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Audre Lorde, The Master's Tools Will Never Dismantle The Master's House, 1979,
in Sister Outsiders, Berkley: Crossing Press, 1984, p. 111, 112.
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INVITATION TO DISCUSS TOGETHER AT FRI ART
1st October 2018, 12:40
ramaya tegegne <ramaya@ramaya.ch>

Dear i ¢

I hope this finds you well

I'm writing you today because you’re going to take part in the exhibition October
12 - November 25, 2018 at Fri Art Fribourg like myself. And | would like to invite
you to a discussion between all the artists—and only the artists—of the exhibition
on Thursday October 11, the day before the opening, at 5 pm at Fri Art.

I wish to discuss with all of you artistic work focusing on financial questions. The
idea is to gather our thoughts, having all of our experiences as the base, and
speculate on what could be improved for our own respective practices. I'm hoping
to share tips and also exchange about the actual show at Fri Art and its working
conditions. This meeting is happening in the context of a campaign | launched

a year and a half ago for the remuneration of artists in Switzerland-and elsewhere
—inspired by W.A.G.E. in the US.

I would like as well to accompany our discussion with a ritual initiated by the
witch and activist Starhawk, who | was lucky to meet this summer. The ritual is
called “Waters of the Worlds” and she started it 30 years ago. One morning
Starhawk was meditating beside a beautiful lake, listening for whatever messages
the water might have for her. The lake then said, "All water is connected. All
water is in constant communication with all other water. The waters of the worlds
are one—one consciousness holding the world in liquid embrace. What you do
to any part of the waters affect them all.” She then introduced and practiced

a new simple ritual with her extended spiritual and political community named
Reclaiming. Everyone started to collect water—from sacred springs and from
their household taps, from significant places and from the sites of significant
events—and combined it when they came together, often keeping a bowl of it
infused with their energy. They began every ritual by honoring and invoking

the four sacred elements—earth, air, fire, and water—with the fifth, the spirit. And
they ended every ceremony by thanking them and bidding them good-bye,
reminding themselves again and again of our deep dependence on the natural
world. Then, when they separated, each of them took a small amount to

perpetuate the ritual. Their “Waters of the Worlds" contain water from every
5



continent and ocean, even from Antarctica, and from many political actions
they've done to save and preserve water. It became a living embodiment of the
message Starhawk heard from the lake-that all water is one. This ritual is
acknowledging and celebrating the deep unifying life force that sustain us,
and water’s power of cleansing and connecting.

| wish to initiate with all of you a new “Waters of the Worlds" ritual. | would

like that each of us brings a bit of water from where we live or from any significant
place. We will then mix them before our discussion. The idea is that this ritual
could be perpetuated by each of us as we will all take a bit of water from our own
"Waters of the Worlds” at the end of the discussion. | wish this will spread and

become a ritual among artists: to exchange about money and share information
on working conditions.

I sincerely hope you will be able to come for this discussion and bring a bit of
water along.

Looking forward to meet soon

Waterly yours,
Ramaya

Hito Steyerl, Duty Free Art: Art in the Age of Planetary Civil War, New York: Verso Books, 2019, p. 186, 188.
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Lawence Weiner, What Is Set Upon the Table Sits Upon the Table (Stone on Table), c. 1963.
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DISCUSSION ON ARTIST FEES AND WORKING CONDITIONS
11 October, 2018, Fri Art Kunsthalle Fribourg, Switzerland

Jason Hirata Does anyone want wine?

Constantina Zavitsanos (on the phone)
Yeah!

Ramaya Tegegne Hey everyone, thank
you for being here. I'm really happy that
so many of us made it this evening. |
know some of you, some not yet. This
discussion is happening because | start-
ed a campaign a year and a half ago.
It is called Wages For Wages Against
and it's a campaign for the remuner-
ation of artists in Switzerland and be-
yond. Something that | realized during
this year and a half is that artists need
to gather together and just talk about
money and our working conditions.
Because information doesn't circulate
the way it should or the way it could.
That's the reason for this. | don’t know if
you want me to expiain the campaign a
bit. Tina can you hear us?

CZ Yeah, yeah, | can hear you.

RT Okay. | launched the campaign
during a group show at a Kunsthalle in
Switzerland. One of the reasons is that |
gotto know about W.A.G.E."in the USA.

1 W.A.G.E. (Working Artists and the Greater
Economy) is a New York-based activist organiza-
tion founded in 2008. Their mission is to establish
sustainable economic relationships between artists
and the institutions that contract artists’ labor, and
to introduce mechanisms for seif-regulation into the
art field that collectively bring about a more equita-
ble distribution of its economy.

9

At the time | was having a lot of prob-
lems regarding money, like not having
much money. It was also really difficult
to get paid for performances, even if
it was pretty clear that | was not going
to sell them. Also | had engaged in an-
noying negotiations about money with
this same Kunsthalle regarding pre-
vious projects. So | decided to launch
this campaign in this context. After this,
four friends joined and we became a
collective. So, now we are five wom-
en and we have been organizing a se-
ries of discussions and workshops. For
example, last August in the context of
an event at the Kunsthalle Bern, I invit-
ed several people to discuss the rela-
tionship between representation and
artists’ fees. | mean the representation
of certain types of population. For ex-
ample, in the Kunsthalle Bern not a
single black woman had a solo show
there, and the institution is 100 years
old. Also, one month ago, WFWA orga-
nized a public meeting with the idea to
form a new group of artists in Geneva
in order to launch a collective open let-
ter? that can be signed online by any-
body, and addressed to the authori-
ties of Geneva. The cultural sector in
Switzerland is mostly publicly funded.
So the letter is demanding that the city
doesn’t give money to institutions and
projects that do not pay artists. So we
want to put pressure on the institutions

2 https://garageneve.tumblr.com/lettreouverte



where their money comes from. Since
the launch of the campaign, | feel peo-
ple have talked a lot about artists fees,
and opinions are visibly shifting. For ex-
ample, | had a solo show in 2015 here
at Fri Art, and before that | did some
performances here, | wasn't paid. And
today all of us are paid. So I'm really
happy about that.

JH Tina, this is Jason talking.
CZ Yeah, | know you, Jason.

JH Did anyone negotiate with Fri Art
for their fee, and know what the fee is?

CZ Yeah, | did.
JH Ididn't ask.
Michele Graf It's 800 CHF (approx.
800%) We are still negotiating it, be-

cause we are two people.

Selina Griiter
double.

But we won't get the
MG What about you guys? Do you
know what you get?

Cassidy Toner Yes, we all have 800
CHF. And there is a production budget
on top of it.

Q Takeki Maeda The same, | think.

MG Each?

QTM No, we get 450 CHF.
10

Jay Chung Because it's an already pro-
duced work.

CZ I'm getting 4000 CHF. | negotiated.
(Laughs) No, I'm kidding, 800 CHF.

JC No, each of us get 450 CHF. We are
two individuals.

MG But I think you will get more than
450 CHF. | think you will get 500 CHF
each maybe.

JC There is no explanation for that.

CZ But you should get 800 CHF each.
It's two artists?

JC Basically Balthazar® set the terms. |
mean, there is not a clear distinction be-
tween producing and “reviving.”

MG We just participated in this sympo-
sium in Basel today. And we each got
500 CHF for it.

RT It was offered to me. It was very
clear: 800 CHF as fee if it is a new pro-
duction, and 1000 CHF for production.
And Balthazar told me everyone will get
this.

QTM I think because you, Ramaya, par-
ticipate, that is why we get paid.

MG Yeah well, | think it is partly be-
cause of her that people are getting

3 Balthazar Lovay, Artistic Director of Fri Art
Kunsthalle Fribourg.

paid in here. But it was also very trans-
parent when we did our solo show here
earlier this year.

SG Also because we were perform-
ing in our show too. And we had the
same conditions as the other perform-
ers working with us. So we were negoti-
ating the conditions of every person in-
volved.

RT | forgot something very important.
We need to gather the waters.

JH Before we talk?

RT Yeabh, I think. Should we do that?
AW Should we say something special?
RT | mean, everyone says what they
want. Were you going to say something
special?

AW No. (Laughs)

RT Mywaterisfromthe Mediterranean
Sea, it's salty water. (Pouring water into
the bowl)

CT Wow there is sand!

SG Mine is from the Zurich Main
Station. (Pouring water)

AW It's from the river I‘Arve in Geneva.
(Pouring water)
Jason Loebs 1| have Brooklyn water.
(Pouring water)

QTM From Berlin. (Pouring water)

JH My water is from the freezer burn
of my fridge, and the back of my toilet,
and the condensation in my apartment.
(Pouring water)

Ghislaine Leung It's a mix of ‘London
and here.

JH We're pouring the water into the
bowl now Tina.

CZ Yeah,|hearthat. My water is vibing
y'all's water. Mine is New York City tap
water which comes from the Catskills in
Upstate New York, so it's nice water ac-
tually.

RT I'm adding some water from here,
Fri Art water. We can now continue the
discussion, but | just wanted to say that
I don't see this discussion as something
like an attack or something. It rather
comes from a need | have to exchange
more among artists.

JH | was at a WA.G.E. event in New
York, before | came here. And they pre-
sented their new website WAGENCY.
They also did a pretend negotiation and
that was kind of odd, | couldn't quite
understand the logic of it. So WA.G.E.
is an advocacy organization. They first
started with a system of certification of
institutions that remunerate the artists.
And now they made this new website.
You can sign up as an artist. And then
you can exchange about the amount of
your fee with the institution that invited

11



W.A.G.E. (Working Artists and the Greater Economy), https://wageforwork.com/wagency.

4L IGET CERTIFIED OR NEGOTIATE

WAGENCY is also a certification program. It certifies WAGENTS when they successfully
secure W.A.G.E. fees or withhold labor when not paid them. When WAGENTS are willing
and able to leverage their social, cultural, or economic capital to pressure institutions,
they build leverage for those who may not be in a position to turn down work.
Negotiating your terms of engagement begins once your contact at the institution
receives a Fee Request from W.A.G.E. sent on your behalf. Once received, they will have
two options:

(1) APPROVE (2) NEGOTIATE

(1) If the institution APPROVES, W.A.G.E. fees will have been secured and
you become a Certified WAGENT.

(2) If the institution chooses to NEGOTIATE and makes a counteroffer, there
are three possible outcomes:

(i) The institution makes a counteroffer above W.A.G.E. standards. You
accept and become a Certified WAGENT.

(i) The institution makes a counteroffer below W.A.G.E. standards. You
decline and become a Certified WAGENT.

(iif) You choose to negotiate below W.A.G.E. standards and secure
compensation. You remain an active WAGENT.

QA Wy
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WAGENCY allows you to oscillate between being certified and uncertified and
welcomes all forms of participation. WAGENTS choose to be listed publicly by name or
anonymously by number (./wagency/artists/certified#top), and WAGENT signatures,
intended to be placed on your website, are dynamic SVG files that always reflect your
current status. As long as you continue to secure W.A.G.E. fees or withhold labor when
not paid them, you will be listed as certified. Please note that Certified WAGENTS have
an additional responsibility. They are required to pay equitably those who contribute to
producing the content of their work — their studio assistants. New payment guidelines
and a WAGENCY Work Agreement for assistant labor can be found here (./artist-
assistants#top).
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you through this platform. But what |
thought was odd is that the possibility
of caving in is built into it. The way they
demonstrated it was, the artist said "I
need 20.000 USD for my project, | can't
do it for less, | need to pay my assistants
to make the work.” The institution re-
plied "Oh, okay, we can do it for more.”
So the artist gives their high and the in-
stitution their low. So the artist takes
2000 off of their number, and the institu-
tion adds 2000 to theirs. And then, they
found this middle ground in the negotia-
tion. But eventually the artist just ended
up declining the invitation. So the plat-
form is promoting that artists should just
decline if the fee doesn't correspond to
their needs or the minimum wage set by
W.A.G.E. So | found that kind of odd be-
cause | would want an artist organization
in favor of wages to help us find a way,
rather than vacating our position.

CT Itis just like on eBay. But the insti-
tutions will always be in a position of
trying to get the lowest bid, no? | mean,
of course.

JH Or, they want to get the highest
bid in some cases.

CT | guess so. Is that also a thing that
happens? Like multiple institutions are
offering competing bids.

MG What?! (Laughs)

CT Oris it always just like “No, we will
give you what you want or closer to
what you want.”
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JH Well, yeah, but if an artist is saying
“This work is only worth 50 USD,” then
no one wants to deal with it. You have to
somehow name a price that makes your
institution feel worthy of itself.

CT Sure.

JC But once you have been invited,
the institution is not going to back down
and choose another artist. Because they
already have decided to invite you.

MG | was talking about this with a
friend yesterday—-only “wealthy” insti-
tutions are able to pay fees. For exam-
ple a small Kunstverein could decide to
do only three shows per year instead of
five in order to be able to pay the art-
ists. Even this isn’t so easy, the board
could just refuse because they want five
shows per year. And I'm not even sure
on which side I'm positioning myself. |
was wondering, do you only do shows
when you get paid?

RT No,no.ljustdid ashowinHamburg,
wasn't paid. | mean, the idea behind
this campaign is to incentivize discus-
sions about the subject. We don't pro-
mote any solutions or answers over an-
other. It's more about having people re-
alizing that there is a problem with the
actual situation. We are organizing dis-
cussions, like the one we are having to-
day, to understand together what could
be the solutions.

MG In our case, we can't really af-
ford doing it for free. Maybe it's also



Precarious Workers Brigade, Training For Exploitation?: Politicising Employability
and Reclaiming Education, London: Journal of Aesthetics & Protest Press, 2017, p. 53.
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because we are doing a lot of perfor-
mances. Another aspect is the question
of branding. Some institutions get the
W.A.G.E. branding through being cer-
tified by W.A.G.E. And all of a sudden
they convey the impression of being a
“fair" institution, even though they may
not be at all. There are obviously two
sides of it.

JL | have the sense that institutions
that have smaller capital will tend to in-
vite certain forms of work that generate
less costs. Then | wonder if galleries or
institutions will pick up performances to
fill in gaps in their program thinking it
isn't going to be that costly.

MG Well, but that's a huge misunder-
standing. Performance is what costs
institutions a lot of money actual-
ly. Because there are people involved,
at least in our cases. Performances are
very expensive. We recently got invit-
ed to do a performance at an “event.”
Usually we never do performances at
openings, we refuse these kind of in-
vitations. The last performance we did
within such a scenario—they, of course,
didn’'t have the money for it, and only
wanted to get some sort of happening
for the opening. So we answered with
a performance where Selina was blow-
ing up a balloon and | destroyed it with
a needle. That was it. Probably the worst
performance on earth. (Laughs)

CT Sounds okay to me.

JL | don't know if this is happening

15

outside of New York so much, but | no-
ticed it when | moved there. Artists are
called at benefit auctions, collectors
houses, institutional dinners, pretty con-
sistently. | think to fill the gap of per-
formativity and sociality. But | did have
the thought that it is so much work, you
know, being invited constantly.

RT What about this show? In my case,
| was considering the amount of money
| was getting paid, and what | could do
with this budget. So | tried to provide
an amount of labor accordingly to the
fee. Jason, the work you are presenting
here is also about labor, or how to sus-
tain yourself as an artist.

JH Yeah. Since | was involved in invit-
ing Jason (Loebs) for my project here,
| assumed there would be an honorar-
ium for him. And if there wasn't one, |
would have had to advocate for one, ei-
ther find a way exterior to the institu-
tion to get one, or do a different work,
or no work. The firstidea would be to try
to sacrifice a portion of mine to make
it happen. Because part of the experi-
ment of my project is trying to make a
work addressing the appropriation of
a person'’s time, resources and energy,
as well as the possibility to make or to
exhibit art without appropriating peo-
ple? That is the question and the an-
swer is probably no. Jason and | have
been talking a lot about art and value.
Labor done by assistance is sold under
the name of the author, and this is what
generates the price of the work, not
the labor provided for it. So it is a form



of alienation. What I'm trying to figure
out is, is it possible that labor doesn't
get alienated? | already happen to do
alienated labor for Jason, being his as-
sistant. But now, by doing a faithful pre-
sentation of his work for this exhibition
here, I'm trying not to alienate what he
did. One starting point is the budget we
agreed upon.

GL | guess it's about use. Remunera-
tion is one way in which you can think of
compensation but at the same time it is
totally possible to be paid and still feel
used for example. And not to be paid
and feel compensated.

CT I'm wondering if it is possible to
do labor without feeling as an alienated
worker. It is inherently part of it. Unless
you are doing it for yourself.

GL But even if you are doing it for
yourself, there is still the issue of self-
exploitation.

CT Yeah, for sure.

GL It is this constant question over
how to work, how hard it can be to val-
ue our own labour, and labours that do
not comply to specific metrics or out-
puts. How that rests on the ways differ-
ent forms of labour are valued socially.
On all those relations, the groups and
partnerships and dependencies we are
already in, and excluded from.

JH s it possible to avoid alienation?
That's for me a major question of art.
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CT But somehow I'm more okay with
alienating myself than somebody else,
because I'm choosing to do that.

GL | feel like it's to do with a certain,
and problematic, model of agency.
Refusing one set of terms doesn’t mean
not instigating another.

JC In terms of not being offered to be
paid for a show. | don't see any real con-
sequences to saying no, and not doing
the show.

JL  Wait, that doesn't seem right at all.
It would have a lot of consequences.

GL No one sees that you don't do the
show.

JC That, and the imaginary gain that
you get from doing the show is far great-
er than the actual gain. Artists don't cu-
mulatively build their careers by do-
ing a show there, there, and there, and
then saying “I'm done.” There is a lot of
chance involved, and the decisions are
made early on whether you are going
to be a market favorite or a success sto-
ry or not. The difference between doing
a show in Hamburg or not is so slight
that it gives you a lot of power to decide
whether you want to walk or not.

RT Just recently | was invited to this
group show in an institution: the open-
ing is actually tomorrow. In our corre-
spondence, the curator never men-
tioned anything regarding money. So
at some point, | asked whether there

Kz
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Barbara Kruger, Untitled (Business as usual), 1987.
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was going to be a fee. He replied there
was no fee, because | was presenting
an already produced work. But | was
offered to go there, to sleep in a ho-
tel, to have this nice dinner with every-
one, blah blah blah. | replied that | was
sorry, I'm doing this campaign, so I'm
not going to participate in this exhibi-
tion if I'm not paid. He then asked me
how much | would like to receive. | said
| want all the artists of the show to be
paid as well. He said “Okay, but how
much would it be?” | replied “500 EUR
each.” And then he ended up saying “I
think we can do it.”

MG What?!

RT We are five artists in the show. But
just two days ago, | was at this open-
ing and | met one of the artists. He
started to explain to me all the prob-
lems he just had regarding money for
this show, and | told him “Actually, I've
asked all the artists to be paid as a con-
dition for me to participate.” He said “I
haven't heard about it So one of the
reasons for the discussion we are hav-
ing today is because this is happening
all the time! We don’t exchange about
each other’s conditions. So | immedi-
ately wrote to all the other artists of the
show. One was indeed offered a fee.
Another one said “No, never. Anyway,
I'm not asking for fees, because I'm
never receiving them.”

JC That's a problem not specific to the
fee itself. Institutions renege on their
promises all the time, in every category.

In general, it's that they are not respon-
sible, rather than that they have some
kind of prejudice against paying fees.
Like you said, the curator was willing to
pay as soon as you asked, or at least he
was willing to promise.

RT Right. So | wrote to the curator yes-
terday and he replied “Oh yeah, yeah
sorry, we haven't talked about it but
we are going to do it of course.” | don't
know if he will do it. It's definitely not
correct not mentioning it before the
opening. All of this is just annoying.

JC This curator doesn't have any in-
centive to reduce the cost of his show.
So it is just him making a promise that
he is not willing to follow through on.

RT Or maybe he was, but he didn't
put it forward until now.

MG Which is part of the problem.

RT Yeah, exactly. | really just want
things to be straight from the begin-
ning. When | was a younger artist, it was
impossible for me to ask to be paid,
and reaily hard to even mention any-
thing about the budget. It was never
addressed. Even now, it is still annoying
to do it. So this depends on how much
power you have as an artist, or the pow-
er you think you can have.

CZ Thank you for everything every-

one is saying. But maybe | just have a

simple question, which is coming be-

fore the actual idea of the payment,
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along with the idea of the need for pay-
ment. There is a need for money to live.
And that comes even before you agree
or don't agree to do a show or receive
an artist fee. Everyone has some kind of
practice, maybe not the one you want,
or not waged in the way that you would
want. [t can probably always be better.
So there is something that you are do-
ing: a job outside of your art practice,
or your art practice pays because you
seil works or...

JL  You're a teacher or something.

CZ Or you are wealthy. Whatever the
situation is, that differentiation, of peo-
ple's financial situations, is what prob-
lematizes this call for the wage, and
equally the call against the wage, if you
take it in the Wages For Housework*
sense. The call for remuneration was
actually a call for the destruction of the
wage, of the very notion of the wage.
What I'm trying to say is, what lies be-
hind this is, the question of “How are
you going to maintain?” lt's a question
behind WAGENCY as well, or even the
whole determination of agency, or the
capacity for production and reproduc-
tion. So | think that's the inherent prob-
lem. So it is not a critique of the call for

4 Throughout the 1970's, the Wages for
Housework movement developed an analysis of
women's reproductive labor, "housework” broadly
conceived, as a primary site for mobilization. It was
grappling with the question of what is to be done
to put an end to the massive quantities of unwaged
labor steadily expanding the wealth of the capitalist
class while condemning millions to impoverishment
and endless work. Silvia Federici was the co-found-
er of the movement.
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remuneration, it is just a class-based
question, which obviously is localized
around race, gender, ability and dis-
ability, among other things. I'm sure all
of us are in a different situation, of how
they get paid, or how they are paying
to work for free. Because when you say
you are working gratis, you are getting
paid somewhere else, or you wouldn't
be able to do it, or somebody is work-
ing for free for you. So asking for a fee
is a symbolic gesture. And | don't mean
that as an affront, in fact | mean thatas a
really hard compliment, because obvi-
ously we should all be fucking paid, of
course. But institutions are always go-
ing to just take the fee off the material
budget, because that's how they do it.
They are not putting fees in their bud-
get, grants applications or their fund-
ing structures, because it hasn't been
called for. That is why W.A.G.E. oper-
ates as a brand, as somebody said ear-
lier, a brand that institutions can hide
behind. A movement like WA.G.E. re-
quires a sense of solidarity. | really feel
the person who was saying that it is
hard to value your own labor. But you
got to realize when you do that for
yourself, you are doing that for every-
body, and that you are part of that ev-
erybody. So if you can't do it for you,
think about the you that is inside of me,
you know what | mean, and do it for me.

JL | get where Tina is pointing to-
wards, which is the question of how do

you work towards abolishing the wage.

CZ Yeah, exactly.
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JL lalso sense the kind of criticism of
W.A.G.E. You are kind of nicely saying
that it is a luxury protest.

CZ Listen, | love W.A.G.E. (Laughs) All
my friends are in W.A.G.E. Fully on board
for asking for artist fees. | don't know
if this is recorded or what, but | LOVE
W.A.G.E. (Laughs) The call for the wage
is the call for the destruction of the wage,
but associated with the concept of re-
production. It is so far beyond anything
about labor. It is beyond a question of
value. This is a question of life. When you
call for the wage outside of organized
solidarity around class construction, then
you are calling for some kind of unique
exchange. Everybody who lives on this
planet deserves something. We all have
a right to be alive and have shit to live.
And hopefully live well. | guess it can be
a critique but it doesn't have to be.

JL 1think it goes right to the core of
post-war welfare politics around union-
ization. Like the various ways the union
would be split between the radical abo-
litionist organization and the increasing
subsumption of the union under a sub-
stantial wage increase model.

CZ Yeah, because it is allocated to the
few at the cost of the many. When peo-
ple are calling for a wage, they are ba-
sically first questioning representation
and the recognition of labor itself. Art
work should be recognized, because
for a long time it was not. It is work.

JC | want to play the devil's advocate
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here. | don't think a symbolic protest for
higher wages in the art world has a re-
lationship with a real protest for wag-
es in a different kind of economy. My
struggle here in Switzerland has no ef-
fect or relationship with another per-
son’s struggle wherever, in Bangladesh
for example.

CZ Well, | mean regarding my critique
towards, as Jason Loebs said, a “luxury
protest,” you nonetheless still need to
get paid. I've spoken to W.A.G.E. peo-
ple extensively and | know that they
do not consider this organization as an
art piece, rather as a real base relation.
I'm with you devil's advocate. | agree
that artists should be paid, but also ev-
eryone should be paid. | think people
who don't do any work should be paid,
as long as their world requires mon-
ey for living. | don’t care how lazy you
are, if you are a drug addict or whatev-
er. Everybody alive should be able to be
living off their labor.

JC To bring it down to a concrete
level, although it seems really difficult
for artists to demand a fee, it is in fact
achievable, just because of who artists
are socio-economically. They actually
have a lot of power, it is really not a leap
of the imagination.

RT Butl mean, it depends which artist.
CZ lagree totally.

JC Just artists as a whole, artists as a
social group.
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RT Artists together could do it, but in-
dividually you can't. | mean some peo-
ple can’t.

CZ Fees are totally doable. It just takes
a lot of people asking for it until it be-
comes a norm.

JH I'm trying to think, how can we re-
late our privileged position to people
who can't ask, who don't have the bar-
gaining power that we have?

JL But once you introduce the prob-
lem of the wage, you have to ask your-
self, if you employ other people, what
is an adequate payment? Not only
“Are you paying somebody?”, because
you can under- or overpay somebody.
It becomes a qualitative question as
soon as you introduce the possibility
of doing it, both in relationship to who
you are asking it for and who you are
giving it out to.

CT Then comes the question of the
universal basic income [UBI], which
you've mentioned Jason [Hirata] the
other night, that it follows the idea that
it was a way to make consumers rather
than workers.

JC That's true. The theory is, that the
wages seem so low, so the consumer
economy starts to stall, then the peo-
ple who produce goods can't survive,
and it creates this kind of whirlpool, and
the whole system collapses. So in order
to prevent that, you basically give ev-
eryone spending money. But actually
23

Switzerland voted it down. They don't
even want it, you know.

RT Because it is too early. | think the
reason for this initiative was not even to
pass, it was just to get the word out, to
make people think about the possibility
of it. In Switzerland a lot of things don't
pass the first time and it might be voted
again later.

CT But there are also a lot of ramifica-
tions for Switzerland. For corporations,
for example, to have this instituted would
mean that the people in charge would
then make much less money. So it won't
be appealing anymore for these corpo-
rations to be here. This cascading effect
is definitely a part of voting it down. |
don't know if the UBI is a solution.

JL There is also a really big debate
around what's called means-tested
aid, the people being granted have to
demonstrate that their income is below
specified limits, so they are subject to
the state authority. At least as it is for-
matted now, it can be rescinded. So one
aspect that is less addressed is in terms
of where it would come from if not in
the state form? How would it be man-
aged privately?

CT Exactly.

JL The payment is haunted by the
possibility of it being acted as a means
of control, through lowering or deleting,
also removing subsets of the population
potentially. So it is used as a threat.



JH One thing | want to do the next
time I'm invited to do a show where I'm
in a place | can negotiate, is to ask for
all the future fees of an institution. So
everyone that gets the 500 quid in the
show I'm participating in, and in every
show after that.

RT Ishould have asked for that.
JC But how do you enforce it?

CT You sign a contract then you sue
them in the amount of money you have
put in hiring lawyers.

JC  Well, maybe that would be a busi-
ness model, like a hedge fund. By suing
them you would actually get paid more
money. (Laughs)

CT Thatisthe nextshow here.(Laughs)

GL I'm always interested in whether a
film distribution model can be used for
the circulation of an artwork.

JC This is similar to the way an image
bank is operating, like Getty Images.
You could probably imagine that.

CT Actually there is this art bank. | re-
member it started when | was in New
York a couple of years ago. | forget ex-
actly the premise, but artists could put
their works in it and they would gam-
ble on it. Then if one of the artists
would become wildly successful every
artist would benefit from it, or some-
thing like this.

JL Yes, every artist contributes one
work a year for ten years. The art bank
doesn't pay for the works.

CT But they select you.

JL They are selecting artists already
from a pool that they imagine would
have a percentage value increase each
year.

CT Yeah, and they are gambling that
one of you will become successful.

JC You are submitting a work, once a
year or once every two years. It is actu-
ally kind of frequent. And at some point
the fund would become mature. Itis like
a health insurance, everyone could ex-
tract from it. But that actually never hap-
pened. | think they went out of busi-
ness. And they took the works.

CT | just remember this from three
or four years ago. It is crazy it already
folded. It didn't even have the first ten
years. So this model did not work.

JL They probably declared bankrupt-
cy then recuperated all the works.

JC 1t could be a way simpler model.
There is a bank with the actual works
and the institutions have to rent directly
from it, just like Getty Images.

RT But thinking of all of these mod-

els, one of the ideas behind the artist

remuneration campaign is that | don't

necessarily want to produce objects
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that can be rented through a bank or
sold. If we get paid for our work, the
production might shift and might then
be less object-oriented.

JC The image bank in Germany is ac-
tually really convenient. If you want to
rent an image, you just go on the web-
site and search for it and then you pay
a fee and use it. You don’t have to ask
whoever it belongs to, like in the estate
of Picasso, because there is already a
mediating agency. 1 think it is actually
subsidized by the state.

JL They started an artist agency in
Hollywood. Or an agency that is includ-
ing artists now.

MG What is the difference with a gal-
lery?

JL  I'm not sure, but that is surely guar-
anteeing the artists awage or a payment.
| wanted to ask you Tina, you evoked the
relative potential for solidarity amongst
artists and the lack thereof. And | got the
sense that you were potentially idealis-
tic about the possibility of this solidari-
ty. I thought that was very positive. But
| wanted to introduce the possibility for
the opposite. If we would take up what
you said that this might be a luxury field.
Isn't there also the possibility that there
are more antagonistic relationships than
are necessarily articulated?

CZ Um. Are you asking, | was trying to
be positive and couldn't go the other
way? (Laughs)

JL Yeah.

CZ Exactly. That is why | am positive ,
Jay. (Laughs) I think it can or it does have
to go all the other way. That was the un-
derbelly of that statement. | didn't in-
tend it as a critique but that could easily
become one.

JL | mean, just to be the devil's advo-
cate, wouldn't it be problematic to start
from the position of solidarity in the mar-
ket-articulated here as luxury? Because
it could just be a veiled antagonism.

CZ Well, okay. | am not an economist,
| don't know what art is, | am not a phi-
losopher, | am barely an artist. So | don't
know if art is a luxury commodity. That is
just some shit | heard. (Laughs) | was just
trying to think about our needs. But do |
think it can be antagonistic? Yes, | think
it is. Solidarity always works across the
tightness, otherwise you wouldn't need
to make the claim. Somebody talked
about the difficulty to value their own
labor and | really felt for that. Because
it has been so many times in my life
where-not as an artist, because art to
me is one of the easiest jobs | have ever
done, and in that case it is a luxury—I just
felt for that person or felt myself in that
person'’s call. | think we share a need, a
need to get by. Most artists | know want
to make art, to put it out there, and want
it to be seen. And it is labor, it takes a
lot of time, which keeps you from doing
other jobs. Unless you are already rich,
you do need to get paid. And it is hard
to ask for money, because there is a lot
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of shame around not having enough
money. What | think undercurrents all
questions of remuneration is always lo-
cated around recognition and repre-
sentation of labor converted into val-
ue. | don't mind asking people for mon-
ey. For this show here, in my mind | was
thinking "Alright, listen, if the fee is 500
| am going to say yes.” And then | got of-
fered 800 CHF, | was like “Alright, cool.”
So | was able to give Jason a couple of

~ hundred to gather the pedestal since |

wasn't there to do it myself. That is how
| feel about it. So can it be antagonis-
tic? Yes, it can be. The issues of W.A.G.E.
lies between different class generations
and also age generations. There are
artists in W.A.G.E. that do get paid for
shows and do work for institutions. And
there are other artists in W.A.G.E. that
are younger or just in a different social
class position. They believe in that call
because they simply need to be paid.
Also some people also feel disrespect-
ed by that call because they are being
devalued for working for free. For ex-
ample they work at an artist-run space
with their friends in Bushwick or in any
neighborhood. And they are really try-
ing and are sincere about it. They are
trying to make art and show it to the
world. Some people work for free be-
cause that is not the place where they're
getting their money, or they are just do-
ing it for other reasons. Then you also
have rich people who are working for
free because they can and don't care.
These artists are unknowingly cutting
off the potential for everybody else to
ever enter that round. So, yeah, that
27

is antagonistic, and | hear about it all
times. At some level, | struggle in those
worlds.

JL If you take the totality of art-
ists producing work, | would probably
imagine the majority of them are not
paid. | mean, | grew up in a small town
with tons of artists that don't show. So
I'm wondering about the totality of art-
ists producing in comparison to the art-
ists that are called to perform and those
who are paid already in the market-
place.

CZ Yeah, that is what I'm saying. If you
are in a position to ask for getting paid,
you should try to do that. And if you are
not able to for whatever reason, then
the group should be able to bring it up.
That is all there is. Some people would
then be carried by the group.

JL  Maybe we should start with the
majority who is hypothetically just un-
paid and not called, rather than start-
ing with the minority who is paid and
called.

CZ Yeah, exactly. | think we should
value the more ubiquitous, the more
common, the bulk of artists. | mean, just
again, I'm mapping it to other forms of
struggle where it was historically the
case like Wages For Housework, they
concentrated on bringing the bottom
up. Those are some of the things that
piss me off in the art world. The only
thing | can offer is, my piece for this
show, it's some pieces of gold. I just
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took the whole production budget and
put it all in it. And it is totake away to
whoever gets it. So if you want, just
take it.

RT Maybe we can just continue this
discussion while we cook dinner and
eat? And | just stop the recording.

GL Can | ask you a question, just as a
sort of ending? Given it's the first time
you tried this, did the group discussion

RT The solo show | did here at Fri Art,
| had access to the overall budget of my
show because we applied for funding
and | was the one sending it. So | was
able to see it, but | didn't negotiate on it.

JC So you raised the money for your
show?

RT We did it together. For some ap-
plications, the artist should apply them-
selves for it.

STABILITY

go how you expected?

JC It was funded, so you should be
RT |think | wasn't expecting anything getting a fee.
from this. | was just imagining people
will just join and chat. | wasn't even ex-
pecting that people would talk about
money or fees. | just wanted to see what
would happen if | was organizing this

moment.

RT Yeah, of course. | could have put a
fee, butl didn't even know | could at the
time. Okay then, thank you everyone,
and it was really nice to have you with
us, Tina. We miss you here. We are sad
that you are not here with us.

JH Can ! ask one more question? It is

not a good way to end, butl ask itreally SG Yes.
quick since we are all still here. Would it
help to have a preview of the total bud- JH Yeah.

get for each exhibition you work on?

CZ Yeah, me too. Thank you so much. |
saw pictures of the fondue from yester-
day. | don't know how you can eat that
much cheese, but it looked really cool.

GL Like the breakdown of it?

JH For example choosing not to do a
dinner or whatever it is.

]\lﬂal\‘od JH Yeah we had so much cheese.
GL If 1 do a solo show | tend to do a
budget myself. And | would look at all CT As a fellow American | can say, it
life the costs. was too much cheese, not into it.
¢ workin®
Mapping 38 CT But | mean, even if it is not help- JH It's also diluted with other cheese.

ful, | would be curious to see it, for each
show, you know.
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CZ Sounds amazing, for real, I'm seri-



ous. Thanks for having me. And thanks JH We are making dumplings now.
for all your works too. | can't wait to see

all the pictures. CZ C'mon Jay, I'm already jealous! It
was good to meet some of you. Okay,

JH [I'll send them now, | have a ton. bye!

Everyone Bye!

CZ Have a beautiful night.
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