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Mexican art, afraid of international success

By Héctor Diaz

Published in EI Economista of Mexico on May 5, 2026

Article: https://www.eleconomista.com.mx/opinion/arte-mexicano-miedo-exito-
internacional-20260505-812026.html

Questioning the State's intervention in private artistic production, or whether private property
should be shared with the nation, also leads us to consider the downside for Mexican art—and
its collectors—in achieving international success.

The 1972 Federal Law on Archaeological, Artistic, and Historic Monuments and Zones
establishes that the President of the Republic or the Ministry of Culture (through INBAL) can
declare a creator, a part of their work, or their entire production an "Artistic Monument." This is
undoubtedly a great cultural honor; however, for a collector, it is a true legal nightmare.

Being declared an Artistic Monument is a ticket to history backed and recognized by the
government; however, this laurel comes with a package of State impositions for private
collectors:

The right of ownership ceases to be absolute.

Registration of the artworks becomes mandatory.

If a piece is sold, donated, or inherited, authorities must be notified.

The owner is legally responsible for maintaining the artwork in good condition.

It is strictly forbidden to alter, modify, or destroy the piece.

An official permit, guaranteeing its return, is required to take the artwork abroad.

Pieces declared a "monument” cannot leave the country permanently.

In the event of a sale, the Mexican State reserves the "right of first refusal" (priority to
purchase).

But that is not all. If a collector fails to register the piece or attempts to take the artwork out of the
country without the corresponding permits, they face the confiscation of the work, substantial
financial fines, and even prison sentences.
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In short, if you own artwork by Mexican artists, you are subject to the creator being declared an
Artistic Monument and, overnight, losing absolute freedom over your assets. That is, your pieces
become part of the "cultural heritage of the nation," even if the State has not contributed a single
penny towards their acquisition. For a collector, this is clearly interpreted as an attack on private
property.

The criteria used by the Mexican State to declare an artist an Artistic Monument are:

¢ Outstanding aesthetic value: That the work possesses exceptional technical and creative
quality that distinguishes it from the commmon production of its time.

¢ Representativeness: That it is a key piece for understanding an artistic movement or a
stage of national culture.

e Degree of innovation: That the artist has contributed new elements or transformed the
visual language of their time.

e Importance in the social context: The impact that the work or the author has had on
Mexico's cultural identity.

In theory and academia, these criteria are noble; in practice, they are highly subjective. The
undeniable reality is that artists who achieve international success immediately enter the State's
radar.

The fact that artworks reach major auction houses with estimates in the thousands or millions of
dollars is thanks to the galleries that represented the artist well; the collectors who, with their
patronage, believed in them and acquired their work; museum exhibitions; editorial projects; the
media that documented their career; and, above all, the artist's talent and fierce creative will.

Among the artists whose work has been declared an Artistic Monument are: José Clemente
Orozco, Diego Rivera, Frida Kahlo, Dr. Atl (Gerardo Murillo), David Alfaro Siqueiros, Remedios
Varo, Maria Izquierdo, Saturnino Herran, and José Maria Velasco.

One might ask: How many works did the Mexican government acquire from these artists—during

their lifetime—that are today worth fortunes in the international market? Outside of institutional
muralism, the vast majority of easel works were discovered and acquired by private collectors.
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It is true that the government offers grants (such as FONCA), museum spaces, and tax facilities
(such as the SHCP's Payment in Kind Program), but the State is not the architect of an artist's
career, nor the "rightful owner" of the works once worldwide recognition materializes.

Legislation: Mexico vs. United States

For many, this Law of general interest protects the country's artistic assets. However, there is a
line the State crosses by imposing control over something that is not its own. This regulation
should apply strictly to public collections (works the Nation acquires with its own resources), not
to acquisitions made with private capital.

In the United States, the concept of an "Artistic Monument" applied to movable private property
(such as a Mark Rothko painting) does not exist. In that country, the right to individual property
prevails, and the government has no authority to force you to register your artwork on an official
list, prevent you from taking it out of the country, require you to ask for permission to restore it, or
prohibit you from selling it to a buyer anywhere in the world.

This freedom is precisely one of the reasons why the United States is the epicenter of the global
art market: it offers total legal certainty regarding the ownership of the asset and its free mobility.

Regarding international law, an inevitable question arises: Can the Mexican State force a collector
abroad to submit to its heritage laws? Take the case of Edgar Mendoza, considered one of the
most prominent surrealist realist painters in contemporary Mexico, who has a considerable
portion of his work in Spanish collections, both in museums (like the MEAM) and in private hands.
If in the future the State decided to declare his work an Artistic Monument, would the Law apply
to these institutions and collectors in Europe? The legal reality is that Mexican law is territorial and
lacks jurisdiction to subjugate a foreign museum or individual over an artwork they acquired and
imported legally. Ironically, this legal threat exclusively punishes the collector who decides to
keep, invest in, and protect their artwork within Mexico.

This Law is, to a large extent, responsible for Mexico lagging in international collecting, with a
share of barely 1% of global art sales. The country does not lack artists; it lacks collectors.

This Law is responsible for the fact that only a select few Mexican creators manage to be valued
at major auction houses like Sotheby's and Christie's, which is seen from Mexico as an
exceptional achievement rather than a natural consequence of the market.

This Law is responsible for the massive gap in initial valuations: while in Mexico the work of an
emerging artist hovers around 10,000 MXN, in the United States a similar profile starts at 10,000
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USD. Careers in the neighboring country take off thanks to the capital injection from collectors
who invest with the legal certainty that their assets are protected and that no law forces them to
share control of their property with the State.

What collector would want to aggressively invest in a Mexican artist if there is a latent risk of them
being declared an Artistic Monument and, consequently, losing absolute freedom and ownership
over their investment?

Through this Law, the Mexican government is fostering—perhaps inadvertently—the flight of

artworks, the black market, and low investment in national art.

Héctor Diaz
Founder and Director of HECTOR DIAZ
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Why art exhibition spaces don’t sell
The Jean Lachapelle Effect

By Héctor Diaz

Published in EI Economista of Mexico on November 20, 2025

Article: https://www.eleconomista.com.mx/opinion/salas-exposiciones-arte-venden-efecto-jean-
lachapelle-20251120-787522.html

The essential—and often misunderstood—function of exhibition spaces

Mounting an art show in a gallery is a logistical and conceptual challenge that goes far beyond
merely hanging paintings. Transporting pieces from the studio to the exhibition hall requires
extreme precision and sharp logistics. Curatorship, museography, and discourse are artistic
disciplines in their own right, and operational costs are both high and varied.

Despite executing a perfect corporate-cultural choreography, commercial success is not
guaranteed. Art rarely sells simply because of its spectacular nature. What can be ensured—and
this is the primary objective —is the generation of a memorable experience for the community and
the consolidation of the space's cultural value.

Gallleries typically structure their operations along two axes:

e Corporate: The area dedicated to strategic management, sales, and administration.
e Exhibition Spaces: The physical space dedicated to the public presentation of artworks.

The apparent lack of logic in exhibiting art in a room with low sales potential is not a mystery, but
rather a reality accepted by the industry. Except in global capitals, local markets are rarely
capable of acquiring an entire collection, as both collectors and high-value collections tend to be
international in scope.

It is important to note that galleries do place art within their exhibition spaces, but this

commercialization is limited. For example: if Javier Arizabalo, one of the world's most prominent
hyperrealist painters, presents a solo show of 15 paintings in Zapopan, it is unlikely that the local
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market will absorb the entire production. The preferences and purchasing power of local
collectors may not align with an artist of his caliber. Nevertheless, this exhibition immediately
becomes a cultural event of great impact and regional significance.

Thus, the primary function of the exhibition is to serve as a cultural offering for the community,
much like theater or cinema. The challenge, however, lies in the fact that there is no guarantee
the community will visit the show, nor that it will become a social or cultural "must-see" in the city.

Understanding the role of the Public Relations specialist

Cultural enterprises possess the unique power to bring together people of diverse ages, genders,
and backgrounds. But how is this attendance achieved?

While the gallerist possesses a vast network of contacts and collectors (many of them
international), their main focus is directing the business, not public relations. Therefore, their reach
in managing local audiences can be restricted. This is where the role of the Public Relations (PR)
Specialist becomes indispensable.

The PR specialist is commonly confused with a salesperson. Their mission is not
commercialization; that responsibility—a titanic one in this sector—falls to the gallerist or their
specialized sales team.

If the Curator is fundamental to the conceptual dialogue of an exhibition, the PR specialist is
fundamental to the social experience. Their vocation lies in charisma: the capacity to attract and
influence audiences. It is vital that the PR specialist knows the gallery, the discourse, and the
artworks inside out, but it is equally important that their strategy is respected and followed.

The PR specialist is the face of the gallery and the event to the community, charged with
invitations, hospitality, and, above all, ensuring a notable and memorable experience for
attendees.

The success of PR management in these events is based on dispelling fears and refocusing
attention on the cultural and spiritual value of the works, rather than on the commercial
transaction.

Jean Lachapelle, a prominent PR specialist in Jalisco, sums up the challenge when inviting
people outside the art scene:

www.hectordiaz.art Index

11



12

HECTOR DIAZ

“l often receive a 'no' to invitations because they don’t know about it, they are afraid, they think it
will be boring, or they even feel obligated to buy a piece of art; | always focus on letting them live
an experience with culture, letting themselves be surprised... letting their imagination soar.”

An excellent PR specialist does not just influence people; they also manage media relations.
What would an event be without press coverage? It is indispensable for the publicist to have solid
relationships in digital, print, and television media, and even within the social press.

Common Business Models for galleries and PRs

The public relations specialist can be hired and compensated in various ways, with the most
common models being:

¢ Fixed fee per event. The PR specialist commits to summoning and attending to a specific
number of people (art lovers, cultural agents, friends, etc.).

¢ Fixed fee per person. The PR specialist focuses on inviting and attending to a select,
high-profile group (collectors, business leaders, influencers, etc.).

e Commission per sold work. The PR specialist summons a large number of people,
among whom are probable collectors. If a work is placed in a collection through one of the
PR's guests, they receive a percentage (generally between 5% and 15%) of the paid
amount.

Note: It is common for a sales commission to complement the fixed fee per event or per person
models.

The Jean Lachapelle effect: a case study

HECTOR DIAZ Gallery began operations in January 2020, inaugurating its first Exhibition Space
in Zapopan in the second half of 2021, following the pandemic. Being a gallery with an
international vocation featuring global artists and collectors, the main challenge was local
positioning—seeking to captivate the Guadalajara community with exhibitions of great resonance.

| had the fortune of meeting Jean Lachapelle, a young architect who stood out for his charisma,
background, and profound knowledge of art. In this sector, many pretend to be PRs, but without
the necessary vocation and charisma, their management is limited to impersonal invitations. True
audience management requires authentic connections.

Jean assumed responsibility for Public Relations for our international gallery in a city with deep
roots in local art. He was the architect of a strategy that summoned more than 1,000 people
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across just 10 shows in little over a year, positioning the gallery as one of the most culturally and
socially relevant of the moment.

The secret? Understanding that an international gallery needs the backing of a local PR specialist,
as they are the direct bridge between the cultural offering and the community.

All invitations bore the legend: "Jean Lachapelle Invites." Although they included the gallery logo,
we always gave him his place as "Symbolic Director" of Public Relations.

| witnessed hundreds of people arrive at the gallery and affectionately greet Jean, who would then
introduce me. | understood they were there for him; my role was different, and he shined in his.

This respect is vital. The envy some gallerists feel toward the social leadership of their PRs is a
catastrophic defect, as the attempt to "bypass" the publicist to achieve a sale is usually motivated
by ego.

This young man, under 30 years old, managed to position an international gallery in a complex
city like Guadalajara. His secret? His charisma. Ours? Total support for his work.

An outstanding PR specialist is not measured by the size of their contact list, but by the affection
and credibility they generate in the community. If the central purpose of the exhibition space is the
cultural offering, respect and support for the public relations specialist are indispensable.

Final reflections

Gallery Exhibition Spaces exist to exhibit art, not primarily to sell it.

PR specialists are not salespeople; they are the gallery's ambassadors to the community.

Héctor Diaz
Founder and Director of HECTOR DIAZ
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as actividades culturales en
Meéxico conforman un sec-
tor productivo importante
para la economia nacional.
En 2024 el valor generado por
el sector de la cultura ascendio a 865,682
millones de pesos, provenientes de la pro-
duccion de artesanias, eventos de artes
escénicas, medios visuales, libros y hasta
laprécticay difusion cultural en internet.

Paradimensionar laimportancia de la
cultura en la economia: este sector apor-
16 3 de cada 100 pesos (2.8%) del PIB de
México en 2024, de acuerdo con cifras de
la Cuenta Satélite de la Cultura de México
realizada por el Instituto Nacional de Es-
tadistica y Geografia (Inegi).

El estudio del Inegi, presentado este
miércoles, muestra que la variacion inte-
ranual (es decir, el crecimiento entre 2023
¥ 2024) de la participacién de la cultura
dentro de la economia nacional fue de1.2
puntos porcentuales.

Persiste el crecimiento de la economia
cultural, aunque ya no tiende a alcanzar
los indices que mostrd en los dos primeros
afos post pandemia: 2021 (3.0%) y 2022
(2.9%). El sector muestra un comporta-
miento estable alineado con los pardme-
tros de laeconomia nacional.

Los subsectores de cultura que presen-

taron mayor crecimiento durante 2024
fueron: musica y conciertos, con una va-
riacién interanual de 14.9 puntos porcen-
tuales; disefio y servicios creativos, con
7.7 puntos, y artes visuales y pldsticas, con
5.3 puntos porcentuales.

Encontraste, las actividades que el aio
pasado vieron reducida su participacién
dentro del PIB cultural fueron: artesanias
(-3.8), medios audiovisuales (-3.6) y pa-
trimonio cultural y natural, con 3 puntos
porcentuales menos que la aportacion
del2023.

Pese a la variacion decreciente de casi
cuatro puntos porcentuales en la activi-
dad de artesanias, ésta se mantuvo como
la de mayor peso, con una participacion
de18.4% del total de la economia cultu-
ral. Le siguen los contenidos digitales e
internet, con un peso especifico el afo
pasado de 18.1%, y los medios audiovi-
suales, incluida la cinematografia, con
unaaportacion alsector de17.2 por ciento.

Disminuyen empleos

Es prudente hacer una comparativa entre
el crecimiento de la economia cultural con
los indicadores anuales sobre la genera-
cién de empleo.

De acuerdo con la Cuenta Satélite de la
Cultura, durante 2024 el sector genero 1
millén 430,528 puestos de trabajo, equi-
valentes al 3.5% de las plazas generadas
por el total de la economia. Estos indica-
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dores muestran una disminucion de 2,852
puestos laborales frente al 2023, es decir
unareduccién de 0.2 puntos porcentuales.

Analizando los reportes anteriores de
la Cuenta Satélite de la Cultura, se observa
un decrecimiento ya de dos afos en las
plazas laborales generadas por el sector
cultural, toda vez que de 2022 a 2023 el
decrecimiento fue de 1.4 puntos porcen-
tuales, que representan una disminucién
de 20,906 puestos de trabajo. Aunque es
preciso indicar que los niimeros de 2023
Y 2024 todavia tienen estatus de prelimi-
nares, de acuerdo con el Inegi, por lo que
pueden variar una vez consolidadas las
estadisticas.

Estos indicadores contrastados entre la
generacién de empleo, a la baja en los dos
tltimos afios, y el ligero crecimiento de la
participacién dela cultura enlaeconomia
nacional, en precios constantes, sugieren
que la fuerza laboral dentro de la cultura
tiende a generar mds aportacion desde el
trabajo individual en los tlltimos afios.

Laactividad de artesanias se hamante-
nido, por un margen considerable, como
laque mds puestos de trabajo genera den-
tro de la economia, con un total de 30.2%
delas plazas dentro del sector cultural en
2024; seguida por el disefio y servicios
creativos (15.7% de los puestos de trabajo),
medios audiovisuales (11.8%) y el queha-
cer alrededor de los libros, impresiones y
revistas, conel 8 por ciento.

La Cuenta
Satélite de

la Cultura de
México, pre-
sentada este
miércoles,
muesfra que

la variacién
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2023y 2024)
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cién de la cul
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The secret of art galleries that transcend: The Editorial Department
The art of organizing, understanding, and sharing an artist's trajectory and work

By Héctor Diaz

Published in EI Economista of Mexico on October 3, 2025

Article: https://www.eleconomista.com.mx/opinion/secreto-galerias-arte-trascienden-area-
editorial-20251003-780008.html

Introduction

In the ecosystem of art galleries, the most visible areas are undoubtedly Exhibitions and
Collections.

However, there is a less known area, yet one that is fundamental to the success of the others: the
Editorial Department.

This department is the most consequential for the gallery, its artists, and its collectors, as it
transforms the lives and art of those represented into a legacy.

In this world, "pseudo-artists" are the rule, while true artists are the exception. Let us not forget
the essential questions: Is every painter an artist? Is every painting art?

In this industry, exhibitions are ephemeral: they last one or two months in a gallery, and three or
four months in a museum.

In this trade, there is only one excellent collector: the next one.

While managing a gallery amidst artists, exhibitions, and collectors is complex, only the editorial
aspect guarantees that the ephemeral transforms into the permanent, thus achieving
transcendence.

Any "Art Shop" can boast of many exhibitions, and any "pseudo-gallerist broker" can manage
sales.

But only institutionalized, international art galleries that represent true artists can assume, sustain,
and boast of a serious editorial department.
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Understanding the Editorial Department

The essence of the Editorial Department is research and publishing; therefore, its development
demands deep specialization from the gallery on several fronts: Analysis, Copywriting, Editing,
Style Correction, Translation, Image Compilation, Editorial Design, and the guidance of experts
with excellent taste.

An artist's legacy is supported and organized through publications with a clear hierarchy of
importance, ranging from the foundational to the highest editorial honor:

e Base Documentation. This is the information that defines the artist's trajectory and
conceptual framework. It contains the essential elements for their presentation: the Artist
Statement, Biography, Exhibition History, and Bibliography.

e Essays. Fundamental writings (internal or third-party) that validate and amplify the artist's
discourse within the market and specialized criticism.

¢ Media & Communications. Dissemination tools that articulate the artist's narrative to the
press and the public. This includes Articles (opinion pieces for media), Press Releases
(formal information on exhibitions, events, or achievements), and Media Compilations
(external appearances in the press and communication platforms).

¢ Wall Text. Exhibition and didactic material (captions and curatorial texts) designed for the
public visiting the exhibitions.

¢ Minor Catalogues. These publications are operational and specific in nature, designed
mainly for the Collections area. Their focus centers on: Exhibitions (solo, duo, or group),
Works for Sale (available originals and graphics), or Specific Themes (iconic works,
highlighted series, etc.).

e Major Books. These are publications that imply significant editorial effort and establish the
artist's authority through deep study. They encompass biographical monographs, books
dedicated to specific series, collections, or eras, as well as retrospectives or definitive
compendiums of their work.

e Catalogues Raisonnés. These represent the highest editorial honor for an artist. They
document all, or nearly all, of their body of work. Their publication not only consolidates the
legacy but serves as the pillar that guarantees the authenticity of the pieces and backs the
collector's investment.

A losing business or a barometer of quality

The reasons why most galleries lack an editorial department are many, but they boil down to two:

investment and commitment.
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An editorial department demands investment in time and money, as well as the hiring of
specialized personnel. It also requires the initiative to undertake, develop, and successfully
conclude such editorial projects.

True representation of an artist by a gallery must include this initiative; artists are creators, not
editors.

The objective of this investment is the transcendence of the artist and their art, solid positioning in
the industry, and providing invaluable documentary backing for collectors.

As Larry Gagosian once noted, the editorial arm of his gallery is a "losing" business. However,
artists and collectors love books.

What gallery would invest in a book if they didn't believe in the worth and future of their artist?

The quality of editorial production is, in essence, a barometer of the quality of the represented
artists.

Conclusions
It is urgent that galleries become aware of their editorial responsibility. Even on a small scale,
without a formal department, it is imperative that they produce minimal documentation, such as

writing an essay, a short biography, or a well-organized exhibition history.

Artists do not just need "ephemeral” exhibitions and "sporadic” sales; they need solid editorial
backing that constructs their historical narrative.

Galleries must assume a real commitment to their artists to initiate and materialize these
initiatives.

The gallery must be that space which ensures that the art of those it represents manages to
transcend.

In the end, it is not about simply being a known gallery, but about being a respected gallery; and
the Editorial Department is the means to achieve it.

Héctor Diaz
Founder and Director of HECTOR DIAZ
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Present, Future, Past: Artist representation in art galleries

By Héctor Diaz

Published in EI Economista of Mexico on June 8, 2025

Article: https://www.eleconomista.com.mx/opinion/presente-futuro-pasado-representacion-
artistas-galerias-arte-20250608-762750.html

Introductory context

Today, any artist and any gallery is international. We are experiencing, like never before, the
globalization and digitization of the art industry. Reports on collecting and the art market from
Artsy and Art Basel & UBS in recent years indicate that around 80% of art acquisitions occur
digitally; those without a presence and strategy in the digital world are effectively out of the
industry, competing only locally and regionally.

We are witnessing a massive production of "artists” and "art," but this is not matched by the
available galleries. Thousands of students graduate from fine arts schools every year, while at the
same time, more galleries close their doors annually.

Gallleries are too scarce, and extremely selective with the representations they assume. Financially
speaking, an emerging artist represents a cost; this is why galleries tend to incorporate mid-
career or established artists, as they are validated brands known in the market that require less
investment for their positioning or commercialization.

The main challenge for a contemporary artist is to learn about sales strategies, digital marketing,
content creation, and brand positioning.

The operation of a gallery entails enormous challenges worthy of an international organization:
work teams, artists, national and international collectors, gallery and museum exhibitions, events,
fairs, auctions, alliances, media relations, editorial matters, websites, social media, logistics,
financial planning, and so on.

The main challenge for Mexican galleries is entering the international market. According to
Magnus Resch, an economist specializing in the art industry and author, Mexico in 2024 holds
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less than 1% market share of global art sales. The Mexican art industry is locked in its own
market; it must find channels to the outside world.

Like any business, there are regular galleries, good galleries, and very good galleries.
Present

Regular galleries—or rather, art shops—work with the present of the artists. Their business model
consists of selling whatever works are available. Sometimes they hold exhibitions, mainly group
shows with many artists and works; their strategy is to sell—it doesn't matter what or to whom.
The artists are part of a model that favors the misnamed gallerist—who is truly just a commission
broker—but not the artists themselves. If one believes that simply because they sell pieces they
are a good option, they are mistaken; yet, this is what abounds in droves. Their commissions
tend to be as high as those of a gallery, but without all the benefits. They collaborate.

Present and Future

Good galleries work with the present and the future of the artists. They are characterized by
understanding the creator today, and by their projection in the market and industry in the medium
term. They usually plan well-curated solo exhibitions with professional teams, either in the gallery
or in museums. They focus on the artist's positioning through exhibitions, fairs, auctions, and
international markets. They distinguish themselves by supporting their artists in the creation of
artistically and financially viable series. They represent.

Present, Future, and Past

Very good galleries work with the present, the future, and the past of the artists. These
organizations, or gallerists, understand that the more organized an artist's past is, the more
integrally they are presented in the present, and the more their projection into the future is
potentialized. They understand the artist not only today but in all their stages. They support them
with gallery and museum exhibitions, prominent collections, fairs, auctions, alliances, market
openings, catalogues or books, media coverage, curators, work teams, and digital strategies.
The artist has worldwide representation.

Reflections

The more artists a gallery has, the more mediocre its representation. Gagosian has around 250
artists, but it has 19 locations—that is, fewer than 15 per gallery. The international standard for a
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medium-sized gallery with a single location is between 20 and 40 artists. How is it possible that in
Mexico there are pseudo-galleries with 100, 150, 200, and even 300 artists? Magical Mexico.

The obligatory question is: how many "very good" galleries do we have in Mexico? We are very
few.

The great challenge for Mexican galleries is institutionalization and internationalization.

This should not discourage artists, but rather encourage them to professionalize and prepare
themselves in areas outside the studio, as Mexican galleries are experiencing a moment of
stagnation.

Gagosian only represents artists when they are already successful on their own. True galleries do

not seek problems; we seek opportunities.

Héctor Diaz
Founder and Director of HECTOR DIAZ
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ontexto introductorio

Hoy en dia cualquier artis-

ta y galeria son infernacio-

nales. Estamos viviendo,

como nunca antes, la glo-
balizacién y digitalizacién de la industria
del arte. Los reportes sobre coleccionismo
y el mercado del arte de Artsy y Art Basel
& UBS de los dltimos afios informan que
alrededor del 80% de las adquisicio-
nes de arte se dan digitalmente; quienes
no fengan presencia y estrategia en el
mundo digital, estén fuera de la industria
compitiendo Gnicamente local y regio-
nalmente.

Estamos presenciando una produccién
masiva de “artistas” y “arte”, pero no es
equiparable con las galerias disponibles.
Cada afio se gradian miles de estudian-
tes de escuelas de bellas artes, a la par
de que cada afio cierran mds galerias.

Las galerias son demasiado escasas,
y extremadamente selectivas con las
representaciones que asumen, porque
un artista emergente es un costo, finan-
cieramente hablando, por eso suelen
incorporar de mediana carrera o conso-
lidados, ya que son marcas validadas y
conocidas en el mercado que requieren
menos inversién para su posicionamiento
o comercializacién.

El principal refo de un artista contem-
pordneo es aprender de estrategias de
venta, marketing digital, creacién de
contenido y posicionamiento de marca.

La operacién de una galeria conlleva
retos enormes dignos de una organiza-
cién internacional: equipos de trabaijo,
artistas, coleccionistas nacionales e infer-
nacionales, exposiciones en galeria y mu-

Columna invitada

Héctor Diaz*
hello@hectordiaz.art

Presente, futuro, pasado: la

representacion de
galerias de arte

seos, eventos, ferias, subastas, alianzas,
medios de comunicacién, temas editoria-
les, sitio web, redes sociales, logistica,
planeacién financiera, etcétera.

El principal reto de las galerias mexi-
canas es ingresar al mercado internacio-
nal, segin Magnus Resch, economista
especializado en la industria del arte y
autor de libros, México en 2024 tiene
menos del 1% de participacién de mer-
cado en las ventas de arte mundiales;
la industria mexicana del arte estd en-
frascada en su propio mercado, debe
encontrar canales hacia el exterior.
Como cualquier empresa, existen gale-
rias regulares, buenas, y muy buenas.

Presente

Las galerias regulares, o mas bien dicho,
las tiendas de arte, trabajan con el pre-
sente de los arfistas. Sumodelo de nego-
cio consiste en vender las obras que hay
disponibles; algunas veces hacen expo-
siciones, principalmente colectivas, con
muchos artistas y obras; su estrategia es
vender, no importa qué ni a quién; los artis-
tas son parte de un modelo que favorece
al mal llamado galerista —realmente un co-
misionista— pero no a ellos; y si se cree que

artistas en las

porque venden piezas son buena opcién,
estdn equivocados, pero eslo que abunda
y @ montones. Sus comisiones suelen ser
tan altas como las de una galeria, pero sin
todos los beneficios. Colaboran.

Presente y futuro

Las galerias buenas trabajan con el pre-
sente y el futuro de los artistas. Se carac-
terizan por entender al creador hoy, y
por su proyeccién en el mercado y la in-
dustria a mediano plazo. Suelen planear
exposiciones individuales bien curadas,
con equipos profesionales, en galeria o
museo. Se enfocan en el posicionamiento
del arfista mediante exposiciones, ferias,
subastas y mercados internacionales. Se
distinguen por apoyar a sus artistas en la
creacién de series artistica y financiera-
mente viables. Representan.

Presente, futuro y pasado

Las galerias muy buenas trabajan con el
presente, el futuro y el pasado de los ar-
tistas. Estas organizaciones, o gc|erisk15,
comprenden que, entre mds organizado
esté el pasado de un artista, mds inte-
gralmente se presenta en el presente, y
se potencializa su proyeccién en el futuro.

Comprenden al artista no solo hoy,
sino en todas sus efapas, lo apoyan con
exposiciones en galeria y museos, co-
lecciones destacadas, ferias, subastas,
alianzas, apertura de mercados, catdlo-
gos o libros, medios de comunicacién, cu-
radores, equipos de trabaijo, estrategias
digitales... El artista tiene una represen-
tacién mundial.

Reflexiones

Entre més artistas fiene una galeria, més
mediocre es su representacién. Gagosian
fiene alrededor de 250 artistas, pero tie-
ne 19 locaciones, es decir menos de 15
por galeria. El esténdar internacional
para una galeria media con una sola ubi-
cacién es entre 20 y 40 artistas. 3Cémo
puede ser posible que en México exis-
tan pseudogalerias con 100, 150, 200
y hasta 300 artistas? México magico.
La pregunta obligada es: scudntas ga-
lerias muy buenas tenemos en México?
Somos muy pocas.

El gran reto de las galerias mexicanas
es la institucionalizacién y la infernacio-
nalizacién.

Lo anterior no debe desanimar a los
artistas, sino animarlos a profesionalizar-
se y prepararse en ofras éreas fuera del
estudio, ya que las galerias mexicanas
viven un momento de estancamiento.

Gagosian Unicamente representa ar-
tistas cuando son exitosos por si mismos.
Las verdaderas galerias no buscamos
problemas, sino oportunidades.

*El autor es fundador y director de la
galeria internacional de arte contempo-
réneo HECTOR DIAZ

planté mas de 1,000
arboles endémicos
en este importante
espacio con el com-
promiso de fortalecer
el equilibrio ecoldgico.

r

La empresa alemana ]

Para fortalecer una nueva etapa en la UAS

( Eneste acto quiero expresar mi
irrenunciable compromiso para
continuar apoyando sin cortapisas,

22 Se plantaron 1,050 arboles
BMW reforesta Parque
Tangamanga

del Medio Ambiente, la empresa
BMW Group Planta San Luis Potosf
llevo a cabo una importante jornada
de reforestacion en el parque Tanga-
manga |, plantando 1,050 arboles con
el compromiso de fortalecer el equili-
brio ecoldgico y promover la conciencia
ambiental.
Este esfuerzo conjunto forma parte
de las acciones sin limites que forta-
lecen |a vision del Gobernador del Es-

E n conmemoracion del Dia Mundial

tado, Ricardo Gallardo Cardona, quien
desde el inicio de su administracion ha
mostrado un compromiso claro con el
desarrollo sostenible, la recuperacion
de espacios publicos y el cuidado del
medio ambiente en beneficio de todas
las familias potosinas.

Con estetipo de alianzas, los parques
Tangamanga se consolidan como pul-
mones verdes y centros de conciencia
ecologica que invitan a toda la ciudada-
niaa sumarse a favor de la naturaleza.

a la gran comunidad universitaria de
nuestra alma mater, a sus estudiantes,
docentes, investigadores, extensionis-
tas culturalesy deportistas”, dijo el go-
bernador Rochay aqui aprovecho para
anunciar que su gobierna duplicard el
premio que entregara la UAS a todos los
medallistas de la pasada Universidad.

El gobernador del estado asistid
como invitado especial a la Sesién So-
lemne del Consejo Universitario de la
UAS, y felicitd a la comunidad univer-
sitaria por haber elegido democréatica-
mente a su rector titular para el periodo
2025-2028, el doctor Jesus Maduefia
Molina, a quien calificé como un legiti-
mo rector y le reiter¢ su irrenunciable
compromiso de seguir apayando sin
cortapisas a la Universidad Auténoma
de Sinaloa.

El mandatario estatal acudio este
domingo al Auditorio de la Autonomia
Universitaria, ubicado al interior del
Campus Buelna, sede de la Rectoria,
para acompafiar al rector Jesus Ma-
duefia Malina a la presentacion de su

Convoca Rocha a un pacto
entre sociedad y autoridades

El mandatario estatal refrendd su apoyo a la
instituciony alacomunidad universitaria, felici-
tando miembros del Consejo por la democracia.

Cuarto Informe de Labores, y en cuyo
marco, tambien se realizd su toma de
protesta, pues resulté electo para con-
tinuar otros cuatro afios al frente de la
Universidad Auténoma de Sinaloa.

Ante el 6rgano mas importante que
tiene la UAS, como es su Consejo Uni-
versitario, el mandatario estatal hizo
un llamado a formalizar un pacto his-
torico entre la Universidad y el pueblo
de Sinaloa, para abrir una nueva etapa
de desarrollo.

Rocha dijo estar seguro que este es-
piritu campea en la propuesta de desa-
rrollo para el porvenir de la Universidad.
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Mexican galleries: Lagging behind in global art sales

By Héctor Diaz

Published in EI Economista of Mexico on December 6, 2024

Article: https://www.eleconomista.com.mx/opinion/galerias-mexicanas-rezagadas-ventas-arte-
mundo-20241206-737246.html

Sadly, Mexico holds less than a 1% market share regarding global art sales. This is not due to a
lack of artists or art, for talent and creativity abound—take, for example, Jalisco and Oaxaca,
cradles of great artists. It is due to a lack of galleries. In this country, the trade—or perhaps the
vocation?—of the "gallerist" has almost gone extinct. There are art dealers, but most are merely
brokers presiding over art transactions. The question is: why are there no gallerists if there are so
many art galleries?

People tend to think a gallery sells art, but that is as naive as thinking Rolex and Nike sell watches
and sneakers; one sells success and the other motivation. So, what do galleries sell?

* To their artists: Projection, popularization, and transcendence.
* To their collectors: Introduction, expansion, and projection of collections.
* To their communities: Access, education, and cultural spaces.

The majority of art galleries in the country are, in reality, art shops. Their purpose is to
commercialize pieces; they are unaware that the business lies, firstly, in the representation of
collectors, and secondly, in the transcendence of their artists, as well as in the cultural impact on
their community and country.

The engine of an art gallery is sales, just like any business, but that is neither its raison d'étre nor
its ultimate goal.

Where are the Mexican gallerists representing collectors and artists, dignifying the trade and
holding Mexico high?

Many current and past Mexican art dealers have damaged the Mexican art industry because their
business model is limited to lining their own pockets. It must be said: they do not add value to
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their collectors, nor to their artists, nor to their communities; they are oblivious to their cultural and
social responsibility, as well as to the contribution they should be making to their industry.

As if this were not enough, formal representations of artists by Mexican galleries are few and far
between. It is not solely about selling, but about the projection and transcendence of the
creators. How many living Mexican artists are auctioned at the world's best auction houses?
There are very few Mexican galleries where artists and collectors feel truly represented. The
representation of collectors—not just artists—is also necessary, and urgent.

Most renowned Mexican galleries have disappeared, and current ones face challenges so great
that their future is uncertain. Mexican gallerists must raise their game; without their
professionalization, Mexico will remain lagging behind in the global art industry. It is not about
being the best in the city, the state, or the country, but about competing globally, because this is
an industry where all actors are international.

Understanding the business of art is one thing, but understanding the industry of art is another;
they are distinct. For example: today, 80% of art sales occur on digital platforms. This represents
20% or less of gallery sales in their local market. The challenge for galleries is presence and
strategy in foreign markets with high market quotas, such as the United States, China, and
England. A Mexican art gallery that sells only to its local or national market is destined to stagnate
or fail, because collecting resides in other markets.

Executive positions at the world-famous —and powerful—Gagosian gallery are held by executives
from consulting firms with backgrounds in administration and finance. Who is running Mexican
galleries?

Institutionalization and internationalization are words unknown to almost any Mexican gallerist, yet
both are essential to compete in this business. This business needs no more dealers or brokers,
but gallerists who understand the industry —not just the business—of 21st-century contemporary
art.

| propose 5 fundamental pillars for any gallery seeking to start, continue, or make a difference:

1. Institutionalization to operate as an international organization, not a local business.

2. Internationalization through communication, presence, and strategies in major art
markets.

3. International Standards regarding artists, collectors, and exhibitions.
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4. Corporate Practices that promote the transcendence of the gallery-organization.
5. Advisory Board featuring prominent members of the business and cultural worlds.

The romantic side of galleries must be breathed, but the corporate side must be implemented.

Héctor Diaz
Founder and Director of HECTOR DIAZ
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Artists vs. Collectors: Whom do art galleries represent?

By Héctor Diaz

Published in EI Economista of Mexico on August 11, 2024

Article: https://www.eleconomista.com.mx/opinion/Artistas-vs.-coleccionistas-A-quien-
representan-las-galerias-de-arte-20240811-0038.html

Art galleries represent artists —this is true —but we never hear that they also represent collectors.

It is believed that an art gallery is merely the means for an artist to sell and a collector to buy... this
is true, but galleries are not solely dedicated to commercializing art. Does Rolex sell watches or
McDonald's hamburgers? No! Every business needs sales, from a barbershop to a rocket
manufacturer, but they do not sell their product as such; they sell the value it generates. As
Warren Buffett said: "Price is what you pay. Value is what you get."

What does an art gallery sell? What is the value it offers? Simple:
1. Projection, popularization, and consolidation of artists.
2. Fostering, initiation, and growth of collections.
3. Access, approach, and art education for their communities.

The representation of an artist depends on the stage they are in (and there is competition in all of
them): Emerging, Mid-Career, Consolidated, or Established.

The artist is supported with: studio, materials, curators and exhibition designers, solo-duo-group
exhibitions, graphic works, museums, fairs, biennials, auctions, articles, catalogues and books,
new markets, and collectors (amateur, professional, and high-profile)—in general, building their
career in the industry together. To think that the purpose of a gallery is sales is to misunderstand
the business. The value a gallery offers its artists is transcendence.

How many artists have impressive CVs, yet low sales or low market values? Trajectory is not
synonymous with sales, nor is talent.
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The true success of an artist lies in their collectors; they are not buyers, they are "collectors." So,
how do you get collectors? By representing them!

Representing a collector relies more on Dale Carnegie's theories; they are supported in other
ways. There are many types, but | will mention three:

¢ Novices: They don't know about art, so they are involved and taught.
e Knowledgeable: They have predetermined themes and styles, as well as a limited portfolio.
e Open: Open in both proposal and budget.

A true gallerist, just as they know as much as possible about their artists, also knows as much as
possible about their collectors. Just as they call an artist to say hello and check on their works
and series, they call their collectors to say hello, ask about their businesses and families, and
share the latest news from the art industry.

Clients are infinite; collectors are finite. You sell to a client; you represent a collector. Collecting
does not simply exist: it is fostered, pursued, created, preserved, and treasured.

Larry Gagosian, the world's best gallerist, is known for representing collectors.

One of the great questions in the industry is: Should collectors meet artists? It depends. In most
cases, only superficially, because the artist lives in a universe distinct from that of the collector.
Both are part of the ecosystem, but they are extremely fragile together; that is what the gallerist is
for—to bridge and contain them.

It is believed that the art business consists of buying low and selling high. This applies to the
secondary market, since the owner of a work can sell at whatever price they wish. But in the
primary market, what sense would it make to build a career only to pay the artist poorly?

When representing both the artist and the collector, the best value for both must be considered; a
fair balance must be prioritized.

What moves the art industry then, the representation of artists or collectors? Many can represent
the artist, because the path is "known." Few can represent the collector, because the path is
"unknown." A collector does not lack money; they lack trust.

True art deals do not happen in galleries; they happen in trusted environments: homes,

restaurants, bars, trips... Details are analyzed in bureaucratic calls or offices, but the deal is the
outcome of a friendship.
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A good gallery is not measured by everything it does—publicly —with its artists, but by everything
it does— privately —with its collectors.

You cannot represent an artist without representing a collector.

Héctor Diaz
Founder and Director of HECTOR DIAZ
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Painters who call themselves Artists
The disappointing reality of impunity eating away at the art industry

By Héctor Diaz

Published in EI Economista of Mexico on February 12, 2024

Article: https://www.eleconomista.com.mx/opinion/Pintores-autodenominados-
artistas-20240212-0021.html

Is every painter an artist? Is every painting art?

The artist creates, starting from their own inspiration; they possess talent, they express, they
propose, and they transcend.

The painter reproduces, starting from someone else's inspiration; they lack talent, they do not
express, they do not propose, and they do not transcend.

Plagiarism. For many painters, it is extremely easy to access the internet, search for images, and
take whatever they please by the handful for their paintings. Is this valid?

This article is titled "Painters who call themselves artists," but it could well be titled "The
disappointing reality of impunity eating away at the art industry."

Let’s dive in.

An image is not on the internet by the work of the Holy Spirit; it was taken by a photographer, or
created digitally by an artist. Therefore, it has authorship and copyright belonging to the artist, the
models, or the company.

There are websites to buy images— Shutterstock, for example. These platforms have clear public

policies specifying the permitted uses for each image, such as promotional use for commercial
purposes, but always paying for and crediting the artist.
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Question for the artist: Have you ever read on these sites—which allow downloading or buying
images—the authorization to paint and sell a painting for thousands of dollars? Answer: No.
Internet images for sale are for promoting products or services, not for making paintings where
there is supposedly an "artist" behind them.

Stealing or buying images from the internet to use in a painting is artistic plagiarism. However, it is
valid to use internet images—paying and giving credit—as complementary elements of a unique
composition.

Artists create; painters reproduce.
Authorship

Any artist or creator holds copyright and is protected by Law. It is an abuse by a third party to
use their work—and charge for itl —without prior authorization or license.

When a painter steals or buys, legally they should give credit, but the vast majority omit it. Why?
Because they do not want to expose themselves to a lawsuit; they know they are using an image
that is not theirs; they are conscious of the plagiarism; they are cynical and shameless. And
because they pass themselves off as artists when they are merely painters, hiding their lack of
talent and originality by reproducing and recycling the work of others.

Recycling

Regrettably, and with the same cynicism, some painters do not steal or buy from the internet, but
rather paint the same work multiple times. Examples:

e Changing elements: Suppose there are five characters arranged in the composition; in
another painting, the same five are there, but placed elsewhere.

¢ Flipping the image: In one painting the character looks to the left; in another, they look to
the right.

e Cropping the image: In one painting we see the full face, and in another the same image,
but cropped.

This is known as artistic recycling or self-plagiarism.
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Impunity

To call these "bad artistic practices" would be putting it politely. A collector, a gallery, or an
auction house would call it fraud.

Painters who steal and recycle do so because of the tremendous impunity they enjoy.

Who defends the galleries that collaborated with or represented them, that physically or
digitally exhibited them, that sold works by pseudo-artists?

Who defends the auction houses that included reproductive painters in their catalogues and
have sold works by pseudo-artists?

Who defends the media outlets that published articles in good faith, unaware that the
images in the works belonged to third parties, or were recycled pieces?

Who defends the collectors who paid for a work with unknown or recycled authorship?

Solutions

Galleries and Auction Houses: Upon identifying stolen works, do not return them to the
artists; hand them over to the authorities. Make it public.

Media: Let us not permit this; let us denounce it. Let painters who call themselves artists
and who steal and swindle be punished.

Collectors: Do not acquire works without first verifying on the internet who the original
author is and to whom the rights belong. Suggestions: Google Images search, or
specialized "reverse search" sites like pimeyes.com.

Reflections

Mexico has unique and universal artistic talent. Let us boost the true artists who give us identity,
who exalt our country, and who represent us with their art in the world.

Héctor Diaz
Founder and Director of HECTOR DIAZ
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What gives art its value?

By Héctor Diaz

Published in EI Economista of Mexico on December 12, 2023

Article: https://www.eleconomista.com.mx/opinion/Que-le-da-valor-al-arte-20231212-0053.html

We have all heard that art is an investment, but is it really”? And what kind?

Frankly, yes, it is an investment, but before it is financial, it is an investment for the soul: it makes
us feel, think, reflect, and find daily inspiration.

It can be a financial investment, but it depends on the amount invested—yes, the amount
invested! That is to say, will a work priced between $5,000 or $15,000 USD, or $15,000 and
$30,000 USD, see appreciation? The truth is, it’s a coin toss.

A high-value work is, in reality, an expensive piece, but not necessarily an investment... it is easier
to buy than to sell. Have you ever tried to sell?

| have to say it: the higher the investment, the more likely it is to maintain, and perhaps increase,
its value.

A practical guide to understanding everything about a work
1. Artists. There are four categories:

e Established (or Blue-Chip): They have a memorable trajectory; they are represented by
the best galleries in the world; they have works in museums and notable collections; they
enjoy worldwide fame in the industry.

¢ Consolidated: Their trajectory is outstanding; they are represented by good galleries; they
have works in important collections; they enjoy a certain fame in the industry (not
necessarily international).

e Mid-Career: Their trajectory is still forming; galleries give them certain opportunities; they
have some works in collections; they are starting to become known.
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Emerging: They are starting out in the industry; they are usually looking for galleries to
represent them; they begin selling works to buyers rather than collectors; they are not yet
well known.

. Artistic Discourse. These are the deep expressions and narratives of the artist. The
discourse exists once the works are made. Only with time can one comprehend and
analyze the invisible language and artistic proposal.

. Theme / Subject Matter. What a work is about: a historical event, a culture, love,
heartbreak, war, politics, a portrait... it is infinite. There are works with themes that are more
accepted by society, as well as others that are more rejected.

. Technique and Medium Materials: oil, acrylic, mixed media, watercolor, pastel, pencil,
gouache, Chinese ink... Supports: cotton canvas, linen, paper, cardboard, wood, MDF,
aluminum...

. Composition. This is how the elements within a work are organized: size, color, texture,
position, space, gravity, meaning, function, and rhythm. Furthermore, the following
principles must be considered: Center of Interest, Directionality, Contrast, Symmetry, Law of
the Gaze, Law of the Horizon, Rule of Thirds, Rule of Odds, and Simplification.

. Mastery. Even among artists there are levels; discourse, theme, technique, composition,
etc., are not enough... the great artists have mastery in their art.

. Rarity. There are works with unique characteristics—historical, personal, aesthetic, etc.—
making them extremely rare and thus collectible. Example: an artist's self-portrait.

. Condition. Quality matters, greatly. Attention must be paid to the physical condition of the
medium. Varnishes help protect the works, but not all artists use them; some collectors
even prefer paintings without these applications.

. Format (Size). Are large works more expensive? Not necessarily. There are masterpieces
that are small, medium, and large in size; the same goes for poor paintings.

10.Authenticity. Fake works exist; this is common, mainly in the secondary market. It is

important to note that authenticity also applies to artists who steal ideas or compositions
from other creators, claiming them as their own; this is and always will be plagiarism.

www.hectordiaz.art Index

39



HECTOR DIAZ

11.Provenance. It is worthwhile to know where the work has been, for example: galleries,
exhibitions, auctions, fairs, museums, or collections. Sometimes, works increase their value
after being exhibited in museums or after belonging to important collections.

12.Galleries Representation. is extremely important: gallerists are (to a great extent) the
architects of careers and the endorsers of values.

13.Art Fairs. There are fairs for artists and for galleries; the latter are an achievement for the
artist because the gallery considers that the person and the work are ready for the
international market and experienced collectors.

14.Auctions. In terms of collecting, auctions help with the public record of works' market
values, as well as the artist's sales over time. Who sets the price for art? Galleries and
artists, but also international auction houses.

15.CV (Curriculum Vitae). This is the artist's exhibition history. Many or few exhibitions—solo
or group—are not synonymous with the work being good or its value being high. There are
very long CVs with very poor artistic proposals; there are also short ones with spectacular
quality of discourse and mastery in the work.

16.Collections. Being in the MoMA collection is not the same as being in the Museo
Soumaya collection, nor the same as being in an international collection with transcendental
works, or in emerging collections or those belonging to trinket buyers and dabblers.
Although redundant: not all collectors are collectors. Just because an institution or person
has a lot of art, it does not mean they have a collection. Collections are not measured by
quantity, but by the knowledge and respect for the artists and the works.

17.Media / Press Coverage. Newspapers, magazines, television, radio, social media,
podcasts: how do they benefit an artist and their work? As we say in Mexico: "A saint that is
not seen is not adored." The role of the press on art helps to back the artist's career. Any
collector would feel supported before buying a work if the artist was published, for example,
in El Economista, due to its prestige.

18.Value and Price. Value is intangible; price, besides being tangible, is negotiable.

As Warren Buffett once said: "Price is what you pay, value is what you get."

In art, value is the most important thing.
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In conclusion, knowing so much about art can be overwhelming when buying a work, but doing
so without knowledge can result in a disappointment in the long run.

In my opinion, the best investment in art is through works that generate inspiration in your day-to-
day life.

Héctor Diaz
Founder and Director of HECTOR DIAZ

www.hectordiaz.art Index

41



42

HECTOR DIAZ

Héctor Diaz
hello@hectordiaz.art

Queé le da valor al arte

odos hemos escuchado que el arte
es una inversién, pero srealmente
lo es2 3de qué tipo?
Francamente, si es una inver-
sién, pero antes que financiera, lo
es para el alma: nos hace sentir, pensar, re-
flexionar, tener inspiracién diaria.

Podria ser una inversién econémica, pe-
ro depende del monto invertido, si, jdel
monto invertido!

Es decir, suna obra entre 100,000 o
300,000 pesos o 300,000 y 600,000 pe-
sos tendrd plusvalia? La verdad, es una mo-
neda al aire.

Una obra de valor alto en realidad es
una pieza cara, pero no necesariamente
una inversién... es mds fécil comprar que
vender. 3Alguna vez has intenfado vender?

Tengo que decirlo: entre més elevada
sea la inversién, més probable es que man-
tenga, y quiz, incremente su valor.

Guia préctica para conocer
todo sobre una obra

Arfistas. Existen cuatro categorias:

*Consagrados. Cuentan con una frayec-
toria memorable; son representados por las
mejores galerias del mundo; tienen obras
en museos y colecciones notables; gozan
de fama mundial en la industria.

* Consolidados. Su trayecoria es desta-
cada; son representados por buenas gale-
rias; tienen obras en colecciones imporfan-
tes; gozan de cierta fama en la industria (no
necesariamente internacional).

* De mediana carrera. Su trayectoria co-
tinda en formacién; las galerias les dan cier-
tas oportunidades; tienen algunas obras en
colecciones; empiezan a darse a conocer.

 Emergentes. Estdn iniciando en la in-
dustria; suelen estar buscando galerias que
los representen; empiezan a vender obras a
compradores mas que a coleccionistas; adn
no son conocidos.

* Discurso. Son las profundas expresio-
nes y narraciones del artista. Existe una
vez que las obras estén hechas. Sélo con
el tiempo se logra comprender y analizar
elinvisible lenguaije y la propuesta artistica.

Tematica. Sobre qué trata una obra:
un suceso histérico, una cultura, el amor, el
desamor, la guerra, la politica, el retrato. ..
es infinito. Existen obras con temdticas mas
aceptadas por la sociedad, asi como otras
mds rechazadas.

Técnica. Materiales: éleo, acrilico, mix-
ta, acuarela, pastel, lépiz, gouache, tinta
china... Soportes: tela de algodén, lino, pa-
pel, cartén, madera, MDF, aluminio...

Composicién. Es como se organizan
los elementos dentro de una obra: medida,
color, textura, posicién, espacio, gravedad,
significado, funcién y ritmo. Ademds, se
deben considerar los siguientes principios:
Centro de inferés, Direccionalidad, Contras-
te, Simetria, Ley de la mirada, Ley del hori-
zonte, Regla de los tercios, Regla de los im-
pares y Simplificacién.

Maestria. Incluso entre artistas hay
niveles, no basta el discurso, la temdtica,
la técnica, la composicién, etcétera... los
grandes artistas fienen maestria en el arte.

Rareza. Existen obras con caracteristi-
cas Unicas: histéricas, personales, estéticas,
efcéfera... volviéndolas sumamente raras y
por ende coleccionables. Ejemplo: un auto-
rretrato del arfista.

Condicién. La calidad importa, y mu-
cho. Se debe prestar atencién a la condi-
cién fisica de la técnica. Los barnices ayu-
dan a proteger las obras, pero no todos los

lerias, exposiciones, subastas, ferias, ~ dundante: no todos los coleccionistas
museos o colecciones. En algunas oca-  son coleccionistas. No porque una ins-
siones las obras incrementan su valor  titucién o persona tengo mucho arte,
al haber sido expuestas en museos o significa que es un coleccién. Las colec-
después e haber pertenecido a colec-  ciones no se miden por la cantidad, si-
ciones importantes. no por el conocimiento y el respeto ha-

Galerias. Las representaciones son  cia los artistas y las obras.
importantisimas: los galeristas son (en Medios. Periédicos, revistas, tele-
gran medida) los arquitectos de las ca-  visién, radio, redes sociales, podcasts,
rreras y los avales de los valores. scémo benefician a un artista y a su

Ferias. Hay ferias para artistas y  obra2 Como decimos en México: “San-
galerias; las segundas son un logro pa-  to que no es visto no es adorado”. El rol
ra el arfista ya que la galeria considera  de la prensa sobre el arte es que ayu-
que estd lista la personay la obrapara  da a respaldar la carrera del artista.
el mercado internacional y los coleccio-  Cualquier coleccionista se sentiria res-
nista experimentados. paldado antes de comprar una obra si

Subastas. En cuesfién de coleccio- el artista fue publicado, por ejemplo,
nismo, las subastas ayudan con los re-  en El Economista, por su prestigio.
gistros publicos de los valores de mer- Valor y Precio. El valor es infangi-
cado de las obras, asi como con las  ble; el precio, ademds de ser tangible,
ventas del artista en el tiempo. sQuién  es negociable.
le pone precio al arte? Las galerias y Como alguna vez dijo Warren Bu-
los artistas, pero también las casas de ~ ffet: “El precio es lo que pagas, el valor
subastas infernacionales. es lo que obfienes”.

CV. Es el historial de exposiciones
del arfista. Muchas o pocas exhibicio-
nes —individuales o colectivas— no son
sinénimo de que la obra es buenay  En conclusién, saber tanto sobre arte
que su valor deba ser alto. Existen curri-  puede resultar abrumador al momento
culums larguisimos con propuestas ar-  de comprar una obra, pero hacerlo sin
tisticas muy malas; también los hay cor-  conocimiento puede resultar en una de-
tos pero con calidad espectacular de  cepcién en el largo plazo.

En el arte, el valor es
lo mas importante

discurso y maestria en la obra. En mi opinién, la mejor inversién en CLEONITE

lecciones. No es lo mismo estar  arte, es mediante obras que fe generen MARTES

en la coleccién del MoMA, del Museo  inspiracién en tu dia a dia. 12de j\c‘\ezrgbzrs
e

Soumaya, de un coleccionista interna-

cional con obras trascendentales, que *El autor es fundador y director de
en colecciones emergentes o de com-  la galeria internacional de arte contem-
pradores chacharacheros. Aunque re-  pordneo Héctor Diaz Gallery

artistas los utilizan, incluso hay coleccio-
nistas que prefieren las pinturas sin estas
aplicaciones.

Formato. ;Las obras de tamafio gran-
de son mas caras? No necesariamente.
Hay obras maestras de tamafio pequefio,
mediando y grande; sucede igual con las
malas pinturas.

Autenticidad. Existen obras falsas, es
comin principalmente en el mercado se-
cundario. Es importante destacar que la au-
tenticidad también aplica para artistas que
roban ideas o composiciones de ofros crea-
dores, asumiéndolas como propias, esto es
y serd siempre un plagio.

Procedencia. Vale la pena saber en
dénde ha estado la obra, por ejemplo: ga-

ARTESANAL

DE OCCIDENTE

. ), En bre

Hallan gruta con vestigios mayas

Este lunes, el director general del Insti-
tuto Nacional de Anfropologia e Historia
(INAH), Diego Prieto Hernédndez, reporté
que durante las labores de salvamento ar-
queoldgico en el Tramo 5 del Tren Maya

se hallé una gruta con evidencia de muros
de mamposteria construidos por mayas an-
cestrales. La cueva en cuestion, seialé el
funcionario, cuenta con 1,106 rasgos na-
turales asociados a la presencia humanay
quizés se usé como refugio o recinto. “Nos
ha planteado la necesidad de ser muy cui-
dadosos con los elementos de tipo natural”,
menciond Prieto Herndndez. El sitio ya fue
registrado por especialistas del insfiftuto y es
analizado por un equipo que encabeza la
arquedloga Susana Echeverria Castillo.

Cueva arqueolégica. El hallazgo se
encuentra al interior del Corredor Ecoar-
queolégico Paamul II. roro: corresia i

Hasta ahora, en los Tramos 5,6 y 7 de los tra-
baijos del Tren Maya, en el sureste del pais, se
ha localizado un total de 39,589 vestigios en-
fre k s, albarradas, nivelaci o
antiguas unidades habitacionales; 579 bienes
muebles, como vasijas o figurillas; 243,480
tiestos cerdmicos y 140 restos humanos.
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Le Galeriste

By Héctor Diaz

Published in EI Economista of Mexico on September 14, 2023

Article: https://www.eleconomista.com.mx/opinion/Le-galeriste-20230914-0041.html

Larry Gagosian, founder—and current director—of the international chain of modern and
contemporary art galleries, Gagosian, once said: "I believe in the popularization of art. But when
you look closely, it's a somewhat elitist world. Not just economically elitist: how many people read
poetry?"

What does it mean, what does it entail, to be a gallerist?

Art dealers sell art from the primary or secondary market, consigning or buying outright, with or
without exhibitions, physically or digitally. They are mainly merchants of paintings and sculptures.
They possess a confused vocation, as their vision is often short-term: they focus on the product
and not the creator. A gallerist sells two intangibles: their credibility and the projection of their
artists. This requires two virtues: good eyes to recognize talent and excellent ears to listen to the
market.

The gallerist primarily focuses on the primary market. They are the representative of a select
group of creators. Their field of action is the so-called "Art Industry," an ecosystem composed of
artists, galleries, collectors, auction houses, art fairs, museums, and media, as well as relevant
actors within the sector: curators, critics, etc. Their vision is long-term with artists and collectors;
they seek to retain and serve them indefinitely.

The relationship with their artists is elegantly "sui generis": it is born from admiration, grows with
sustained passion over time, and is consolidated through a loyalty incomparable in other
industries. The best representation does not warrant contracts, only a word of honor. It is naively
believed that gallery management lies and flourishes within the gallery itself, but this is not so...
No one enters a "serious" or "formal" gallery to buy an artwork—that happens in art shops, not
art galleries. Sales are proportional to the gallerist's reliability; they happen in trusted
environments, not at crowded Openings with strangers.
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An open gallery is the necessary "space" to follow up on the famous "Exhibition Program” (the
artist's exhibition schedule). However, true gallerists place works before exhibiting them,
sometimes even before they are created, such that the exhibitions are a Show (hence the
common US usage) for the non-buying public, as well as for media promaotion.

The gallerist must be redefined: they are not an art merchant, but an art visionary; they are not a
hero for artists, but a talent representative; they do not have a specific role, but are an
entrepreneur in an industry that constantly transforms and reinvents itself. No one teaches a
gallerist to be a "Gallerist." An art merchant constantly deconstructs and builds himself; none
know how to foster collecting or create collectors—until they do! The gallerist's personality is key,
but the secret lies in credibility; it is the most important, and perhaps the least observed, factor,
because collectors do not buy from artists—they buy from gallerists, who are the guarantors of
values and trajectories.

True collectors do not lack money; they lack trust. The function of the gallerist is not to sell art; it
is to create or expand collections. Gallerists have internal and external clients: artists and
collectors. Both trust the gallery and expect results—economic, of course, but also intangible.
That is, it is strictly indispensable not just to sell a work at a high value, but to maintain and
increase those values in the future.

The art of selling art consists of making someone acquire a work they love but do not need. It is
the gallerist's magic that causes a work to be admired, desired, collected, and treasured. In
Gagosian's words: "Nobody really needs a painting. It's something you create value for in a way
you don't with a company. It's a collective act of faith that makes an object valuable. Maintaining
that value system is part of what a dealer does—not just making a transaction, but making sure
important art feels important.”

The gallerist's trade is not to sell art. Their vocation with artists is to consolidate trajectories. Their

mission with collectors is to provide them with excellent art and certainty. Their personal purpose
is to build a reputation (even more important than that of their artists).

Héctor Diaz
Founder and Director of HECTOR DIAZ
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The Business Model few visual artists undertake (and urgently should)

By Héctor Diaz

Published in EI Economista of Mexico on March 30, 2022

Article: https://www.eleconomista.com.mx/opinion/El-modelo-de-negocio-que-pocos-artistas-
plasticos-emprenden-20220329-0129.html

An artist should not worry about the price of their works, but the value of their name and art. One
way to elevate an artist's value is by creating collections, not independent pieces.

Imagine a talented and hard-working writer who, day after day, writes small stories—exciting,
captivating, even dazzling narratives. They write a lot, although some days they face the unknown
of what to write; sometimes their work lacks meaning or direction, and without intending to, they
manage to get lost before and amidst their own talent. The writer's problem is not a lack of
vocation or hours of effort, but the lack of something bigger.

If this writer were working on a novel—a more complex and ambitious endeavor—their vision
would be different. Every day would advance with a defined purpose, allowing them to delve
deeper without constantly facing small, individual stories. They would gain readers, work with
publishing houses, and position themselves in the industry.

The same thing can happen to a visual artist: creating individual works instead of a collection.
Many artists paint without direction, focus, or vision. This does not diminish their talent, but it
does not add value in the long term, because their pieces are standalone, not part of something
much greater. They generally create whatever comes to mind that day, that week, that month.
Themes are varied: a person, a couple, an abstract, a landscape, a nude... Techniques are
scattered: oil, acrylic, mixed media, pencil, charcoal...

It is not enough to produce a spectacular, memorable, and transcendental work in a short time...
but it can be done over weeks, months, or years.

As Vargas Llosa once said, "the characteristic of a good novel is its length."
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What is a Collection?

A collection is a limited series of artworks (paintings, sculptures, etc.). It allows the artist, the
gallerist, the collector, the viewer, the critic, and the media to have clarity of discourse, theme,
intention, and consistency regarding the artistic proposal.

A collection is, in itself, a business model that every artist should be familiar with, understand,
apply, and adopt.

Because creating art is easy; living from it is complicated. To expect that "someone" (who?) will
someday (perhaps never) see the work and discover the next Picasso is almost utopian. Selling
independent pieces is, unfortunately, the standard for a vast majority of artists. However, let us
pause, reflect, and ask ourselves: is consolidating as an artist achieved piece by piece?

How to develop a Collection
We can group the project into two areas: artistic and administrative.
1. Artistic

¢ Discourse. Define what you want to express; write a draft—this might take a few days or
weeks. It is important to reread and rewrite it as many times as necessary. In my opinion,
the discourse should not be shared with family or friends, as they do not feel the same way
as the artist and it may be misunderstood; it should, in my opinion, be shared with the
gallerist, as together they will go out to the market—and the world—to show and offer the
collection. In theory, no art dealer should offer and/or sell what they do not like or do not
understand.

e Style. A consolidated artist has a consolidated style. The collection allows the artist's
characteristic style to be defined, accented, and reinforced. It is a very serious mistake to
manage multiple styles—imagine a hyperrealist painter attempting abstracts.

¢ Technique. Do not experiment; stick to a defined medium (e.g., oil on canvas and pencil on
paper, but not both at once across the series).

e Palette. Visual homogeneity and personality.

¢ Format. Small, medium, large, or mixed.

¢ Quantity. Approximate or exact number of works needed to achieve the series. Otherwise,
there is a risk of creating without expressing what was intended, or creating too much
unnecessarily. Suppose the artist wants to paint 15 people they admire; this obviously
determines the quantity of works, making it clear that 5 are not enough and 25 are not
needed.
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2. Administrative

To determine the cost of the collection, the following must be specified: quantity of works,
production, costs, expenses, and the value of time.

¢ Production (Rhythm). The artist is the only one who knows their work “rhythm"—how
much they produce (1 work a day, 1 every 3 days, 1 per week, 1 every 15 days, 1 per
month)? Knowing this will determine the required time (with breaks) to conclude. This helps
set defined schedules and avoid being creative only in moments of inspiration. A completion
date must be established.

e Costs (Materials). Brushes, paints, canvases, stretchers, gesso, etc. Suppose the cost of
a single painting is $50 USD, and the series will be 15, the investment in materials will be
$750 USD.

¢ Expenses (Overhead). Meals, electricity, internet, studio space, gas, etc.

¢ The value of time. It is indispensable to assign a value to the artist's time—how much is
their work week worth? One must be realistic and not set too high a value; the profit is in
the sale of works, not in a salary.

Fictitious example
For a collection of 15 works over a 3-month production time:

Material costs: $750 USD
Expenses (Overhead): $1,000 USD
Artist's time value: $2,700 USD
Total collection cost: $4,450 USD
Unit cost (per piece): $297 USD

Note: Typically, materials are the lowest cost, followed by expenses, with the artist's time being
the most expensive factor.

Good prices with respective profit percentages would be: $594 USD (100% markup), $891 USD
(200% markup), and $1,188 USD (300% markup).

Index www.hectordiaz.art




HECTOR DIAZ

Cost and Price

In the art industry, prices are not determined based on costs and profit percentages, but through
perceived value. Cost is what it takes to produce the collection. Price is the amount of money
expected to be paid for a work. Value is the perception of the artist and their art.

The price should not change depending on the market. Anyone who says "a work of art is not
worth the same in a small city as in one of the world's major capitals" is mistaken. Markets may
change, but values do not. It is important to note that a work of art is not worth the same in the
hands of a buyer who wants to decorate as it is in the hands of a collector who values a well-
executed collection.

An artist should not worry about the price of their works, but the value of their name and art. One
way to elevate an artist's value is by creating collections, not independent pieces.

Let us recap

A collection is a set of pieces produced over a certain time under a defined concept; this
production has a value in the market.

It is interesting that, unlike other industries, the generated work does not lose its value in the long
term (provided the artist remains active in the market, of course).

Surviving in the industry requires the artist to be an entrepreneur, operating a factory and not—
romantically—a studio... ateliers produce pieces; collections demand structure.

A collection allows an artist's value and art to increase because it belongs to a more elaborate
and limited project, thereby justifying and backing the prices of their works.

Héctor Diaz
Founder and Director of HECTOR DIAZ
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Corrupted integrity: The open secret of why artists and galleries fail to
grow, decline, or disappear

By Héctor Diaz

Published in EI Economista of Mexico on August 27, 2021

Article: https://www.eleconomista.com.mx/opinion/Integridad-corrompida-el-secreto-a-voces-
del-porgue-artistas-y-galerias-no-crecen-decrecen-o-desaparecen-20210826-0116.html

Why do the world’s best galleries represent only a few artists? Is there not enough talent or art?
What are the main disappointments in the industry?

The trade of the protagonists—creators and art dealers—consists of:

The Artist

Today, the world houses a greater number of artists, due to multiple reasons: family and societal
acceptance of artistic careers; material availability; ease and free access to learning on the

internet; and tools unthinkable just a decade ago, like social media, among many others.

However, it is truly complicated to stand out. The artist competes not locally, regionally, or
nationally, but on an international scale.

Today, it is not enough to produce spectacular art; it is necessary to build a sexy, attractive, and
reliable brand to position oneself among thousands of artists.

It should be noted that individualism in art is justified, as the artist is with themselves all the time;
thoughts and feelings are intrinsic tools, and they do not work in a team as in most professions.

What does an artist do?
1. Live. Art is the harvest of experiences.

2. Contribute. They believe they can, and must, give something to this world.
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3. Experiment and consolidate. Define a style that characterizes them; some are born with
mature artistic proposals, others spend a lifetime searching; and then there are those who
copy, steal, and appropriate.

4. Face misunderstanding. The artist often suffers; their way of expressing themselves is
distinct; family, partner, friends, collaborators, and spectators do not always applaud —they
also judge and criticize.

5. Secure resources. The studio, materials, shipping, travel, all cost money (not counting
personal matters). The best scenario for an artist is to create while their gallery(s)
commercialize, but this generally does not happen: the creator works under economic
limitations, their expenses and inventory grow, and their space and creativity are
compressed.

6. Exhibit. After creation, this is perhaps the second most satisfying moment: presenting the
work to spectators—Ilooky-loos, freeloaders, judges, prospects, clients, collectors.

7. Handle rejection. Sometimes the work is misunderstood and overlooked; galleries, art
dealers, exhibitions, and auctions fail to sell; exhibitions are canceled; relationships with
galleries end; new galleries do not offer opportunities to join; the press does not interview
them. The industry is warm when there is success, but normally very cold, below zero.

8. Deal with opportunity cost. Sending works to an exhibition or gallery is not always
financially successful. The artist invested in packaging and shipping, the works were
exhibited for a determined time but did not sell, requiring them to be returned later. In other
words, they invested and, additionally, halted the sale of the work.

9. Taste ephemeral success. A sale, an exhibition, an article, an award... momentary "pats
on the back.”

10.Return to the start (as a general rule). Creating a collection from scratch is very difficult:
creatively, financially, exhibition-wise, and commercially.

The Gallerist

The visible part of a gallery is the exhibitions; the invisible part—unknown to most—is the most
important.
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relevant fact, good galleries are characterized by representing few artists; bad ones

collaborate with many, as they do not understand the trade, inflate inventory, and act as "Artistic
Convenience Stores," believing that many products (works) are synonymous with prestige... it is
the opposite.

The main reason for working with a select group is due to the implications of genuine gallery
management.

The glamour of the gallerist almost disappears upon learning the true job. Despite the great effort
of a gallery to mount an exhibition, there is no guarantee of a sale; that is the reality.

We must remember that the following tasks are multiplied by the number of artists represented; in
addition to this, there is the daily operation and general administration.

1.

Artist consideration. The search for talent involves a lot of time, consisting of pre-
visualizing the viability of a collaboration between two people, brands, or organizations.
There must be a genuine chemistry; the gallery might like a certain artist or vice versa, but if
there is no empathy or shared vision, they will not get very far.

. Trajectory study. One cannot speak about someone without knowing them; an artist is not

a product with characteristics, but a person with endless stories... The gallerist's time spent
reading statements, biographies, and discourses, analyzing solo and group exhibitions, art
fairs, biennials, auctions, and alliances, is necessary and essential.

. Comprehension of art. One cannot sell what one does not know; one must assimilate

and know as much as possible about the works, the studio, the creation, the techniques,
the messages, the mysteries, even the incomprehensible.

. Market study. Determining the commercial potential of the exhibition; financial projections

with different scenarios: costs, expenses, financing, leverage, pricing, gross and net profit;
validating and assessing fair prices involves analyzing sales history; detailing the artist's
perception in the market.

. Curating (Selection) of works. \Which pieces to exhibit, existing ones or a new collection?

. Packaging, shipping, and storage. Getting works out of a studio is very complicated and

costly; each piece must be carefully packaged; in international shipments, the artist
manages export permits, while the gallery manages import documents; receiving and
storing works requires a warehouse.

www.hectordiaz.art
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7. Physical space. Sold or unsold, an open gallery costs money. Anyone can hang pictures
on a wall with a nail and a hammer; achieving a captivating scenography for a tour is an art
in itself, called museography. Manipulating works without damage requires specific technical
knowledge. Drafting a consistent curatorial statement about the exhibition that will group
the series of works and why it is important to society.

8. Art catalogue. A "good" exhibition will have one available, which involves a photo shoot,
writing, style correction, editorial design, etc. Graphic designs like the invitation, for social
media, etc., imply customized, non-reusable designs. Videos for digital platforms like
websites, social media, and media outlets require pre-production, production, and post-
production.

9. Media. Drafting a press release; public relations; there are no guarantees of coverage.
10.Legal. Agreements and contracts require lawyers.
Corrupted integrity

There are several types of incurable cancer in the industry that artists and galleries unfortunately
suffer from: dishonesty, disloyalty, ingratitude.

Honesty, loyalty, and gratitude are essential values in this business.

Temptations are commonplace, especially when dealing with money; when the sin materializes,
the relationship corrodes until it collapses, dragging down solid foundations and structures
between the creator and the art dealer.

The open secrets are:
Sins of Artists

* A necessary evil. Believing that their gallery does not deserve the percentage; this means
they do not understand the work of promotion, positioning, and commercialization.

* Working little. Artists are factories, galleries are stores; without products (art), there are no
sales.

* Lack of inspiration as a pretext. The artist depends on their thoughts and feelings to
create, but sometimes they do not have enough "inspiration."

* Disorganized work. Creating without purpose, using different techniques, inconsistent
styles, varied formats, or lacking a discourse.
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Broken promises. Promising an exhibition and failing to deliver the requested works.

Too many galleries. Collaborating with many leads to disappointing more than one.
Exorbitant prices. The price is not decided by the factory (artist), but by the market
(collectors) or the distributors (galleries).

Underselling. The price of a work should cost the same in the studio as in the gallery, but it
happens that the creator sells cheaper to avoid losing the sale. This is extremely serious
because it costs a lot to raise the value only to have it lowered—it is better not to sell. If the
collector cannot pay, they are not a client for that work.

Stealing collectors. Taking clients away from the gallery.

Disappearing work. Claiming they sent more works to the gallery than were returned;
arguing that less art arrived at the studio.

of Galleries

Overselling. Selling at a price higher than agreed upon and not reporting it to the artist.
Underselling/Discounting. Offering discounts on the works and expecting the creator to
also assume the discount.

Delayed payment. Selling but not telling the artist (it is very difficult for the artist to find out
because they are in their studio, sometimes in another city), using the money for immediate
expenses, and eventually paying later.

Inventory bloat. Managing too much art and neglecting what arrived first.

Non-existent promotion. Failing to promote the artist on the website, social media, or in
the media.

Lack of commitment. Not thoroughly knowing the works, collections, discourses,
techniques, or styles.

Broken promises. Promising an exhibition and failing to carry it out.

Charging the artist. Making creators cover the gallery's costs and overhead.

Stealing collectors. Taking clients away from the artist.

Disappearing work. Claiming fewer works arrived at the gallery than were sent; sending
less art back to the studio.

, undeserved, irreversible... that is corrupted integrity.

Héctor Diaz
Founder and Director of HECTOR DIAZ
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Pseudo-art galleries: Crisis or ruin?

By Héctor Diaz

Published in EI Economista of Mexico on June 25, 2021

Article: https://www.eleconomista.com.mx/opinion/Pseudogalerias-de-arte-crisis-o-
ruina-20210624-0091.html

An art gallery is not the same as an art shop; they may seem alike, but they are not.

A gallerist is distinguished by their commitment to an artist, while an art seller is distinguished by
their focus on a product.

"The house always wins" is a casino maxim; no matter which machine the client plays, the
organization keeps the earnings.

Unfortunately, there are art shops that loudly and ostentatiously pretend to be galleries through a
business model that consists of accumulating—artists and art—bloating inventory (physical and
digital). No matter what work is bought, “the house always wins"; commitment to the creator is
irrelevant, non-existent, and even utopian.

An artist who specializes in painting produces no less than 30 and up to 100 works per year.
Suppose a pseudo-gallery collaborates with 50 artists, and hypothetically each one produces 30
works in a year; this results in an inventory of 1,500 paintings in 12 months... Sadly, those who
offer art do not see this. They opt to have many pieces without comprehending the discourses
and collections to which they belong. Their sinister formula is simple: lots of art, many artists.
They are "Artistic Convenience Stores."

What is an art gallery?

Leo Castelli was an Italian-American gallerist based in New York who commercialized art for five
decades. Despite serving and satisfying international markets and being considered one of the
best art dealers in the world during his lifetime, he never opted to bloat inventory. Quite the
opposite: he stood out for supporting a select group, even when their works did not sell. Castelli
had credibility and clients at his disposal. Why focus on few creators? Because his commitment
was to the artists, not the pieces.
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Larry Gagosian, director of Gagosian Gallery—today the most powerful and influential man in the
industry, operating a chain with more than 15 establishments in various countries—represents
around 250 artists. If we analyze the quantity, we understand that even the most important gallery
on the planet represents very few; his commitment is to the artists.

Jean David Malat, founder of JD Malat, one of the most innovative and important gallerists in
England, works with a group of approximately 30 artists. Consider that this is one of the world's
most important galleries, based in London with a thriving international market. There is a
profound commitment to the artist.

* Promoting careers and consolidating trajectories distinguishes a gallerist.
* Commercializing art regardless of who it's from or who it's sold to characterizes an art
seller.

It is easy to identify them; one only needs to look at the number of creators.

How many artists naively believe they belong to a gallery? How many fall into the trap of a
pseudo-gallery that seeks to bloat inventory? Do art sellers know what gallery management
means and entails? Are artists complicit by not finding proper sales channels?

A gallerist is a representative; they assume a commitment of many years, even for life. They
understand what the creator expresses, support them along the way, promote them, introduce
them to markets, accompany them at auctions, but above all, they believe in the person.

It is wrong to think that a gallerist dedicates themselves to selling; they are not a broker. The
director of a gallery is a strategist who is knowledgeable about markets, finance, projections,
marketing, legal matters, brand positioning, and commercialization, among many other areas.

Art sellers seek their own benefit—a percentage. They tend to have a local vision, rarely
participate internationally, and aim to sell here and now, wherever luck finds them, seldom
integrating an artist into the global scene.

It is important to note that these shops operate honorably; the owners have a taste for art, and
some provide employment... but they are not an art gallery; they are intermediaries between

pieces and buyers (not necessarily collectors).

What are the risks for an artist collaborating with a shop? Many.
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One must always decipher whose business it is: the shop's, the artist's, or both? Just because a
percentage is divided does not mean it is both's business.

If the creator sells a piece here and there, thinking they are selling everywhere, they haven't
understood that it's not about placing works everywhere, but about building a career.

If the relationship between an artist and a seller is based on certain pieces, the creator should not
expect career advancement, despite achieving sales with that "Artistic Convenience Store.”

Important galleries afford the luxury of not selling when they consider the collector, museum, or
institution is not suitable. Art shops sell to anyone, even with a discount, because they cannot
"afford" to lose the sale.

We do not lack art or artists; we lack art galleries. Crisis or ruin?

Héctor Diaz
Founder and Director of HECTOR DIAZ
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La discografica debutard en el mercado de valores. foro: feurers

Universal Music Group
se va de solista

Es oficial. Universal Music Group
(UMG) anunci6 que se volverd solista
y dejard al gigante francés Vivendi. EL
martes 22 de junio los inversionistas
del conglomerado de telecomunica-
ciones se presentaron en linea -co-
mo si hubiera sido un concierto vir-
tual- y aplaudieron la separacion de
la companfa discografica para em-
barcarse en una nueva aventura en
solitario. La salida de la banda im-
plica que UMG, una de las tres prin-
cipales discograficas en el mundo,
debutard en la bolsa de valores Euro-
next de Amsterdam el préximo mes
de septiembre con una valuacion ini-
cial de 42,000 millones de dolares.
Lanoticia pasé sin mucho ruido y un
tanto inadvertida en la prensa musi-
cal; fue la prensa de negocios la que
reporto los detalles de la operacion.
Universal Music es, junto con Sony
Music y Warner Music, una de las
tres discograficas mds grandes del
mundo. Es propietaria de las fir-
mas Def Jam Recordings, Decca,
Island, Motown, Deutsche Gram-
mophon, Interscope, Geffen, A&M
Records, Polydor, EMI, Capitol, Fic-
tion, Verve. Tiene en su alineacion a
nombres como Taylor Swift, Elton
John, Kendrick Lamar, Abba, Me-
tallica, Bob Dylan, The Beatles, Nir-
vana, Ariana Grande, Prince, Iggy
Pop, Pearl Jam, Andrea Boccelli, Bi-
1lie Eillish, The Rolling Stones, Jay-
Z, Cher, Madonna y una larga lis-
ta mds. Tiene operaciones en mds
de 60 paises alrededor del planeta.
El debut de Universal Music Group
en el mercado de valores también
implica que habrd una reorganiza-
ci6n de la estructura dentro de la dis-
cografica que participa con el 30%
de todas las ventas de musica en el
mundo. En diciembre del 2020 el gi-
gante de las telecomunicaciones chi-
no Tencent acordé con UMG elevar
su participacion a 20% en el gru-
Po en una operacion de unos 34,000
millones de délares. Paralelamente
el fondo Pershing Square comenzo
una negociacién para entrarle tam-
bién al negocio. Y en febrero pa-
sado la discogréfica confirmo que
empezaria a estudiar su salida a la

bolsa en Amsterdam puesto que ha
sido uno de sus hogares histéricos.
Bill Ackman, el inversionista detrds
del fondo Pershing Square Tonti-
ne Holdings (PSTH), quien adqui-
1i6 su participacién por unos 4,000
millones de ddlares y que tendrd en
su poder 10% de la compania, tie-
ne vinculos afectivos con Univer -
sal Music por un disco de Sting que
compro y porque la discografica su-
pervisa el catdlogo de su abuelo, el
compositor Herman Ackman. ”Pa-
ra vivir necesitas agua y comida, pe-
0 lamusica viene después”, dijo Ac-
kman durante su presentacion de
por qué buscaba adquirir una par-
ticipacion en una industria que ha
vivido un par de décadas dificiles.
Las operaciones de Universal Music
registraron ingresos de 7,432 millo-
nes de dolares en €1 2020 y ain con la
pandemia la discografica registré un
alza en sus ingresos del primer tri-
mestre. No podemos olvidar que el
afio pasado adquiri6 todo el catdlogo
de 600 canciones de Bob Dylan por
unos 300 millones de délares, uno
de los acuerdos mds lucrativos de los
ultimos anos en la industria. El des-
alentador panorama ha obligado a
los artistas a buscar estos tratos con
las disqueras para tratar de sobrevivir
alafalta de conciertos y las terribles
regalias que ofrecen las plataformas
de streaming. La tendencia parece
indicar que las grandes discografi-
cas seguirdn buscando apostar por
los catdlogos de artistas ya estable-
cidos, siguiendo también los pasos
del fondo Hipgnosis que se ha con-
solidado en este campo para admi-
nistrar estos preciados huevos de oro.
Ellanzamiento de Universal Music
Group al mercado indica que, al igual
que cuando lanzan a un artista en
solitario, los inversionistas le estin
apostando a que habrd un buen ne-
gocio con resultados para casi todos
los involucrados. Y aunque histori-
camente los artistas siempre salen
perdiendo, aquino es claro en donde
estard la fortaleza de esta gran dis-
quera en los proximos afios. A futu-
1o la apuesta es que la maquina siga
dando éxitos por muchos afos.

invitada

Héctor Diaz
www hectordioz.art

Pseudogalerias de arte, /crisis o ruina?

na galeria de arte no es lo
mismo que una tfienda de
cuadros, pueden parecer lo
mismo, pero no lo son.

Se distingue a un galerista
por su compromiso hacia un artista, mien-
fras que a un vendedor de arte por su en-
foque hacia un producto.

“La casa siempre gana” es una maxi-
ma de los casinos, no importa en qué mé-
quina juegue el cliente, la organizacién
conserva las ganancias.

Lamentablemente hay tiendas de arfe
que, pronunciada y ostentosamente, fin-
gen ser galerias mediante un modelo de
negocio consistente en acumular —artistas
y arte—, robusfeciendo inventarios (fisicos
y digitales), no importando qué obra se
compre “la casa siempre gana”; es irrele-
vante, inexistente y hasta utépico el com-
promiso hacia el creador.

Un artista que se especializa en pintu-
ra produce no menos de 30y hasta 100
obras por afio; supongamos que una
pseudogaleria colabora con 50 artistas,
e hipotéticamente cada uno produjera
30 obras en un afio, esto da un inventario
de 1500 cuadros en 12 meses. .. Triste-
mente quienes ofrecen arte no ven esto...
Optan por tener muchas piezas sin com-
prender los discursos y las colecciones a
las que pertenecen, su férmula siniestra
es simple: mucho arte mucho artista, son
“Tiendas arfisticas de conveniencia”.

¢Qué es una galeria de arte?
Leo Castelli fue un galerista italoamerica-
no con sede en Nueva York, comerciali-
26 arte durante 5 décadas. A pesar de
atender y satisfacer mercados inferna-
cionales y considerado en vida uno de
los mejores Art dealers del mundo, nun-
ca opté por robustecer inventarios, todo
lo contrario, destacé por apoyar a un se-
lecto de grupo, incluso cuando no se ven-
dian sus obras. Castelli tenia credibilidad
y clientes a su disposicién zpor qué en-
focarse en pocos creadores? Porque su
compromiso era con los artistas, no con
las piezas.

Larry Gagosian, director de Gagosian
Gallery, hoy en dia el hombre mas po-
deroso e influyente en la industria, quien
opera una cadena con més de 15 esta-
blecimientos en varios pafses, representa
alrededor de 250 artistas; si analizamos
la cantidad, enfenderemos que incluso la
galeria més importante del planeta, re-
presenta a muy pocos; su compromiso es
con los artisfas.

Jean David Malat, fundador de JD
Malat, uno de los mds innovadores e
importantes de Inglaterra, conformé un
grupo de aproximadamente 30; consi-
deremos que es una las galerias mds im-
portantes del mundo con base en Londres
y con un mercado internacional pujante.
Existe un profundo compromiso hacia el
artista.

Impulsar carreras y consolidar frayec-
torias distingue a un galerista.

Comercializar arte sin importar

de quién ni a quién caracteriza a un
vendedor.

Es fécil identificarlos, basta con ver la
cantidad de creadores.

3Cudntos artistas creen —ingenuamen-
te— que pertenecen a una galeria?

»Cudntos caen en la trampa de una
pseudogaleria que busca robustecer
inventarios?

+Sabran los vendedores de cuadros
lo que significa e implica una gestfién
galerfstica?

2Son cémplices los arfistas por no en-
contrar canales de venta?

Un ga|erism es un representante, asu-
me un compromiso de muchos afios, in-
cluso de por vida, comprende lo que el
creador expresa, lo apoya en el cami-
no, lo promociona, lo introduce en mer-
cados, lo acompafia en subastas, pero
sobre todo, cree en la persona.

Es erréneo pensar que un galerista
se dedica a vender, no es asi, no es un
broker; el director de una galeria es un
estratega que conoce de mercados, de
finanzas, de proyecciones, de merca-
dotecnia, de cuestiones legales, de posi-
cionamiento de marca, de comercializa-
cién, entre ofras tantas dreas.

Los vendedores de arte buscan un be-
neficio propio, un porcentaije, suelen te-
ner una visién local, no participan infer-
nacionalmente y rara vez integran a un
artista en la escena mundial, pretender
vender aqui y ahora, donde los encuen-
fre su suerte.

Es importante destacar que estas
tiendas operan dignamente, los due-
fios tienen gusto por el arte, algunos
dan empleo... pero no son una gale-
ria de arte, son intermediarios entre pie-
zas y compradores (no necesariamente
coleccionistas).

3Cudles son los riesgos para un artis-
ta al colaborar con una fienda? Muchos.

Hay que descifrar siempre de quién
es el negocio 3de la tienda, del artista,
de ambos? No porque se dividan un por-
cenfaie significa que el negocio es de los
dos.

Si el creador vende una pieza por
aqui'y por alld, pensando que estd ven-
diendo en varias partes, no ha compren-
dido que no se trata de acomodar por
doquier, sino de construir una carrera.

Sila relacién entre un artista 'y un ven-
dedor estd basada en ciertas piezas, no
espere el creador un impulso a su carre-
ra, a pesar de lograr ventas con dicha
“Tienda artistica de conveniencia”.

Las galerias importantes se dan el lu-
jo de no vender cuando consideran que
no es el coleccionista, museo o insfitucién
adecuados, las tiendas de arte venden a
quien sea y hasta con descuento porque
no “pueden” perder la venta.

No carecemos de arte ni de artistas,
carecemos de galerias de arte.

3Crisis o ruina?

*El autor es fundador y director de Héctor

Dioz Gallery

Index

www.hectordiaz.art




HECTOR DIAZ

www.hectordiaz.art

65



66

HECTOR DIAZ

Revolution and disruption in the art industry: The path is online

By Héctor Diaz

Published in EI Economista of Mexico on February 5, 2021

Article: https://www.eleconomista.com.mx/arteseideas/Revolucion-y-disrupcion-en-la-industria-
del-arte-el-camino-es-online-20210204-0149.html

The shift to online sales offers several advantages to artists, gallerists, and collectors, from
increased exposure to the abatement of costs for storing and transporting works.

The year 2020 marked a before and after in the art industry. The traditional is superseded. The
established is questioned. The pandemic did not just impact one season; it definitively changed
the commercial system, forcing an exodus to the digital world for its main actors: artists,
gallerists, and collectors.

What are the challenges? Who is prepared? How does this global, virtual industry work?

The Artist

Not long ago, the artist created to exhibit their work, individually or collectively, in a gallery, cultural
venue, fair, biennale, museum, etc. The success of a physical exhibition relied on attendance.
Through the traditional exhibition model, reputation, admirers, and collectors were built slowly; a

name and trajectory took years.

Curators, critics, and museum directors gradually supported the work... however, this is starting
to become a nostalgic memory.

If the artist cannot exhibit in a physical venue due to the pandemic, they will naturally opt for
digital platforms. The major issue is international competition; they are not competing with local,
regional, or national talent, but with the world.

Today, works are exhibited digitally moments after being completed, but this phenomenon is only
the tip of the iceberg.
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Does the artist require a track record to stand out? Previously, a good curriculum consisted
mainly of exhibitions and the endorsement of industry leaders. Today, the creator forms their own
digital community; many of their followers do not care about the CV or trajectory, but rather the
person, their life, and their artistic proposal. It is no longer necessary to knock on gallery doors,
queue up at museums, or save money for fairs... the isolated creator builds trajectory and
reputation.

The internet not only allows for showing work but also accessing exhibitions and auctions.
Sending work to an exhibition or auction is an expense normally paid by the artist, with no
guarantee of sale. Now, the standard is to send photographs; if it doesn't sell, there is no
expense; if it does sell, the collector pays for shipping from the studio. Digitalization eliminated
expenses and provided the opportunity not to move physical works.

Social media allows the use of hashtags—Ilabels that enable filtering and finding—multiplying
exposure.

The artist's main challenge is internationalization and the creation of a personal brand. It is
impressive to see artists with great careers lacking digital communities, while newcomers, with
little or no track record, have thousands of followers who promote them and buy their work.

The democratization of art is not in the price, but in the global offer. What does an artist seek?
Create. Exhibit. Sales. Recognition. Transcendence. The path is online.

The Gallery

Art collecting is a contact sport. Exhibiting physically is not comparable to exhibiting digitally; any
artist, gallerist, collector, curator, etc., knows this. But circumstances force the adoption of digital
exhibition.

In addition, the benefits of digital exhibition are enormous and tangible:

1. Physical gallery. Not indispensable. Expenses are not eliminated, but transferred to digital
strategies.

2. Storage. Not required; the artist assumes the expense and logistics of safekeeping.
3. Exposure. The gallery becomes international.

4. Global talent. The portfolio of artists can be constituted by creators from anywhere.
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. International commercialization. Sales in any country; this requires knowledge of export

and import permits, taxes, and international shipping.

. Market penetration. Local campaign with habitual collectors or in the world's major

markets with new collectors? Obviously the latter.

. International alliances. Synergy with other organizations used to happen close to the

gallery; today, art catalogs can be made available to interior designers and architects in any
country.

. Payments. PayPal, for example, allows money to be received immediately, protecting the

collector, and the platform does not release the money until the work has been received.

. Positioning. How many galleries did we know previously? Probably those in our city, and

maybe the most famous ones in the world... Today, positioning is international, not local.
.Prestige. Potential to achieve global brand prestige, to be admired by emerging, mid-
career, and consolidated artists, and to captivate collectors from other countries and

cultures.

does a gallery seek? Talent. Promotion. Exhibition. Commercialization. Positioning. The

path is online.

The Collector

The most favored in this new reality are the collectors. According to the 2019 sales platform Artsy
report, the two main motivators for buying art are decoration and inspiration.

Through an incredible, never-before-seen art offering, anyone can now discover, compare, and
buy globally.

What

does a collector seek? Discover. Decorate. Inspiration. Collect. Investment. Status. The

path is online.

Héctor Diaz
Founder and Director of HECTOR DIAZ
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Mixtape

Antonio Becerril Romo
antonio.becerril@eleconomista.mx

I.a musica de los Globos de Oro

0s Globos de Oro del 2021 celebrarén la misica de Billie

Holiday, Ma Rainey, Sam Cooke y la didspora afroestadou-

nidense que ha permeado en la cultura popular en el dltimo

siglo con sus manifestaciones en el hip hop, el R&B o el ja-

2z. Esfo no es casualidad. Luego de que en la ceremonia del
2020 los premios que entrega la Asociacién de Prensa Extran-
jera de Hollywood recibieron criticas por su falta de diversidad,
las cintas nominadas este afio estén llenas de diversidad racial y
de interesantes conexiones musicales.

En Ma Rainey’s Black Bottom, una cinta basada en la obra de
teatro del dramaturgo August Wilson, la actriz Viola Davis retrata
ala cantante Ma Rainey, una pionera del blues quien se enfrenté
al racismo, la explotacién laboral y la discriminacién en Estados
Unidos durante los afios veinte del siglo pasado. Davis fue nomi-
nada como mejor aciriz dramética. La cinta producida por Den-
zel Washington y que fiene la dltima actuacién en pantalla de
Chadwick Boseman (quien fallecié el afio pasado) cuenta con los
arreglos musicales del legendario saxofonista Branford Marsalis.

La cantante de soul Andra Day, quien debuté en 2015 con el
extraordinario dlbum Cheers fo the Fall, recibié también una nomi-
nacién como Mejor Actriz de Drama por su inferpretacién de Billie
Holiday en la pelicula The United States vs. Billie Holiday, una mi-
rada a su carrera musical mientras era investigada por el gobierno
estadounidense. La célebre cantante de jazz fue ofra figura trégi-
ca que también se enfrenté al machismo, la discriminacién y la per-
secucién por sus canciones, como “Strange Fruit”, que abordaban
sin rodeos el profundo racismo en Estados Unidos.

Hanmilton, el celebrado musical sobre el primer secretario del
Tesoro estadounidense Alexander Hamilion que pasé de los es-
cenarios de Broadway al servicio de streaming de Disney, reci-
bié dos nominaciones como Mejor Comedia o Musical y su crea-
dor Lin-Manuel Miranda recibié ofra nominacién como Mejor
Actor de Comedia.

Leslie Odom Jr, quien gané notoriedad por darle vida al villa-
no Aaron Burr en el exitoso musical, recibié una nominacién co-
mo Mejor Actor de Reparto por su interpretacién del cantante
de soul Sam Cooke en One Night In Hollywood. La cinta retra-
ta el encuentro que tuvieron en 1962, el boxeador Muhammad
Ali, el activista social Malcolm X, el futbolista Jim Brown y Sam
Cooke, cuatro de las figuras afroamericanas mds importantes en
los sesenta, tras la legendaria pelea entre Cassius Clay (Muham-
mad Ali) y Sonny Liston. El fromg de jazz Terence Blanchard,
quien cuenta en su curriculum colaboraciones con Art Blakey, Lio-
nel Hampton y ha musicalizado algunas de las peliculas de Spike
Lee, es el encargado de musicalizar esta ficcién.

Trent Reznor y Atticus Ross, quienes en ofro universo son miem-
bros de la banda de rock industrial Nine Inch Nails, recibieron dos
nominaciones por sus frabajos para Mank, del director David Fin-
cher, y por Soul, la més reciente cinta animada de Pixar. En Soul,
el jazz es ofro de los protagonistas de la cinta. La pelicula de Pixar
logré combinar los talentos de Nine Inch Nails, con los del pianista
Jon Batiste para musicalizar una pelicula sobre el més alld.

En la parte jazzisfica, los directores recibieron la asesoria del
pianista y compositor Herbie Hancock, la baterista Terri Lynne
Carrigan, el canfante Daveed Diggs (ofro alumno de Hamilton)
y el baterista de The Roots Ahmir ‘Questlove” Thompson, para
capturar la esencia de este género musical y transmitir sus com-
plejidades. En el ofro confrapunto musical, las piezas ambient de
Trent Reznor y Atficus Ross nos brindan un puente entre las com-
posiciones instrumentales de su extensa obra con Nine Inch Nails
con su frabajo cinematogréfico de casi 10 afios que inicié con
la mdsica para The Social Network también de David Fincher.

Music, el debut cinematogrdfico de la canfante australiana Sia,
pese a que recibié dos nominaciones en las categorias de Mejor
Musical o Comedia y Mejor Actriz, ha recibido una serie de criti-
cas por representar el autismo con una actriz neuroatipica. Tam-
poco podemos olvidar la nominacién de Riz Ahmed en Sound of
Metal, una pelicula de terror sobre un misico de metal que tiene
que confrontarse con la pérdida de la escucha y la sordera.

Los Globos de Oro de este 2021, ademds de ser muy mu-
sicales, celebrarén a una nueva generacién de cineastas
afroestadounidenses.

La pandemia transformé el sistema de comercializacién
y obligé a guardar los guantes. roros: Hicior biaz GaLsry

El éxodo al mundo digital
Revolucion y
disrupcion en la
industria del arte:
el camino es online

Héctor Diaz
Colaboracién especiol*

la industria del arte. Lo tradicional es
__4 relevado. Lo establecido es cuestiona-
do. La pandemia no impacté una temporada,
cambid definitivamente el sistema de comer -
cializacion, forzo un éxodo al mundo digital
asus principales actores, artistas, galeristas
y coleccionistas.
¢Cudles son los retos? ;Quiénes estan pre-
parados? ¢Cémo funciona esta global y vir-
tual industria?

I 1 12020 marc6 un antes y un después en
4{

El artista

No hace mucho creaba para exponer su obra,
individualmente o colectivamente, en una
galeria, recinto cultural, feria, bienal, mu-
seo, etcétera.

El éxito de una exposicion en fisico estd en
la convocatoria. Mediante el modelo tradi-
cional de exposiciones, se construfa lenta-
mente reputacion, admiradores, coleccio-
nistas; nombre y trayectoria tardaban afios.

Curadores, criticos y directores de mu-
seos poco a poco iban respaldando la obra...
sin embargo, esto empieza a ser un recuer-
do nostalgico.

Si el artista no puede exponer en un lu-
gar por la pandemia, naturalmente optard
por las plataformas digitales. El gran tema
es la competencia internacional, no compi-
te con talento local, regional o nacional, sino
con el mundo.

Hoy en dia las obras son exhibidas digital-
mente instantes después de ser concluidas,
pero este fendmeno es la punta del iceberg.

¢Requiere el artista trayectoria para des-
tacar? anteriormente el buen curriculum se
componia principalmente de exposiciones y
el respaldo de lideres en la industria. Hoy, el
creador forma su propia comunidad digital,
amuchos de sus seguidores no les importa el
CV o la trayectoria, sino la persona, su vida
y propuesta artistica. Ya no es necesario to-
car puertas en galerfas, hacer fila en museos,
ahorrar dinero para ferias... el creador, ais-
lado, se construye trayectoria y reputacion.

Internet no solo permite mostrar obra, si-
1o acceder a exposiciones y subastas.

Enviar obra a una exposicion o subasta es
un gasto que normalmente paga el artista, sin
garantia de venta. Ahora el estindar es enviar
fotografias, sino se vende, no hay gasto; sise
vende, el coleccionista paga el envio desde el

taller. La digitalizacion elimind gastos y brin-
dd la oportunidad de no mover obra.

Las redes sociales permiten utilizar has-
htags, etiquetas que permiten filtrar y en-
contrar, son una herramienta que multipli-
cael exposure.

El principal reto del artista es la inter-
nacionalizacién y la creacién de una marca
personal. Es impresionante ver artistas con
grandes trayectorias sin comunidades digi-
tales, mientras que nuevos, con poca o nula
trayectoria, tienen miles de seguidores que
los difunden y les compran.

La democratizacion del arte no estd en el
precio, sino en la oferta mundial. ;Qué busca
un artista? Crear. Exponer. Ventas. Recono-
cimiento. Trascendencia. El camino es online.

La galeria

El coleccionismo de arte es un deporte de
contacto. Exhibir fisicamente no se compa-
ra con exhibir digitalmente, cualquier artis-
ta, galerista, coleccionista, curador, etcétera,
lo sabe; pero las circunstancias orillan a optar
por la exposicion digital.

Aunado a esto, los beneficios de exponer
endigital son enormes y tangibles:

1. Galeria en fisico. No es indispensable.
No se eliminan gastos, se transfieren a estra-
tegias digitales.

2. Bodega. No se requiere, el artista asume
el gastoy la logistica de resguardo.

3. Exposicién. Lagalerfa se internacionaliza.

4. Talento mundial. El portafolio de artis-
tas puede constituirse de creadores de cual-
quier parte.

5. Comercializacion internacional. Ven-
tas en cualquier pafs; esto implica conocer
permisos de exportacion e importacion, im-
puestos, envios internacionales.

6. Penetracion de mercados. ;Campafia
local con habituales coleccionistas o en prin-
cipales mercados del mundo con coleccio-
nistas nuevos? obviamente la segunda.

7. Alianzas internacionales. La sinergia
con otras organizaciones se daba cercano a
lagaleria, hoy se pueden poner a disposicién
catdlogos de arte con interioristas y arquitec-
tos de cualquier pafs.

8. Pagos. PayPal, por ejemplo, permite re-
cibir dinero inmediatamente, protegiendo al
coleccionista, y la plataforma no libera el di-
nero hasta que la obra fue recibida.

9. Posicionamiento. ;Cudntas galerfas co-
nociamos anteriormente? seguramente las
de nuestra ciudad, y quizd las mds famosas
del mundo... Hoy el posicionamiento es in-
ternacional, no local.

10. Prestigio. Potencial de lograr un presti-
gio de marca en elmundo, ser admiradas por
artistas emergentes, en el camino y conso-
lidados; enamorar a coleccionistas de otros
paises y culturas.

¢Qué busca una galeria? Talento. Promo-
cionar. Exhibir. Comercializar. Posiciona-
miento. El camino es online.

El coleccionista

Los mds favorecidos de esta nueva realidad
son los coleccionistas. Segun el reporte de
2019 de la plataforma de venta Artsy, los dos
principales motivadores de compra de arte
son decoracion e inspiracion.

Mediante una oferta de arte increfble ja-
mds vista, ahora cualquier persona puede
descubrir, comparar y comprar en todo el
mundo.

¢Qué busca un coleccionista? Descubrir.
Decorar. Inspiracion. Coleccionar. Inversion.
Estatus. El camino es online.

“El autor es fundador de Héctor Diaz Gallery

Ideas&Gente .

La migra-
€ién ala venta
online ofrece va-
rias ventajas a ar-
tistas, galeristas
y coleccionistas,

desde el aumento
de exposure has-

ta el abatimiento

de costos por res-
guardo y traslado
de obra.

E

En breve

Oteando el
Horizonte

Luego de que Timo
El Vigilante perma-
neciera por espo-
cio de afio y medio
alas puertas de El
Economista, se ha
colocado en su lu-
gar una nueva pie-
za escultérica, Ho-
rizonte, del creador
de la serie, Rodrigo
de la Sierra, que re-
presena la resilien-
cia, separarse de la
adversidad y con-
templar el horizonte.

2 EL ECONOMISTA

VIERNES
5 de febrero
del 2021

(a1)
Y
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