critical about his work. What do you o with those sketches if you realise that? It is interesting, is it true what he says, do the sketches look like the teacher? Or that he decides to quite making sketches as assignment because he thinks they are not so good. Is that because he thinks they are not so good because in the back of his mind the idea of commercial art is not as good as non commercial art. Or did some one told him to quite? These things are hard to understand, the only thing you can do is to test yourself, to see how you feel and what you think about these things.
16. What value is more important for you, the economic value or the cultural value?

if I look at the organisation theory than I can argue that income on short term can give you a impulse and help with work on the long term, but buying art does not help the development of quality your work. So what I want for my work in historical view regarding my colleagues I cannot measure it by how good my work sells. I work in a sector where things prove themselves later in time and in the long term you depend on your own quality consciousness and feelings. What your environment thinks of your work is sort term financial profit is not the same as the quality conscious and my own feeling.  It is not at all my purpose to make profit. I started this profession to experiment and not to earn good money. For every artist this is different. For example an old classmate of mine, also an artist started painting for fun and started to sell a lot. He started his own atelier with assistants and mad it high productive working place. He has his own silk screening place, art trade, internet auctions, framework production and he makes assignments and web hosting. He all sees it as part of his art expression, part of him as an artist. In this way I see my job as teacher the same at the art academy, it is part of my life and my profession of artist. In the past I worked at a bank, but it was boring. My boss asked me once how I saw my future in the company, and I thought he wanted to give me promotion. I did not want to promote, because that would decrease my working hours in my atelier. So I quitted the job because it was a job without passion, my passion is being an artist and that is what is most important to me. A second job is good to pay your rent and food, the necessary things, but art gives me satisfaction.

2. Interview

Efrat Zehavi 10-04-09

Year of birth:

1974 (Israël) 

Hometown:

Rotterdam 

Working fields: 
interdisciplinary art, sculpture
Materials:

combined materials

Themes:

humans in general
Subjects:

nature and humans
Education:

2001 2003 Rotterdam - Piet Zwart Instituut autonoom 2003

Interview
She is coming from Israel and graduated from the Piet Zwart Instituut academy. She just graduated. 

I graduated at the academy where I had a difficult time because I could not speak duct at all and very badly English. The teachers were nice to me and they appreciated my work and that helped me. I make big installations which are hard to sell. I work very dedicated to my art. I like to experiment and I’m continuously working to express myself. 

The beginning is difficult I have hardly money to live from and my boyfriend is paying the rent of the apartment, because I have no money at all. I really want to become noticed in Holland in the art world because I need the money. If I had money enough by making art I would not care anymore to sell a piece, but now I need money. The art I make is difficult to understand and very big. So people are a little scared of it. If I had a better financial situation I would prefer to sell my work to museums or art collectors instead of galleries or companies. 

1. How important is the economic value for you?

The economic value at this moment is important for me because I have to work hard to become recognized in the art world. That is the bad thing of just graduate, your young and don’t know how the art world is. They of course learned me a little on the academy, but in the end you need to do it and not them. So I have to work all the time, to produce art and to promote it at galleries and art agents and art fairs. I hope it’s worth the effort. 

I have a second job to pay my bills. It changes all the time and sometimes I work in the catering industry.

2. How do you feel about subsidy?

I like the idea of subsidy. Some people here are very sceptical on it. In Israel we do not have subsidy and many artists stopped with their profession because they could not sell their work. In Holland everyone has a change to make it with subsidy; it is stimulating when the government will help you to make art. I am not used to a situation like that because Israel is of course a different kind of state with different priorities. So I’m now busy applying for subsidy and I really hope I get the change to receive it. That would be so much better for my financial situation because I’m surviving. Still it is much easier to survive here than in Israel, because the art world is little and absolutely not important for people in general. 

For me art and money are combined. The one goes with the other and I hope I can earn some money in the arts because I need it. I like to combine the market and the social sphere to sell my works in. But again at this moment I just hope to sell as many work as possible because I really need the money!

3. Interview

Jenna Tas 10-04-09

Year of birth:

 unknown
Hometown:

 Rotterdam

Working fields:
 photography, installations and painting 

Techniques:
other techniques, digital techniques, painting techniques, photography and other drawing techniques

Materials:

other materials, combined materials and textile materials

Approaches:

 abstract and figurative
Themes: 

 humans, religion and spirituality
Education:

unknown
Interview
Scar is a foundation for artist looking for an atelier. Artists can sign in to make change for an atelier in the city Rotterdam for a good price. Jenna Tas is situated in an old school building with seven other artists. Everyone has their own classroom as atelier; this is only for professional artists.
Jenna Tas is working as a teacher next to her profession as artist. She taught on several art academies in Rotterdam, Amsterdam, Maastricht, Tilburg and Kampen. As teacher she earned good money to live from. According to her most young artist need to have a second job to survive, because the art world is very difficult to earn enough money in to live from. Subsidy is also not the solution, because the process of applying takes to much time and normally only a handful of artist gets subsidy, because they obey the rules of the committee. Artists’ most important skills are character and talent.

1. When did you start as artist?
I went to the academy when I was 40 years old in Amsterdam. After that I started as a teacher on the academy in Rotterdam and several other academies. For me earning money with my art was never a big deal, because I had a constant salary as teacher. Her life as artist was very easy. Her husband paid her school money after having children. I grew up in Amsterdam surrounded by artistic people. It was not really a surprise that I eventually became an artist, because all my friends and people I grew up with had artistic skills or interest. I was to insecure to step to the art academy after high school so I decided to first starting another study. After that I married got kids and when I was forty I suddenly decided to take my change and go to the academy. It was a big step but I always felt the artist in me and I had to do this. For me starting as an artist was very easy. I already had a family and my husband supported me and I never had money troubles.  
2. What about your work?

I have my work exhibited at the artotheek, I get money for that. Some of my works are exhibited at the textile museum, they give changing expositions. Here works are in the basements of the museum, but because the museum changes every now and than the collection the works are exposed.  I do not mind having my work in the basement. I also donated one of my paintings to a museum in Poland. The subject of the exhibition was on the Second World War and the hatred against Jews. I made work on that subject, which has many symbolic values. I donated the work because my feeling was telling me to do that. The work has big emotional and symbolical value and I wanted to donate it instead of selling it. The work belongs there in memento for the people who were killed. The work exists out of 500 drawings that do not belong in another museum, because of the cultural value. The work is called ‘Oh Mnemosyne!’ and existed because of de seventh international textile triennial in Lodz-Polen. They asked me to participate and I could not let this go because of my own Polish and Jewish history.  I made this huge anonymous graveyard with hundreds of stones. During the work I made these drawings of every stone with mixed techniques. That’s how this personal achieve came into being against this anonymous field. 

3. Do you mind selling your work?
No I have no troubles at all selling my work at galleries or auction houses. Even if a person who I do not know or not like sells my work. I also do not mind selling my work to people who see other aspects in my work or have other feelings than I have towards my work. I have no affection with sponsorship deals. I would do it if they would ask me, but with my own rules. I would not consider doing an assignment if I have to stick to the rules of the company. I want to keep my freedom and autonomous feeling. If I have to make work as assignment I would first negotiate about the rules, before I would say yes to it. I want to do it my way, as long as I can keep my artistic freedom and independency. I did this project for the church and I had to negotiate with them about the ideas they wanted and the way I work. De Emmaus-gangers was an assignment for the bishop of Rotterdam for the manifestation church in the Laurenschurch after that the work travels through Holland. I stick to my own ideals and freedom and work out of that feeling. I have more interest in the spirituality and I work with intrinsic emotional feelings. My work is very personal and close to me. I also made books, based on my work. The book has a big symbolic value for me. I get a lot of good review of people who bought my book. This is how art suppose to be, exposed and discussible, people have to talk on artworks to make them alive and think about the aspects of the work. 

4. Why did you become an artist?
I discovered my artistic skills when I was 40. I never considered myself having talent when people told me to go to the art academy I decided to take my change. For me art is an answer to the world, the work has to be shown. There are two different types of artists. The practical artist and the autonomous artist. The autonomous artist answers his or her won intrinsic questions. The practical artist answers or reacts on the question from the outside world. 
5. What is your ideal art world?
More financial possibilities for artists. People have to think more serious on the art academy. New graduated artists need to get more support form the government, to work better and prove their skills to the public so they can make a good start. After that they have to stand on there own feet. The government has to check the artist who needs subsidy and who doesn’t need it. Now only few artists get subsidy that already are famous or sell many works. This is not stimulating for young artist. The artists can easier produce work, because they do not need a second job to pay their materials and their food. This would be more fruitful for the art market and world to help the younger artists. 


The practical artists have a better market to work for, because people understand the art better. The art is more accessible because they answer the world or react on the world and the problems and troubles. There is more demand for practical art.  Also these artists are working in the more commercial sector of the arts, the graphic design and the internet culture. This market is more accessible for people and easy to enter. The autonomous artists have a harder time because the art they make is difficult and out a more intrinsic feeling, personal. The problem of this time is that there is no line anymore between the commercial and non commercial art anymore. High culture and low culture are blurring. The artists who are focussed on the question from outside have an easier job than the others answering there own questions. The practical artists are following the demand of the people. 
Important for me is that the academies are there and that more girls work as autonomous artists. In the art world there are not so much girls working as autonomous artists compared to the number of men/ also more women should teach at the academy, there are still too many male teachers. 
Looking at the government, there are too many rules and measurements giving subsidy to artists. The committees have too many rules and the process is too long to apply for subsidy. I do not agree with the way they give subsidy to artists. They are focussed on artists who are more commercial focussed and modern. Also artists with a higher age should get more subsidies, for them it is even harder to earn money on the arts or have a second job, especially because these artists are still making classical works. The younger artists are more in one line with the demands of the committee. There should be a more objective committee.  I think a society should not depend on governmental money or sponsorship deals. Artists have to generate their own money, by giving workshops, teach or second job.  Politics and art have to be separated. Amateur artists and professional artists are almost the same, still there has to be a difference because of the education of the professionals artists. I also struggle a lot with the question of what quality is, it is too much depending on the committees and foundations of art in the Netherlands. They decide what good art is and this is not correct. The institutions are too subjective and influenced by the people with money and power. 
I like to work in the social sphere, and I do not mind working with assignments for institutions or private collectors. I do not like to work for companies or sponsorship deals because I’m too afraid of loosing my autonomy. For me money is not important, but the cultural value is. In spite of that it is important for artist to make there own money instead of depending on subsidy or an assignment.
4. Interview

Mieke Borgdorff 17-04-09
Year of birth:

1949
Hometown: 

Rotterdam
Field of activity:
painting and photography 
Techniques: 

Oil paint, acryl, aquarelle collage, painting techniques and 
Materials: 

organic materials, paper and textile
Approaches: 
            Abstract 

Themes: 

humans, nature, religion and spirituality
Education: 
autodidact

Interview

1. How did you become an artist?

I always painted for fun, but I had a job as social servant, so I never thought of becoming professional painter. I was always busy so I did not have the time to paint. I quite my job because I became depress and I got in the WAO. I decided to start painting because now I had the time to do that. I really wanted to paint on a professional level. I started at amateur artists and tried to become professional so I started to follow courses and after a few years I went to the free arts academy. I applied at Willem the Koning academy in Rotterdam the royal art academy at den Hague but they rejected me. They said: what we have to offer you as academy is not much, because the techniques you can learn and the courses we give you probably already are familiar with; it would be a waste of time. I studied 10 years for becoming a professional artist and I work now for seven years as a professional artist. 

2. Do you have a lot of assignments or projects?

I had one individual assignment a painting, but not much because I do not like to work for someone else. I like to work for my self and do what I want. Last year I had one project for a foundation, the religious against women abuse and trade. I made a book for them and It was a really assignment. 

3. Was it out of more symbolic value or for economic value?

They paid me on professional level for the assignment. But it was difficult for me and I gave it a thought, because of the foundation. But I wanted something for it in return because I do my job and I just wanted money for the hours I worked for. It is work and I take time and the material costs money. I’m also member of the foundation and I just wanted to get paid for my work. The publisher and printing office also get paid for their work so why not me. It was an assignment that touched me because it was very nice to work on it and it is a very heavy topic about women abuse and women trade.

4. Would you mind that your work is sold to a person, you absolutely do not like what would you do?

It never happened that someone I absolutely did not like bought a work of me. I do not know the buyers of my work. There was one person who ordered through internet my painting. We mailed and I had to send the painting and they would send me the money. I felt very strange because it was a sort of deal, they were not interested in me and that felt strange. I was not really used to the way of doing business like this. I asked a friend of mine about this deal and she told me tat if you advertise on the internet, it goes like this all the time. So I mailed the people and told them this is my bank account and I will send the painting If I receive the money. By all the other buyers I know who they are and I met them so what they do with the paintings is not my concern anymore. I like selling my works and I do not care what happens after selling them. I do not feel very connected to my work, when its gone its gone I do not stick to my work that much.

5. Are you with a gallery?

No, I work for my own. I do not know if I want to be with a gallery because now you have to pay 40 percent committee which is too much. The price of my work has to arise too and that would be too much. Unless I have a big break trough, than I would consider going to a gallery. 

6. Would you like to break through?

Of course every artist would like that. You want that people see you work and appreciate it and discuss it and expose everywhere. It would be nice to earn from it and that you can life from it. You cannot generate an income from the money you make with selling paintings unfortunately. I have welfare and I teach sometimes in painting. I do not have a second job because of the welfare. 

7. You make conceptual art and paintings?

After the project I’m relaxing, so I make easy paintings, sea as subject and the ocean.

I love the sea so I love to paint it. Now for months there is something going on inside of me, which want to get out. It is an intrinsic feeling, which has to get out. The works I make from that feeling are special to me because it reflects my personality and my emotions. Other work which I make for relaxing is less important because it is more free painting instead of emotional. 

8. Are those emotional works more special to you? Should they be more expensive than the others?

Yes, they are more special, because I put my own feeling in it and it is a reflection of my self. I would not mind if people buy it and I never saw them. You know people who feel attractive to my work they are good, because they somehow like my work like I do. They like what I painted and put in the painting as my emotions. I would not mind if they sell my more special work. Maybe it is different when you are on a level where you have nothing to say about your own work. Those others like galleries decide what happens to the work and how much it costs and so on.

9. How would you feel about that?

I once sold a work through a gallery and I never saw those people who bought it. But I did not mind because I just started working as a professional artist and I was glad someone bought my work. 

10. How do you feel about recognition? Would you like recognition instead of earning a lot of money?

I think both are important, recognition is of course also important. You have your own goals to fulfil as an artist. You try to first fulfil your inner standards first. I want to grow more as an artist and become better. At the moment I feel that few people in the art scene in Rotterdam appreciate me and that’s a good feeling to have. The assignment for example shows the most quality of me, and people starts recognise that and that is very nice to hear that other like my work and see my quality. If you ask whether I value more the reactions of people and the cultural value of the work, instead of the economic value, I think that for me in this case of the book, the cultural value is more important. It gives me a good feeling that people like the work and see and recognise my talent and quality. I can afford it because I have the social security from the government, so I have money to buy food, pay my rent and by materials.

11. If it was different without the social security, what then?

Yes I think so, you know when I was working as a social servant I wanted to get paid. I wanted the appreciation to be expressed in money. I would not be enough for me that people would say o how nice or beautiful. No, that would not be enough for me, I want to get paid for my work, because it takes time and I make costs.

12. How did you enter the art world? Was it difficult to enter it?

I work long as amateur artists and I learned how to search for placed to exhibit. I’m not in the gallery world so I do not know how that works. 

Last year I went to centre visual art, to find out what my level as artist is. They test you if you’re professional. They check your sales, work education. They admitted me to the visual artists. That was a real recognition, and that played a role for me in asking money for the assignment. I’m real artists so I can ask money for my work. I made me more secure of myself and my work as a professional artist. I like to work with galleries in the future, yes that would be nice. They can maybe upgrade the price of my work, but I would not mind that. It also is good for you CV that you are with a gallery. Gallery also have to earn money so I understand they need a committee.

13. Are you not afraid to loose your freedom?

Yes, if a gallery tells you to get a contract with them and I cannot work with other galleries and they decided for me where to exhibit and what sort of work I have to make. I would not involve with a gallery. 

I would choose to work for myself and promote myself, but I really want to keep my freedom. The thing is with galleries they promote you and advertise for you and that is so nice. 

14. Do you promote yourself?

After the assignment I did not promote myself, because it took very time. I also have a lot of exhibition since 2007 so I had no time to promote myself. Now it is more quite. I sold at each exhibition one work or more so that’s good. But I have exhibition everywhere in Holland. Either they ask me to exhibit or I approach the organisation myself. Or people I know, other artist, asked me to exhibit with them at a place. I really like to do that.

But you have to do the most of the contacts yourself, approaching people, calling them. I approach a gallery in Kralingen, but they said they were full. So then I try it again next year. I do not know why they did not seem interested in me. Someone I know has also good contact with that gallery so I asked that person to do a good word for me. That is how you have to play it. I also send a note with pictures of my work to a gallery, and they send me a note back that they are full as well.  It is difficult. I woman I know approached all galleries in Holland, what was interesting for her and her work. She wrote them all, like a sort applications and just a few responded. I do not like that way of introducing yourself. Also art fairs I do not like them selling yourself for others, it also cost money and you have to travel too much. No, it is not my favourite. Museum is too high for me; I do not think my work is that good to hang in a museum.  But also with museum it is something wrong because they want you to give away your work for nothing. I know a women Tilleke swart she makes tapestry, very nice, and she had t give it away for nothing. So she was fed up with museums. So that is the negative side of museums. I would like to become more famous in the art world. I have to grow more if I want to become the best; I need more character in my work and more my own style. I’m in an art catalogues and I have to pay for it myself but it is a form of publicity and that costs money. All the other artists in the catalogue also spread it and it is publicity. I also have my own website to attract people and promote myself.

15. Would you mind involve with companies?

No I would love that, of course. I would not mind to go more commercial, as long as my work sells. This internet host approach me who helps artists promote their work. They do presentation for companies to show the artists and art. They are some kind of intermediaries. It costs 500 euros to become member of them. I involved with them pretty far and the work they choose form me was all old work from more amateur level of mine. So I did not like that and the way they handle it, so I quitted the relation. It is difficult to select the reliable people on the internet and the fake ones. But I would not mind to find an intermediary to help me promote my work for banks, of companies. I would really like that. But they have a nice collections and they have problems at banks and companies at this time/

16. Do you notice the crisis time?

Yes a little with the sales of the books. That does not sell very well. It all became a little bit less. But that’s how it goes now. When people have a lot of money available they spend it easier on art. I really want to continue this way of working yes. Also more PR for me, but it takes so much time and that is difficult for me. And what is difficult for me is the openness of the world. The lines are blurring, so what is art and what is not art. A lot of artists go to the social servant sector to offer their art and make art with children and elderly to work in that sphere. I think people should stick to their work field and not crossover that much.

17. How do you feel about the media skills of the young artists?

Well I think that the young graduate artists should know very well how to promote themselves. It is good they help them at the academy to learn to use all the available tools to build a network and research people and promote themselves. I needed to teach myself how a computer works, because times change and everyone uses the internet. So I needed half a year to learn how to make a website and surf on the internet. I think it is very good they teach them. I have a better camera and I know how to Photoshop. I was at the expo and art institute and they created my website for me. I just send in pictures of my work. It is very nice to be member of those hosts. And I’m with linked in and female factory, initiative from Rotterdam government. I take a day to make a profile, but nothing happens. I think if you network a lot with other it can be useful, but for me it takes to much time. I also have other things to do. 

18. How do you feel about subsidy?

I do not know how that works. I would not mind getting subsidy. But I have a social security and I do not know if you can apply for subsidy. But I will not work without going it up to the tax. I’m too afraid to loose my subsidy. If I had the change to generate an income out of my arts, I would easier apply for the subsidy. I do not see it as something negative. For example I would love to live in New York for three months to feel the art world there and experience it. I could do that with subsidy. Or last they asked me to come to Mexico for an exhibition, but I cannot afford the trip and staying there so that would be possible with subsidy. Now they give the already famous artists subsidy, which is a small group. While the bigger group of professional artists who are less famous need the money more and get nothing from the government. That is not fair. 

19. How do you see your ideal art world?
I would love to have a big atelier, with other artists. That you can work together, that your part of a whole, that would be great. I also do other things so I sport, teach, do folklore dance and other things, so I almost have no time to paint.

20. How do you see an ideal view of the art world in general?

That is difficult. I now have the idea that there are too many artists. There is an overkill on artistic expression. This should be less, so less supply from the side of the artists. There is just too much art, it gets me crazy. Most of the art does not strike me. There are so many different art styles and techniques that it is exploding. I do also many different styles, but more expressionistic and no pop art.

21. Who is your ideal financer, the market, the government or the social sphere?

Difficult I never thought this over, a mixture maybe. Not the government, that is not necessary. For example I would like to live here and have my atelier here, but it is too small. I would love to have a more appropriate house to work; the government should provide that for me. That would be ideal, that I can afford that a house with my atelier. It should be affordable because everything cost too much, it does not look much but it is. If you do not sell for a year where should you pay your rent from, so the government can help in that way. The strange thing of the art world is that it has no ending lines, no frame. In the art world like Damien Hirst I hate it but other pay millions. So it depends on peoples tastes and how you promote your work. The important thing is that you have to sell yourself, but you also need money to do that. Going to art fairs cost money and going to other places to expose my art costs money. I’m not so good in selling myself and my work. For me it is too difficult to promote myself. I think I have to learn it, or it is a natural skill I’m born with. I should promote myself more on internet, I’m a little shy for that, but I should do it.

22. Do you feel a difference between working as an amateur artists and a professional artist?

Yes of course. I have a different attitude now I’m more secure about me and my skills. But I all the time have the feeling I need to become better and achieve more and more. The way I work now is different as when I was amateur artist. Now my work has to fulfil to all the standards of professional artist. I work more serious, but also more with fun, because I’m now recognised as a professional artist.  Most artists are not known, only a few are famous. I saw a book of a friend with her work and I saw o that’s another way to do it. So I notice I’m al the time looking, experiencing, absorbing for new things. So then I like to dig deeper into myself to find new ideas and emotions, experiences from in and outside.

The book I made was also for me very interesting. The topic was suffering and how d you express suffering on canvas? It showed me what suffering is and how I experience the word and how experience others the word. As a social servant I also saw a lot of suffering. I helped families with multi problems, to make their life a little easier. This also helped me in the expression of suffering for my book. I really like to do this work. I studied for social servant; I did HBO social work, and psycho synthesis. I have a lot of experience with that work. Now I’m an artist which I also like a lot. I do not come from Rotterdam but from Den Hague. But I always wanted to help people who had social problems, that is was I like to do. Now I’m working with the women abuse foundation, and I go to conferences on this topic and try to help in groups and foundations these women.  You first have to look to yourself, before you can help other and to first find yourself as person. You can only connect yourself with theses women to think what is suffering for me and what sexuality is for me and other personal aspect. I would like to use the art as source between the foundations and the women in help and the other people to pursue them to help these women. I really would like to do that through my art to research more people to tell about theses problems women have. 

23. So the social responsibility is an important part of your art?

Yes it is. I like to make art with a message and to show the world the social problems. Art has to question and provoke theses problems so people are aware of them. Yes my art is more conceptual and contribute to the social responsibility. To let people experience the subjects to bring the two world together through art. I want to do something with my art, otherwise I find it egocentric and of course I would like to earn some money. But if I have to choose I would choose the social responsibility in stead of money. It is a feeling from inside that I want my art to do something with other people. They have to feel and see and experience my art. 

I’m influenced by media and statements that the artists should become a cultural entrepreneur. But still the way I was thought and brought up was with the idea of the poor artists. So I do not know where I stand, maybe in between

24. What about you family and the way you grew up? 

I was not brought up with cultural capital; I went to Mondriaan museum. My father took me to the education museum instead of cultural museum. As a teenager I was drawing and after high school I went to the art academy with my sketches but I was too afraid to get in. I later on became an artist and took another road. So always the feeling of artist was in me but I needed a change in my life which was my depression to start as an artist. I always was thinking as an artist, but never thought of becoming one. The depression made me change my life. I would never go back as a social servant; I do not like that anymore. I’m happy with my situation now. I try to improve myself and find new ways of getting work, like giving workshops and teach. I try to do those things. A woman approached me to do something on a high school with art and education to give a workshop. So that is a new thing for me to focus on. I really like to do that. I like to work with other people like children and people with social problems to give them workshops and to paint with them, so they can forget their problems for a second. I know how to work with theses people because of my background as social servant.
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Eva Kraus 21-04-09

Year of birth:  
1970 (Germany) 

Hometown: 

Rotterdam 

Working fields: 
sculptures, installations and drawings 

Techniques:

other techniques, photography, combined techniques 

Materials:
other materials combined materials wood, paper and textile materials 

Approaches:

 conceptual

Themes:

 history, science and technique 

Education:
1998 2001 Rotterdam - Willem de Kooning Academie autonome beeldende kunst 2001
Interview

1. Are you working in the commercial sphere or in the social sphere?

No I work in the social sphere and I do not do assignments, I make only free work.

How did you start becoming an artist?

I went with my parents to the museum, on holiday we did a lot on culture. My parents like it so he took me with them.

I went to design and illustration in Germany; this was too commercial for me so I did not really like it that much. I started to do it, to earn some money, but I had the needs to work on art for my self. I was making practical art for people I listen to their needs, and I made the ideas of the people. I did not like it, because I do not like to work on demand for others. I did different things for assignments but I wanted to do other things and then I decided to come to Holland. 

2. How was the Willem the Kooning academy?

It was not commercial, but I also did not get a lot of freedom in the beginning. I did the evening school and during the day I was working. You had one evening drawing, one evening graphic, so every evening I had something structured. I did not expect that. I like to work free for my self.

After the academy I went working as a graphic designer and now I have a little son so I work even less. At the moment I work in my atelier 3 days a week, not so much to commercial side of the work. So I work for my self in my atelier. 

3. You won a price how did that help you?

Not really I did not get more work, or I sold more work. I like the recognition but for me I did not help me selling more. It is motivating to know other people like your work, or people ask you for an exhibition. 

4. Are you working to sell your art?

No not really, I like to make art, but not for selling it. I find it important to express myself in my art and make it for myself. I’m more egoistic in that. I do not make art for the preferences of people. I only make it for myself. 

5. If you choose between money or sell nothing, what would you choose?


I would choose for my work and myself and not for the money. I just want to make art for my intrinsic motivation not to earn money.

6. Do you work with galleries?

Well I have work at some galleries, but not really a contract with them. I decide the price of my works by my self. So the galleries are not dominating me. If I make the price to high the let me know, s I will decrease it. I sell my works also by myself but this is less and less. It has to do with myself. I changed the style and subjects of my art and it sells less. In the past it was more graphic design and more commercial so it sold well. Now I sell hardly any work because people do not get my art. I find it difficult that I do not sell anything. This is not nice but I have no choice. I do assignments now and then, but I’m depending on my partner who earns the income. I do not like the feeling of being depending, but I have no choice. It is hard to take more commercial assignments because I only have two days for that work. This is not enough, because I want to continue my own work in the atelier. If my son goes to the day-care I might work more, but I hope my free art sells better. So I do not have to take assignment for design. 

7. How do you feel about selling your work?

Difficult, I always find it difficult to sell my work. I like to earn money out of my art, but I do not like to sell it. I miss it when it’s gone. When I now the person who bought it that feels better, because I know where it is, but if it do not know the people I do not like to sell my work. I sell not so much almost nothing. In the beginning my social surrounding bought my work, family and friends.

8. How did you started as an artist?

I always thought when I’m done it will come along. But it was very difficult to start as artist. I find out I had to fight for my work and I, promote my work and myself and call people create a network. I find this very very hard. I did not like it at all to promote my work. 

9. How do you feel about subsidy?

It is nice because you get money, for doing what you like. The other side is a bad feeling because you hold you hand up. It is a double feeling with two sides. 

10. How do you feel about working for a company to have a sponsorship?

To do that now and then that will be fine for me. I would not do it all the time or only sponsorship. I started as more practical artists and not conceptual and that would be the same. I did not like to work for someone and still it is difficult for me. There was a time you were not suppose to work commercial that was not done. So I grew up wit that notion and that is still in me. That’s why I feel different and difficult toward more commercial art or becoming commercial as an artist. I’m also curious what the economic crisis will bring us, whether everyone becomes more commercial or the other way that everyone rejects the rules and commerce and becomes more autonomous and work more free. I do not know if it will influence me. What I find strange is that artists have to become more business man. Those artists have to make deals and assignments. I do not like this sphere. I have for example a friend and she sells well, but all the other artists I know they do not sell well, like me. Her art is totally different than mine. She makes sculptures from animal and baby shape and people like it. It is more closes to the reality of people and that is what might be the case. People understand it better and are recognised because of the reality aspect. For me my art is difficult to understand and totally surrealists so people do not sell it very fast. My partner is musician so we have a difficult time now, also with my child and I do not know the language very well so it will be very difficult for us to find other jobs if it necessary.


We came to Holland when I was 28. My partner was graduating and he went to Holland to graduate here on the music academy. I joined him and that’s why I came to Holland. I started at the academy and it was very difficult because they spoke Dutch and I had to learn the language very fast and that was very difficult. They always appreciate my art but the classes were so hard in Dutch. I had nice teachers but I always was alone. I had to do everything by myself and try everything alone. Now and then they helped me with their feedback, but most of the time I was standing alone. 

I really wanted to become an artist. Now I sometimes think, no one is interested in my art. Why do you put so much money in the art and time, I feel like a lonely fighter. But I love to be an artist otherwise I would not do it. But sometimes in bad times I think for whom I am doing this.  But it is a feeling you have that becomes stronger and you cannot ignore it. It is some kind of addiction.

11. How did your education help you in selling and promoting your work?

Galleries and people do not look at my education but only at my work. In Germany this is different. You have a supervisor who is a famous artist and you work with him or her and graduate with him or her. The supervisor or teacher helps you with making connections and selling your work. here in Holland all the teacher are artists who earn extra money of being a teacher and they are not famous or have a great reputation so they cannot help you after you graduated or open some doors for you. In Germany they have a totally different attitude towards artists. Artists are strange people; you’re a special person in Germany. In Holland they see artists more as normal people, what I like more. I appreciate that, artists look more normal. I like it here more than in Germany, being more anonymous instead of graduation with a famous artist. Of course that is nice, but I like it here more. What I noticed was that they stimulated and helped the students of the evening school less well than the full time students. I think it now is changing more, than then. I do not know the reason for that, maybe that the fulltime students where younger.

12. How was your first exhibition?

I like to work towards an exhibition and I like it. But during the exhibition I find it horrible. I think how I can make that. I really find that difficult to stand there and promote my work and show my work, because it is so personal. I do not like the openings because I m in the spotlights, but I like it when it is going on. When the opening is done and the exhibition is running for a while. I do not like to explain my work, like a manual. I like it when people interpreted my work and make something out of it what I did not see. I like it when my work is in a museum, but it is only for a while that my work is exposed there and then they give it back to me.

13. What if your work ends up in the basement of the museum?

Difficult question, I would like it when my work would always hang in the museum. But if they end up in the basement I would not like it. Than I would rather have it back. For me selling an art work gives me a weird feeling, especially when a private collector or a company buys my work. It gives me a strange feeling, because it is my work. But it is depending on my financial situation. If I’m in a really bad situation I would sell it of course because I have no choice. But if I have stable financial situation I do know. Everyone can buy my work, of course but I would like it more that I know what happened with my work and who owns it. It is very difficult for me to sell my work on emotional scale. 

14. You have cultural value higher than the economic value?

Yes otherwise I would not do this work. I thought about this al lot. I once though maybe I should make work which is easier to understand for people and what look nicer for the outside world and I did that and exhibited the drawings, but still people did not understand my work. It was too difficult and the attempt I made failed. When I saw I did not give me something, I thought well just continue the old style because it does not matter what I do.

15. How does your ideal art world look like?

More subsidies, so people can do their work. But then you get the committee problems. Who get subsidy and who does not get anything? It has to do with quality that gets subsidy, because in the past everyone get subsidy. That everyone can do what he or she likes and can live from it. I more in favour of the government, I do not like it that companies involve in the art, that they more decide the taste for art because of the sponsorships and the assignments. In Germany they give very little subsidy, more scholarships, that you can work for a few months somewhere on art. In Germany most artists have a second job to earn money. In Holland the situation is becoming similar. You can get it from awards or other institutions to continue your work. If you win the right award it helps you in your recognition and promoting your art. My award did not give a bursary. 

I prefer subsidy, because people can work more autonomous, instead of assignments and projects. Of course you can work for your self but most of the time they have some demands. So for me the ideal situation is more help from the government. 
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Mia van der Burg 28-04-09

Year of birth:

 1951  

Hometown:

 ROTTERDAM  

Working fields:
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Techniques:
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materials 

Paper and textile materials
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Interview

1. How do you feel about the commercial side of the arts?

When I sold some of my work at the end of the year I’m always happy. I’m glad when I can pay the rent of my atelier and the materials I use for my art. I cannot live from the money I earn by selling my art; I never played my house and food. As long as I can pay for my materials and atelier I glad. I like it when people buy my art. The rest of my income I gain through freelance work. 

2. You had education; did it help in the further development of being an artist on economic side and cultural side?

I went to the sculpture academy there I developed a kind of attitude on art. An attitude to work disciplined, instead of theoretical background. The attitude gave me discipline and I can work very well on my own and be at my atelier. I also want several exhibitions during the year, but I have to work for that and take the time to approach the right people who can arrange that for me. You have to contact other people for exhibitions and I really do not like to do that to ask people if they also have place for me. This year I made myself a promise, to do more on promoting and networking. In spite of the fact that I hate it, I have to do that. I want to quite exhibit work in place that are not worthy for my work. In the past I hanged my work at the hospital, which is nice for the people there, but for me it is useless. It takes much time and it does not bring in anything, any money and new contacts. I feel stronger because of that. I try to call people to tell them how good I am. I feel much more secure. This has to do with the opinion of other people I appreciate who say that my work deserves more. They tell me I’m too good for hospitals and I have to promote my work better. Artists tell me that my work is good and that makes me more secure of my quality.

3. How did you become an artist?

I was 17 and came from the high school, and I wanted to go to the art academy. But my environment was different, my dad was farmer and we had a nuclear family of 12 people. I was afraid to tell them I wanted to become an artist, they would laugh at me. So I went to the teacher’s academy, I learned for textile and handcraft and they asked me to become teacher there for 6 years. They asked me to become adjunct at the school but I did not want that. I already did a pre art academy school for 2 years and I quitted at the school and started full time the art academy for 5 years. But I always was drawing and painting so it was no surprise I ended up at the art academy. I started at 29 becoming an artist. 

4. What happened after the education, did you start easy as artist?

Yes it was easy for me I was part of the group art and complex. This group existed out of artists and students and we shared ateliers and we organised exhibitions together. A gallery from Amsterdam approached me and took some of my work in their collection. But that was one time because the gallery quitted. But it is important for you as an artist to start like that after graduating.

My beginning was easy and nice; I never came in this black whole. I always was part of exhibition and busy making and producing work together with the group. 

5. How do you feel about working with galleries?

I wish I had a contract with a gallery who does all your pr work and promote you. In the past I had work hanging at some galleries, but that never really worked out. I now have this gallery at Vaardingen, not very famous, but the location is beautiful. It is an old farm house a big space very nice.  They have some work from me, because the asked me last year to have an openings exhibition for the women who owns the gallery. This friend artist of mine asked me to exhibit with him at the gallery. Next month I have an exhibition with my new work and I asked Jenna Tas to join me. And those exhibitions are nice. But this gallery is very young so she has no interesting network where private buyer walk in or other famous people in the art world, I would like to have my work in more famous galleries so interesting people can see my work. I like networking with friends and artists I know, but I like places where conservators form museums walk in. I like that better, not so much the social space to work in but the more market sphere where people see and buy and give you better recognition and do your promotion for you.  I really like that way of networking better. Next week I have an exhibition in the gallery in Vlaardingen, and I want to ask people from the textile museum in Tilburg to come and see my work. I have to promote myself in that way otherwise the exhibition is useless. My friends and family come to the opening but that is second concern. I really want those people to come because otherwise I exhibit for nothing. I really hate to write them and call them so I have to promote myself and my work. I cannot live for selling my art to friends and family.

6. How do you feel about selling you personal work?

No I do not care about that. Two years ago I made work with the stuff of my mother. She died and I got here plates and cups and made a work out of it. People who bought it asked me whether I find it difficult to sell the stuff from my mother. I really do not mind selling it. As soon as I turn the objects into an art work it gets a different feeling for me and I really do not mind selling it. That’s why I make it. All my work is biographical work because everything has to do with my mother and father and my family. The work is very personal for me because it is about me. But I have no problems selling it, maybe it is more letting go of the old memories and feeling. I give me motivation when I sell my work, because people like it and give money for it, so it motivates me to start working more. It is a feeling of appreciation when people buy my work. If you sell nothing at an exhibition you feel sad and down. 

7. What would you prefer good reputation or good sales?

It goes together; a better reputation increases the sales. I would like to have a contract with a gallery and that they help you I selling you work and that people from museum come and buy or borrow my work. Or take part in special famous projects to work with. I would like to go to an upper level in the art world. I mean with a higher level as long as this here is ok and my freelance work can give me some extra money. With a higher level I mean, different art network. Every network has an own status. I like to enter a network with a higher status, the level of the work of those people is higher and I think I belong there. And I know these people from the academy but I never really enter their network. This has to do also with reputation of course; this is in connection with the price of the art I make. The better the reputation of the artist the higher the economic value of the work. I want a better network and a better status in the art world. 

8. What is your personal preference; cultural values or economic values?

I go for the cultural values; of course selling is very nice. But most important is what my work does with other people and the meaning of my art. They have to see it and experience my work and take the feeling with them. If I sell more I also have to do more freelance work, because I can sell less. I do not mind doing freelance work. I work at the Stedelijk museum Schiedam and photo museum in Rotterdam. I work with other artists and we decorated museum space for new exhibitions. We take the paintings and photographs from the walls and put new ones on, with lines of text and other colours. We decorate the space for new exhibitions. I hang the work and frame the paintings. I really like to do the work also with the other artists. Some times I have the idea it is a disadvantage for me, because they forget I’m artist too. So I have to remind them all the time to visit my exhibition, because they forget I make art to because I work there. 

9. How do you feel about subsidy?

From the local government in Rotterdam in the 90ies I received subsidy. I went a month to Spain to work there in an atelier for a month and it was paid by the local government and I got a basis subsidy in 1994. After 1994 I applied again for subsidy and I did not get it, I really did not like that. I felt bad and insecure about my art, like a failure. Now I do not care anymore, I know my talent and my quality and I do not mind what the committee no thinks of my work. But now I want to apply again for subsidy, to maybe broaden my network, if people from the committee maybe like my work. And you come on a list of having subsidy and that also helps broaden my network because people see that they appreciate my work and that is a positive thing. But I do not know if I get the subsidy but I’m going to try to get it. I do not have to do it for the money, but more for the recognition of my work.

10. What type of buyers do you like the most?

I like all buyers from every sphere, companies, private collector, and family, whatever.

I have a friend of my sister who buys every year a work of me, she has 10 of my works now and I really like that. If it was a more interesting and famous person in the art world, it would be better, because he or she gives me more recognition and maybe better connections. That is important, that the reality. Last year in March we had museum night me and my partner organised an exhibition in the photo museum in Witte de with street. It’s called the other hand and we asked freelance, artists, photographers to join our exhibition. Many people joined us and that was very nice. I had the vase there and a couple was interested but they did not buy it. A year later I had open atelier and the couple came to buy the vase, Bert Meggelen famous Rotterdam art collector he bought it. I was so glad he bought it because it helps me enter a new network, because he has many people around him and in his house who can see my work. After that someone asked me for an exhibition and he Bert van Meggelen opened the exhibition, so that sort of things are very nice. 

11. How do you feel about sponsorship deals with companies and assignments?

O, I would like that, I would not mind selling my work to them or making work for them. Even if my work ends up in the basement I would not really mind. It would be better if more people could enjoy my work, but still I would not make a problem out of it. If a company approaches me I would sell it immediately, even when it ends up in the basement. I’m autonomous artist; I never really apply for assignment, because there are too many rules and troubles. I do not like assignments only from private collectors once in a while that nice to do. It makes me nervous working for assignments, its boring. If it pays very well I would people ask to investigate whether the material is vandalism protected and I would make an assignment still with my own view, I would stay autonomous. I would of course do the assignment but on my own way. Autonomous and selling work is not connected to each other. But I would not do assignments with strict preferences and demands from the company or private collectors or individual. I have to stay free in the work I make. For example in 2008 I got an assignment from someone who has a project in an agricultural area, in Vlaardingen. The person is a cultural entrepreneur, and has this project from the local government concerning houses. I first thought I had to work with children, kind of social work which I absolutely do not like, but that was not the case. Every artist got a piece of a wall in the flat building and we could make whatever we want on the wall. So my idea was what I did with the stuff of my mother I could also do with the old useless stuff of the people living in the flat building. So I start covering the objects in textile and woollen. Because you love your mother and her stuff, so these people do that too with the objects. But all the objects I made are vandalised. They took them off the wall and now they are at the office of the woman and she’s going to make pictures of the objects. Or for example I have an assignment from a girl who had ballet shoes and she really love them and asked me to make something out of it. I made a special object from it and she really liked it and me too. I like those assignments also the project in the flat. I make what I want and still it is an assignment. It is pure autonomous. I also like exhibitions, because you work towards them. And look forward to it. I was very active in doing exhibition and promoting myself, but it was actually too much. I sold very well, so that was fine. Next month I have my second exhibition. And I take part at a project art searching for wall. And we organise exhibition for each other as artists first at other ateliers also at mine. The artists who is working at the Stedelijk museum in Schiedam is organising it.  I like to do those exhibitions. Most of these exhibitions are arranged by friends and familiar people who ask me to take part in exhibition. I’m member of Foundation pictura in Dordrecht and foundation art work in Schiedam. In Dordrecht every year we have a member ship exhibition and out of that I have a gallery atelier situation to exhibit there. But it is a lower level, because I’m guest at an atelier. From the other side the initiatives are very nice and I’m glad that they do it. This woman is very young and she has her own atelier and every time someone else can exhibit at her place, I like that but not as primary goal to do. I like to enter the higher networks. Also like openings of exhibition, when a person like a director from the Stedelijk museum in Schiedam comes to open it. I need to promote myself more, just go to galleries and show my work and be more assertive to approach people to see my work and offer it to them. I do not like that; I rather have someone else doing that work for me. I just hate it and like to work more in my atelier instead of promoting my work. I have to do it, because people need to see my work. 

12. Do you have the idea your work is not suitable for galleries?

You need to know what galleries like your work. Every gallery has different demands and different art. The gallery I worked with in Schiedam has everything, which is not good. She told me she likes textile and also had education in it. She should focus more on that, because she will be unique with here work. It is so difficult to open a gallery, to start it. You also need a big network and people need to know you and get interested in you. I also do not like some galleries, for example in Witte de withstraat there is a gallery with very bad work I would never want my work to hang there, because the quality of the work is very bad. Now there is a exhibition in photo museum in Witte de withstraat of a group artists I really would be part of. They have good quality work same kind of as mine and I would like to be part of them. Quality is very important for me and the status of the artists.

I do not mind earning money out of art, it is a profession you have to sell thing. 

13. Did the view of artists changed through technological developments?

An artist working for someone and do what the person demands, is commercial. You see it in art shops who sell frame works no I o not like that. But I do not mind going more commercial, but I want to keep my autonomy. I will never listen to the demands of people. 

14. What is your ideal art world view?

Well my ideal art world is that everyone is related to a gallery, which takes care of the artist, and promotes the artist and helps him or her to sell paintings and support in making art. They also arrange exhibition for me and they have the possibility to promote me. This is really an ideal view. Suppose my work sells very well at the gallery, I hear stories that the gallery tells you to make more of this style or more like that and they are demanding what you have to make. That’s the down side of a gallery, but I would like to have a gallery who helps me selling my work, but as long as they do it without demand. It has to go into a stream and then it goes without any effort. I know this artist Maria Rosen she younger than me from Arhnem, she was in a visitors atelier and she tried to become more famous by spreading her name and she had a big exhibition alone in the Stedelijk museum in Schiedam and she told me that she was at art and complex for a year and she was all the time promoting and networking. In this way she made her name famous and gained recognition. I would like to have it in that way she has connections with other countries and several projects and people she know all over the world. From the other side I do not know whether I can handle the pressure of making art all the time and the demand of the people she know. Sometimes I have a lack of ideas, now I have plenty of ideas. If I’m working they come all the time, that’s why I like to work so much because of the many ideas I get and I motivate myself. After the academy I had social welfare, but because of the scholarship it ended. With the social service I got a lot of money because as artist I could keep more money and invest it in myself as small entrepreneur. Artists had an advantage in that time, with the social welfare in spite of other people. The people who were not artists had to give up all the earnings they made next to the social welfare they got. Artists really were lucky. People doing more with media, for them it is much easier to go to the commercial side of the arts, because of the art form they work in. I do not follow the fashion style at this moment, I do what I do and I do not feel the urge to become more high tech or mediatized. I ‘m not bother by all the audio visual art, but I do prefer sculptures or paintings and drawings. if you see know all those animation and drawings are become popular too, so it all the time switches from one art form to the other  or several at the time. I just continue making what I like and prefer. 

7. Interview

Ludo Hoes 07-05-09
Year of birth:

1956
Hometown: 

Rotterdam
Field of activity:
painting, installations surrounding art and public space
Techniques: 

Oil paint, photography tempera and sprayer technique
Materials: 

Other materials
Aproaches: 
            Abstract and conceptual

Themes: 

communication, information and media

Education: 1977 1982 Rotterdam - Academie van Beeldende Kunsten Tekenen/schilderen/ontwerpen 1982
The interview

1. How did you start as artist?

After the secondary school I went to the art academy, I knew it very young that I wanted that. I started in Breda and finished it in Rotterdam. During my study I started an artist’s collective in Rotterdam. I graduated after 4 years.

2. What happened after your education?

Well it was beginning of the 80ies. So it was all about doing it yourself. So we made our own exhibition. It was a circuit and we had the artists collective. The collective became wider and wider and went once to Canada as exchange with artists from there. In commercial sense, sale and galleries that took a few years when I enter that world. The trip to Canada and the exhibition we paid from subsidies we applied at the government. It costs 50 000 euros and the subsidies covered it. It depended on the amount of money you needed whether it was easy to get subsidy. 

3. How was the gallery world working for you?

I had one gallery where I had a contract with and I exhibited there a lot. I did not always like working with the gallery. Some galleries are criminals and others are very nice. The criminals are just like people, they only think about their own troubles and do not look at the artists, while the other galleries are committed to the artists. 

4. How did you handle the criminals? 

Most of the time you will not visit those people much. You try to avoid them, because they ruin your art.

Now I’m not exposing my art anymore and I’m not working for a gallery. I’m working for myself satisfaction. At a certain moment in life I decided to start working as a teacher as a cultural coordinator at a primary school. I had to do some other profession, because when I took the step to start as a teacher. For 20 years I had to survive with applying for bursaries and subsidies. When I graduated there was the BKR that was a subsidy which was much advantaged for artists. They start changing the law and I got less and less. But I never wanted to earn my money out of subsidy land, because it got less, but also I did not feel good to hold my hand for what? With the collective of artists we started to make projects and objects which are not really for sale, so we needed to finance this somehow. Through applying for subsidy and I started to get very good in applying for subsidy. This took a lot of time and because of that I enter another sphere the governmental sphere and I slowly walked  out the market sphere, because I did not keep contact with the galleries and they lost attention for me and I did not make new art for them so I walked out of that world. This was strange because the new world I entered I did not like that much. Applying for subsidy is basically telling a group of people how important and good and nice your art is and different from all the other. I had to promote myself something that I do not like. It went actually very well, but I did not want to stay in that sphere. After that I stated to learn for teacher with a few friends. I never earned enough money to live from it. The art I make is not very accessible for many people. The market for what I made at the time was very small; I did not want to adjust to the demand of the market. I was never a good business man, because galleries was very much work and it did not really deliver much. Something you sold an artwork and that was good money but not constantly, only for a small period. I lived from a bursaries and subsidies. The exhibitions were my motive to apply for subsidy. If you apply at a foundation for subsidy you have to tell them where you exhibited and who wrote about you and what galleries have your work. I had the show how important I was to get subsidy. I find it stupid, useless and pointless. I did not like to show myself in that way. 

It also has to do with the education artists get. I grew up in a different time with different art forms and ideas. The educations have to deliver people who can enter the labour market more easily, because the government tells them too. They try to educate their students better in a way that they can take care of themselves. The art they make is practical and I do not see them that much as artists. At a certain point they included these people also in the art world, while they make advertisements, graphic design and so on. I do not belong there; I have no problems with this difference. I made my own choice, about my art life.

5. How was your education?

I was stuck in a transformation. I ran away from Breda because it was to traditional. I wanted to paint, but it was too classical and traditional there, to abstract and expressionistic. In the 70ies this changed and we wanted something else, something different. In Rotterdam was a change of generations. The generations of minimal arts was taken over the academy and the generations before we called them the clayers, where pushed slowly out the academy. There was this internal war between the old generations and the new generations. The new generations had the feeling of freedom and discussion. You have to imagine a big room totally empty with only a table and chair and the artists where having the whole day long discussions about everything. I was n the painting department, and the wild painting was coming up in my third year. The academy had troubles with that because they wanted to get ride of paining. They told me to get the camera in stead of painting. They told me I was too lazy to come behind my painter’s easel. The academy was the way to provoke against their rules. They saw us as a lost generation and that’s way they let us pass. The only requirement was to make ten paintings. Well that was not so difficult and I graduated. 

I teach the primary school until the age of 12 in Rotterdam. I teach art and culture, and it is a nice course, but I have requirements for the young students. I work in projects with the children. It is art education. I have total freedom at the school were I work. I work together with other teacher and they cooperate very well, that’s a good feeling. I work 4 days in the week as a teacher and the rest here. I work less in my atelier and I wanted to change it again to work more as artist. I had to do with starting a family. I was used to live from little money, when I earned money I could spend it on my own and that was fine for me. But when my children were born I had to take a second job because there was not enough money to feed more mouths. So I was forced to get another job with more financial security. It was a motive to find a second job. My children now go to university so they can take care of their own. I want to work less as a teacher and more in my atelier.

6. Do you mind selling your artworks?

No if I know people take care of my work I wont mind selling my work. So for me cultural values play a role, because I want people to treat my work well. I rather have work hanging at someone home than in institutions. This because institutional buyers are more risk taking for my work. For example the AMRO bank, bought work from me after years looking at my work. They buy more painting than one, because of the market value. They check your background as painter that you are reliable and stable. They do not want you to change your style. That work they buy is put at an office somewhere with a person who as no affection with the work or with art in general. This is ruining the painting it is horrible. It is risky for the work. The cultural value is almost disappearing. I rather have my work in museums and private buyers. Museum are very good because they value the cultural value of the painting not the market value. They treat the work with feeling and passion and tae care of it and people can see the work and value it also more on cultural value. The institutions damage the work. The AMRO bank sends me work back twice, because the employees damaged it. That is horrible for a painter it is not done. People buy it and pay money for it and I can make name with the company collection, but if people damage my work that is the worse thing that can happen. Another example is the Erasmus University. I had work hanging in the hall ways, for this lady who was coordinator from a study. The employees and students where swearing on my painting. The painting where hanging on the way too the mensa. People where swearing at me and the paintings. Then you’re talking about the 20 percent of high educated people from Holland. That hurts a lot. An artist is for most of those people very low, because of the profession. If you have a person like the lady who has many affection with art and personal feelings for the work that is nice, but all the other people who come in the institution are rude and careless for the art. The work starts living its own life as soon as it’s sold, than its better when it is a private buyer or museum. The work was sold through the gallery and I did not know it was the AMRO bank. I choose for that, because as soon as you bring your work to the gallery it’s their artwork and what they do with it is part of the way the market works. You have to accept this way of working. You trust the people from the gallery that they find a good buyer, and that’s how it works. 

7. What happened with the broken work?

Well they send my paintings back so I could repair them. I did not like that at all but they arranged it again through the gallery. They send it back to me and I had to fix the works. This was difficult because the material I use for these works is beeswax and this material is almost not to reconstruct again. So I made a plan to fix it in another way and I explicitly told them how and how it would look like what was acceptable for me. So I made a frame which I made from metal where the painting was hanging in. I send it back and they were not satisfied, but I did not care and that was the last contact I had with them. So now I hope the work is still hanging in London. I really felt bad about the whole way this worked. Especially, when they are not satisfied with my new work. 

8. How do you feel when you sell a work?

Well some work is a key piece and that is considered to have special meaning for me. It takes you to another level or style and it is not nice to sell, but I do not mind. I rather sell good work than bad. This has of course also to do with the recognition I get with the work. I want to be famous as artist who delivers good quality work. I want recognition from special people, people from whom I appreciate the critics and of course fellow artists. There are people who come to my exhibition because they are interested in me and my work and not out of professional interest. I mean with that, competition between artists. I do not feel the competition. But some people really do feel it. I like the people who have artistic interest in me like other artists. They do not talk about art but of materials and paint and so on. 

9. What is your ideal art world?

There is no ideal world for me that is nonsense. I have a short interest, so most of the part is not interested for me. If that was the norm the art world would be boring.

10. So your ideal world is diversity? 
Well maybe.

11. If you look at the financial stream where should the money come from: Government, social or market sphere?

Well subsidy should be abandon. The government when I look in the past was providing good subsidy, it was a social system. The income from the artist was provided by the government and the trade unions for artist were in favour of the income. So the government and the trade unions look at the background of the artists, very simple, education, work and then you’ve got the subsidy. You as artists try to fulfil the measures by exhibitions etc to get BKR. Every half year you delivered work, which was bought by the government. At the end of the 70ies there was too much work and the warehouses were full there was no demand so the minister brinkman cancelled the BKR. Now we have the committee board of culture who decides who gets subsidy and who not. All these members are other artists who decide whether my work is good or not. That delivers a special kind of art because of their preferences, it is subjective. The market and the subsidy are two different worlds and they both deliver different kinds of art. The market and the subsidy system are two different worlds. The subsidy system delivers art what the art experts find interesting, this is very little with what the market and the rest of the country finds good art. It is art of the state. All those discussions about broaden or shorten it is endless. Who decides the measurements of the subsidy; you cannot motivate the choices of the committees who give subsidy. They have to support the art but the way they do it is strange and not logical. It is more out of social responsible idea like art education, helping younger artists or more multi cultural art and so on. I think it is nonsense. For example new artists from the art academy are supported to do retraining to become also teachers; they are named visual artists in the classroom. I have some traineeship in my course. I see them entering the education and in a few years they will be walking out of the education. Because it has nothing to do with education this retraining, its creating new jobs, but it cannot work because they choose at for hand another profession. 

At my atelier is also working a younger just graduated girl and she is gong from one assignment to the other. She is very busy, but because she is doing projects in the education and so on. It is not improving the education, it is more to keep the artists busy and participate in the labour market. artist as source for good education but not in this way, because I also she the other teacher who learned 4 years special teacher school will be unhappy and maybe demonstrate against it. 

12. So your ideal art world is without subsidy and with?

Well museums should be more dominant in the funding of artists. Museums are perfect for artists to earn money because of the cultural values and the economic values. The price will rise very high when a museum absorbs you in their collection and also the interest in your work. They also take care of your work and care about the work. The market will follow anyways because they look at hypes and interesting new art styles. For me cultural and economic values are connected in art. When you look at Armando is depending on cultural values, but the economic values are fluctuated. He pushed himself of the market because his work was not seen anymore as high quality. So for me the economic value can rise but the cultural value will diminish. The market in Holland is not so big; most of the artists who earn good are international. Maybe this is the problem of the Dutch market. Marlene Dumas she has enormous prices for her work, she older than me. Her cultural value of the painting is in doubt, by experts. So her cultural values will disappear because the certain people who promote her. I rather have high cultural value than my economic value. I’m not impressed by an artist who earns a lot and has big exhibition, while the quality of the work is not so good in my eyes. These values are crossing and overlapping at a certain point. It looks like it is necessary to have changes and it is, but it does not mean that a style will disappear and never come back. Art is also a source used to convince people, and mislead people and use it as propaganda. I identify myself with Rothko for example and abstract artist. 

In the 80ies what I saw was the new painting the wild painting a big generation changes. For example the Italian part of us was bought by this dealer and they enter the market with big prices and recognition. The dealer did not want then anymore and he killed figural the artist. He made them and breaks them. Dealers have the power to do that to artists. They have the money and the sources to break artists or make them famous. 

It is very depending of the time your born is as artists what kind of work you make. Now the internet art and culture is growing, maybe if I was young I would be an internet artist and work with different materials and so. It is so depending on the time you grew up in. 

In Germany for example the galleries are very powerful. They said we make you a famous artist and you have to do what we tell you to do. And that is a totally different world. If you wanted a career like that you had to choose it and then again they could make and break you. They have no subsidy system like ours, but the market is more dominant. 

8. Interview

George Belzer 12-05-09

Year of birth:

1937

Hometown: 
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Interview

1. What did you learn from you education?

Rotterdam Art academy two different groups one of artists more autonomous and the other group I was in who did advertisement. I did not like that group, horrible people. The other class was with nicer people like Ad Dekkers and other famous artist. After that I switched tot the monumental art. There they were more modern oriented Bauhaus art. More analytical work with points and lines fascinate me.  

There was always a side with commercial and autonomous art but they always teach it wrong, so the second generation starts doing the commercial side and autonomous side in a different way. The meaning is to orient you on commercial side to find work but you have to find it out for yourself. The academy always change the way of teaching and courses. If I started now I would something with design, back then I did handcraft and decorative more with mosaic, vases, pots and dishes, wit metal and sculptures. I wanted to do something for the society, with a practical side not so autonomous. Later on I started to work as autonomous artist, because I wanted to work more in freedom and express my feelings. But is has nothing to do wit changes in my life, it just goes from one type to the other. People from autonomous department changed in practical art and so it changes.

2. After graduating did it went easy as artists?

I decided to take everything they offered me. I did it all projects, assignments, logos. it was horrible, but I had to earn some money. I was working t the decor department of a theatre, I meat someone there and got a job as teacher at the technical university. I could draw and make sketches. So I went to the technical school and quitted my job as setting maker at the theatre. I find out I was very skilled as a teacher and I knew how to handle the children. So I decided to get my moa and moB to have a higher grade of teacher. I worked for 12 years at the technical school and after that I got a job at the art academy in Rotterdam for 20 years. in the technical school I saw a new world because the working places were amazing and I learned also many things making objects with my hand, from wood and metal. I also gave workshops to groups in my atelier to house wife. One of those ladies knew my old teacher of the academy, and he offered me a job at the academy. Working as a teacher was to provide myself of money to buy new materials and to pay my atelier. The evening school had many older people to learn on the art academy and it was very nice group. Later n the ay school I had younger people, but those students taught me also a lot. So it was very interactive learning process from both sides. I was a very good teacher, same as skills to be an artist.

3. What kind of work did you do?

Not so much attention of galleries, I do exhibitions with other artists, but I have no break through. I have not so many assignments. This is also because I wanted to work more autonomous. I had little time because of my family and my job as teacher, so I did not take many assignments. I went from practical to autonomous because I had a constant income of money through my job as teacher. So it was not so necessary to do assignments so I could work autonomous. I could do what I wanted, when I did the advertisement assignments that went very well too. I liked doing that too because you made something what was already decided as end product. So you knew where you were gong with the process of making. The visual aspect became more important in the education, and I was good at that. But also because of you background the environment where you come from. As a person you can have capacity for visual, productive, visual, practical or theoretical intervention. I like doing it and the environment can be influencing for being an artist. Important the way education can influence people in certain choices they make. Every academy has a focus on commercial side of the arts because they want to graduate people who can start working in the market. All academics have departments with practical art. The advertisement department were always there in the academies before the 60ties they were important than you see in the 60ies a change of non commercial and more autonomous. If you did advertisement you can enter easily while before you had to do test to enter. The shifts have to do with the social changes in a society. Later on this changed back to more advertisement. No art have to be more educative and practical, while in that time art was suppose to interpretive and autonomous. 

4. What about subsidy for example BKR?

All my colleges had BKR but not me because I was a teacher, but I always hated subsidy because of the committee who have to critics you on you work. It is ridiculous because people who talk smooth get the money while a big group with potential get nothing and all the subsidies goes to intermediary instead of the artists themselves. Institutions etc get all the money. You cannot even enter the foundations because they choose the artists they are interested in again through committee. They are very subjective because they have their own preferences. The handy people with the smooth talk get the money. And what annoys me the theoretical aspect is getting more important. The practical work is less important than the conceptual aspects. You have to put a theoretical aspect with the works make change on subsidy. You have to explain why you choose several materials and style and so on. Art has to be interpretive instead of being explained. Most work looks like theoretical concept what is executed.

5. Has the artistic side for you more value than the theoretical?

All the academicals change all the time the standards. In my time this new director of the academy ruined all the sculptures we where working with because he wanted something else. Or he fired the entire academy employees because he wanted new young generation teachers. In one second the standards change so fast that I have no idea what to do with it. One person decides that, that is not good. They should make a change slowly and more natural. When I came back to the academy last year everything was media, I only saw computers. 

I do not mind selling my work; I have no bad feelings when I sell my work. Only when my work is very antique or I use antique panes I have a special feeling for it but still I do not mind. I always had a gallery in Rotterdam who did good business for me. I made special things for the gallery and they had a good network. Those two galleries I was working with quitted so, but I always had good contact with them, not very many troubles. Gallery Armand in Rotterdam I have an installion of fertility symbol and the crossing over to the other side are two themes I’m working with. I do not always know where my work comes. of course most of the time the gallery does not want to tell you the name of the buyer because they are afraid you invite the buyer to your atelier and steel the connection of the gallery. The gallery asks 50 % of your prices, which is very much. Than you have to pay tax so if the work is 3000 euros well count, it leaves me nothing. That’s the down side of a gallery. From the other hand they arrange everything for you so that’s good. For me because I was working as teacher the tax was very high. Those things are nonsense and commercial not interesting. Assignments are more interesting to do because it earns better, because you only invest in your material. I like doing assignments, but you always have too choose, because I teach, have to work autonomous and on an assignment that is not possible. I always think where I am doing it for. Because I have to make a selection for my own heritage for my family otherwise I leaf all my objects with them, which is too much.

6. What do you value more economic values, cultural values of your work?

No, the objects go life their own live after selling them. If a person is buying my work than that is fine for me. Sometimes I hear from an art collector whose wife says I put flowers in your pan, than I think well that not where I made it for. But I cannot help it. In Zaandam in a centre I made something and they asked me to take it back because they were redesigning the place and they could not use it. There was this school who wanted it but they did not have enough money. Another example is the HES they had an opening and this foundation lend my work to the school to exhibit there with two other sculptures. And a friend of mine said you should check it out because your sculpture is in a strange corner of the building. I came there and in my sculpture I made a small boat and the people there used the boat as door opener. I saw that and became so angry; I search for the building man to ask him what happened. He said to me’ do you call that art huh that crappy thing’. Well that was horrible. I called different people to help me find out what my work was doing there in the first place, because I sold my work to this institution and not to the school. The director of the institution lends the work to the school without my permission. That is the downside of selling work. They paid for the restoration of the work. I would not consider not to sell my work to those institutions because the work is going to live its own life. You should never give something away without cost because than people do not value the work as cultural value because they did not pay for it. While a private collector does appreciate the work because he paid for it. Those institutions are worse because you cannot say anything about it. 

A private collector who does something like that I do not mind because it is his own money s he probably will be full aware of the art he is buying. So that is better for me and my art, those institutions are very bad for the cultural value of the art and of course I do not like it. I would not stop selling my art to them because the art starts living its own life. So you have good side of the art world and very hard sides. after selling your art it is up to the buyer what will happen to the work and what values will have or not. When my art is used as a vase the cultural value will be gone, because of the use of the object and the way the buyers treat the work. This is difficult but it is how it goes. So the work only has a certain value when people pay for it. 

7. How do you feel about self promoting?

Well you have to as artist. It is part of the job, self promoting is also a special skill people have it or not. If you do not have it as artists you have a hard time selling your work and approach galleries. For me I find it difficult, my daughter who is a designer also finds it difficult to promote her self. I also think it depends on your environment you grew up in. me for example I always did athletics, a single person sport, so I have few connections there. I I was playing for example hockey I would have had a bigger social group to also make name in. everyone there has a job and also friends and family so the promoting would be much easier. Depending on your social habits and hobbies and so on you can have a very wide group of public to show your art. This has to do in the way you grew up. Another anecdote I went to an opening from a sculpture a friend of mine. He had a big opening with a singer, she was very good. I was listening to her and two of those snobbish people from his sports club where all the time taking through the performance of the woman. I cannot stand those people, and they will only buy the art from the artist because they are in the same sports club. If I was in his shoes I would really consider not selling my work, my wife is irritated by the fact I refuse to sell my work to those people. I it would happen through a gallery I would not mind because I cannot help it. 

Another example I make this Rotterdam promotion award. There was this grand award day and there I could expose some of my works. At the day of the announcement of the winner this famous chef cock was offering the award t the best restaurant. Afterwards a friend of mine told me he wanted to buy one of my works, because he likes my work. I had to contact him so he could buy something from me. For a strange reason I did not want him to buy my work. So I never contacted him. My wife was really mad at me because I did not take action to go after it and sell my work to the guy. I just did not want him to own my work. If a gallery would have arranged it I would not noticed it and then he would have bought my art. This is how it goes. I preferred to keep the work myself. But yes a gallery would have sold it for me and I would not even know the buyer is. It is for me very ambiguous why I make those decisions and why not. 

8. How was your exhibition in Boijmans and Beuningen in 2003-2004?

The exhibition was super. I liked it a lot and the contact with the organiser was very good we had very good contact. After the exhibition this museum of art and design in New York reacted on my work, but at the time they started to rebuild the museum. So with some luck they will still approach me. The woman who arranged my exhibition in Boijmans and Beuningen is going in September to New York and hopefully they are still interested. This is how networking goes you have to do much effort to keep the contacts, show yourself at other exhibitions and do something for it. That is what is very difficult for me, because I do not like to promote myself. I have characteristics to make contacts and I talk easily but the promoting part is difficult. There are artist show make bad work but have the skills to talk and they make it in the art world. That is how it works. It is a very hard world and you have to show yourself to the world and make efforts and show yourself.  wonder whether my work is good enough our not in Boijmans and Beuningen I got good critics from Klaas Schipper he is my favourite writer so I was very happy with that. I also got bad revues and that you have to tone down it and live with it. That is how the art world works. People can break you and make you. For me Boijmans and Beuningen was a very good thing to do even with bad revenues I do not mind. Of course I sometimes doubt about my art if it’s good enough but that is always part of the process. You make art out of your own preferences and feelings so than when people see it there always is the question whether they like it or not, because they not always share the same feeling or see what I see in the work. 

9. What if you have to choose between status and better sales?

If you sell you have a social circle who appreciates you like mister Dreugen. I do not belong anywhere in a social circuit, and I do not have the urge to. I do not no exactly it is depending on the situations I guess. For me the more commercial work is behind me. There is the distinction between good and bad art and for me the quality is more important. You can be famous and make bad quality work because it is accessible for the big crowed. For me the more happens in the art world the better. I do not mind companies buying my work. ABN amro was here once but they id not buy anything that’s too bad. I would not mind selling my work to them because my work starts living its own life after selling it. People have to appreciate it or not. But a little respect should be in place because the art like the music people make is very personal. I can be very mad at moments those things happened but I can be relativize it afterwards, because that is how people are. They like you or not. 

10. Did your attitude towards the arts change overtime?

No I was not always so down to earth. In the beginning I did not like it at all getting critics but you learn to live with it.  When I was younger and working as a teacher I also rejected assignments because I did not feel anything for it and I rather was working in my atelier and I had the money of my second job. I did not want to forget my family too so I not really did a lot assignments, because it was not necessary for me and I never was interesting in making a lot of money. I did not do commercial work because I did not have too and that was very nice for me.  Also having a family was important to have the job as teacher because I also have 3 children who waned to study and have to get food on the table. This time is nice because of the media and the internet. There is a new generation, with new art forms and that is very nice to see. It is a nice development for young artists to express themselves in new ways and new norms for the art world and the academy.

Biography of his work

Last year in 2008 this art collector bought some of my work Loek Dijkman he is from the foundation Het Depot. They exhibited my work at the gallery there and that was a very good feeling for me to have my work there. The foundations buys works form artists and than exposes the works in an exhibition. This was for me really a nice happening because I felt honoured they bought my work and it is good for my status as artist. 

I started as practical artists after graduating; I took everything that came on my way. I also have my art hanging in the recycle store at Beurs in the city, and I like that and they sell a lot of my work which is good. I also decorated the show case of  the bookstore van Gennep, some people bought the work by seeing the show case.  On the Westersingel was an empty space where for 8 years I exposed my work there for free. Which is also a way to promote your work; the more people see my work the better. No the room is bought by some Chinese who don’t want my art there.  For me the feeling is better when the bookstore sells my work than galleries, because the bookstore has not so much economic interest in me and more out of the cultural value instead of making profit like galleries. I was with the gallery Venna de Vries a very good one but she quitted. still I like the more no pofit making way of selling my art. 
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Interview
1. How did you start as artist and how was your education?

Well I started very young. As a child I was very creative with drawing and collecting g skulls of animals. I started to sketch these skulls and it was very good. So my pre history is also based on artists. My father and uncle both are artists. I did Latin, Greek and history, so I’m very smart after high school I did not know what to choose. My dean said do sociology, I did that for one year, but it did not work out for me. My father said why you are not going to art academy. I applied at den Hague and Rotterdam. I was very good so both academies wanted me to start. In den Hague they asked me what will you choose, and I said I would like to go to Rotterdam. The city is for me much more interesting than den Hague and I had this pre feeling of Rotterdam as a better art city. In those 3 weeks of making my portfolio, I was constantly full of ideas and creative thoughts, I breathe art. Since a while I’m also singing, but making art is my life. I’m also interested in fashion and did fashion show, I also like photography and dancing and I love soul music disco and funk. Art is my passion and around art I like all other art forms as reading poetry, music and others. 

2. How was the academy, did you get a lot of freedom or strict rules?

Well as young artist they turn you up side down, they are very strict and honest in giving critiques. My teachers are very satisfied with me and the art I made. I was a good worker and I worked hard. I had a good start at the academy and I could work free. They did not have many rules but they were good at giving their opinions about my art. 

Some teacher pressured me but that was good for my art and the formation of my personality. The art world is not easy to work in. one of my teacher had a nice place where important artists came to discuss the art and I was invited too. I had a good start at the academy

3. After the academy how did it go?

It is very hard after graduating to start working in the art world, because you start from the lowest level and you have to work your way up. I travel a lot and every where I see if you make good or bad art you have to work your ass of. An artist said to me, as artists it is not the case if you work harder you make it, you have to take several factors into account. Being more commercial minded. You have to make art and be commercial without disavow your art. You have to stay close to yourself and form the other side more economic thinking. I go for it and do what I like and want. I felt I make art which is pleasurable and accessible easy to understand. I have my own way and style and it was good to do, but it was a hard way to go. But I earned what I did for it. So I left my traces.

4. Do you mind promoting yourself as an artist?

I do not mind to promote myself. I like networking and making contacts with people in the art world. I know how to promote myself and I absolutely do not mind doing that. I have contact with galleries and other art collectors. I know how to talk and promote my work and protect my work. In the 90ties this art reviewer did an interview with me Rotterdam uit. They showed my work with the city Rotterdam as subject. I asked him if he knew an art agent. He knew one and I contacted her and she was very busy, but interested in my work. That was ten years ago and know I have an art agent and I work with big assignments for Unilever and Robeco and KPN. You have to look for possibilities, if they shut down the funding; you have to find new ways. there are several factors that play a role in the choices you make, how strong are you in your profession, how self assured are you, what is your education and what do you make. I make charming work, I can justify it for my self, and I know there is a demand for it. My work is accessible for the big public. If I make a beautiful painting with feeling I know it can communicate to the out side world. There also are very good artists like Joep van Lieshout, who is one of the best artists and he does it very well in the art world. He was in my class at the academy.

5. Do you mind working for companies, making assignments and lowering the cult value?

No I do not mind working for companies and make assignments. I worked for the eon through my art agent. They saw my work and asked me to make a skyline of their company and Rotterdam, because I make skylines of Rotterdam and other city. They let me make two paintings and choose one of the two. I like doing that assignment. It always happens that people do not like your work, but if a company ask you to make a work or buys something from you I assume some people like it otherwise they would not buy it. For example the portraits of the girls you see, I exhibited the series in a building of Fortis at the kleiweg and they bought from Fortis several paintings. Of course you are more vulnerable for the opinions of people of your work, because you make it with feeling. But I have enough experience in the profession now that I cannot be bother by people who criticise me. This is what I also learned on the academy where teacher where very harsh on me, but they learned to become hard and handle critics. I know how people handle my art from big companies and private collectors that I know how to handle it. The profession is very uncertain not only in economy also in the feelings I have in making art. I made a painting for an event, a theatre event, in the city Rotterdam. And the painting was exposed through the city standing on a wagon going through the city. The aldermen of the local government of Rotterdam would take it as a gift for the local government. At the academy my teacher always warned me that many people like art but a hug amount of the people of the society does not get the art I make, so I should not be surprised if the would comment on it. The aldermen said that painting can be made by a child of tree years old. Well it is part of the profession, but still the sensibility stays, it hurts. If I finish an assignment I’m always wondering did I do it well.  With assignments I stay lawful to myself and my symbolism, but I can move myself into the shoes of the principal to think what they want. I will stick to my own way of working and style and give a little turn on it to satisfy the company I’m making the work for. That is working for me because I still like and appreciate my own work and the company too. I just made a painting for a financial company in Amsterdam and they were very enthusiastic about the work while I stayed very close to myself. I cannot do everything sometimes I make work further away from myself, I know that. You have to earn money and make name and sometimes you have to do assignments which are not so close to yourself you cannot always be autonomous, you have to have an income. I know artist who are afraid to go to galleries and show there work. Well I’m not and I go every where to show what I make and can. Some people even said to me we know your style and they called me names at me at the galleries. The sphere of the galleries is a hard world very hard. My father said become artists you’re a free man. The art world is very hierarchical; someone who is further than me looks down on me is feeling good someone under me is jealous. 

6. Do you have preference where your money comes from?

Subsidy I do not like, I applied once for subsidy, but you have to stick to rules and they ask everything of you and fill in forms and than afterwards they say you’re not good for use. No I do not like that. What I prefer is to have all the time in the world and to wake up in the morning eat a sandwich and turn on dance music and make free work from my intrinsic feeling, my own work what I like to make. For the other side companies who give you assignments is a confirmation that they like your work and see something in it. That is also nice.

7. What is the most important for you the confirmation or the economic value?

For me I’m responsible for what I make, that line has to be clean. I have to make something I believe in, my interests, what makes me warm and gives me passion. At the moment someone comes and likes my work and wants to buy it, that is a confirmation. The first thing is what I make I have to believe in or if a company believe in it that is the first line for me which has to be clean and clear and when I get money for it than the circle is closed and that is for me important. Two things are important. If someone tells me he or she sees things in my works what they like that is a confirmation of what I make. If someone also gives money for it my motivation will rise. If you make work for years and not sell anything that is not motivated. So I like the confirmation of people who do not buy it. But I need the confirmation of buyers to be motivated and keep on working. I strive to make a strong image, an impressing image to impress other people who see my work. I strive to quality and I know I have it and sometimes a little less because of an assignment, but I can live with it as long as I keep my line clean and clear towards myself. No one can make everything prefect in line with everything. I know very well what a good painting can be, but I know not all my work will reach perfection, but for 50 percent I achieve the perfection for myself.

8. How do you feel about working with galleries?

It is a strange world. They make money and that is the aim of galleries. I work with them a lot, they do many things for me and that is fine for me. The make books and promoted me in other lands. It is a difficult world but you have to live with it and handle it. Galleries people are business men, cultural entrepreneurs, and different kind of people. I combine things, assignments, galleries, autonomous work. Galleries also offer me assignments for companies; one of the galleries I work with had an assignment for Unilever. You have to have several possibilities as artists. You have to show your work a galleries helps you showing your work. That is what they do for you. The know how to do that and how to show the people your work. Some works needs special treatment, but if people pay enough for it is fine for me. It is part of the job selling special work. It is very frustrating if you cannot sell your work at the market because you make it to show it to the world. The best thing for artists is if a museum comes to buy your work. That would be perfect that will be my next mission. I have exhibition and galleries, art agents and assignments next step will be museums that will be the cherry on the ice coupe. As artists to approach a good museum you have no change, that is the same with galleries. They are not always prepared to bring in good art. Galleries can make you and break you that is what happens in New York, they make the trend. In Holland they follow the trend so they will not come with something new. They want what is new and that is the problem, with the art market in Holland, it is too little to make new trends and make artists big like Andy Warhole and Jeff Koons. A good economic of a land goes together with the good art markets and America was always economical strong like their art market. Of course I also feel a little the crisis, but I still have assignments and exhibition. Art is a luxury good so people first start to stop buying art, because it is not necessary to have art. Art and money go together. In the 17 century Holland was very wealthy and so was the art market and trade. In the renaissance you had these artists who were business man and had working places to make art and sell it.  Money and art goes together like power and art. We have big social problem in Holland therefore the art is not really important. We come from left social situations; the government was working on art. Art is best trade in a free market; the government cannot decide what happens to the art.  Government is not the one to stimulate the art, I think the companies can do that well. The government should not interfere in the art world. Artists in Holland have it difficult, because there are not so much private collectors and the market is not so flourishing. I do not focus on one thing, but on several possibilities, art agent, galleries, assignments and not so much depending on subsidy. I do it my way like frank Sinatra was singing. I want to do it on my own way. My work is New York art, I would like to go there but that is a big step. There are possibilities do. On the academy a teacher said I like your work but if you go to New York and you look at the gallery next to yours you would see the same art, so you have to become even better. It is no whahalla but maybe more possibilities in the art market because I’m more commercial and focused on the market instead of the government or social sphere. I really want to travel a lot. I’m always inspired buy cites when I travel so I have many possibilities open for me in life. 

9. What is your ideal art world?
I’m practical if CBK wants to buy my work I would do that. And if a company wants me to make a work for them I do that. So I take what is offered to me. My ideal world is more appreciations for artists. In Holland artists are seen as strange and excluded from the society. I would like to have more acceptation from the society. We have many social problem and like Geert Wilders is coming up which is scary. Younger people are focused on making money the more the better so the society is very problematic for the arts. I would like to see a change in that, more artist and art friendly world. My friends and I see Holland and television as emotion porno which is a hype and younger people are focused on that, and not on art. The art climate is very vulnerable and that is sad. Also museums are not really focussed on Dutch art and the city they are situated in, that is a pity. Also few collectors and banks are investing in art which is good. So it is a mix of everything and nothing. 

A country without art has no soul, Holland should start appreciate there culture and that would give artists motivation and inspiration to make very nice art and flourish the art world. The Netherlands should invest more in their artists, government and the companies together should invest together. For example through the internet it is now much easier to have a better market. The government should help artists to come further. For example to make more awards for artists who give them status so they can grow as artists international and national. I think Netherlands do not count anymore in the international arts world. They have to make more awards for young talented artists and other awards for best painting or something else. If you look at the Chinese, those young artists are getting 2 million for painting that is something to look towards too. I’m used to go against the norm, but it would be so much nicer to get a price which gives me more status and name. I’m used to fight and work hard and I can handle disappointments. On European level they should decide to improve the art in Holland by events and new happenings. Also the internet offers good opportunities for artists in the future, to offer their work. There are very little good artists, whit high quality art and they will diverse from the bad artists. The internet of course will give every one the change to promote their work, but I know for sure that the good artists will diverse themselves. I can diverse good and bad quality; I can see what work has soul and what not. Not every artist is made for the profession. Most of them will drop out the profession because they do not have the right skills. 

10. Do you have a second job?
Yes I had a second job. In my career I did other things, to pay materials and I liked it. I worked with disable people in my profession. I can work with children, adults and elderly people, to earn money as extra income. 
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Interview

The ideas in my head I needed materials and special things to realize that. In the temporary art no available art studios were suitable for me. The research that they do is not satisfying my needs. I was looking for my own space to do my work and I found a place here at the basement of the company which is 500M2 and I started collected people to work for me. That is three years ago and now I have my own BV.

1. How did you start building up an art studio?

My first sculpture was created out of small mechanical pieces. I needed someone to sponsor the mechanic pieces and this company I my situated in is selling those materials. I got to now them and they sponsored me. I was looking for a partner in assembling to develop the statues. They came here in this place and they invited me to come here and take place. Sort of social responsibility of entrepreneurship of them to help me and we have good contacts. Some employees of the company are visiting my exhibitions and my studio and that is a little piece of emotional value for me which is very important for me. 

In the beginning they gave me the space an later on I became my own company and I started to rent the place. Now we are two companies in the same building working together. I also work with other companies together. I got several project from the architecture biennale and the committee of the government of Rotterdam for the Maastunnel. 

I started as an artist with an idea and how to make it happen till now 6-8 people here who are continue working on the projects and object. We now have a new assignment for this permanent garden at the esh to make something special for it. This is financed by the government. I was fighting for this assignment for three years. Some of the workers are very productive in their works which are the engineers, while I am more organic. 

I also experiment continue to find new ideas and techniques to use and new freaky things. Now I do a test case with Philips about lighting. I also work together with Asian museums who want innovative media art. 

2. Are there restrictions working with assignments?

Well it’s all time and money.  I run the company so I always decide what happens and how the project in the end will look like. But I have to negotiate with the companies to come to a good relation where everyone is happy wit the end product. The images are how an you use technique which is at the same time poetry.  I try to make a statement with m art and the products I create or an answer or reaction on the society. The statement is very heavy and concerned with the body and how to bring people into contact with each other. A physical facebook. And I try to do that with the art and the technology. The people who work here are engineers, wizzkids with the electronics, we have many foreigners. That is good we have flow of data an new other insights which is perfect. I am spending many times in china to see new things and influences. There they are much more modern and innovative. Here in the Netherlands people are conservative and old fashion. What is funny is that the government and the companies support me as artist because they like to see cultural entrepreneurs. But the people in the art scene look at me like I a freak and poison the art. If you exhibit once at Tate modern international art in Tokyo and then suddenly they appreciate you. Now I do not care anymore what they say or think, because my business is going well and I have many good assignments. We are true pioneers and now the artists come here to look how I work and how my studio looks like. They have problems and come to look how I manage the cultural and entrepreneur side and combine these two together. The subsidies are diminishing so the artists need to take a next step to keep their heads up in the art world. I also receive subsidy, but I use it for my website or promotion. I never was depending on subsidy, I new it would end sometime and I decided not to be depending on it so I can go my own way instead of depending on their decisions. they give less autonomous subsidy and for me they pay half and the rest for me. But I work together with museum as Boymans and Beuningen in Rotterdam and companies.

I have no preferences of institutions to work with, because it depends on the project. I’m just looking for space to fill up with my work. I look what can I tell the people or what statement can I make and what do I need to realize it and how can I satisfy the company or institutions I work with. We need to come to a solution to keep everyone happy also me. You need to make cooperations between the participants and that is how I work. I listen to them and them to me and in the end I make a work that is good for me and my feelings. For me the place does not matter it is a different context and that is interesting for me. What do I want to tell and that is how I work in different context. I look for adventure and arrangement with companies and fashion designers and companies and the government. It has horror moments but I love working like that, to discover new ways and innovations. 

3. How as your education?
I was educated autonomous at the fine art academy in Enschede. They had a classical image of the artist. The poor artists working hard for nothing. That autonomous and isolation is not for me. I never felt related to the way the teach me. I am totally not related to their ideas. What I found interesting how you can express yourself with materials which are different. People expected from me that I would go this way. I’m an artist but also an entrepreneur. You have to give value to objects which is very difficult and give tensions. what is the value of an object and not the price. How do you sell something for a price and that depends on the material, the labour the time you spend on the project and the people who work for you. Than you look at the economic value of the work to set the price instead of the cultural value of the work.  I need time to develop new things; I need the creative time for myself. 

4. Do you have preference for buyers?

We have some private collectors, for example ten meters dune for this private collector in Rotterdam. We sell one or two statues a year. I prefer committee for example the liquid space was for a museum in Japan and the Dune for an architecture committee and the local government of Rotterdam for the permanent statue. We build the statue for them, they have the big opening and the credits and I receive the statue back and can tour with it to several museum and exhibition. The statue is already famous because of the big opening so many museums like to have it in a temporary exhibition. It is plugged in my network and they receive the credits for the statue and I get the network connections and further assignments. You have a dialogue with the company or institution and that is so nice, to come to an understanding between the arties and satisfy each other. Now we are developing and innovative the older statues into new ones to put in new contexts. I like to develop constantly new techniques and objects.

I’m both artists and businessman. I’m like schizophrenic. I like to start with something an later the company sees it and give according to the development the assignment. like in Asia I go there all the time to talk and look for new vibes to create new things and that is what I like. I see a mall and neighbourhood and think what can I do with that and I start getting ideas and creative thoughts. I like to put things in new contexts to see how people interact with it and how the environment reacts on it. I would love to open a studio in Japan or China, probably that will happen. The people there are so different and more open-minded towards new media and technology art. They are maybe much further accepting technology as art. Here in Holland people are still afraid of new technologies and do not understand my art. The techniques we have are developing here so it is totally new and innovative, most of the things we develop here. The accessibility of the art is much higher there than here. As little bullshit and more beauty. I learned to separate and divide the tasks. That is how you have to start a small company, because working on big projects need more employees to help you. So the engineers help me with the technology and I have an accountant to look at the financial part and the deals we make. I still am in charge of everything and also look at the deals and the finance but she helps me with making decisions. I like to keep full control. The organisation structure is organic because everyone can do what he or she wants. No hierarchy, because I also did not have a business plan. How to make it happen and what do I need for that, and this is how it goes. Now we have a project with fashion, which is a totally different discourse. I love this because it is totally new and some people say what you are doing. I like doing this because fashion and the use of the body are interesting for me. I ready no everything on fashion and design. Going to shows get to know more on fashion. Important is to have a business structure to enable the things you want and on the other side critical question bout life and technique some poetry. Companies are concerned with consumer behaviour and demand. I create my own market without looking at the consumer and demand. 

5. Why working with technique?

I made very statically statues and that was irritating for me and stated to work with technique to change that. That was the change in working style. Before that I was at the academy. Two different worlds and you need to develop an idiom to talk with each other. I learned what they want and how I can push them. It takes time to find out how people are in the other world and I have t adjust, after you know how they are you can push and reach your goals with the people and than you get the magic. In your working process you have to constantly work on the magic and the dialogue and talk to the other people from the other technical world. 

6. Did you change your style to work better with media technique art?

What I see that the academies and art education are marching with the companies instead of the government and social sphere. That will be raising this happening. The studio is a start form the more cultural entrepreneur period. We are pioneering in a new style and way of expressing myself and be interdisciplinary between many art forms. The older generations are afraid of me and the studio because it is new. The cultural world is wrestling with this. You need a good dialogue to find a good way of stay artistic and have a company to accomplish the art. To do this right without loosing your self at the company like some artist do and start only work for companies and do what they say. That is wrong, but you need the skill as artist to work in both worlds and not loos your own artistic value. I do it very well I think because I talk to the companies and go my own way. In the end the product is mine and what I wanted to create. I constantly push the consumer to go my way, because they do not know what they want. We work with sheets and models, more organic forms which inspire me and I come to ideas. You have to be critical all the time and make a proposal. Most artists are stubborn and their way is the right way and than they are surprised no one will work with them. You have to give and take a little for each other to come to an agreement. I want the arrangement and dig into and see what happens and learn from it afterwards. 

You look for the point where everyone is in relation with he object and each other. for example the Maas tunnel from the government Rotterdam I made this light that follows the people, the people felt more save and that is how the interpretation it. And Eneco found it interesting because of the light and I like to connect these participants to each other to find a relation for all the parties with the objects. 

The subsidy culture has no arrangement with the temporary time. The commerce is still not discussible. To many old generations which think this way and therefore I have my studio. They think I will get a contract with Philips a big company to become commercial and make mass products that is not the case. I want an arrangement with the time now like the sustainable dance floor, energy dive and media attention, everyone wants the floor. I want to make my point now and not after 50 year’s have a place at the Kruller Muller. What is that for point for me when I’m dead? That is nonsense. I want to make my art now. I also do not go with big companies who will overrule me, because I want to keep my own business small and nice and not a big concern as Philips or Ericson who want me to make new products for them. What I like is a mix of artistic and media attention. I have nothing to loose. I’m sceptical about all the help artists can get with the foundations; in the end you have to o the job yourself. You need to become more commercial as artist if you want to be successful. Art is much specified and I want to elaborate the boundaries and thoughts.

I do not want to grow with my studio maybe one or two more over the world with ten people. I’m in between art and architecture bureau. Were growing and we getting more projects. The value of the art is not defined by the number of the works? In the art with exhibitions we always make a different kind design according to the context. Every object has a unique thing in it. And that is what has to stay. But is art defined by the number of the same works. For me it is not, because it is part of the project. The architecture and design world is pulling their site. I was graduated at the institute at Berlage in architecture. Now I have to different worlds parallel partly architecture and public space and partly art and the difficulty is to combine the two worlds, which we do. I have projects for 3 years so I have to schedule the time also for my art side to take time in making new ideas and innovations. We have bigger budgets and projects in architecture but next to that we still keep on building the Esh and the other objects in different variants and new elaborated techniques. We start with a statue and this will be elaborated through time. We now make dresses wit the subject intimacy. It is a dress that comes closer through techniques to the other person. Technique and human life will be connected more and more. Artists and designer need to criticize these happenings in the art because it’s about privacy and poetry and artists need to make an artistic statement about these developments and reject of absorb the new developments to give a new boost to the arts. That is also what I try to do here but in the mean time I also need to bring in contracts and projects to keep the business running. I have different criteria between the art world and the business world and public world. This studio is perfect as production house and we have the ideas and devices. We can survive and we have the tools to do that, we create our own market. This is working; we can live from the projects and the assignments. This is how I like to see it. It’s comparable with the atelier of van Lieshout but than in a digital form. We are warming up this is just the beginning. I’m 29 so time enough to explore the art world and business world.

7. How do you want to continue?

We want to do next to the artworks more architecture projects. To make liquid architecture. Probably we have an extra studio in shanghai or Rotterdam with more the technical guys and project leaders. You have an idea a taste in your mouth and you look for ingredients to make it happen. We are working with different art forms, fashion, dance theatre, music and so on. I would like to have another public than the art world. How will the other public accept the work and that is the challenge for me.  40 percent is intuitive by creating and the rest is trough dialogue with the companies and other parties who are involved in the project. I wan to keep the organic organisation structure and that is why we stay with 10 people. If we grow I will open a second studio with other people and I stay the director. if we have a broad over the four studios they have to communicate first with me. I will stay the head of the company. You have to create an environment for the people working in my studio to stimulate and motivate tem to work for me. It would be perfect for me to work in Asia and open a studio there; I do understand those people better now because I come there any times. They work so much harder than the people here and are much more listening to what you want. I learned to get the people who know the way of working and push. 

8. You need the balance between the artistic side and the business side right?

Yes of course but I have both sides in me and I have the dialogue with myself. The art academy and after that the architecture academy is a great mix for me and how I can combine the two sides. You have to make the both world your own to know how to work in it and handle the people in the worlds. After that you can go every way. I always look at the connection between human body and technique and balance and those subjects. I found those subjects back in scuba diving in Malaise. All those things came together and that is how I have my ideas and creative thoughts, through activities I do and things I see.

My balance financially is better, the beginning was not good and now it’s getting better and better. The materials cost much money and I need to bring in money for the studio. So I’m al the time going to the applications of new projects and talking to businesses like Holland casino and the creative museum in Tokyo. The Holland casino was horrible and the creative museum was interesting but they have little money. I do not look to the money that much, but what is interesting for me to make and do. I have to of course bring in money because I need to pay my employees. But I like to work for interesting and fun and challenging projects. Otherwise I would work for adidas or Philips. I like adventure and risks. I like to have a dialogue with those companies to challenge them and I to come to a nice project and product and what is commerce? Going to a gallery as autonomous artists and give you work and they sell the work for you and you receive money. Or involve in a project with a company and receive money for it. It’s almost the same idea. There is always commerce, it turns the earth. Commerce is also a way to provoke arrangement. It is a way to reject the society’s norms and make a new statement. if you have a budget that you do your work right. I did projects for zero euros and those were not so good in quality because no one really cared. I also did projects for 2 years for a lot of money and the company was very interested because of the high budget and he was checking me and the process and was fighting with me about decisions I made. After that the quality is much higher because people care and want to have the best for their money. That is really good to do. I fight with the company every month but we have respect and I try to merge it. Those conversations are very valuable because than you come to the point and the right content. Budget is coming from the content. the longer I’ am not going to work for Ericson and Philips my value will rise, that is what my accountant says to me, the value of independency. I do not understand that but she tells me that because what do I generate now compared to last year. So I will not work with them because they overrule me at a certain moment and my company will no longer be independent. I learned to be straight forward about the contracts and rules. There is always a control about the way things go. I always want the control on the design so they cannot take it and make products without my approval. I do not care for Philips I will follow my own way. I will stay faithful to my own ideas and freedom as company. That is the artist in me who want the freedom to put my ideas on paper. I also ask help from the teacher at the academies in Amsterdam and other to give me feedback and that is valuable. You have to define the artistic value and the economic value and what is nonnegotiable. You have to brainstorm on that with the other people working for you. You have to find a in between the two worlds market and the arts. 

You can have arrangements with the people now and here with the companies and make an artistic statement with that and that is what is important now. You cannot have one formula; you need to look for different ways and possibilities. I make things I find important and interesting and have my attention. I decide what will be created. I m not going to write a subsidy application, I have my own ways of getting money. I listen to everything but that does not mean I do everything. It is possible to generate new things to give vibes to the public and the art world is very defensive to that, they need to open up and accept new innovation in the art world concerning technology and media. The old generation need to stop looking back and start look forward.
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