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Introduction

The phase of the lifecycle of any project that we refer to as “transfer” con-
siders the exchange of resources for goods or labor. This phase utilizes the 
following types of transfer: 

•	 Free: Given or available without charge.
•	 Gift: Given willingly to someone without payment.
•	 Mutual Aid: Support or assistance given and reciprocated 

with regularity.
•	 Borrowed: Taken and used with the intention of returning it.
•	 Bartered: Exchanged (goods or labor) for other goods or 

labor without using money.
•	 Paid: Provided a sum of money in exchange for goods and labor.
•	 Stolen: Taken without permission or legal right and with no 

intention to return.

You likely use monetary and non-monetary transfers to get your proj-
ects done. When discussing transfer, we look at the specific exchanges 
you undertake for each project. If you are interested in the ways that you 
might holistically support yourself, see Chapter 9: Support 8.↗

Story

Danica Phelps is an artist whose project Income Outcome involved creat-
ing a system for making drawings that document all of her income and 
expenses. We conducted an interview with Phelps, who spoke about the 
origins of this system, which began in 1996 and continues to this day. 
Phelps said:

I often had very little money. I often had less than $100. So 
when I finished graduate school I had no expectation at all that 
anyone would be looking at my work. I assumed that it would 
take a long time before anyone would even care about it at all, or 
that I would have the opportunity to show anyone. So [Income 
Outcome], actually started as a very personal project of keep-
ing track of how much money I had so that I wouldn’t run out 
as easily. I am not very good with money. So I started drawing 
everything that I spent money on and then putting it up on the 
wall, so that I could see it all. And that had a few advantages 
like trying not to run out of money and also experiencing what I 
spent money on more. So if I only had $20, and I spent $4 on a 
bowl of soup, then the drawing would become worth a lot more 
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[for me]. It was almost like I was generating something that had 
more value by drawing it.1

In her artwork, Danica Phelps focuses on transfers that are paid, using 
a sum of money in exchange for goods and labor. Danica uses the capac-
ity “express,” which we define as being “reliably able to create works that 
convey an idea, a feeling, or a personal meaning. I spend a lot of time 
identifying the sources that form my beliefs, and assess whether my 
sources are credible. I see myself in a state of continuous transformation, 
seeking to identify the root causes and historical conditions that form 
my beliefs and knowledge.”2 Do you have visual systems for documenting 
paid transfers or other forms of transfer: free, gift, mutual aid, borrowed, 
bartered, or stolen?

Discussion

Imagine that you receive an opportunity to make a new project for an 
independent space run by artists, near school. The space provides you 
with a stipend of $200 for the entire project, a small gallery space, and 
one month to complete it. Think about how you will navigate all of the 
transfers that are required to complete your project. 

•	 How will you transfer your resources of time, money, and space?
•	 Will you get materials from a scrap yard, free store, or dumpster?
•	 Will you barter an hour of your time for an hour of one of your 

peer’s time when they help with install, or are you already 
engaged in an ongoing, informal transfer of mutual aid, where 
you help one another without keeping track?

•	 Will you ask local businesses to donate food, materials, or sup-
plies for the project, as a gift toward the project?

•	 Will you pay someone at an hourly rate or give them a lump sum 
of money to help you install?

•	 Or will you put an advertisement out for unpaid interns, as many 
artists do?

In her drawings The Business of Art, the artist Lize Mogul visualizes all 
of the flows of resources that move between artists in both for-profit 
and non-profit art practices. Notice the flows of money and cultural value 
in The Business of Art and in The Non-Profit Art Practice. Notice the 
flows of time given to artists by residencies and the labor (or “art pro
duction” time) given by artists to art spaces and to day jobs in The 
Non-Profit Art Practice.



Lize Mogel. The Business of Art, 2009. Courtesy of Lize Mogel.
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When talking about transfer, we ask you to consider both the privi-
leges and inequities that provide and deny access to resources in the arts 
and beyond. See Chapter 9 for more on support 8.↗ It is also important to 
acknowledge the connections between transfer 4 and labor 5. See Chapter 
13.↗ In art contexts with immense capital accumulation,3 widespread 
networks of workers are engaged to produce projects, many of them art 
graduates and working artists who are (under)employed as interns.4

Consider an unpaid internship. If you are an unpaid intern, working 
for an artist, the transfer could be considered gifted, bartered, or stolen, 
depending on the agreement you make with them. The internship could 
be a gift, if you genuinely want to donate your labor to their project, 
because you believe in it and want to support them. The internship could 
be a barter if you ask the artist for a direct exchange of training, introduc-
tions to specific people, or access to equipment, materials, or space as an 
exchange in return for your labor. You might imagine that an internship 
will provide you with extra training or an arts education; if it does not, it is 
likely to be exploitative. The internship could be a stolen form of transfer 
if your labor is taken without compensation or credit, even though you are 
producing value for the artist. Even if you are paid for your labor, it is rare 
that you will receive compensation that directly correlates to the value that 
the artist receives. As The Carrot Workers’ Collective in London writes in 
Surviving Internships: A Counter Guide to Free Labour in the Arts:

Many of us … are very concerned by the growing phenomenon of 
unpaid or underpaid labour that is happening under the headings 
of internship schemes, volunteering, job placements and trainee 
positions.… We are concerned about this situation because rather 
than providing opportunities for young people, unpaid and often 
long term work experience is precisely one of the mechanisms for 
the erosion of decent working conditions (and therefore a decent 
life) for everyone.5

Can you imagine a scenario in which an internship might be possible for, 
and beneficial to, you? See Chapter 6: How Are You in the World and How 
Is the World in You? for more.↗

Who has access to an internship or a job in the arts? Resource 
Generation, a self-described “multiracial membership community of 
young people with wealth and/or class privilege committed to the equita-
ble distribution of wealth, land, and power,”6 uses the following diagram 
to unpack ideas about internship candidates who are “polite” have a “great 
smile” and an “impressive resume.” They remind us that this is because 
these candidates were taught upper-class manners, had access to expen- 
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sive dental work, and were able to take an unpaid internship to build 
job experience.

In the dominant histories of aesthetics, art has been theorized as 
“anything that is not a job.”7 This characterization occurs in tandem with 
a view that it is a privilege for an artist to labor and that the promise of 
visibility itself—rather than payment—is an adequate form of compensa-
tion. This also contributes to another misconception about artists which 
is that they are “free” to work whenever they please, without concern for 
compensation or future sales.8 See Chapter 13: Labor 5 for more.↗ This 
is a rare privilege. The majority of artists rely on a “day job” as their main 
form of monetary support.9 With the current impact of student debt, job 
precarity, and rent burdens on arts graduates, more than one day job is 
often needed in order to survive, let alone provide the time and space to 
work on projects.10 See Chapter 9: Support 8 for more.↗

In social theories about art, the promise of recognition through 
self-expression is known as cultural capital. The term “cultural capital” 
was defined by the sociologist Pierre Bourdieu as “a person’s education 
(knowledge and intellectual skills) that provides advantage in achieving 
a higher social-status in society.”11 While many artists fantasize about 
the transfer of cultural capital to financial capital in the form of higher 
wages and paid opportunities, cultural capital rarely creates significant 
financial remuneration. This is because the value of projects circulating 
in the marketplace is based on principles of scarcity; the fewer works of 
art there are the more valuable they become.12 Arts organizations often 
claim to offer visibility rather than payment, exploiting artists by relying 
on their fantasy of accumulated cultural capital. Artists have been orga-
nizing to demand that arts organizations pay artists for the provision 
of content and for the production of new work for decades. From The 
Artist’s Union of the 1930s13 to the Art Workers’ Coalition of the 1960s,14 to 
Working Artists in the Greater Economy (W.A.G.E.)15 today, artists have 
come together to analyze their conditions and demonstrate their power to 
the arts institutions that would not exist without them. As the filmmaker 
Hollis Frampton pointed out in a letter to MoMA in 1973, in many scenar-
ios, everyone is paid except for the artist:

I’ll put it to you as a problem in fairness. I have made, let us say, so 
and so many films. That means that so and so many thousands of 
feet of rawstock have been expended, for which I paid the manufac-
turer. The processing lab was paid, by me, to develop the stuff, after 
it was exposed in a camera for which I paid. The lens grinders got 
paid. Then I edited the footage, on rewinds and a splicer for which I 
paid, incorporating leader and glue for which I also paid.  The 
 



Molly Hein. For Classified, Resource Generation. Illustration. Courtesy of Molly Hein.
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Molly Hein. For Classified, Resource Generation. Illustration. Courtesy of Molly Hein.
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printing lab and the track lab were paid for their materials and 
services. You yourself, however meagerly, are being paid for trying 
to persuade me to show my work, to a paying public, for “love and 
honor.” If it comes off, the projectionist will get paid. The guard 
at the door will be paid. Somebody or other paid for the paper on 
which your letter to me was written, and for the postage to forward 
it. That means that I, in my singular person, by making this work, 
have already generated wealth for scores of people. Multiply that 
by as many other working artists as you can think of. Ask your-
self whether my lab, for instance, would print my work for “love 
and honor,” if I asked them, and they took my question seriously, I 
should expect to have it explained to me, ever so gently, that human 
beings expect compensation for their work. The reason is simply 
that it enables them to continue doing what they do.16

All artists have to balance their well-deserved requests for payment 
with their desires to contribute their skills and gifts to spaces that are 
not dominated by market-values. While you might not be able to pay 
yourself or others to work with you on a project at this time, you do have 
control over your choices about how to give, barter, lend, or steal goods 
and services. When you are involved in non-monetary transfers, inter-
personal relationships must be strengthened, as non-monetary transfers 
occur over time and often rely upon trust, honest dialogue, and goodwill 
to function. As you attempt to develop certain capacities, you may choose 
forms of transfer that connect you to people who you want to get to 
know more deeply. See Chapter 5: Capacities 0, and also the “Solidarity 
Economies” section in Chapter 8: Understanding the Lifecycle from 
Multiple Perspectives for more.↗

Generally, monetary support for artists’ projects in the United 
States comes from artists’ project sales in for-profit galleries and/or from 
non-profit grants, residencies, or fellowships which are supported by 
individual philanthropists who receive a tax write-off. In many countries, 
demand for the arts is not based upon “the market” of buyers and sellers 
but, instead, art is seen as a public good.17 Internationally, many artists 
are given a stipend to create their work. In Denmark, Finland, Northern 
Ireland, Uzbekistan, and Australia, for example, artists can apply for and 
receive stipends to live and work as artists, regardless of the sale of their 
work. As the Danish Ministry of Culture stated, “artists should not receive 
support because they are poor, but because society needs their work.”18 In 
Mexico, “Mexican artists can pay their taxes with artwork…. Since 1957, 
the Mexican government has offered artists a deal—if they are able to sell 
five artworks in a year, they can offer the government artwork in lieu of 
tax payments.… [The government then] displays the art in museums and 
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government offices and loans them out for special exhibitions.”19 
The National Endowment for the Arts in the United States spends 1/40th 
of what Germany does on arts per capita.20 See Chapter 9: Support 8 
for more.↗

In Gauging the Grey Area, a workshop created in 2014 by cultural 
workers Helena Keeffe del Pesco and Lauren van Haaften-Schick, partic-
ipants were asked to talk about how they navigate opportunities offered 
to them by art spaces. After the workshop, Art Practical founder Patricia 
Maloney developed this list of questions that you might ask to get clarity.

To galleries:

•	 What would be your strategy for selling my work?
•	 Who among your existing clientele would be interested 

in my work?
•	 What fairs do you participate in?
•	 What fairs would you bring my work to?
•	 What online art consultancies do you use (Artsy, Artspace)?
•	 Which local art consultants do you work with?
•	 What production costs do you cover?
•	 Will the gallery take its percentage after my initial outlay for 

production has been covered?
•	 How much work do you sell on average for an artist from their 

first show?
•	 How much inventory do you keep?
•	 What is your advertising strategy? Budget?
•	 Can we get all this in writing?

To small nonprofit exhibition venues:

•	 What is my artist fee?
•	 What is my production budget?
•	 Can I suggest an existing work for inclusion?
•	 What is your average attendance for an exhibition/program/

performance?
•	 What are your outreach strategies?
•	 How many exhibitions/programs/performances do you 

produce annually?
•	 What percentage of your budget is allocated for programming 

and exhibitions?
•	 What is your budget for this exhibition?
•	 What percentage of your budget is allocated for artist fees?
•	 What is the size of your staff?
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•	 Can you estimate how many hours your staff will expend in 
producing this exhibition?

•	 How much overtime does your staff work?

To museums or kunsthalles:

•	 What is my artist fee?
•	 What is my production budget?
•	 What is my shipping budget?
•	 What is your estimated attendance for the exhibition/ 

program/performance?
•	 What is the production budget for this exhibition?
•	 What is the advertising budget for this exhibition?
•	 What other departments (besides curatorial) will be involved 

with this exhibition?
•	 Can we set up a planning meeting with those departments?
•	 Will there be a catalogue or publication produced in conjunction 

with this project?
•	 How many copies will I receive?
•	 Will you distribute this publication to a list of individuals 

on my behalf?
•	 Will I get to work with the graphic designer on 

identity/branding?
•	 Will there be a members’ reception? A donors’ dinner?
•	 (If a commission for a collecting institution) What is the 

possibility that this work or one of my works will be acquired 
for the collection?

Quotations

Artists who make transfer visible often do so in order to start a dialogue 
about livelihood and to advocate for equitable payments, barters, mutual 
aid systems, and gifts.

“And while it is true that we have been confined to a role that 
serves capital, we have also been confined to a role in which we are 
expected to work against it. Art institutions expect us to question, 
and attempt to alter the aesthetic, political, material, social, and 
economic conditions from and within which we operate. Thus our 
exceptionality lies in our ability to work both inside and outside of 
capitalism at the same time, to draw from and work against. The 
problem is that we have been led to believe that we shouldn’t get  
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paid to be in this position, that we don’t have the right to be the 
exception to the rule.” —W.A.G.E., 201521 

“Right now I am shipping six bags of green tea from Fujian province 
to MoMA in New York, via around five other institutions and private 
homes in China, UK and USA, which are acting as depots or transit 
points. Another pack of tea arrived from India to my flat in Bristol 
and then toured the Lake District before passing back through 
my flat & departing for Heathrow Airport, where it had touched 
down from India weeks before, to fly to New York in someone else’s 
baggage. Both these shipments were actually super-efficient. The 
products got delivered to their exact destinations, they were enjoy-
ing not just frictionless but fruitful passage, hitchhiking on existing 
travel or at the most diverting their couriers a couple of blocks, so 
it’s efficiency along completely different lines than streamlined or 
containerised cargo. The loops, which occur when an item passes 
through the same space twice can actually enhance the product’s 
value in terms of its CV.” —Kate Rich, 201322 

“One of the hardest things about asking people to work for you 
rather than with you is that you have to take responsibility for the 
‘scope of work,’ or the amount of labor that you are asking for. When 
you are working with people, in a collective, you can collectively 
decide to pay yourselves less by working beyond your budget, but 
when you are working alone, and asking someone to work for you, 
you have to be clear about the amount of work you are asking for, 
so that you can compensate the person you hire properly. When I 
hire people or barter with them, I make very clear agreements. I 
say exactly what I want them to do, by when, and for what amount 
of money (or exchange of time or labor, if it’s a barter). I pay them 
well when I have a budget for the project, I barter my time for their 
time when I do not have a budget, and we all donate our time if it is 
for a project that is all-volunteer, as in most organizing and move-
ment work. After we agree to a job or a barter, I do not change the 
agreement. I also never hire someone whose work I have not seen. 
For example, if they are a graphic designer, what have they designed 
in the past? I always assume that they can do something similar to 
what they have done before. I acknowledge their labor in public wall 
texts, some artists talks, and brochures. The best advice I got about 
this comes from Jen Abrams, a performing artist and co-founder of 
OurGoods.org, who told me to ‘have no unenumerated expectations.’ 
She asks me, ‘Do you want it done, or do you want it done the way 
you would do it?’” —Caroline Woolard, 201823 
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“In 2016, the collective BFAMFAPhD was invited by two colleagues 
to present their work on a panel discussion about adjunct labor at 
the annual conference put on by the College Art Association (CAA), 
which was held that year in Washington, DC. The out-of-pocket 
expenses for two members of BFAMFAPhD would have been $1,000 
total—including a hotel room, travel, and food—all to speak on a 
panel on adjunct labor. We decided to make a video to represent us 
instead, and asked our colleagues to play it for us at the panel discus-
sion. At the time we were a collective with an adjunct, a recent BFA 
graduate, and a full professor. We decided not to pay to participate 
in CAA. Instead, we chose to present our work in a form that could 
be repurposed and adapted for future contexts and to use our per-
sonal money for retreats and time together.” —Susan Jahoda, Emilio 
Martínez Poppe, and Caroline Woolard of BFAMFAPhD, 201624

Here are more artists, groups, and projects that come to mind when we 
think about transfer: The Architecture Lobby / Art Commons / Artists 
Equity / David Avalos / Blue Print / Carrot Workers Collective / Cornell 
Building Community / Creative Commons / The Fine Art Adoption 
Network / Andrea Franke / Felix Gonzalez-Torres / Louis Hock and 
Elizabeth Sisco / Alfredo Jaar / Justseeds / Ben Kinmont / Little Free 
Library / The Non-Participation Archive / Orchard Gallery / OurGoods 
/ The Really Really Free Market / Pedro Reyes / Charlotte Posenenske 
/ Trade School / Antonio Vega Macotela / W.A.G.E. / Caroline Woolard. 
What artists, groups, and projects come to mind for you?

Reflection

Which aspects of this chapter on transfer stood out to you? Take a 
moment to reflect upon, and write about, the following: 

•	 Forms of transfer:

•	 Free: Given or available without charge.
•	 Gift: Given willingly to someone without payment.
•	 Mutual Aid: Support or assistance given and reciprocated 

with regularity.
•	 Borrowed: Taken and used with the intention of returning it.
•	 Bartered: Exchanged (goods or labor) for other goods or 

labor without using money.
•	 Paid: Provided a sum of money in exchange for goods 

and labor.
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•	 Stolen: Taken without permission or legal right and with no 
intention to return.

1.	 Draw a diagram that mirrors Lize Mogul’s drawing to think 
through the flows that will be created with your project and the 
independent space run by artists in the example above.

2.	 Can you imagine a scenario in which an internship might be 
possible for, and beneficial to, you? Make a list of scenarios in 
which you would gift, barter, or ask for payment for your labor. 
Include in your list the benefits and challenges of these options.

3.	  What feelings and sensations came up for you while you were 
reading this chapter? For example, did you feel surprise, frustra-
tion, or excitement? How did you hold these in your body? For 
example, did you sense these emotions in your shoulders, neck, 
and back while reading this chapter? See the Social-Emotional 
Intelligence Project Reflection activity in Chapter 4: Teacher/
Facilitator Guides.↗

4.	 What would it mean to understand artmaking as a site of inter-
dependence, both locally and globally, rather than as a site of 
individual use and exchange? Remember, art is a system of rela-
tionships. We understand from the long history of economically 
oriented critical theory that behind any object exists a system of 
extraction, of production, and of circulation whose very histo-
ries are hidden at the moment in which the object appears as 
free-standing, as individual, as a thing, often a commodity. For 
us, in this book, that “thing” is the art object.
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