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As the contemporary art market continues to rise, ways of buying and selling 
works are radically changing. The revolution is being led by a crop of emerging 
artists who are challenging the traditional artist-gallery relationship. What is often 
called the “Leo Castelli” model, where a gallery slowly develops an artist’s career 



and is rewarded along with his or her success, also places an emphasis on 
nurturing relationships with collectors; trust and loyalty underpin all business 
transactions. 
 
This is no longer the only modus operandi. With the rise of the internet and social 
media (at Art Basel Miami Beach there is an entire talk devoted to “Instagram as 
an artistic medium” on 4 December), and the advancement of luxury brands, 
along with blurring of boundaries between visual art and other media, artists—
and dealers—are having to reinvent themselves. “It’s not enough to just produce 
the art [while] isolated in your studio any more; the art market expects you to take 
a direct role in promotion, working hand-in-hand with the dealer or gallery,” says 
the New York- and Singapore-based dealer Sundaram Tagore. 
 
Some aspects of the Castelli model are still prevalent today, however. “Gallery 
representation benefits an artist by contextualising his or her work and presenting 
a vision in depth,” says Nilani Trent, a New York-based art adviser and collector. 
The New York-based artist William Powhida, who describes galleries as “a kind 
of community”, says art fairs such as Art Basel in Miami Beach are now a crucial 
part of the dealer’s role. “Artists still need galleries; there are very few instances 
of unrepresented artists showing at art fairs, which in 2013 accounted for a third 
of sales in the primary market,” he says. 
 
Artists using agents 
 
Nevertheless, some artists are choosing alternative outlets to market and sell 
their works. For example, Stuart Semple joined Next Management, which also 
represents models, actresses and musicians, in early 2013, because, he says, 
“the interplay between luxury brands and contemporary art was moving closer 
and closer, and I didn’t have the expertise to navigate that”. 
 
Several other contemporary artists, including Damien Hirst and Takashi 
Murakami, also have agents or managers as well as galleries, although this is not 
an entirely new phenomenon. For 25 years from the late 1960s, Fred Hughes ran 
Andy Warhol’s Factory in New York, acting as his business manager, while 
Castelli famously brought Warhol’s Campbell’s soup can works to the market. 
 
Semple also sets out the virtues of working with both an outside agent and a 
more traditional gallery. The artist says that he is not represented by any dealer, 
but works with a number of “exciting” galleries including the Fine Art Society in 
London, Anna Kustera in New York and most recently, Delahunty Fine Art in 
London. 
 
“Dealers have played a huge part, especially Anthony d’Offay’s support in the 
early years and Martin Summers placing my work with really good collections like 
David Roberts and Philip Niarchos,” Semple says. He says that his management 
company has been instrumental in other aspects of his career, for example in a 



copyright lawsuit against a South American fashion house and designing a 
furniture line for Maison & Objet in Paris, due to launch in January. 
 
Social media 
 
The internet has perhaps been the biggest game changer for artists, offering 
immediate and unmediated exposure to a wide audience. Many of the younger 
generation, such as Ryan McGinley, José Parlá and Daniel Arsham, use social-
media platforms to exhibit and distribute their work. Arsham often announces 
new projects on Instagram, using the site as a marketing tool as well as 
exhibition space. 
 
The possibility for sites such as Instagram to provide alternative platforms for the 
display—and sale—of art poses a question for dealers. “Instagram is such a 
direct medium. Where does the dealer fit in when artists are posting images 
straight to the site?” Semple says. 
 
Others artists such as Jeremy Deller and Antony Gormley have defied the usual 
rules of the art market by using the internet to give away works for free. In July, 
Deller offered 10,000 limited edition stills from an animation via The Space 
website. The British artist was commissioned to create the new work by Own Art, 
an organisation that works with 250 galleries in the UK to help members of the 
public buy art with interest free loans.  
 
The same month, Gormley released a specially commissioned digital work that 
was available as a free download. Feeling Material was shown on digital posters 
in railway stations across the UK, as well as on screens inside more than 2,000 
black cabs. 
 
Straight to auction 
 
Another shift in the art-world hierarchy comes courtesy of the auction houses and 
their aggressive move into the private sales field in recent years, directly onto 
dealers’ turf—including, occasionally, in the primary market.  
 
Artists are keeping an eye on these developments. “Auction houses are 
important for keeping the market vibrant and helping to build prices,” says the 
Istanbul-based artist Taner Ceylan, who consigned work directly to auction 
earlier in his career. He remains an anomaly, though, as artists rarely consign 
works to auction. Significantly, Damien Hirst’s sale at Sotheby’s London in 2008, 
“Beautiful Inside my Head Forever”, which earned £111m, did not open the 
floodgates for primary market consignments.  
 
“I don’t think an auction house can ever replace the dealer, and actually their 
private sales concentrate on the secondary market rather than the primary,” says 
Alexander Platon, the senior director in charge of the secondary art market 



department at Marlborough Fine Art gallery (F5). While at Sotheby’s, however, 
Platon was responsible for many years for the selling exhibitions of sculpture 
shown at Chatsworth House, which have included many primary market pieces. 
 
The art adviser Lisa Schiff says that the auction houses’ effect is limited, 
however. “I see artists taking more and more of the power in the future; they are 
in control of the primary market. In a bull market where there is insane demand 
and artists are pulling in massive wait[ing] lists, they control the situation.” 
 
Show them the money 
 
But while some already-successful artists can cut out the middlemen—and even 
give away their work for nothing—many need their dealers not just as 
promotional platforms, but to support their production financially.  
 
The extent to which artists shoulder the financial burden of making works 
remains a secretive subject. The consensus in the trade is that every dealer-and-
artist relationship is different. Production costs can cover everything and anything 
from material and labour costs, to shipping and catalogue production, say 
dealers. Emmanuel Perrotin (G6) says that he recently bankrolled an exhibition 
by Laurent Grasso, which featured more than 40 works, including two films—
“Soleil Noir”, which was shot in Pompeii and Stromboli, and “Soleil Double”, 
which was filmed in Rome.  
 
Augusto Arbizo, the director of Eleven Rivington gallery in New York, says that, 
while the collaborations vary for each work and exhibition, “often, the cost is 
taken off the top of the first sale(s) from the exhibition. With museum 
commissions, the dynamic changes based on the scale, in terms of institutional, 
or survey works.” External funding sources that can aid fabrication, such as 
individual collectors or benefactors who run foundations, are valuable allies, he 
adds.  
 
Some galleries fund artists with monthly stipends and others provide financial 
resources for specific projects, says Sundaram Tagore. “Sometimes a gallery will 
pre-buy the whole show, which is a way of supporting the artist. There are many 
ways to front the money, whether it happens to be an installation for the Venice 
Biennale or for an art fair,” he says. 
 
But this relationship is also changing as artists become more and more 
audacious. “Galleries have become much more ambitious and my production 
costs have increased since I opened my space [for monumental works] at Pantin 
[outside Paris],” says the Austrian dealer, Thaddaeus Ropac (C11).  
 
“Concerning production, every case is different. When we produce works 
(installation or performance) with an artist we pay their production costs. These 
costs are then not automatically deducted; if the work is not sold, the gallery 



absorbs the costs. If the work is sold, there are different ways of getting the costs 
back,” he says.  
 
Stuart Semple says some galleries are contributing less to the making of works. 
“In the old days, galleries or dealers would pay for production costs and then 
there might be an argument about how to split the profits,” he says. “But now I’m 
seeing a shift in behaviour: sometimes dealers want their 50% without being 
proactive in getting the work made. That questions the whole issue of 
patronage.” 
 
Artists who do things their way 
 
The Turkish artist Taner Ceylan, who has been represented by Paul Kasmin 
Gallery (A5) in New York since 2012, consigned 1881, 2010, directly to 
Sotheby’s, London, in 2010. The photorealist painting of a surly, cigar-smoking, 
fez-wearing figure, from the “Lost Painting Series”, sold for £121,250 (with 
buyer’s premium). But he warns other artists against taking this route. “I definitely 
don’t think sending a new work straight to auction is a wise move in this market,” 
he says, adding that the Sotheby’s sale was a “special project” aimed at boosting 
the international market for Turkish artists. The work was bought by the UK artist 
Marc Quinn. Both Christie’s and Sotheby’s have said that although their focus is 
on the secondary market in private sales, they do not rule out first-time sales, 
which is already the norm in their other international locations (particularly for 
Asian art). Charity auctions have been another way for auction houses to enter 
the primary market, and these are increasing both in number and in the headline-
grabbing nature of the works available.  
 
Shantell Martin: She is an artist working across different media who posts 
everything she makes on Instagram. “I started Instagram later than most people. 
I don’t have any traditional photography experience, but I like taking pictures,” 
Martin told Fortune magazine. “There are definitely Instagram moments in my 
work. When I’m working, a part of me says, ‘That’s a really great Instagram 
moment.’ I try to post once or twice a day.” The UK-born artist straddles the art, 
commerce and luxury sectors and has embraced working with big-name brands, 
having daubed her trademark black-and-white etchings on the walls of Lane 
Crawford, an Asian department store. She also worked on a special commission 
for the Bulgari jewellery emporium in New York, and was cast as herself in the 
US TV series “Gossip Girl”. She is an adjunct professor on the ITP programme at 
New York University. 
 
Jeff Koons: The US artist is a master of promotion and marketing, so it came as 
no surprise that Koons teamed up with the fashion chain H&M earlier this year to 
launch a handbag costing $49.95. The leather bag featured a printed design of 
his famous sculpture Balloon Dog (Yellow), 1994-2000, on the front. Earlier this 
year, Koons also created a new sculpture comprising luxury handbags donated 
by Diane von Furstenberg and Clara Kuo. The resulting piece, entitled Gazing 



Ball (Charity), was auctioned in New York on 9 November, fetching $4m; the 
lucky buyer now owns an exclusive work by one of the most celebrated artists of 
our times that also doubles as an accessory stand (the bags are slung over the 
arm of the sculpted figure). The auction also included nine additional wall 
sculptures, “Birkin Bag (Shelf)”, incorporating a series of Hermès bags donated 
by the Saudi princess Deena Aljuhani Abdulaziz and Princess Caroline of 
Hanover. The sale was the first venture of Project Perpetual, which was founded 
by the Russian collector Svetlana Kuzmicheva-Uspenskaya to support United 
Nations Foundation programmes.	  


