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"You don't have to be poor to be an artist! Rejecting the old ways of the London Art market, many artists 

are starting their own alternative business models" 

Abstract 

The study for this MRes thesis investigates London’s contemporary art market as a form of 

enquiry about contemporary management practices in art environments (small galleries, artist 

studios, online galleries) covering the main aspects of the art leadership role and extending 

the enquiry into the interdependence between the traditional practices in the art market and 

contemporary changes in society (technological, economic, financial, social), also exploring 

new ways for positioning art works in the market and ways of engaging the public 

implemented by artists. The research thereby, responds to the question of to what extent the 

traditional model of gallery management is continuing to serve the artist or how it is being 

superseded by innovative approaches employed directly by the artist. 

The research surveys the perspective of emerging artists on how to enter the contemporary art 

market, in order to evaluate if the traditional business model of commercial galleries is still 

current and valid. It investigates the extent to which the role of the artist is evolving and it 

aims towards an improved perception of the role of the art manager. First, it identifies the role 

of the art manager as perceived by practitioners and researchers. Secondly, it presents 

funding on how contemporary artists are increasingly developing an entrepreneurial 

perspective, employing innovative forms of business model approaches. Thirdly, it explores 

how art management practices are evolving and artists are employing new approaches in 

promoting and selling their art. 

The following insights can be drawn from the research. 

The London Art market is prolific and competitive, yet dominated by the traditional gallery 

model. Artists struggle to achieve recognition and support from galleries, yet their 

endorsement remains essential. In response to this, a new figure of “artist entrepreneur” has 

emerged, challenging the tradition with new ways of working and selling art. Additionally, 

disruptive changes in technology are enabling artists to sell in innovative ways that bypass 

the system. 
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1. Introduction  

 

 The study for this MRes research seeks to investigate the London’s contemporary art 

market with regard to applied management practices and assess their relevancy for the 

contemporary artist engaging with its vibrant and complex business relationships. 

 The focus is centred on the diversity of multiple art environments consisting of 

commercial galleries, artist-led organisations and e-commerce structures which function 

around a set of established rules within an elitist cultural and financial context, which has 

been unchallenged for centuries. The interdependence between traditional practices applied to 

the art market and contemporary changes in society (technological, economic, financial, 

social) are explored to identify innovative approaches that contemporary artists are 

implementing to build independent business practices able to work in a sustainable way 

outside the mainstream routes. The research thereby, wish to find an answer to the question 

about the validity of the traditional model of gallery management in continuing to serve the 

artist and explore how innovative approaches employed directly by the artist are shaping up a 

new panorama of an art market showing signs of a much needed regeneration. At this point is 

important to have a definitions of terms that will be used throughout the text to support the 

understanding of the context discussed.  

The traditional business models of the art market consist of the two levels of the art market, 

the primary and the secondary. 'The primary deals with art that comes to the market for the 

first time, usually a direct exchange from the artist to the buyer. This could be either a 

collector, a commissioner, a dealer or art gallery owner. The secondary market consist of 

auction houses and galleries trading works for artists and acting as intermediary in the 

distribution system. Their objective is to give the artwork a public existence and a place in 
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the market' (Goodwin, 2009, p8-7) In general terms the managing, marketing, administration 

and distribution of artworks is encompassed within this network and has maintained the 

upper hand in creating the celebrity artist's name, or in marketing terms, the brand name and 

managing the distribution process between the artist and the buyer. 

Within the framework of management literature the traditional business model encompasses a 

management style represented by the leading art manager with a combination of balanced 

skills and competences in terms of scholarship, connoisseurship and aesthetic bonded with 

behavioural traits such as diplomacy, fundraising ability, networking and building of 

relationships that holds the art organisation vision and mission and is the pivotal link between 

the artist and the public. A role that has developed and thrived unchallenged within the art 

gallery structure (for private commercial galleries driven by profit) and the public art system 

(not-for-profit/charity and public institutions driven by a mission). (Chong, 2010, pp10-19). 

The definition of the artist-entrepreneur describe 'artists undertaking business activities 

within the art sector who discover and evaluate opportunities in the arts market and create a 

business to pursue them'. Along with creating art, they also manage, market and administer 

their work themselves or in collaboration with others to complete aspects of the 

entrepreneurial process. (Carla Walter, 2015, pp10-12). 

The term 'innovative approaches' refers to ways contemporary artists are challenging the 

traditional art market to become financially independent and to release from contractual 

constraints and pressure of the gallery system and the art market as we have known it until 

now. Defining innovation as the application of new knowledge that results in new products 

(i.e digital artworks) or services and processes (i.e digital marketing and streamlined online 

transactions) (Rodriguez, 2016), the artist-entrepreneur is able to gain a primary role in the art 

eco-system. 
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 The perspective of the artist is central to the context of the discussion because of new 

responsibilities generated in changing practices of marketing art, mainly due to technological 

developments, where the role of the artist as a result is evolving in a proactive and 

independent entrepreneurial one. There is a perception that the role of the art manager 

operating in the established model of the art gallery is questioned for its relevancy in 

representing the artist listed in their catalogues and continuing to manage their portfolio and 

their public relations.  

 The advent of e-commerce platforms has increasingly opened the market to fresh 

audiences and a certain degree of interest on art investments, either for collection purposes or 

financial returns, is generated in extended circles, which traditionally, were excluded on the 

basis of socio-economic and cultural grounds.  

 The research is based on an examination of business management practices related to 

the art sector where the main functions of selecting, promoting and selling artworks on behalf 

of the artist are centred on the roles of a restricted circle of figures - the collector - the dealer - 

the art critic - the gallery manager. They all work as enablers within the infrastructure of the 

art ecosystem composed by private sector (commercial galleries and auction houses), the  

public sector (Museums, Galleries, Government Institutions) and the not-for profit sector (Art 

Organisations, Charities and Local Communities) constituting the traditional art market 

structure underpinning this research. Studies engaging on the art market agree on an elitist 

perception of the sector, whereby artists achieve professional recognition through the 

intermediary orchestration of the figures mentioned above and their ability to foster 

significant relationships with art buyers. It is their principal role to assess, evaluate and 

appraise an artwork thorough their specialist competence and knowledge of the market and 
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thereafter, stimulate purchases with suitable marketing techniques (Robertson and Chong, 

2008). This system has thus generated, the phenomenon of the 'Superstars', which offers 

enormous amount of profit to a relatively small amount of people, within certain categories of 

work (Rosen, 1981). The result is that the majority of artists operating at the lower level of 

the system are penalised in their art practice, both financially and status-wise, encouraging 

the notion of the 'poor artist' struggling to make a living and feeling used by those who should 

protect their interests (Abbing, 2006). 

 The literature review presents a summary of research on management approaches that 

have become established in the art market and it aims to understand if said practices are still 

valid and useful from the artist's perspective. It explore how the structure of the art gallery 

encompassing the high degree of competences required to represent its artist members 

supports the justification of the exclusive circle in which they operate. Their relevancy in the 

creation of culture and the consequent impact on demand and supply of artistic creation and 

distribution of contemporary art epitomise the business models to which artists have to 

compete with when attempting to develop their entrepreneurial faculties.  

An overview of theories supporting the discussion of how personal taste and 

intellectual engagement impact on art consumption highlights some of the determinant 

factors on art purchases decisions by collectors and/or investors. This is, also relevant for 

understanding how prices for artworks are managed and how, in time, this has contributed to 

a development of a hierarchical structure of the art market. Latest art market reports (Hiscox 

2018, Artprice List 2019, Contemporary Art Market Report 2018) inform us about the current 

trends in taste, listing the most successful artists achieving the most significant records of 

sales which makes for a relevant comparison with the lower-medium level of the art market 

discussed.  It is in addition, an important source of information for future trends and market 

inclinations relevant for the artist-entrepreneur market strategy. 
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Lastly, recent research investigating advancements in technologies and digital 

innovations offers the opportunity to explore alternative ways contemporary artists can 

employ to challenge the established tradition and explore multiple options to be successful 

outside the gallery system.  

 The chapter on methodology explains how the research is carried out following an 

ethnographic approach based on a variety of activities including a direct participation through 

field-observation, a survey analysis and follow-up interviews, in addition to a contextualised 

collection of data and information from a range of sources gathered from the field of research 

and the industry-experts literature. This method is considered to be the most appropriate to 

form an overview of the current art market situation and to generate a conclusive opinion on 

how practices are changing due to the proactive engagement of the artist and revolutionaries 

marketing strategies. 

 The body of the research has been divided in four chapters.  The first chapter is 

focused on a background discussion about management practices implemented in the art 

market. It presents the variety of interdependences building up the hierarchical structure and 

identifies the role of the art gallery as perceived by practitioners and researchers. Suitable 

models are discussed to understand the nuances of the art market and its main players - the 

gatekeepers - and therefore, to appreciate the workings of the relations affecting the whole 

system in creating cultural capital (Bordeau, 1983; Abbing, 2006).  The chapter continues 

with an exploration of the emergence of a new role, the artist-entrepreneur (Essig, 2017) 

presenting findings on how contemporary artists are increasingly developing an 

entrepreneurial perspective and employing innovative forms of business model approaches. 

The discussion is interested in presenting new considerations on differences between the 

traditional business models and the current developments on artist-led entrepreneurial 

approaches. 
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 The second chapter introduces a background discussion to understand how the role of 

the artist is intertwined with, and dependent to, multiple agencies - the three sphere model - 

which require a diversity of skills and competences for engagement and positive impact on 

artistic practices. Recognition and increase of the artist profile mostly depends on how these 

agencies respond to the artworks and the vision of the artist (Klamer and Zuidhof, 1998).  

The creation of cultural power directly impact on the economic power and vice versa, 

therefore, artists are challenged to step up to develop new set of skills, to be able to enter 

significant networks. The ability to develop meaningful relationships with the diverse 

audience it is becoming of primary importance for a successful marketable position which 

attracts the attention of the influential buyers.  

 In chapter three we touch upon the understanding of the creation of financial value 

and how aesthetic appreciation has a direct impact on artistic consumption.  Contemporary 

artists mainly working in the primary market must develop and understanding of how an 

artwork acquires its monetary value in order to compete within the whole marketing 

structure. The field of research supports the discussion of how art can be considered a 

suitable investment based on comparative analysis of market price indexes (Frey, 1997; 

Greffe, 2002). Market reports also, being resourceful publications for gathering information 

of latest trends affect investment decisions based on the major galleries and auction houses 

performance. A significant factor which greatly affects investment decisions and drives 

demand for artworks, is the personal taste and the emotional experience generated by 

engaging at intellectual and cognitive level. Psychological studies have shown the relevant 

connection and offer stimulating insights on how artists could engage the audience with their 

art and most importantly attract the attention of potential buyers (Leder era all., 2014). 

 In chapter four we will explore how art management practices are evolving and 

employing new approaches in self-marketing their own art. A case of a not-for-profit 
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organisation (ArtCan) is considered as a relevant example of alternative approaches to art 

market positioning to the London area. The case study serves as comparison to traditional 

business practices and offers new insights of how collaborative approaches supports the 

objective of placing art and artists in the art market scene giving them the opportunity to 

build and sustain a successful art practice independently of the gallery constraints.  

In addition, an example of an international artist (Joana Vasconcelos), who has 

reached the highest level of artistic achievements outside the traditional gallery model 

building a successful art business practice, corroborate the discussion of the opportunities 

available nowadays. The success of Joana Vasconcelos brings in a valid comparison to 

evidence the increased favourable position artists can reach, either from the implementation 

of independent entrepreneurial strategies or from a combination of cross-genre artistic 

collaborations.  

Moreover, a brief discussion about changes brought in by the sophistication achieved 

in technological and digital developments has expanded the options of operating in a multi-

layered e-commerce environment, leading to engagement of new audiences and a potential 

boost in profits linked to secure and private transactions.  

 Concluding the discussion of the research, it is hopeful to have presented a suitable 

discourse, informed by recent literature and supporting evidence from the industry experience 

and case studies. The London art market is certainly one of the most dynamic and 

competitive, but it seems to be, in my opinion, one the most significant places an artist can 

achieve a certain degree of success with their art practice. The constant changes in 

technology are enabling artists to sell in innovative ways, bypassing the gallery system, 

however, it is important to recognise that the foundation of the art market based on the 
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established gallery system and private collections, provide a strong point of reference and an 

influence that carries on in perpetuity.   

 The appendix shows evidence of the research activities carried out according to 

ethical practices requiring agreement of the parties involved as explained in the ethics form. 

Survey questions and graphic results have informed the quantitative aspect of the data 

collection, whist open questions have gathered qualitative information useful to extend 

insights. The interview questions as well, are presented and recordings saved on a portable 

device, included in the printed version.  
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2. Literature review  

 The literary review in support of this research topic aims to identify current issues in 

the art market, specifically related to the market segment of the UK London area. This will 

ascertain what innovative approaches are implemented for running successful art exhibitions 

and projects outside of the mainstream including, online promotions and alternative ways to 

enter the market. It also explores the role of the art manager and the personal involvement of 

the artists in the managerial practice with reference to innovative thinking on artworks and 

products, prices, marketing, market response and future trends. The intention is to understand 

how the traditional gallery business model is maintaining its validity or otherwise being 

superseded by innovative business models for selling contemporary art. 

 The business context in which art organisations operate has been presented in 

literature as the correlation of a series of relationships between systems and sub-systems 

known as the ‘Art Ecosystem’(Art Buds, Hargreaves McIntyre, 2004). It is organised around 

a macro-system composed by the main players in a network of art world professionals, which 

includes academics, curators, dealers, critics, artists and buyers. Their role is to provide 

support and promotion for artworks of selected artists whom show innovative artistic 

potential to enter the market via multiple channels that is art exhibitions, private shows and 

commissions by private and public buyers (p4). This network of connections enables the 

exchange of ideas, the critical evaluation of the artworks and generate consensus towards the 

creation of particular styles of art movements. The figures in appendix (8), shows how the 

interdependencies work. However, in contrast with Robertson's diagram of the artist's journey 

from art school to stardom (2015) - presented in chapter 1 - the illustration of this model, 

focus, as well as the artists' achievement, on the circular motion of the relationships as a 

determinant of cultural benefits for the whole art community. The end point being in both 
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models, the acquisition of artworks by major institutions and private collectors as a 

recognition of legitimisation of the value of the artwork and the profile of the artist. (p6)  

 Numerous critics and researches suggest the idea that the purpose of the art 

organisation as a whole can be achieved by implementing management practices and 

procedures according to the business approach applied to any other business organisation via 

planning, organising, leading and controlling strategies (Byrnes, 2015; Di Maggio, 1987; 

Fayol 1949; Mintzberg, 2011). Byrnes explains also, how an understanding of the many 

interdependences within the art ecosystem is a valuable tool for art organisations in making a 

positive impact with their work. He does not claim it to be a definitive theory but a useful 

model to keep in mind while strategizing and planning. 

 The dynamics connecting the arts, artists and audience, however, acquire a more 

elaborate and sophisticated approach where the art manager appears to be a multi-talented 

and balanced figure able to self-manage their own personal artistic interests and the 

structured and theoretical concepts of organisation management. Chong indeed agrees with 

the higher professional status of the art manager when he states: ‘a successful career in the 

arts management requires a thorough knowledge of contemporary business practices coupled 

with a deep appreciation for the arts’ (2012).  The underpinning knowledge and 

understanding related to artistic value has therefore a major impact on how one conducts their 

business and the relevant model that aligns to the creative model and artists' intentions. The 

functions of the art manager are varied and cover aspects of multiple roles that have been 

described with different titles in many cultural organisations, such as, art director, gallery 

manager, creative director, general manager or art consultant. (Di Maggio 1987; Haggort, 

2004). The pleasure and satisfaction of the job derives from the ability to successfully 

manage a cultural organisation where art and culture can be produced, promoted and 

distributed within the suitable markets (high art/mass culture) and the financial context 
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(commercial/no-profit), matching the requirements of value-oriented characteristics of artistic 

leadership(Haggort, 2004; Caves, 2000).  

 Chong also sustains the concept of 'the high art world'  as a mainstream place or 'art 

scene' configured as a pyramid structure  with an extremely large base and a highly restricted 

pinnacle of successful artists at the top, where a set of interdependent and interrelated 

relationships occur and business develops and grows. This is based on continuous social 

relationships and bonds around a system of production and distribution that supports the 

cultural discourse and the market system on which artists depend and proliferate (Rosler, 

1997; Chong, 2010). The authors seems to agree on the fact that the higher professional status 

of the art manager is represented by the high degree of competences the role covers and the 

ability the individual should possess to aspire to such positions. The same concept was felt in 

the worlds of Jeremy Isaac (ROH GM) in his interview on ‘Speaking for Themselves’ by 

Fitzgibbons and Kelly (1997) when he said: 'the function of arts administration is not at all to 

keep people [artists] happy, it is to please the public. Artists who don't care to consider that 

they are supposed to be addressing a public should work on their own and should not expect 

to be provided for'(p41). He was referring to the artist’s role, however, the equivalent is 

applicable to the roles of other players who have the responsibility to facilitate connections 

within the market. In particular, the art managers who are there to support the artist and offer 

a safe space for them to create. Fitzgibbons and Kelly consider the conflict arising between 

art and management, seeing the arts as ‘spontaneous and unplanned’ not suitable for 

management structures. Another challenge worthy of note is also how all these overlapping 

responsibilities can be separated by personal taste in art from the goal of the gallery or 

business. It appears that the roles in the art market, either artist, dealer, manager or 

consultant, must possess the ability to manage the multiple requirements or find a way to 

develop them to be able to succeed as art market professionals (Van E Dyke, 2011).  
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 An answer on how to develop such high level management skills is proposed by the 

study of the 3C model of Culture, Commerce and Community, (Lindermann 2005; Robinson, 

2015) which presents a macro system driving art through market development, 

infrastructures, enablers, inhibitors and fellow collectors as key contemporary art markets 

players. Alongside, there are also, art dealers acting within a micro system composed of 

traditional business models – commercial galleries, museums, auction houses and 

governmental infrastructures (Chong 2012).  In such eclectic environments it is, therefore, 

necessary to develop the ability to think quickly, observe trends and move strategically with 

an independent and open mind. Art managers must be able to operate within a highly 

impacting success network in a winner-takes-all market (Rosen, 1981), and where 'the 

economy of attention' (Frank, 1998; Ardizzone & Zorlonia, 2016) drives sales and sets 

trends. As H. Becker (1982) argues, the art world is a network of people working towards the 

production of art works, each bringing in organised joint knowledge and cooperative 

activities, with the ultimate outcome generated by the whole system and not only by the artist 

itself. The sociological perspective introduced by Becker affirms that, a work of art is not 

created in isolation but it is the product of a collective endeavour, challenging the Western 

idea of the artist-genius, but also introducing two important factors in the creation of art: a) 

art is a process – a work being made and appreciated (originality); and b) art must have an 

audience – if there is no audience there is not art (experiential value). Following this 

principle, the different roles in the art market are all responsible for the ways art is produced, 

distributed and received, a systematic approach that has regulated the market all the way into 

the current century.  There is mutual agreement that New York and London are still the 

global centres for the art market (Rosler, 1997; Chong 2010) driving the economy and future 

trends, followed closely by other European and Asian cities like Paris, Berlin, Amsterdam, 

Milan, Abu Dabi and Doha. London for most of the 20th century and currently in the 21st 



13 

century, has been the leading centre for international art businesses, maintaining its 

hegemony as the 'world's treasure house of art and at the same time the art world's biggest 

seller (Barker and Goodwins, 2009).  

  The London art scene configures three major representatives reflecting the top of the 

previously mentioned pyramid: Christies, Sotheby's and Philips, with Saatchi as close fourth, 

still leading on all art markets expertise as operatives, innovators and major sales/revenues 

makers. (Artnet, Hiscox, 2018). The remaining layers of the art ecosystem comprises 

middle/high end galleries and dealers, (mainly family run operations) and the lower level of 

an extensive number of contemporary galleries, again family run businesses, mainly SME 

structures with small numbers of employees contributing to the running of the business and 

charities associations, mostly community- based supported by government funding and 

private sponsors.  In addition they have a relevant presence in the lately established art fair 

biennale system (1980s onward) which today includes over two hundred worldwide 

institutions (Fillitz, 2014). In alignment with this thinking the traditional art market has been 

categorised as (Singer& Lynch, 1994) : 

- primary market, which means buying directly from the artist's gallery dealer, here the work 

of art is presented to the public for the first time; 

- secondary market, it is essentially the sale of pre-owned works of art, where usually the 

price of the piece is sold for a premium profit, depending on networks associations; 

- tertiary market, where art dealers and collectors sell works of art that entered the secondary 

market at auction houses.  

 The art business network reflecting the pyramid model continue to be successful in 

responding to the demand of selling works of art and establishing the stardom effect for 

contemporary artists. It also provides a relevant role in having a social impact in managing 
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the production of culture and the intervention of distributors connecting artists and creators to 

the consumers. Griswold's Cultural Diamond model (1986,1994) reflected well the 

relationship between the intermediary role between the producers and the consumers, 

however, V. Alexander (1993), expanded on it by attracting attention to the fact that, artists 

now are much more involved in the distribution system.  Their intervention is more direct 

nowadays, and thanks to social media, their messages are received unfiltered by the audience, 

so, attribution of monetary value is based as well, on market trends and investment analysis 

rather than on the ‘star-name’ system alone.  

 Psychological research has contributed greatly to the understanding of how people 

develop aesthetic appreciation for an artwork. Technological advancement contributed in the 

21st century, to improved conditions for laboratory research and also in the ability to collect 

accurate data and measurements, exploring since, into the field of contemporary and abstract 

art (Leder et all, 2004;2014).  Relevancy has been placed on differentiating between: the 

psychology of art, which aims to illustrate the mechanisms involved in the appreciation of art, 

such as grasping an artwork’s symbolism, identifying its compositional resources, or relating 

it to its historical context; and the psychology of aesthetics, which aims to identify and 

describe the psychological mechanisms that allow humans to experience appreciation of 

things, such as designs, styles, format, or other people, or nature, in aesthetic terms (p445).  

 By making this distinction, the authors wished to set the ground for developing an 

understanding of psychological mechanisms that generated an aesthetic appreciation of art. 

The interaction of intellectual and cognitive functions involved while experiencing exposure 

to art environments, determine the aesthetic experience when people engage with art, in 

particular contemporary art for its variety of meanings and dimensions eliciting strong 

emotions. The understanding of such implications would offer the artist and art organisations, 

a useful tool for targeting audiences and engage them with their artworks. In addition, it 
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would inform new marketing strategies for positioning artworks in spaces - either virtual and 

physical - that would offer the highest influence on the aesthetic experience, in order to 

facilitate a stimulus of positive response and elicit potential purchases. 

 The latest sales reporting of the art market (2018) shows how art is seen very much as 

beneficial to the buyer for its aesthetic and financial value, though not discounting the social 

status acquisition affiliated to buying. The market responds to the need of keeping the 

interrelationship between artists, market, education and social discourses  active as part of the 

main infrastructure,  linking the objectives of profit making, innovative operations and 

sharing of ideas (Byrnes 2015). Galenson in his chapter of 'The State of Advanced Art: The 

Late Twentieth Century and Beyond' (2009), while explaining changing styles in artistic 

practices, touches upon the changes in behaviour contemporary artists are employing within 

the market, which he finds novel within the context of art history. Conceptual artists engage 

with more freedom, produce works of art more quickly, have their works produced by others 

(Hirst), co-author works (Vasconcelo) and sometimes make works out of their lives (Emin). 

Galenson is convinced that artists are responding to a new market structure with a conceptual 

revolution, employing radical approaches as a direct result of the competitive market for art. 

An argument touched upon by Fillis in his research on artists’ branding and celebrity status 

achieved through employing innovative marketing strategies (Fillis, 2015). Moreau and 

Sagot-Duvaroux, (2012), on the other hand, counterbalance Galenson & Weinberg's research 

on artistic innovation influencing artists’ productivity with their research findings focusing on 

artistic recognition and artistic process. They also argue that, the tradition systems of 

selection presented by Winjberg and Gemser (2000) - 1. Market, 2. Peers, 3. Experts - may 

not be fully effective in establishing how artists achieve recognition. They offer a further 

investigation based on business models related to tradition and innovation linked to the 

artistic specialities and the economies associated with the artists in question. The outcome 
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determined four business models associated with the role of salon artist, artisan-entrepreneur 

artist, 360 degree artists and art fair artists. Artistic legitimacy was different for category and 

success was determined based on economic returns and institutional recognition. In addition, 

they established that different marketing strategies were applied to the different contexts, 

offering a new perspective on how contemporary artists may advance their career at various 

speeds. It appears to them that recognition is based on responses received by institutions and 

experts rather than the art market, placing therefore major responsibility on the audience in 

developing the market and its economic value.  

 The question of how the traditional gallery business models maintain their relevance 

in the contemporary art market is fitting the purpose. The so called gatekeepers, Art 

Managers, Consultants and Dealers have a position of primary importance in ensuring that 

works of art reach the public. Therefore, creating dependency on how the system filters 

artefacts and assigns its value, either as collectible or as form of investment. As contemporary 

artists are developing innovative production and branding approaches, seemingly they have 

developed an understanding of their market and started to employ new strategies for 

becoming economically independent.  

 The discipline of art marketing has been developing in the past twenty-five years 

taking the foundation from the main marketing discipline and adapting it to study the 

behaviour of producers and consumers of the art markets. Authors have tried to analyse how 

the multiple interrelations between the many players can be related to the production and 

promotion of art. However it seems to generate a sense of consensus that being such an 

unregulated market in terms of production and distribution with so many layers of 

interrelationships, that formulating marketing strategies for the art market is a challenging 

task. This is due to the nature of the artistic self-centred orientation of the artist, rather than a 

consumer-oriented nature of production (Fillis, 2006; Throsby & Zednik, 2010; Lehamn & 
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Wickham, 2014). Calls for exploration of new concepts have been answered in order to align 

art marketing to general marketing models, and attempts have been made to reconcile the 

divide, albeit with little success, mainly because studies' results showed that the marketing 

orientation moves along with the career trajectory of the artist (Lehamn & Wickham, 2014). 

 It is noteworthy to mention, that the art market achieves the highest volumes of sales 

for artworks of dead artists. The concept of scarcity in fact, drives demand and affect prices 

in an exponential way. For contemporary artists, though, the demand for artworks escalates 

when they have reached a certain degree of success and have entered the distribution process 

associated with the high end galleries and auction houses. They can decide to play on 

production and distribution strategies in order to respond to audiences' requirements. 

 Art market reports published in a yearly format, represent the industry overview of the 

global art market, constituted primarily by major auctions houses and, in recent years, art 

fairs, and are considered a source of data and information useful for measuring and assessing 

progress of sales and future trends. Their consultation offer the latest news on highest bids for 

artworks according to their distinct category and they present an updated list of top 100 

contemporary works and artists that are reaching new highs and setting new agendas in 

market performance (Artnet, The Contemporary Art Market report 2018; Hiscox Online Art 

Trade Report 2018; ArtTactic, Global Art Market Outlook 2018). Their reports results show 

that contemporary art represents 14% of the total number of Fine Art auction transactions 

around the world, generating 12% of the world’s Fine Art auction turnover. The three main 

Anglo-American auction houses continue to dominate the Contemporary art Market 

worldwide: Sotheby’s (28% of global turnover), Christie’s (26%) and Phillips (15%). 

 London, New York, Beijing and Hong Kong alone account for 82% of total 

worldwide sales of Contemporary art, from just 17% of the segment’s total lots sold. London, 
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however, is not far behind with 34 works fetching above the $2.5 million threshold in the last 

12 months. The British capital remains the primary marketplace for artworks by leading 

European artists (including Peter Doig, Rudolf Stingel and Antony Gormley) but it also 

competes with New York for the most fashionable signatures of American Contemporary art 

with a significant proportion of works by Jean-Michel Basquiat, Mark Bradford and even 

George Condo being exchanged through London’s auction houses. According to the six-

monthly Art Market Confidence survey conducted by ArtTactic in January 2018, the global 

art market is expected to ride into 2018 on the positive wave of confidence generated through 

the course of year 2017 (Art Radar website, 2018). 

 With regards to the lower-medium layers of the art market, transactions are not 

reported and it is difficult to compare results. However, new research is focusing on the 

changes occurring in the art market, which have a direct impact at this level, because of the 

expansion of the market trajectory. The focus is on discussions around technological 

developments and digital advancements, which have started to be considerably significant 

and have already been introduced in the market.  

 Blockchain technology has introduced serious disruptions to the traditional business 

processes. The applications and transactions, which needed centralised architectures or 

trusted third parties to verify them, can now operate in a decentralised way with the same 

level of confidence. The features of blockchain architecture and design provide 

characteristics of  transparency, robustness, auditability, and security (Casino et all., 2019). 

With the integration of new form of virtual currency - crypto-currencies such as Bitcoin and 

Ethererum - there has been a form of democratisation of transactions which have opened 

markets which, until recently, were considered exclusive by many (Adams et all., 2017).  The 

art market being one of those in question.   
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 Hiscox Online Art Trade Report 2018 has registered such changes and shows 

confidence in transactions executed on such platforms for the purchase of artworks in 2108 

and it foresees an increase in competitiveness between organisations evolving towards this 

practices (p19-20). Miceneas is already one the first decentralised galleries set up in 2018, to 

run exclusively on a blockchain platform, with the aim of disrupting the art market in a 

significant way, for the foreseeable future (Miceneas White Paper, 2018). 

 As technology is refined and costs on investment decrease the minor players at local 

level can aspire to invest in such platforms, competing for a share of the contemporary 

market. Until then, they will have to make the most of the alternative e-commerce strategies 

available such as, websites and social media platforms, to engage with their audience and 

attract potential buyers. Studies shows that they have become relevant marketing tools for 

developing a company's brand, or artist's profile, and for building customer relations 

strategies. In addition, they are a relevant source of data collection and information informing 

marketing activities and orientation (Nistor, 2018).  

 A positive response in this direction comes from a research carried out by the Arts 

Council England, 'The Conversation', published in July 2018.  Although, related to the public 

sector, it is relevant to notice that such changes have been picked up and included as part of 

the research's results. As the major public body investing in the art and culture, it is a notable 

source to reach for information about the art market with national spread. All the major 

institutions and communities supported by funds granted by the Arts Council England have 

an indirect impact on the contemporary art market, because of their involvement focused at 

increasing art participation, specifically at local level (p6). Their take with regard to 

technological advancements impacting on the art market seems to be, equally, on a positive 

note and considered one of the most important developments for arts, museums and libraries.  
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 Digital initiatives such as live streaming of events, or being able to browse collections 

or exhibitions online offer the potential to open up the sector to an extended audience beyond 

physical and geographic boundaries.  Younger audiences especially, respond well but also 

artists have the opportunity to experiment with a blend of different art forms. However, they 

share some warnings about the risk for physical spaces to become obsolete. In contrast to the 

commercial and private sector, which consider it as a great opportunity to diversify the art 

market offer (p6).  

 Researchers in marketing and art management seems to agree on the notion of the 

potential of the internet in positively impacting the industry. The research is still fresh as an 

emerging field of study for the perspective of art management, however, as mentioned earlier, 

some analysis can be carried out based on the large amount of data already available (Riffe, 

Lacy & Fico, 1998). A combination of off line and online marketing and sales strategies are 

now, simultaneously, applied in art management. This demonstrated that a diverse approach 

has become the norm, in contrast to established art business practices of selling privately in 

the gallery or at openly at auction. Every organisation and professional artist possess a 

website and social media pages as a matter of principle. These platforms provide a place for 

the audience to experience art, enjoy it and become familiar with it. The amount of 

information shared with the public contributes to extend knowledge and inspire all 

generations through the understanding and appreciation of arts. Interactive communication 

which is the most relevant feature for being online, offer the opportunity to art professionals 

to differentiate their services based on audience's feedback and boost the utility and quality 

delivered (S.Heo, 2008). To be used effectively, these platforms should be assessed and 

evaluated in terms of data collected and measurements of the level of interactivity with the 

audience, to identify the best and most profitable approach for their implementation. Even 

though, reports from the industry have shown an increment in the use of e-commerce 
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platforms, blending in with the personal touch and private relationship, for the promotion and 

sales of artworks, academic studies demonstrate that this field is in constant progression, in 

particular for the recent platforms - blockchain and crypto-currencies. The virtual art market 

is becoming a core element in art management studies; a function that is establishing its roots 

but equally, engaging constantly researchers in exploring new theories for the fast-moving 

and dynamic art market. The collection of essays by Costance DeVeraux, published in 2018, 

'Arts and Cultural Management, Sense and Sensibilities in the State of the Field', is one of the 

latest attempts to  make an assessment of where the field is now, and to add value to the 

cultural context as interpreted by the authors participating with their writing. In agreeing 

about the dynamicity of the art sector and current cultural management issues, DeVereaux 

also suggests, that technology and digitalisation are transforming the art fields, and academic 

and researchers are challenged to capture the 'state of things' with an eye on the moving target 

that is the [unique] reality. 
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3. Methodology  

 The dissertation is based on exploratory research addressing the dynamics of the 

London art market, identifying the main players and discovering new management 

approaches applied to the sector, in specific the private.  It intends to question the extent to 

which the traditional gallery business model is being superseded, or not, by innovative 

models to sell contemporary art. There is an interest in finding out how the traditional 

managerial approach of the art gallery model is maintaining its relevance and what type of 

changes are likely to be having an impact on its business performance. The outcome of the 

investigation aims at highlighting innovative strategies (if any) art managers and artists are 

employing to enter the market, engage with their target audience and ultimately achieve the 

desired status of ‘famous artist’ (Thompson, 2008). 

 An ethnographic research methodology approach was considered to be the most 

relevant to the nature of the research with the specific researcher's interest in a direct 

participation through field-observation, asking questions with interviews and collecting data 

and information to ‘highlight issues that are the emergency focus of the enquiry’ 

(Hammersley & Atkinson, 2007). The features of flexibility and re-evaluation presented by 

the ethnographic methodology seemed pertinent as this allowed the researcher to refine the 

focus of the research and align it with the changing circumstances through the course of the 

research.  
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Content Analysis 

 A content analysis related to art management activities with direct involvement of 

‘famous’ artists (Thompson, 2008) in the London circuit, has been examined using secondary 

data sources to determine and analyse how ‘famous’ artists engage with their audience, 

promote and sell their work and how they maintain their acclaimed status. 

 The following documentation was collected: art critic reviews of exhibitions; extracts 

from interviews; online resources from reputed online source such as: Artsy, ArtPrice, 

ArtNet, Sotheby, Christies and Saatchi; exhibition catalogues and art fairs publications such 

as: Royal Academy Summer Exhibition, Art Fair Basel Report, Frieze London and 

Masterpiece London. The literature review expanded on the relevant academic knowledge 

and research of the art market and its perspective, citing models of management practices that 

have been established for years, setting the background for questioning the conventional 

approaches that are being challenged. An overview of public sector research from the Arts 

Council England and NHBCA, has offered insights of trajectories taken at national level, 

which influence the art eco-system for its findings related to audience's engagement and 

artists involvements. 

 To consider a sample of ‘famous’ artists we have considered the classification made 

by Thompson, were a ‘famous’ artist is considered to have made a mark on the art world with 

innovative creations; one who has achieved premium prices and records sales at prestigious 

art auctions; one who is easily recognisable or his/her work is recognisable as an iconic 

artwork by everybody (ex. Marilyn Monroe screen prints series by Warhol, 1967).  With 

these criteria in mind, artists emerging from the 2018 art market reports have been mentioned 

in the study: D. Hirst (UK), C. Brown (UK), J. Saville (UK), Banksy (UK).  A focus on Joana 

Vasconcelo (Portugal) was considered relevant for her international profile and included as a 
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case study on the discussion for the way she has achieved success outside the conventional 

route. Lastly, an overview of current literature on e-commerce notions has supported the 

research in findings about how art organisations and artists are making the most through the 

use of modern technologies for establishing a strong virtual visual presence, as it has become 

a normal practice in managing a business. 

 This method of content analysis of contemporary literature was considered effective 

in gathering current knowledge on contemporary artists who, because of their success in the 

field, could be taken as examples of high level achievement and sources of inspiration to 

emerging artists and aspiring art managers. It offers an overview of the successful approaches 

to art management as a reading of best practices in the field and opens the discussion to 

innovative ways they have employed to mark their success. In addition, the strategic selection 

of cases may offer the opportunity for testing theoretical ideas based on traditional 

management approaches and evaluate their suitability and contemporary application. 

(Hammersley & Atkinson, 2007). 

 

 

 

 

 

 

 

 



25 

Online survey 

 The direct investigative method of connecting with contemporary art figures for 

interview purposes wishes to gather insights and to explore their thinking, behaviours, 

perceptions and attitudes towards the current artistic and cultural environments in the London 

market and their response to current economic demands.  

Participants to the interviews were recruited through personal connections, networking events 

or exhibition openings and the use of social media interaction.  

Gallery managers, art consultants and artists are categorised according to their role in the 

public, private and not-for-profit sectors, mostly being in the form of SMEs as the familiar 

format of commercial galleries or not-for-profit institutions  

Artists are categorised as ‘emerging’ artists and ‘established’ artists, following the 

identification made by Throsby and Zednik, 2010.  

 The online survey comprises a series of semi-structured questions addressing two 

category profiles in the art market: the gallery manager or art consultant and the artist. Two 

types of online questionnaires were developed, consisting of twelve questions with multiple 

choice answers and options for free comments, one directed to the artist and one to the 

gallery manager or consultant. The aim is to establish a first contact, to explain the rationale 

of the research and to gather facts and figures to obtain an overview of:  

1. quantitative data related to their price strategy, their marketing activities and,  

2. qualitative data related to their personal perspective on the London market and their 

competitors.  

The online questionnaires were similar in content, with some slight variations in relation to 

the roles of the interviewees.  
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A total of twenty-four artists and thirty-two galleries were sent the online survey via email, 

either through referrals or direct email from art fairs and gallery listings.  

The response rate was extremely low, in particular with galleries and galleries managers, 

supporting therefore the theory of a close knit environment, inaccessible to the researcher. 

Out of the survey sent to galleries, only five responded to the email, others (not counted here) 

with a negative feedback for not wanting to participate. The remaining thirty-three emails 

failed to receive a response or a completed survey. Most of the respondents (eighteen) were 

artists involved in communities and public not-for-profit organisations where engagement 

with the public and availability to meet and talk is more welcome. A limited number of 

respondents, seven, were happy to complete the survey but they were unavailable to meet for 

the interview. This was also an opportunity for them to network and promote the organisation 

and their working practices. 

 This research method was considered as a systematic and unambiguous process of 

collecting data with a set of clear questions, either open-ended for freedom of expression or 

multiple-choice options allowing for coding and graphic analysis. The positive aspect was 

also the ease in communication as it was sent directly via email and answers recorded and 

saved in Google Drive as soon as they were submitted. The downside of this method was, 

presumably, the lack of personal contact with the receiver, hence the low turnout of 

responses, which was in some cases, however, established through the follow-up interviews. 

 

 

 

 



27 

Interviews  

A follow up face-to-face interview was then suggested to gather additional insights of their 

personal engagement and perspective around their network of activities. Regardless of the 

limited number of interviews conducted, seven artists kindly offered their time to meet in 

person, the interviewing exercise brought to light some common themes and thinking which 

will be explored in the dissertation chapters. 

Recorded interviews conducted with artists outlined their direct involvement in art marketing 

activities and current relationships with art galleries or other sources of exposure to the 

market. It is relevant to note that most artists have their own website and are prolific in social 

media communication. They were genuinely interested in supporting the research and they 

agreed to have their name made public in this paper, to have their website included as the 

evidence of their work and their works of art images, fully credited, to be shown if required, 

in support of the argument in discussion. 

Only one interview was agreed and conducted with an art manager (KE from ArtCan) and  

explored the nature of their organisation (not-for-profit) , the type of marketing activities 

employed and to gauge an impression of the innovative approaches engaged to enter the 

market, attract the public’s interest and compete with the vast number of art trade 

organisations in London.  

A certain number of meetings generated further invitations to exhibition openings and fairs, 

offering thus the opportunity to visit the field of action and observe how the interviewees 

interacted in their own space and with their market network.  

 Ethical issues in this part of research may involve confidentiality and permission to 

use interviews or part of it and video recordings of interviews. A standard consent form was 

used for both the survey and the interviews to seek permission on the use of the information 
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received. As per the consent form, confidentiality terms were verbally reminded at the 

interview stage and maintained in the written form of the dissertation. Even though, all the 

interviewees agreed to have their name disclosed, their website and works of art credited, and 

their answers quoted in support of the discussion or statements in the paper, confidentiality 

was assured by stating their initials for quotations or statements referred to in the dissertation.  

No ethical issue were identified with regards to the work-experience, and therefore was not 

mentioned in the form. 

The interview method was found to be the most interesting and most rewarding 

experience in research practice as it offered the researcher the opportunity to connect with the 

artists and understand their views and feelings about the topic of research. The semi-

structured questions gave the chance to the interviewee to open up and talk freely about their 

business models and their perspectives on the contemporary art market. The relatively small-

case studies have facilitated in-depth study of one specific not-for-profit organisation 

(ArtCan) that will be presented to support some relevant findings.  

In respect of gallery managers and their absence of willingness to respond to the survey, 

confirms the general impression that the art market is a snobby and elite place accessible only 

to the ‘right people’ with the ‘right connections’, mostly wealthy and with exclusive access to 

high profile education and relevant social circles. A personal agreement though, falls with the 

theory that the art market - like other business - is a place where continuous communication 

and connections are vital, information is mostly shared within closed circles and relevant 

contacts are made by attending parties, openings and social gatherings. It takes time to 

develop contacts and build trust so that those ‘doors’ into the mainstream art world can be 

opened.  
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Work-placement experience in an art gallery 

The original research proposal suggested a workplace experience in an art gallery, as the 

mean of gathering direct personal insights about administrative working practices, develop an 

understanding of marketing strategies employed, cultivate a network of contacts and be 

involved in the curating and planning of exhibitions. The experience would provide the 

opportunity to generate evidence of working practices to support the rational of the research, 

explore traditional business models and identify innovative approaches for marketing and 

selling contemporary art. 

Through a personal connection, the gallery manager of Gabriel Fine Arts Gallery was 

approached and a placement of three months (June-August 2018) was agreed, on a part time 

basis, two days per week. Gabriel Fine Arts is a London-based art dealer providing extensive 

programs of exhibitions, bringing together and representing talented and respected artists 

from across the globe. It comprises a membership list of 32 artists, and a list of 30 

represented artists, highlighting a wealth of diversity in the current art scene (Paul Mellon 

Centre, 2016, Gabriel Fine Art website, 2018).  

With the head office based in the Canary Warf business district and exhibition spaces 

occupied all over in central and west London, Gabriel Fine Arts, was considered a suitable 

choice of a commercial gallery to be involved with, primarily as the source of the practical 

research enquiry and secondary as a platform for personal engagement in the art market. The 

calendar of events, from June to December was presented as fairly busy and engaging and 

would offer the opportunity to be involved in the planning, organising and participating to 

multiple projects across London. 

 Contrary to the planned three months, the work-placement lasted only one month, from June 

to July. At the end of July the gallery manager went on holiday and started finding excuses 
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for not meeting me as agreed, closing the communication and therefore terminating any 

opportunity for me to continue my field research. I was not able to gather a feedback or find 

out the reason for her going back to her word. 

Based on the one month experience I would say that research in the field is extremely 

interesting and, had it lasted longer than it actually did, would have offered premium insights 

on art management practices and innovative approaches employed to continuously engage 

with the audience.  It is certainly the best method to engage in the sector and build a network 

of meaningful relationships, without which the field of research falls short of personal 

involvement and limits the understanding of theoretical ideas applied to real case scenarios.  

Following on from the interview with ArtCan and building on social media interactions, I 

was offered the opportunity to volunteer with the organisation and be part of the support and 

administrative team for the period of one year, starting in February 2019. The prospect of 

working in the field, being active involved in the administrative aspects of planning the 

calendar of events is highly welcomed in order to gather new knowledge, acquire skills and 

extend the network. It is one strong evidence of the theory that to make a start in the art 

sector, one has to build strong and relevant relationships. This is also the reason why it was 

referred to as a main case study amongst the many examples of organisations engaged in 

collaborative projects encountered in the research (at local level: APT Trust, Deptford Does 

Art; at national level Artlicks), which were equally relevant and interesting but missed the 

personal contact for acquiring data and information. 
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4. Research Insights  

 

4.1. Art Management Business Models Changing Perspectives  

 This chapter is dedicated to the examination of traditional business models of art 

management practices employed by art galleries and art organisations within the art 

ecosystem (Byrnes 2015, Hargraves, McIntyre, 2004). Focusing on the Cultural Diamond 

Model (Griswold,1994, Alexander, 2003) it considers its relevancy as a tool for 

understanding the relationship between the production of art and the way it is consumed in 

society and the artistic journey within the context. Expanding thereafter, on the management 

perspective of gallery models as defined by the literature (Robertson, 2015; Chong 2012) 

looking at factors behind their accomplishment in supporting artists to achieve success and 

stardom by citing some successful examples of contemporary British Artists. It will then, 

identify shortfalls in how said models are not considered sufficient for the needs of the 21
st
 

century artist. Within this context, it will also explore  the perceived diminishing role of the 

said model and the emergence of a new figure as the artist-entrepreneur (Ellmeier, 2003) who 

has been observed developing in recent years due to continuous precarious employment 

situations and changes in the market introduced by technology and social media impact. A 

brief introduction of the three-sphere model (Klamer and Zuidhof, 1998) suggests how 

artistic production and profit is affected depending on which sphere one artist operates in, and 

suggests interdependencies and complex relationships influencing the value of art works 

exposed to the market. This will be further explored in chapter two in terms of ethics and 

artistic integrity versus financial concerns. The chapter will conclude by raising the question 

of the validity of the traditional models in supporting emerging artists in making their 

entrance in the art market, and it will anticipate the concerns highlighted within the research 

process aimed at the understanding of changes taking place within the art eco-system. 
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 The traditional art gallery model has been dominating the art market as the 

operational centre of marketing, distribution, sale of works of art and the place artists would 

aspire to be associated with, for the enormous opportunities offered as part of the whole art 

system and networks. Gallery representation is believed to massively boost an artist career 

with their intermediary function within the art ecosystem (Thornton, 2012) playing a primary 

role in connecting the two major players: 1) the artist, 2) the audience – spectators, collectors, 

sellers, buyers, critics and so on. The latter (audience) should reference the distinction 

between art markets where transactions and sales take place (main players: dealers, 

collectors, auctions houses), and the art world where involvement is not directly linked to 

buying and selling (main players: critics, curators and artists themselves). It is a complex 

system of interrelations and exchanges, as defined by Sarah Thornton in her Seven Days in 

the Art World study, it is a 'conflicted cluster of sub-cultures' where art assumes various roles 

and acquires different definitions (Introduction, p 9): art as a commodity and investment 

(auctions); art as a leisure activity (fairs/gallery openings); art as an intellectual and 

occupational activity (critics); art as a mean of acquiring status and attraction (museums). The 

whole structure is encompassed by the figure of the artist and the need to produce interesting 

and thought-provoking works, either for sociological, financial or political reasons that would 

eventually grab the attention of the audience and make it into the market through the multiple 

available channels. At this point, art becomes a commodity to be traded in the art market. As 

per Ian Robertson's distinction (2005), contemporary works of art are classified as: 1) junk - 

low unit and investment value; 2) cutting-edge  -  one receiving support by the public funded 

cultural sector in the West countries; 3) alternative - derived from the Academy system and 

not receiving any funding support. The value of the work of art is initially determined by its 

place of origin and its cultural environment, so works produced in a well-developed country 

are deemed more valuable than works produced in the developing world or primitive cultures 
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(Aboriginal art as an example). This distinction will also affect in general the distribution 

process and the trading location, either locally, regionally or internationally. The most 

valuable works reach the international market, usually cutting-edge art - as they have been 

supported and validated by the public sector, acquiring therefore, added value and premium 

prices. The monetary value is mostly determined by commercial players. 'Dealers select art, 

then restrict supply onto the market and inform the public sector and critical worlds.' 

(Robertson, 2005). The art market is a restricted market with significant barriers to entry, 

dominated by few strong leaders who determine the fate and career of contemporary artists.  

These super-dealers (Beta and Alpha Galleries) having resources and funding, have the 

upper-hand in acquiring information about emerging artists or categories of arts that may 

determine market trends. They are therefore, able to control supply and demand, set prices, 

acquire public sector favour and enhance an artist's reputation and status. As reported by Art 

Economy, contemporary art represents 14% of the total number of Fine Art auction 

transactions around the world, generating 12% of the world’s Fine Art auction turnover. 

London, New York, Beijing and Hong Kong alone account for 82% of total worldwide sales 

of Contemporary art, from just 17% of the segment’s total lots sold. London, however, is not 

far behind with 34 works fetching above the $2.5 million threshold in the last 12 months. The 

British capital remains the primary marketplace for artworks by leading European artists 

(including Peter Doig, Rudolf Stingel and Antony Gormley) but, it also competes with New 

York for the most fashionable signatures of American Contemporary art with a significant 

proportion of works by Jean-Michel Basquiat, Mark Bradford and even George Condo being 

exchanged through London’s auction houses (Art Economy, 2017). The three main Anglo-

American auction houses continue to dominate the Contemporary art Market worldwide: 

Sotheby’s (28% of global turnover), Christie’s (26%) and Phillips (15%). They are what 

Robertson classifies as the Alpha galleries, dealing in high quality art of mainly dead artists. 
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The full classification of gallery levels is summarised below, with a personal adjustment 

including barriers to entry and an indication of the main players in the London art market: 

Level Description  Barrier to entry Proprietors Gallery in London 

ALPHA High quality art of 

dead artists. Old 

Masters paintings, 

Modern West & Asian 

high quality works and 

antiques - exclusively 

secondary market - 

auction and private 

sale - international 

reach 

Extremely high -  

few living artists  

reach are able to 

enter this market 

Collectors, 

Connoisseurs, 

businessmen, 

bankers or 

speculators 

Sotheby, Christie's, 

Phillips 

BETA Blue chip securities - 

highest quality of 

contemporary art - 

exclusively secondary 

market - auction and 

private sale - high 

potential resale and 

investment value - 

international reach 

High - 

contemporary 

artists selected and 

supported by 

dealers and 

accredited by 

public sector 

institutions 

(RA,Tate) 

Collectors, 

Connoisseurs, 

businessmen, 

bankers or 

speculators 

Bonhams, Saatchi, 

Finarte, Dorotheum, 

Tajan  

Ottocento 

White Cube 

Sadie Cole HQ 

Zwirner’s Gallery 

GAMMA Index-linked bonds 

and futures - art that 

may prove worthless or 

aspire to Beta level - 

national reach 

Medium -Low - 

contemporary 

artists represented 

by minor local 

galleries - primary 

market  

Art dealers 

and 

intellectuals 

ArtCan - no-profit 

APT - charity  

Gabriel Fine Art 

Morley College 

Gallery 

Private SMEs 

galleries 

DELTA Junk bonds - worthless 

unit value art, no resale 

value - oil paintings, 

sculptures and low 

value antiques 

(damaged) - local 

reach 

Low - accessible to 

all - independent 

contemporary 

aspiring artists 

Souvenir 

merchant, 

memorabilia, 

art 

supermarkets, 

warehouses 

salesmen. 

Regional and local 

auction houses - 

small galleries - art 

schools exhibitions - 

independent artists 

or emerging artists 

Table 1. summary of gallery levels adjusted from Robertson, 2005 

 It goes without saying that Beta and Alpha galleries dominate the market and 

influence cultural trends, prices, status and artists' profile represented in their catalogues and 

collections and, therefore, are considered in the research discussion mainly for their 
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prominent role as cultural and market driving forces. Their accessibility restrictions for 

research purposes affects direct interactions with high profile professionals involved with 

them, limiting therefore, the research to the use of resources of catalogue publications and 

published reports. The Gamma level includes galleries and arts organisations considered in 

this study, firstly because of the low barrier of accessibility of contacts and information, 

secondly, because of the relevancy with the research question aimed at investigating validity 

of business models and their impact on contemporary art sales and exposure of contemporary 

emerging artists who aspire to reach the Beta and Alpha profile level. 

    In terms of the Cultural Diamond model (Griswold,1994, Alexander, 2003), 

commercial galleries represent the 'distribution node that breaks the link between the art 

object and society.' (Alexander, p62). The implication is that there could never be a direct 

relationship between art and society, but a relationship in which the mediation of third 

parties, i.e art galleries, art directors, dealers, takes a prominent role between the creators of 

art and the receivers of art, thus influencing what cultural products reach the audience and the 

market.  

  

Fig 1. The Cultural Diamond (Alexander, 2003, p. 62) 

 

The premises of this model is supported by the contribution of Becker's 'Art Worlds' (1982) 

on the production of culture in which he examines the relationships between creators, 
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distribution networks, art works and society.  The focus of the approach lays on the belief that 

cultural objects are filtered through - and affected by - the people and systems that create and 

distribute them (Alexander, p68). In addition he rejects the notion of the idea of the 'solo 

artist', 'the artistic genius' by arguing that all forms of art are a 'collective activity' produced, 

and consequently, distributed with the input of many people, without which, the art work will 

not come into existence and will not be appreciated (Becker, p2-4).  Artists produce works 

following a set of established conventions such as choosing certain materials, available 

technology, suitable techniques and formal characteristics (genre) that makes the art work 

understandable by the audience through different meanings. As conventions create meaning 

so they help in shaping, what Becker calls, 'the inner circles of the art world': the 

practitioners, the professionals and specialists who are positioned at the centre of the art 

world. The outer circle is formed by the general public who appreciates art, but, it is outside 

the art world and is not familiar with its conventions, although they are able to support the 

distribution and reception of an art work (Becker, p50).  The so called inner circle, has the 

authority to decide what works make a valuable contribution to the art world and potentially 

become eligible to be considered 'High Art'. Gallery directors, curators and gallery managers 

have the authority to decide what is art and where it can be acquired (Moody, 2005). In 

addition they must be able to manage two sets of relationships, as Chong explains in his 

chapter about Marketing in The Art Business (2008):  the relationship-based exchange, where 

the dealer supports the artist because he/she believes in them and their work; the transaction-

based exchange with the collectors aimed at maximising revenue generation. (Chong, p118).  

The ability to manage successfully this dual relationship is at the heart of management 

specialism with the view of creating value satisfaction based on: 1. selling to meet the need of 

the client (collector), and, 2. selling to meet the needs of the seller (artist). The art 

manager/dealer/gallery director, considers the artist as a partner by developing a personal 
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relationship and establishing the artist's reputation within certain circles. This requires the 

ability to cultivate and develop contacts within the art world and with a clientele who has a 

potential influence in high profile environments. Who buys the work is of extreme 

importance for primary art market dealers as it affects the subsequent value of an art work 

and consequently the artist's profile. However, selling to whomever possess high disposable 

income is not sufficient to close a deal. Dealers are protective of art works and their client-

artists as they must avoid speculative sales that can endanger the value of the work of art. 

They have therefore, an important role in securing ownership history which affects an artist's 

market value (Chong, p119).  The complexity of such relationships and the entrepreneurial 

business nature of commercial galleries supports the crucial role of the art 

manager/dealer/director (mostly as the owner-operator of the gallery) whom should not be 

considered merely a salesman/woman but fully-rounded professionals, who, by virtue of their 

connoisseurship, knowledge and networking practices are able to sell an object that has no 

ostensible function (a commodity).   

 The subjective and relational factors impacting on the success of commercial art 

galleries has, therefore, a direct impact on the success of the artist and the opportunity to 

achieve the 'Stardom status' (Rosen, 1981). The subsequent price value of their artworks, is 

reflected still nowadays, by the historical nineteenth century ideological-dealer figure 

(Winjberg & Gemser, 2000) who plays a major role in certifying the innovativeness and 

artistic value of an individual artist or group of artists. Some suitable examples can be 

recalled in the gallery  of Leo Castelli (d.1999) with A. Warhol, R. Rauschenberg, R. Serra, J. 

John, just to name a few; Charles Saatchi for the Young British Artists (YBA) of which, D. 

Hirst, T,Emin, R. Whiteread are still, some of the most prominent in the current market. 

Currently the top position as the most influential person in the art world is D. Zwirner, (the 

head of an expanding New York, London and Hong Kong gallery empire) representing 
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names such  F. West, R. DeCarava, J. Mitchell, Y.Kusama and D. Arbus, continue to push 

boundaries and set new agendas for the role of art today (Artreview, 2019).  

 It is the emerging artist's aspiration to appeal and be noted by such prominent figures 

who have a great deal of information and resources and are able therefore, to control supply 

and demand (Robertson, 2005). The artist's journey, as presented by Robertson, moves from 

art schools into being able to attract the attention of the Gamma/Beta gallery at local level, 

with the aim of signing up some sort of contract and call themselves professional artist. They 

will start to conform to a gallery style, produce works that respond to the clientele's needs and 

start selling their works. Alternatively, they could also present their work independently in 

artist-curated shows and hope to be spotted by a dealer. In either case, their aim is to 

maximise their rewards in terms of achieving premium prices, make a name for themselves 

and accomplish a successful commercial reputation, i.e the Stardom international level, as 

shown on figure 2 below (Robertson, p129). 

 

Fig. 2 - Progress of the artist journey to stardom (Robertson, 2005, p129) 

 

 It appears, though, that the journey to stardom is restricted by the artist's association 

to Gamma galleries and ideally to Beta and Alpha galleries. The perception of the archetypal 
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‘winner-takes-all’ market (Abbing, 2006),  in which a very small number of artists do very 

well, with a significant difference in remuneration between those who do well and those who 

do not, seems to  be highly relevant and strongly felt by emerging artists. As the 2016 

research on the Livelihood of Visual Artists suggests, it is because of this ‘winner-takes-all’ 

market that ’many artists work outside the conventions of the gallery system and eschew the 

art market’ (Abbing, 2006). Most of the artists interviewed as part of this research, indeed 

affirm that, 'it is impossible to be noted and enlisted by such galleries' (HP interview).    

Although, commissions for galleries raises the artist's profile, their visibility and profits, 

applications for residencies are most challenging and return of profits considered  to be very 

marginal, mostly based on contractual obligations with the residential gallery.  A notable 

artist (RA), disappointedly reported in his interview that a fifty percent commission was 

asked from most galleries who offered him to be enlisted on their catalogue. In addition, 

artists have to pay upfront fees to be able to submit their work for exhibitions. For instance, 

fees for the Summer Exhibition at Royal Academy of Arts is £25 for applying to have an art 

work in the final show, with no guarantee of being accepted or making a sale if on show. 

Most commercial galleries, as well, apply similar fees to artists for applications and although 

there is no guarantee of sale, exhibitions are the best place to be for exposure and play a 

crucial role in raising the artist’s profile, which may lead to sales and other opportunities in 

the future (TBR et all,2018).  

 The advantages of being enlisted by a gallery are multiple and artists recognise the 

benefits of the association, their reputation depending on the gallery and location they are 

showing their work at; the more reputable the venue the more opportunities for work will 

come in the long term. Quoting some of the responses from the artists' survey: 

  'I would like to sell through galleries more. They are set up to 

  do exactly that, and can dedicate more time and   
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  resources to develop a client base and marketing    

  work to it than I can independently.'  

  'That would be good to have more visibility in the mainstream 

  market such as exhibiting in art fairs, having a solo exhibition 

  and network with different people I could not meet if not in a 

  gallery.'  

  ' I would prefer  to stay independent but I see that they can have a big  

  effect on your exposure and status in the Art World.'  (Q3, appendix 2) 

 

 However, research shows and artists state, that access to said galleries presents some 

degree of restriction as it is highly competitive and financially demanding. Themes emerge 

from the surveyed artists sharing similar sentiments while answering the question of 'What do 

you think about selling through art galleries?': 

 

  'I don't use them as they take too much commission and don't 

  pay for materials' 

 

  'It doesn't work for me, they take too much commissions and 

  offer ridiculous contracts' 

 

  'Depending on the gallery commission, usually the artist gets 

  insufficient revenue' 

 

  'I think selling through galleries is becoming increasingly  

  difficult. Galleries are struggling themselves, and often take 

  what I would consider a too large percentage in commissions.' 

  (Q3, appendix 2) 

 

All those interviewed admitted that, although admission to galleries brings advantages related 

to exposure and considerable support of a formal business structure which can guarantee an 

entrance into the art market, the final financial rewards do not meet their expectations. The 

traditional business model of gallery representation formulated around the transaction-based 

exchange seems not to be satisfactory and it does not meet the artist’s needs of financial 

independence.  
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 It is well documented that artists practising at Gamma level report difficulties in 

financially supporting themselves through their art practice. Sales are not consistent, research 

and production costs are increasing and, particularly in London, access to workspace presents 

a great challenge and huge demand on their budget. The Livelihood of Visual Arts Survey 

2018, revealed that the biggest challenges to artists are reported to be a lack of financial 

return (80%), and a lack of time to practice their art (62%). More than half of artists also 

reported lack of access to funding or financial support as a barrier (TBR et all, 2018, p18).  

Similarly, the ability to make a one year profit and the need to increase volume of sales or 

acquire new customers, was cause of concern for artists participating in our survey. (Q6, 

appendix 2). In addition, the majority of artists have additional jobs to support their art 

practice. Data from the TBR national survey showed that 69% of artists have additional jobs, 

and that 57% have non-artform related additional jobs (TBR et all, 2018, p7). In similar 

fashion, all artists participating in this research hold a primary job to be able to practice their 

art and afford the prohibitive prices of London living standards.  

The notion suggested by Abbing that, despite some exceptionally high earners in the arts, the 

average incomes in the arts are consistently lower than in comparable profession (2006, 

p113) seems to be still quite relevant.  

 However, a change is taking place that makes a nice contrast to Abbing's explanations 

at point 5 and 6 (p114), which is: 1. the contemporary artist is aware of his/her talents and 

his/her artistic skills and because of the internet and the information available to them, they 

are able to quantify their rewards; 2. the average artist in very well informed nowadays about 

the market, the prices, trends and competitors so, they are able to name and quantify their 

rewards.  Artists are now justly seeking the monetary rewards due to their artistic practice and 

demands of living standards, particularly for the high thresholds of the London area, therefore 
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their perspective on the dependable relationship of the gallery model is being reconsidered as 

a costly business relationship and a high risk investment.  

 What is emerging, therefore is as Ellmeier (2003) puts it, 'a new figure of the 

"entrepreneurial individual", that is individuals who do not follow prescribed standards but 

who have to try out their own combination of strategies and assert themselves on the market 

and in society. In addition to the general change, new technology is leading to the emergence 

of new job profiles in the creative cultural sector so that the image of the artist and creators is 

changing fundamentally. The new creative workforce is meant to be young, multi-skilled, 

flexible, psychologically resilient, independent and unattached to a particular location 

(Ellmeier, p3). The new figure of the artist-entrepreneur is challenging the traditional system 

of gallery representation as the main lever for success. Artists are developing diverse skills 

and business acumen, they are interested in business management, production and promotion 

as well as, having strategic vision and imagination. They are exploring innovative ways to 

support their art practice and see themselves increasingly as entrepreneurs, rather than, artists 

depending on the whims of the gallery owner. They are moving towards cross-genre 

collaborative projects and self-directed private enterprise approaches, they employ direct 

influence on digital platforms for promotion and exposure. As commented on the artists’ 

survey about innovative approaches: 

  'Creating e-catalogues of my work, contacting galleries  

  directly, exhibiting at independent art fairs, making contacts 

  online, applying to open calls' 

 

  'more tailored content on social media, attending residency  

  programmes, blogging, attending artists led events, completing 

  an MA' 

 

  'I have published more posts with informative content on  

  Instagram and  Facebook - even if people don't buy they  

  remember me and mention my art when I meet them. Then I 

  see that they think of buying one of my pieces. I mainly sell 

  thanks to Instagram'  
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  'Collaborate and was commissioned to show 2 sculptures in a 

  show garden as part of the Chelsea Flower Show Garden  

  2018'. (Q9, appendix 2) 

 

 Such comments raise some pertinent questions, for example: does this mean that the 

traditional model of the art gallery is becoming outdated and will come to extinction? As 

Brkic suggests (in Deveraux, 2018), art management functions and as such, the gallery model 

in the art market, must adapt to the changes observed recently. There seems to be a need to 

fine-tune the roles within the context of the process of art distribution and rethink the 

function of art practices model in relation to current developments in the market. The gallery 

model relevance in terms of managing and curating relationships on behalf of the artist seems 

to be shifting. Consequently, the traditional operation conducted within the three spheres of 

artistic creativity - the market, the government and the third sphere – is bound to change and 

all interested parties, in particular artists, must be aware of the rules of the game taking place 

in the art field.  

 This is where a marked distinction between traditional business models and new 

business approaches apt to the 21
st
 century market is mostly highlighted. The gallery model 

functioned around the institutionalised figure of the art manager/director who managed 

business relationships, acted as a mediator between buyer and seller and represented the artist 

under the flagship of the gallery name. The artist in this case being professionally and 

financially dependent on this representation.  

It appears now, that steps towards new directions are becoming regular and artists are 

moving with an independent stride, consequently changing the rules of the game by 

implementing their own marketing strategies. The business model implemented by the artist 

is in direct function of their creative model. Advances in digitalisation in the art markets, 

either via personal websites/social media channels or third parties platforms, are enabling the 

artist to build their own business practices under their own name and formalise their artistic 
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vision according to their own values. They can set their own prices and avoid high 

commission rates, they can trade with a diverse clientele with no need for intermediaries, and 

they are directly and actively involved in developing their own relationships with collectors 

and followers.  

 This form of art-entrepreneurship evolving in the contemporary art scene shows 

artists taking an additional informed and independent approach to the art market. That is in 

my view the revolutionary aspect emerging from this research. By showing interest in the 

business practices and developing new roles and skills to be able to compete in the art scene, 

artists are able to question the established tradition of depending on the art gallery for the 

management of their artworks and livelihood. The continuous financial struggles and 

dependence is not considered acceptable any longer. Innovative approaches rotating around 

marketing and self-promotional strategies are directly employed by artists through the use of 

technology to generate audience engagement and build their own brand to achieve the 

celebrity status.  ‘[They] become so expert at self-marketing that they achieve celebrity status 

as they create and grow the market for their work as both an artist and the owner/manager of 

their enterprise’. Building a brand ensures a response from audiences that identifies with it 

generating therefore, interest and product demand (Fillis, 2015, p652).  

As we go into the next chapter, we will explore the theme of how artists are engaging within 

the three-sphere models and how they are balancing concerns related to financial rewards and 

artistic integrity in contrast to the gallery business model association. 
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4.2. Financial Concerns serving Artistic Integrity  

 At the outset of the discussion this chapter requires a brief understanding of the three -

sphere model presented by Klamer and Zuidhof (1998), to open the discussion related to 

financial concerns and artistic integrity faced by contemporary artists.  The model will show 

how artists operate within the three spheres of commercial market, government funding and 

gift donations to support their art practice and will set the tone of the discussion on 

maintaining artistic integrity as long as there is an economic value. An overview of 

Bourdieu's perspective will inform us on the influence experts have on aesthetic value 

(cultural power) and how they coexist with the buyers of art who influence the market value 

(economic power), (Abbing, pp62-65). Artists and art organisations gravitate within these 

constraints and find themselves in need of building sustainable practices to succeed in the art 

scene. Set examples of artists who have achieved the ‘stardom’ status will be mentioned as 

evidence of their ability to manage the influential forces and build a consistently growing 

artistic practice of international and global reputation. Would emerging artists and artists 

practicing at Gamma level then need to mirror such practices to ensure they reach such level 

of success?  The concept of performative theory by L. Fanthome (2013) may offer some 

insights on how activities undertaken by artists have an impact on the market, as she explains: 

'an artist's activity is for many intrinsic to a question of artistic identity, which is a condition 

of performativity,' (Fanthome, 2013,p287). Raising their status to 'economic agents' based on 

her interpretation of Callons' analysis (2007), she implies certain innovative approaches in a 

neo-liberal market, challenging thus, the traditional context. A brief encounter with Veltius 

(2005) research on art market prices will conclude this chapter, and will set the scene for a 

discussion on art consumption in relation to appreciation and financial value and how well 

artists and galleries are responding to some concerns.  
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 In terms of market positioning and its impact on an artist's career affecting the way 

financial arrangements are organised, I refer to the work of Klamer and Zuidhof (1998) 

tackling the discourse of the three-sphere model to differentiate how artistic work is financed 

and the differences in perceived value generated by each dimension. They suggest that the 

method of financing and pricing may affect the “value” of a work of art based on the nature 

of agreed financial arrangements. In general terms, standard economic analysis assumes that, 

whichever form of financing is applied - either private commercial transaction, or 

government funding or gift donation - would not affect the value of the work of art, that is, 

price equals value. (p6).  They challenge this assumption by suggesting that different 

transactions generate different value for the traded work and the parties involved. The model 

presents the three dimensions on which artists are positioned within the market: 1. the private 

commercial transactions taking place in the art market; 2. government funding; 3. gifts and 

donations. Each of them presents different processes and implies a difference in relationship 

within the parties. 

 At commercial level, buyer and seller (or their intermediaries) operate within the 

exchange process of a good for a financial return. The price is the value of the art and 

involves a pure objectification of the relationship, though it generates value in terms of 

freedom of choice - to buy or sell. When the government is funding a work of art, the 

relationship differs in terms of bureaucratic procedures and demands an artist need to meet to 

obtain the funding. The government has control in this case, generating value of equality and 

solidarity. The subsidy sphere releases the artist from the negative values connected to the 

private sphere of commercialism, rationality, and anonymity. The third sphere differs from 

the previous two in terms of 'the ambiguity of the exchange' (p7).  The artist does not price 

their artworks, they receive donations or financial support from corporate sponsors, family 

and friends, patrons. The relationship is much deeper and informal, it implies an exchange of 
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reciprocal value, not a monetary quantifiable but one based on trust, loyalty and human 

support, that is, the idea of the Civil Society. (p8). In sociological terms, it can be associated 

with the cultural and social capital concepts that cannot be exchanged for monetary value but 

are valuable with regard to building networks of relationships and support which greatly 

affects the economic value of artistic practice. (Abbing, 2006). 

Klamer and Zuidhof summarise this in the figure below: 

  

Fig 3. The Third Sphere, Klamer and Zuidhof,1998, p8 

 Operating within the said spheres presupposes possession of an all rounded set of 

skills and knowledge that Ellmeier's (2003) artist-entrepreneurs must develop alongside their 

artistic practice: that include: interactions within corporations and governmental 

bureaucracies; networking abilities; negotiation and marketing skills; understanding prices 

and spending influences of the economic power; cultivating relationships with key market 

players and experts influencing aesthetic and market value.   

 Traditionally, this role within the market sphere has been embraced by the work of the 

gallery representation which would favour positioning of art works within the market and its 

correspondent monetary value.  The artist would be much more inclined to cultivate informal 

relationships within the government and gift donation sphere, feeling much closer to the 

freedom of expression and negotiation inherent to their natural inclination of personal and 
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professional ethics.  As Abbing suggests, artists are more disposed toward intrinsic 

motivational rewards as their satisfaction derives mainly from producing art and are willing 

to forsake monetary rewards if the price challenges their ethical beliefs (p88). An artist 

interviewed for this research, admitted to declining offers of potential buyers for his paintings 

if he noticed that the buying intention was not ethical, or his work would not be understood, 

or/and they buyer wanted to purchase it purely for pretention and exhibitionist reasons (R.A 

interview). The three-sphere model is useful to understand the relationships that takes place 

when artists are realising the value of their creative work. (Klamer & Petrova, 2007). Artists 

can exercise what Bourdieu called 'symbolic power', that is diverse forms of capital which are 

not reducible to economic capital. Two in particular are relevant: 1. symbolic capital, related 

to accumulated prestige, celebrity, consecration founded in a dialectic of knowledge 

(connaissance) and recognition(reconnaissance); 2. cultural capital, related to forms of 

cultural knowledge, competences or disposition. He suggests that 'a work of art has meaning 

and interest only for someone who possess the cultural competence, that is, the code, into 

which it is encoded'. Possessing this competence equips the interested parties with 

appreciation for the art work (Bourdieu, 1979, Johnson,1993).  

 The interrelationships within these set of values inform the response of artists who 

have to deal with those values. Cultural capital influences aesthetic value and it is exercised 

by experts in the field who have the power to raise the artist status and the economic value of 

their work; market value is as well determined by the so called deep-pocket market, that is 

buyers with substantial finances who are able to buy important works or raise the value of 

emerging artists' artworks. It is also true that experts, in addition to having cultural capital, 

also have economic capital, so they are able to influence both aesthetic value and economic 

value. However, if the social group accommodating important buyers and the social group 

accommodating leading experts differ in their composition of capital and consequently, in 
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their taste as well, economic value and aesthetic value do not always correspond (Abbing, 

2007, p66). The ability to move confidently within the complexity of the three-spheres 

environment and the ability to speak the inherent languages increases chances and 

opportunities for success. Artists that were able to achieve the stardom status learned to play 

within this set of rules managed by the main players in the art scene: dealers, gallery owners, 

experts, and fellow artists. As suggested by Rosen (1981) in the winner-takes-it-all market 

concept, the network effect is extremely powerful. The contemporary art market functions on 

the predominance of a few artists in the most important cultural venues with the subsequent 

creation of high entry barriers. The more an artist is exhibited (in private and public 

collections), the more his notoriety increases and, notoriety increase boosts the chance to be 

selected again by other museums. In addition, notoriety increases with turnover (Ardizzone & 

Zorloni, 2016). 

 Examples of such talents worth mentioning in the British panorama, according to 

Artprice listing of January 2019, for the female category are: 

Listed at number four :  

Cecily Brown (1969 -) with an Auction turnover of 

$32,480,908. 

"Following a remarkable performance in 2017, the English  

  artist Cecily Brown emerged as one of the major figures of the 

  Contemporary Art Market in 2018. On 16 May, her painting 

  Suddenly Last Summer (1999) fetched $6,776,200 at  

  Sotheby's New York, setting an impressive new record. The 

  canvas, originally acquired from the Gagosian in 2000, was 

  sold in May 2010 for  $1,082,500, at Sotheby's New York.  

  Since then its value has multiplied by six in just eight years." 
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And listed at number nine:  

Jenny Saville (1970 -) with Auction turnover of  

 $13,225,583. 

" Jenny Saville (known for her participation in the Young  

  British  Artists movement) is today the most expensive living 

  female artist in the world. A few months after David Hockney 

  earned the same title in the male artists category, Saville saw 

  her Propped (1992) acquired for $12.5 million at Sotheby's in 

  London. The price of her works has a lot to do with scarcity of 

  supply: only 41 paintings by Jenny Saville have been  

  auctioned in 20 years." 

The Contemporary Art Market Report 2018, Artists’ prices section, presents the Top 20  

Contemporary Artists by number of lots sold (2017/2018).  The male category shows the top 

UK artists as: 

Listed in second place: 

“BANKSY (1974). The oldest auction result ever registered 

on the website for an artwork by this artist is a painting sold in 

2003, at Bonhams, and the most recent auction result is a 

painting sold in 2019. Artprice.com's price levels for this artist 

are based on 2,843 auction results. Turnover of $9,898,703 

with 478 lots sold.”  

Listed in seventh place: 

“Damien HIRST (1965). The oldest auction result ever 

registered on the website for an artwork by this artist is a 

sculpture-volume sold in 1992, at Sotheby's, and the most 

recent auction result is a painting sold in 2019. Artprice.com's 

price levels for this artist are based on 5,752 auction results. 

Turnover of $29,230,253 with 328 lots sold.” 

 Such powerful names in the contemporary art market and the staggering figures 

associated to their works generates feelings of amusement and raises the question of how 

such performance can be achieved in the first place, and maintained in the long run. It 
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appears that the vicious cycle of the winner-takes-it-all theory is so resilient and surely so 

powerful that, for the network of artists engaged in this research, it may seems to be of the 

highest expectations and 'impossible to reach'. The selection system of such talented and 

potentially high-achiever artists seems, nonetheless, to be held still in the hands of a few 

primary roles in the art scene, the dealers and the experts. These relevant players, supported 

by art critics and those within the 'deep-pockets' market favour artistic innovation amongst 

the most valuable of competence and criteria for judging quality for potential success and 

artistic influence for many. Take the example of the Impressionists in the nineteenth century 

(Wijnberg & Gemser, 2000), or the Young British Artists (YBA) in the late eighties.   The 

ability of artists to be innovative, either individually or as part of a group, increases their 

opportunities of being considered in the selection system and consequently achieve the 

elevated rewards of the artistic stardom positions. 

 The subject of performativity and counter-performativity in art practices shared by 

Lynne Fanthome’s essay ‘Am I Still An Artist?’ (2013), seems to offer relevant concepts that 

might have potential effects on an artist's creative practices. She touches upon discourses on 

professional development in skills and attributes that artists should nurture to sustain their 

practice, the figure of the economic agent (Callon, 2007) and innovation in market 

approaches. In contrast to her findings, concerning matters of common struggles in artistic 

performance and consistency in meeting economic returns expressed by the artists she 

interviewed, this research has brought to light a change of conditions. Throughout this 

research and comments shared by artists in the interviews, the aforementioned topics seems 

to be still highly significant and of primary concern, although a certain awareness of own 

personal abilities and clarity of purpose seems to move the discourse forward.  Ellmeier's 

artist-entrepreneur seems to be acting as Callom's 'economic agents' present in markets 

studied in economic sociology theories and involved in directly managing market demands. 
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As stated by Fanthome 'this does not presume that they all agree with market principles and 

activities, but it highlights the tension of artistic performativity, which operates as thought, 

artists are, or should be above and beyond the operations of markets (p288).'  The artist -

entrepreneur is becoming intrinsically involved with market activities, with promotion and 

price setting and increased cross-industry partnerships, especially for funding and research 

activities. This appears to be a close reflection of Callom's model of an innovation network 

consisting of:  1. the creation of collectives in which distributed actions are deployed, and 2. 

the strengthening of individual agencies considered to be sources of the action (p150). 

 An example of one such innovative network informing this study is the ArtCan 

organisation, based in London, but with international reach, as a not-for-profit structure to 

support artist members (143 listed and a new call open in 2019) to raise their professional 

profile through a series of annual artistic events, fundraising programmes and cross-industry 

projects. By developing a network of like-minded peers, ArtCan aims at removing isolation 

through social engagement and exhibitions, enrich thinking and assist artists in reaching a 

wider audience in the art world through the power of collaboration. As a not-for- profit and 

no-commission initiative, an artist receives one hundred percent of the profit if their artwork 

is sold during an ArtCan event. (ArtCan website, 2018).  In the words of its Director and 

Funder:  

  "there is a gap for very good contemporary artists who are  

  passionate about their practice and their development but  

  haven't being able to be picked up, or lucky enough, to be  

  picked up by an art gallery, and I thought the world was  

  changing slightly, so that we needed as artist to adapt to, so that 

  by doing by yourself was the right way forward... We are now 

  basically supporting contemporary artists to continue their  

  practice and have a voice" (KE, ArtCan) 
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 The independence guaranteed to the artist members in pursuing their practice, via 

ArtCan or, via personal initiatives or, via partnerships with other galleries ensures a 

continuous stream of members collaborating openly, and supporting each other in a 

sustainable approach to the market. As two interviewed artists stated: 

  "ArtCan is an amazing organisation to be part of as an artist... I 

   came in contact with ArtCan through a friend of mine who told 

   me to get involved with [it] because it seems to be the best     

              thing to do at the time rather than trying to navigate the art    

   world on my own, which is very hard. You need help unless 

   you are extremely wealthy. ArtCan is one of those things you 

   feel right to be part of..." (HP interview). 

  "these galleries are quite impressive and I'm not sure how to 

    approach them, it is almost too institutional for me that's why, 

    probably, I went naturally to ArtCan as  something more 

    welcoming and communitarian. It is thanks to ArtCan that I 

    have exhibitions at the moment..." (GM interview). 

 The perceived need of the group support and collaboration and the strong ethics 

inspired by the organisation governance ensure a sense of stability in being part and 

contributing to a growing and fast-paced professional association. Any income is utilised for 

the sole benefit of the organisation and it is largely generated by donations of friends, 

supporters and sponsors. The strategic and administrative aspects depend and rely entirely on 

the goodwill and dedication of a network of volunteers (mostly artists), who shares the same 

values of the director and the trustees. Therefore, on account of the artistic independence and 

the utilitarianism virtue on which the network is funded, it seems to fit comfortably within the 

requirements of an innovative business model presenting characteristics of sustainability, 

entrepreneurial creativity, shared ownership on marketing and sales management activities 

and ultimately, ambition and inspiration to achieve the highest artistic status. "Such network 
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is also dynamic; [it] can be re-configured, depending on what alliances are mobilized, what 

innovations are designed and which customers are to be captured (Callon, p150)".  ArtCan 

code of ethics wish to offer an imprint for highest ethical standards as the main element of 

their branding, leading to long-term business advantages (Bellingham, 2008), based on good 

reputation, strict provenance of works of art (primary market), respect of intellectual property 

rights for artists, full transparency on transactions and the response to the monopolisation of 

the art market of commercial galleries and auction houses.  

 Arguably though, this innovative model responds to Fanthome's research on 

performativity in accepting the need of a 'requalification' of art practices. In agreement with 

her thinking that 'if certain operations of performativity fail, then it is useful to know when 

and why they do, and whether they ought to' (p295). 

  In this research, the struggle experienced by artists in entering the art market and 

build a sustainable practice remains a priority and it seems that there is a lack of response 

from the traditional business model of the art gallery towards this complaint.  Fanthome's 

suggestion of the artist's disengagement of the traditional notion of being an artist, to allow 

the expansion and development of a new role - the artist-entrepreneur - could be a key 

element of the artist's performativity  that frees them to engage in new markets and networks 

(p296).   

 Innovation, therefore, applies to a greater extent to different elements within the 

creativity spectrum, that is, the role of the artists, artistic practices, micro-entrepreneurialism, 

market value and financial achievements, and  consequently, the interrelations within all 

these elements playing a significant function, as per the three-sphere model.  Hence, in 

agreement with Klamer and Petrova (2007) we might acknowledge the concept that artists 

can flourish in any of the spheres depending on the interrelations within the peculiarities of 
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the art market (p251).  ArtCan and its associated artists therefore, operates in a dual 

economy: 1. the economic sphere where artists directly sell their artworks to potential buyers; 

2. the gift sphere as the non-profit nature of the organisation requires company sponsorships 

and gifts aid from friends to support the collective cultural activities (Abbing, 2006).  

 It appears that, as Abbing reminds us, artists are becoming less resistant to 

commercial attitudes, and even though the average artist still holds other jobs to support their 

lifestyle and art practice, they are becoming more interested in playing a direct role in selling 

their art without waiting to be enlisted by a commercial gallery, as was customary still some 

twenty years ago.   

 The assumption that the traditional art market is the only vehicle to enter the market is 

being challenged by such new practices. What can be defined as new or innovative 

approaches is therefore, a refreshed mindset from the artist's perspective in its ability of 

challenging the system to reach new levels of success and recognising that an association to 

the branded gallery, although still useful, it is not the only option.  

 We have learnt that the focus in traditional models was a  development of a close 

relationship with the gallery dealer who informs collectors and buyers about new art 

movements and upcoming artists, give advice on suitable investment choices, and establish 

connections between the parties (Velthius, 2007; Filliz, 2014). Velthius' research on the 

market for contemporary art informs us of the nuances of the complex relationships between 

the parties involved within the social structure of the art market and how they operate within 

two different social worlds - the capitalist and the cultural. Gallery owners, dealers, buyers 

and artists perform 'within formalised rituals involving a wide variety of symbols that transfer 

rich meanings between people who exchange goods with each other' (p3).  This would 

explain the complexity of the art market and its mechanisms for setting artwork prices and 
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launch emerging artists' careers, in order to achieve stardom level by association to a certain 

type of galleries. Velthius also, focuses his research on the primary art market as being 

mostly disregarded by other researchers, however being of particular importance as most 

artists do not have a secondary market or their work will not appear on the market again once 

they have entered a collection (p99).   

 It is therefore, significant for this research with its focus on the typology of artists 

involved at Gamma level, on the primary market.  In this respect, it is noteworthy to mention 

that the gallery market is based on the principles of unity and trust, a relationship between the 

parties based on the moral and ethical belief that art is 'sacred' or 'art has no price', because it 

is expressive of fundamental values of our society (Abbing, 2007; Fillitz 2014, Velthius, 

2007), what Fillitz calls 'good motive' for getting involved in the sector and buying art for the 

love of it (p88).   

 The economic aspect of the relationship is the contentious element of it, finding the 

artist rightly wanting to make a living from their work and the other players - collectors, 

dealers, critics - wanting to make a profit out of it. The dominant strategy in the art market is 

the building of network relationships to support the whole system, at local, national, 

international and global level. Once an artwork reaches the market it becomes a commodity, a 

cultural good, an economic asset and therefore, it becomes subject to economic interplays. By 

looking at the latest official reports publishing results of galleries and auction houses sales we 

understand how the sector is highly prolific and exciting, adapting to the changes in 

technology and social influence, and going strong in either of its fields, -  auctions and art 

fairs - gallery sales - online sales.  

 Contemporary artists are becoming increasingly interested in these discourses and are 

questioning the whole structure of the art market, the strategies of sales and profit making and 
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the different relationships at play.  Art organisations are also responding to changes taking 

place in the market, in particular to changes related to funding, governance, competition and 

technological advancements, which are opening the market to a more individualised approach 

by the artist, creating thus, new economic realities.  

 The points made in this chapter have aimed at understanding how financial concerns 

and artistic integrity affects the activities of contemporary artists playing a more active role in 

the art market. At the outset, Klamer and Zuidhof's three -sphere model was considered to 

show how artists operate within the market system, in particular as most relevant, with the 

commercial galleries and the gift donations to support their art practice. Taking from 

Bourdieu's socio- economic perspective and Callom's view of the artist as an economic agent, 

I have highlighted how artists can play a more influential role within the market by 

understanding their professional value and challenging set traditional models. The system at 

play in the art market is built on a complex structure of relationships in which artists are the 

pivotal element, but not necessarily the strongest link. We have seen how key players have 

direct influence on aesthetic value (cultural power) and how they function as an instrumental 

force to influence the market value (economic power) (Abbing). Artistic identity and the rise 

of a new role for the artist - the artist-entrepreneur - is challenging the system and showing 

that awareness and independence is a more powerful motive to sustain artistic practices. An 

understanding of how art market relationships influence the achievement of the highest level 

of professional achievement and the existence of a highly closed environment formed by  

'deep-pocket' buyers (Abbing,2007) impacting on a so called 'superstar economy' (Rosen, 

1981), raises the question of how contemporary artists can aspire to achieve such heights. A 

sense of increased responsibilities falls under a more well-rounded artistic professional who 

needs to understand the forces at play in the market and develop professional capabilities to 

manage economic strategies, meeting thus, the condition of performativity (Fanthome, 2013).  
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 The possibility of recognising the presence of different art markets within the system 

and the understanding of how the foundation of the market and its economic success is built 

around an intimate system of networks (Velthius, 2007) offers insights about the different 

roles at play influencing explicitly the financial value associated with an art work, in 

particular on the primary market sphere. Of particular relevance is, as well, the awareness 

raised around economic and technological changes that are impacting on art market 

performance and how artists and art organisations must adapt to sustain their art practices.  

 The case study of ArtCan as a contemporary art organisation operating at not-for-

profit level in the London market which is challenging the set market parameters, has shown 

that changes are happening and it appears that artists are questioning the system as it has 

always been known.  

 These concerns will further the discussion on the next chapter which will take interest 

on a discussion about art consumption in relation to appreciation and financial value and how 

market forces generate and impact on an extremely diverse financial remuneration, enabling 

thus a hierarchical structure of artistic value.  
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4.3. Art Consumption in Relation to Appreciation and Financial Value  

 

  "In the art market, opinions are constantly changing: today's 

  genius could be tomorrow's embarrassment. So if you buy it, 

  buy it because  you enjoy it." Adam Lindermann, Collecting 

  Contemporary Art, 2006" 

 Collector, entrepreneur  and financier Lindemann's words of wisdom set the premise 

for this chapter aimed at exploring how art consumption in the art market is driven by 

multiple stimulus, ultimately impacting on demand, prices, overall sales and artists' profile. 

He reminds us how personal appreciation and financial investment might appear to be at the 

extreme spectrum of the discussion, nevertheless, they are strongly connected and highly 

determinant. The function of the art manager, as we have seen in the previous chapters, is to 

mediate in the realm of such multiples and intricate relationships acting as balancing players, 

offering a space for artists to create and shine and a safety net for investors and collectors who 

put trust in their specialist competences for selecting, promoting and selling valuable works of 

art.  

 At the outset, determining the value of a work of art for aesthetic consumption has 

been considered in economic studies as a contentious exercise and focus was put on rational 

choice of economics theories supported by complex calculations and equations (Frey, 2003; 

Trosby, 1994; Mandel, 2009) to understand how investment in the arts could generate return 

in profits. Comparative studies of the Art Market Price Index (Baumol, 1986; Anderson, 

1974; Stein, 1977) consistently reported that the rate of return in art investments is lower than 

alternative investments, however, the public's perceptions to the contrary is determined by 

sensationalist media outputs in predicting and reporting auction sales of major art objects by 

the top auction houses and galleries.  
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Commenting on the Financial Times in March 2019, Melanie Gerlis says: 

 

 

 

 

 

 

 

Table 2. Extract from article published in the FT, 7th March 2019 

So, what is the attraction to art investments demanding such high prices, even in 

uncertain political and economic times? An understanding of what drives art consumption and 

investments might prove useful to contemporary artists engaged in the art market hoping to 

maintain continuity of business and attempting to achieve the stardom level with its respective 

price range. Theories of economic thinking of art investments and art market distribution 

(Greffe,2002; Frey, 2003) might provide some practical insights about determinant factors 

impacting on art as an investment, investors' preferences and wants, the artist's perspective 

and art galleries performances in responding to such demands. The case study presented in 

this research and insights from artists' surveys and interviews continue to support the 

discussion about art consumption in relation to appreciation and financial value. In addition it 

will reveal how innovative thinking is shaping new ways in breaking the barriers set by the 

traditional model of the art market that is the gallery-led exchanges, leading forward to the 

next chapter. 

 The majority of artists responding to my survey sell artworks in the bracket of the five 

thousand pounds, representing mostly fine arts works. Only a very small number sells in the 

higher category above the five thousands and up to thirty thousand pounds. It is not surprising 

Sotheby’s kicked off this week’s Modern and contemporary art auctions with a sprightly evening sale that made a total of 

£77.9m (£93.3m with fees, est £75.5m-£104.5m). Top lot was Jean-Michel Basquiat’s appropriately titled “Apex” (1986), 

which nudged ahead of its presale estimate to sell for £7.1m (£8.3m with fees). Back in 1988, this work sold for £16,500. 

Christie’s equivalent auction felt faster-paced on Wednesday and also sold well (93 per cent by lot). The total £67.4m 

(£79.3m with fees) was within estimate and dominated by David Hockney’s “Henry Geldzahler and Christopher Scott” 

(1969), which sold for £33m (£37.7m with fees, est £30m). Another Hockney — “A Realistic Still Life” (1965) — from the 

collection of the artist Frank Stella, failed to find a buyer (est £1.5m-£2m). 

 Both auctions made less than the evening sales last year, when each exceeded the £100m mark (including fees), but they 

demonstrated a London market that is still breathing, despite concerns of an uncertain Brexit ahead. 

Melanie Gerlis  MARCH 7, 2019 https://www.ft.com/content/4bd43524-4001-11e9-9499-290979c9807a 

 

https://www.ft.com/stream/265180ed-c972-3800-9465-41ac416643af
https://www.ft.com/content/4bd43524-4001-11e9-9499-290979c9807a
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then, that one the major concerns highlighted by the survey is the ability to make a year profit 

exclusively from their artistic practice (all artists interviewed were employed on other jobs) 

and, equally the need to find new customers and increase volume of sales (Appendix 1, Q3-5). 

The staggering contrast in value of sales and prices achieved by celebrated artists as Hockney, 

Hirst, Saville or Brown, as mentioned above, encompasses the notion of the 'superstar effect' 

(Rosen,1981) and the extrinsic motivation of monetary reward for artistic innovation and 

output studied by Frey (1997).  To envisage an art work as a worthy investment piece, 

contemporary artists are called in to appreciate the economic view of producing works for 

such reasons, in addition to producing or selling for aesthetic consumption as the chief 

consideration only.  

 Frey (2003) reminds us the main three elements to reflect upon when calculating rates 

of return in art investment: 

1. the market equilibrium, treating the art market as any other to compare forms of 

investment; 

2. technical virtuosity, research on the art market should be considered in the light of 

economics studies and technical calculations done by modern techniques, to compare the 

multiple and intricate elements of the art market, that is different types of markets; locations 

and demography; impact of the financial market; government support and taxation on 

financial transactions.  

3. art market research results, economists and art scholars are able to offer insights from their 

experienced perspective, their knowledge of investors' characteristics and motivations; the 

cost of dealing; the motivation behind art consumption generated by the psychological need to 

owning art as the contrasting element in an investment appraisal (p161). 
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It is important to take into account two key distinguishable figures when analysing the art 

market, in the extreme, 'the pure collector' and the 'pure speculator'. Their behaviour and 

involvement in any art dealing procedure would in fact, generate, different determinants of 

investment decisions. Therefore, the selection criteria are judged in an atypical fashion: 

- change in risks: when financial risks are unpredictable (price variation or uncertain 

attribution) the pure speculator tends to leave the market. The pure collector would not be 

affected as the dealing is determined by the personal appreciation, the return in investment 

generate a psychological benefit, rather than financial. 

- changes in costs and taxation: if the cost of selling or taxation on works of art increases, the 

investor is driven out of the market as the transaction would not be favourable and the art 

work could not be easily resold; the pure collector would not be affected as there is no 

intention of re-selling the art work.  High taxation will also move the speculator to other 

markets where taxation is more favourable or where works of art are sold but not taxed.  

- changes in taste and genres:  this relates mostly to Old Masters and Modern Art works. 

Considerations vary accordingly to social or political stand and the determinant is the 

psychological benefit of owning such works. Some important works might reach the top 

investment price and become unsellable or profitable; others might be of religious or political 

stance and appeal less to the private collector, but considered important for public institutions 

for art historic aspects and as a boost for the status of the collections. The pure speculator will 

shy away from such dealing as considered too risky for investment and not easily marketable. 

In both perspectives, though, the privilege of owning an art work, for either financial or 

psychological reasons, is a common determinant for buying an art work. The speculator will 

take into account the market variables according to economics analysis while deciding on the 

investment. The collector will be interested in more intrinsic benefits, such as the aesthetic 
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pleasure of looking and owning a piece of art, regardless of the financial value of return in 

profit should they decide to re-sell (Frey,p172-173). 

 A relevant point can be made to highlight the difference in partnerships when dealing 

with the two set of players. An investor -speculator will direct their attention to the 

gallery/dealer model of business as they will find strong reassurance in the potential 

investment due to certification of authenticity, provenance, attribution, sale locations and the 

artist's reputation. The investor-collector, as well as the gallery, can directly deal with the 

artist on the primary market and overcome the long transactions of third party interference, 

cutting out the middle player. However, the risks of investing might be much higher in terms 

of future financial returns as the work might be difficult to re-sell, though the principal benefit 

of personal appreciation would be achieved, as the sole motivation for investing.  In such 

terms, it appears that the gallery model is a better fit for financial investments as being 

supported by the whole organised system. J. Goodwin (2009) reminds us that the dealer or 

gallery manager usually specialises on a style of school of art and bet on unknown works or 

artist with the goal to give it a public existence and place in the market. They apply a mark-up 

of fifty per cent of the artist's wholesale price but they operate within narrow price bands in 

the secondary market to keep control of the price range. Art advisers, agents and art critics 

offer consultancy roles and communication links between the artists, the gallery and the 

audience developing important public relations as a build up for the artwork and artist's fame. 

Artists therefore, must realise that they need to make themselves marketable and distribution 

plays a critical effect on reputation (p7). It is proved that the value of a work of art increases 

as the 'circle' is created (Rosen, 1981). Artists are supported and nurtured by the circle, they 

obtain more exhibitions, their work sells well and they are asked to show at more prestigious 

galleries. The longer they sell, the higher the increase in prices. This also ensures a positive 

signal to quality and status. Dealers and artists therefore, have an interest in controlling supply 
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and managing scarcity of works to keep prices at the desired level. Prices function as a 

hierarchical reference, the higher the price the higher the value as cultural capital. It is in the 

interest of the whole 'circle' to fuel the status of the artist. Appreciation of art works is 

dependent on the social context in which they are seen (Goodwin,p15). As Rosen (1981) 

commented, it is no wonder that "the best artists sell their work in the great markets of New 

York and Paris, [and London], not Cincinnati" (p856).  Demography and cultural capital go 

hand-in-hand in determining art prices, but income is a great driver, as well. Demand for art 

increases exponentially as income rises, as people become richer, they can afford to spend 

more, especially on commodity items such art. Growing economies like China, Russia and 

India have contributed in recent years to an increased demand of art works, both in the 

domestic market and in the western market. Tierry Ehrmann confirms in Artprice Report 

2018: 'in less than ten years, China has managed to impose itself as a global giant and is now 

challenging the West’s domination of the market' (p4). 

 The 2018 report shows the top three national marketplaces of the global Art Market 

accounting for 85% global auction turnover, generated from 44% of the total global 

transactions: USA 38%, China 29%, UK 18%. London and New York are still the 

predominant markets, with each city accounting for 98% of its respective country’s auction 

turnover. Currently London controls Europe’s high-end market, but Manhattan is a stronger 

magnet for the best works on offer and for international demand. Many contemporary artists 

are also generating strong results in many different countries simultaneously. Having 

established demand for their works in New York and London, they are able to enter the Asian 

and other markets (pp11-17). These figures shows the market movements at the major auction 

houses, however, most of the art market trade happens in the galleries and in private settings, 

therefore, such reports are mostly indicative of high-end price activities at the very top of the 

market and function as a source of aspiration for contemporary artists trading at lower levels. 
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It offers, though, an indication of how the market works and the direction one must consider 

to achieve certain heights of success. As testified by one of the interviewed artist, her 

sculpture showed at the Royal Academy Summer Show in 2018 got the interest of an 

American buyer who, soon after, commissioned an installation for her house in Massachusetts 

(Interview 7, SV).The institutional exposure boosted visibility and a direct connection with 

the buyer for logistical reasons, generated the development of a close personal relationship 

between the parties.  

 Getting recognition from important institutions opens doors to international markets 

and gives the opportunity to establish a global reputation and consequently achieve prominent 

results in different countries. The boom in online sales and artists dealing independently 

online, through their own website or third party online sites, favours this type of investment 

and guarantees massive global exposure.  As shown in the Hiscox Online Art Trade Report 

2018, there is a 12% increase in online trade compared to the year of 2017, and a boost in 

confidence for repeat online buyers of 25% (Key Findings, p2). Figures are encouraging and 

offer food for thoughts for contemporary artists because of the incredible opportunities 

available to extend their trading fields and attract investors and collectors. It demonstrates a 

stark contrast to the findings of the survey of this research, which, shows only a small number 

of artists dealing online, but almost a majority relying on third party websites to sell their 

artworks online. It is also interesting to see that galleries participating to the survey have a 

small online presence through their own or third parties website.  A review of sale strategies 

would support an almost certain change of direction towards the current market and would, 

eventually, open up opportunities to enter higher levels of commerce and attract affluent 

investors. 

 Quoting Wan Jie (Founder of Artron Art Group): 'In the art consumption market, 

public desire for art is growing in everyday life. The boom in museum exhibitions, the debate 
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around derivative works, and the rapid rise in online sales, all reflect an increasing public 

demand for cultural engagement, and this new demand for higher standards of living may 

become a new economic driver for the auction industry.'(Artprice Report 2018, p5).  

 In particular, the market for 'affordable art' (artworks selling at less than $1,000 and 

not above $5,000) seems rather propitious.  The report states that the Western Art Market 

'reached an unprecedented density', showing a 79% ratio of sales, including  paintings (40%), 

sculptures (8%), photography (4%), drawings (21%) and prints (22%),  (p21).This type of 

market is therefore, not reserved for a financial elite, but open to small investors at all levels 

of the economic scale and offers bargains for all genres of art, from Old Masters (prints and 

drawings) to Modern and Contemporary works. 

 A personal confirmation of such opportunities was observed  at London Bada Art Fair 

2019, with an Italian gallery showing specialised works of Old Masters, Modern and 

Contemporary prints, and Fine Contemporary Figurative Art, presenting three original 

engravings of Albrecht Durer (1471-1528) for a very affordable price of £4,500 each. 

(www.salamonfineart.com). 

Fig 4. Snapshot of Durer, 'Hercules and the Effects of Jealously, 1498' 
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 One example is shown above 'Hercules and the Effects of Jealously, 1498' taken from 

the Salamon Fine Art leaflet. Purchasing the entire lot would have offered an invaluable 

opportunity for an astute investor, yielding a return of a minimum of 100% of the invested 

amount in case of a future re-sale. Following a comparison of the current prices set for Durer's 

prints on the Artnet price database, we can see how highly priced similar works are being 

auctioned: Knight, Death and Devil, 1513, Est. 45,000–55,000 EUR; The Jerome, penitent in 

the Desert, 1496, Est. 18,000–22,000 EUR; The Penance of St. John Chrysostom, 1496, Est. 

20,000–25,000 EUR (Artnet Artist Listing, March 2019). 

 Collectors would love to have those pieces in their private collection, mostly for their 

aesthetic and historical value and the much added prestige to include such high-quality 

artworks to their art collection, which will be highly appreciated by art experts and influencers 

who, as said earlier, determine aesthetic and social value, which in turn determines market 

value. Quoting and agreeing with the art dealer Sadie Coles, that 'art is an investment in 

money and ideas. We invest in culture to work out intellectual and emotional dilemmas. Art is 

fantastic investment of intellect that pays back big time' (in Linderman, 1996, p48). 

 Taste is a relevant factor in driving demand of art consumption, Wan Jie confirms 

again that 'people’s pursuit of art and love, in fact, is the inner spirit of the yearning for 

beauty. This appeal has never been weakened by the turbulence of the external environment, 

provides an eternal source of strength for art trading, and contains a huge market potential.' 

(Artprice.com Report 2018, p5).  

 It is essential to understand that personal taste and inner experience for a work of art is 

what predominantly drives the need of buying, regardless of the financial investment 

associated with it. Art is important for the three dimensions of usefulness that it is related to: 

pleasure, emotions and knowledge (Greffe, 2002). Consequently, it offers multiple options for 
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different aesthetic experiences generated by the diverse source of information related to the 

artwork and how it is then used and understood. The evaluation and the understanding of an 

artwork leads to aesthetic judgement and further appreciation - cognitive experience -  and the 

continuous interaction with the cognitive process leads to the pleasure derived from the 

beauty and emotions an artwork can stimulate - emotional experience. (Leder et al., 2004; 

Leder & Nadal, 2014). Their fascinating studies in psychological research directed to 

understand how information is processed over the time course of an aesthetic episode 

considering its perceptual, cognitive and emotional components, facilitate an understanding 

on how we experience a relation with a particular artwork rather than another, or why we 

decide to invest in a particular work regardless of the price. The model also shows a certain 

degree of a relative independence between aesthetic judgments and aesthetic emotions. 'It is 

possible to be emotionally moved by artworks we understand poorly, and it is possible to feel 

indifferent towards artworks we understand well and judge highly' (p447). In addition, it is 

possible to appreciate disgusting objects when they are disguised as artworks because of 

different expectations presented by the significance attributed to them and how it was 

cognitively processed during the aesthetic experience (p451).  Social and cultural context, 

personal background, information, time and space have a considerable impact on how people 

experience aesthetic appreciation and similar research supports the understanding of how 

people engage with art. The way artists are continuously challenging the set rules of 

creativity, introducing new metaphors and symbols, create new illusions and generate 

curiosity in their audience and drawing the attention of buyers (Abbing, 2006).  

  Taking the example of Joana Vasconcelos' work (1971). She is the most popular 

Portuguese artist who is challenging the international art environment with an all-rounded 

feminine approach. She came to the forefront of success in 2005 experiencing her first taste of 

international recognition at the Venice Biennale with her work A Noiva (The Bride), a 
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gigantic chandelier constructed out of tens of thousands of tampons, imitating the imposing 

crystal chandeliers of the 19th century and, also symbolising the traditional white wedding 

dresses with their veils and long trains. This work clearly referred to feminine identity by 

granting visibility to something that is not usually spoken of in public and generated 

controversy and an overtly feminist interpretation due to its placement next to the works of 

the Guerrilla Girls in the Always a Little Further exhibition (Fernandes and Afonso,2014; 

Juncosa,2015). Since then, her prestige and success has grown exponentially, making her one 

of the most recognised Portuguese contemporary artist exhibiting for the most important 

museums in Europe: the Louvre in 2012, Manchester in 2014, Venice Biennale in 2015, 

Royal Academy Summer Exhibition in 2018, Guggenheim Bilbao in 2018. The complexity 

and diversity of her creations have attracted international interest because of the innovative 

representation of common textiles and objects into a radical interpretation of controversial 

thematics, in particular around the feminine discourse of the modern age, which are reworked 

and re-elaborated to form recognisable everyday objects in a monumental scale. When 

Lipovetsky and Serroy  (2011) call her an artist 'who is purely, radically and intrinsically 

hypermodern', they are recognising her talent and industrious creative ability to offer new 

contemporary meaning through a re-elaboration of past experiences embodied in the materials 

and threads she so carefully combines from the Portuguese tradition and customs. In addition, 

her hypermodernity can be ascribed to the way she has organised her work and her studio. All 

her works are handcrafted and combined with homemade materials to create unique pieces 

and she avails herself of the support of numerous collaborators - carpenters, designers, 

assistants, waivers, metalworkers - in an environment recalling the old Renaissance 

workshops, where the ultimate creation is the product of a collective work and not a solo artist 

outcome (Fernandes and Afonso, 2014). In doing this, she asserts the mixed character of a 

typical creation of hypermodernity where complexification has become the rule (Lipovetsky 
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and Serroy, 2011). The study of Fernandes and Afonso explains how Vasconcelos started her 

little company Unidade Infinita, Projetos, in order to respond to the high demand of her works 

from collectors and requests of participation to exhibitions. She epitomises the figure of the 

self-made artist-entrepreneur fully managing the space she has created through the active 

collaboration of specialised staff (36 in 2013) and in an orderly fashion, from the sketching of 

an idea towards the various stages of design and implementation, taking into consideration 

production costs, timelines of completion for the various parts, communications plans, 

fundraising and budgeting and final logistics. Very much like a project management structure 

of production, where all roles work autonomously and democratically, but where the main 

leader is one only, guiding and directing with visionary talent and strategic direction in 

response to market demand and her own artistic message. As artist-entrepreneur, she is very 

much aware of her target market, divided in Fernandes and Afonso's study in four segments: 

-  end consumers (private collectors, art investors, sporadic buyers) 

- state (government institutions and local bodies) 

- sponsors and patrons 

- other partners (distribution intermediaries, private galleries and dealers), 

therefore, she has to respond to their demands, taste and needs and adapt her fundraising 

strategies accordingly in order to raise funds to meet the cost of production of her gigantic 

works. She also differentiates her production in order to meet the end consumer need. That is 

according to the authors 'at the time of writing, Vasconcelos has developed more than 40 

different series and produced over 700 works, with prices ranging from €7,500 to €500,000' 

(pp60-61). The vast array of creations, from the smallest to the gigantic, demonstrates her 

ability to differentiate her work to respond to a demanding consumer society, taking 

Lipovetsky and Serroy (2011) to make a comparison with the likes of Warhol, Koons and 

Hirst, however, setting her apart in terms of her ability to transmit her message through the 
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recycling of consumer objects transformed by her skilful media to confer aesthetic pleasure 

with the ultimate artwork (p304). Vasconcelos' success as international artist, and even more 

as an artist-entrepreneur, is testified by auction results of some of her established pieces - 

Golden Independent Heart (Lot 31) was auctioned at Christie’s of London for £163,250 in 

2009; Marilyn (Lot 3) was auctioned at Christie’s on 11 February 2010 for £505,250 - to set a 

few examples.  Of all the works on show on the Artsy.net auctions site do not disclosure the 

price, with the exception of a couple from the Kunzt Gallery going for a bid of €15,000 - 

€20,000, consolidating the feeling of affordability (in relation to price), but also of the 

exclusivity of the investment in relation to the bidding process involved, albeit online.  

 

Fig 5. Screenshot of Artsy.net auction site showing Lady, 2014 

 Her remarkable achievements are testimony to a driven and ambitious personality who 

has faced the adversity of critics and confronted in a radical manner, the conformist and 

traditional art business rules, mainly dominated by the galleries' hegemony.  In her early 

career she decided to sell her artworks directly from her studio and she carefully selected her 

international collaborators for the secondary market, managing therefore to maintain 

autonomy, establish business relationships and acquire institutional recognition for her 

innovative artistic creations. The combination of her artistic persona with a skilled and 
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strategic entrepreneurship style enhances her opportunities to have continuity of business and 

be involved in even more grandiose projects. The purchase of a Vasconcelos' piece can 

certainly enrich a private collection for her authentic and hypermodern artistic vision 

'reshuffling the cards of the contemporary art game' (Lipovetsky and Serroy) but, it could also 

be regarded as a considerable piece of financial investment, seeing the evidence of the 

increasing price value of her work overtime. 

 At the outset, this chapter wanted to highlight how art consumption is driven by 

multiple stimulus impacting on demand, prices, overall sales and the profile of the artist. 

Personal appreciation appears to be the most relevant factor influencing the buyer's decision 

in wanting to carry on an investment in the art market. A connection, either with the artist  or 

the gallery seems to be highly determinant in closing a deal. However, it seems to be the 

aesthetic experience generated by cognitive activity and emotional responses to art that elicit a 

psychological bond with any work of art, urging the buyer to make an offer. Psychological 

studies carried out in the last ten years, inform us of how art and aesthetic have an impact on 

our emotional state and are determinant in the final decision of purchasing a work of art. The 

marked difference, at the extremes, is the behaviour of the different types of buyers, either the 

pure collector or the pure investor, who behave radically differently because of the nature of 

their position within the art market. In economic terms studies of price indexes and 

remarkable calculations have highlighted how pure financial investors might evaluate the 

risks of investing in art. However multiple factors have an impact on prices and demand of 

important pieces by key artists of the moment, and they tend to drive transactions and deals. 

 For the contemporary artist, it is relevant to understand how art consumption is 

determined by so many variances and how they can position their works to increase their 

chances of making a stand. The development of digital tools to independently sell their 

artworks  on the primary market has increased the opportunities for artists to access a portion 
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of the market that was traditionally off-limits. Their perception of the innovation inherent to 

their professional development as entrepreneurs has started to shift the scale towards the 

creation of new marketing practices in search of alternative audiences (i.e Generation Z, Tech 

investment companies, overseas markets) aided by the use of advanced technology. The 

example of J. Vasconcelos' marketing activities is a demonstration of a successful marketing 

and sales strategy in differentiating her production and distribution to reach diverse audiences.  
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4.4 Alternative Business Models (case study and new technologies)  

 This chapter introduces a brief overview of alternative models of art management and 

entrepreneurship encountered during the research project, mostly from the perspective of the 

artist, and it explores how they are moving into a more independent and alternative way of 

presenting their works into the art market. As discussed earlier, a new figure of artist-

entrepreneur is shaping up a prominent role in the art market (London), with more proactive, 

business-like and self-promotional strategies, and self-directed private enterprise approaches 

aimed at building and developing a personal brand. Art management and traditionally 

gallery-led approaches have been put into discussion, evaluated and re-considered as being 

relatively overrated to be the sole intermediary for the purchase of contemporary artworks. 

Their value remains relevant if considered as a major stepping point toward celebrity status 

because of the link to established brand names. However, for the emerging and not yet 

famous artist the price and commitment required to one brand, seems to be too much of a 

price to pay. Market reports show positive outputs for top contemporary artists’ sales 

generated by the most renowned galleries and auctions houses, and remain a point of 

attraction for those artists aiming high to make their entrance at Beta and Alpha level, but the 

ascent is quite steep, rejections painful, competition intense and profit almost null. The 

business model offered by the traditional gallery finds itself in competition with new 

professional spaces - either physical or virtual.  Artists are responding with new strategies to 

align their role and function. They are moving towards ideas of peer sharing and collective 

authorship, testing efficient ways for gathering payments without intermediaries and 

reinvesting profits in a resourceful manner. Fillis research (2015) explore the new 

phenomenon of celebrity brand or their role as brand managers based on the exploitation of 

social media practices to engage with audiences that identify with their celebrity identities. 

There seems to be a strong link on how branding is considered extremely important in 
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enhancing artistic value, either for the artist as a celebrity or the artwork as a mean for 

cultural association, what it’s called the ‘power of aura’ (p648 & 650). The establishment of 

this aura generates from marketing approaches, audience valuations, price level, media 

relationships and aesthetic knowledge. The customer identifying within the creation of the 

aura, feels involved in some sort of relationship and develop a relationship with the artwork 

and the artist (p650). It is relevant to note that the relationship intensifies as the artist creates 

the product and communicates directly with the customer, there is no intermediaries, and 

therefore there is a greater attachment to the artist’s brand and the perceived aesthetic feeling 

and emotional experience related to it. In agreement with Brkic (2018) we found that in 

relation to the gallery model of art business practices, art management as function has to 

adapt and find its place in these changed scenarios for the future, either becoming more equal 

with other authors/creators, or sharing ideology of collective authorship with everyone else.' 

(p87). The case study of a non-profit organisation is presented to illustrate of the alternative 

approaches artists are considering to build an artistic brand and challenge the traditional 

paradigm.  
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ARTCAN - not-for-profit, run by artists and not relying on public funds 

"Enabling Artists To Find Their Voice And Sustain Their Practice." 

(ArtCan website, 2019) 

 A small independent organisation born out of the vision of one artist, Kate Enters, to 

create and develop a space for artists from all kinds of backgrounds and experiences to 

collaborate on artistic projects, either in the UK and the rest of the world, in order to develop 

and maintain a sustainable and self-sufficient art practice. After a stint in PR, where she 

developed relevant contacts and significant professional skills, Kate decided to return to her 

art practice and explore the nuances of launching personal exhibitions and attract the interest 

of the London audience. She was successful in terms of making it outside 'the gallery system', 

however, she noticed a regular repetition of people visiting her shows and realised that to 

grow and extend her visibility and network, she needed to open up her ideas and discourse to 

other artists, who like her, shared the same solitary experience. ArtCan was born with this 

view in mind, aided by each participating artist's set of skills and own network, to lead on the 

various projects. Recognised as a not-for-profit organisation and led by Kate with respected 

trustees from the art world, ArtCan is making its mark in the art scene and steadily growing 

in terms of number of artist members and a busy programme of events every year.  The 2019 

programme contains a rich and complex schedule put in place to achieve this year's goals. It 

is a varied and organic agenda which offers curatorial opportunities to member artists who 

cooperate in partnership to develop their concepts into a multi-facet and cross-genre display 

of techniques, materials and conceptual thinking. Being volunteer-led there are not over-head 

costs, artists pay a little nominal fee to cover the cost of the event, and all profit generated by 

sales go directly to the artist.  This strategy, which is ArtCan's underpinning principle, drives 
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the organisation and it is at the foundation of its phenomenal success of achieving a huge 

amount of following also, internationally. Quoting Kate:  

 "...essentially because we are volunteer-run and non-profit, we actually 

don't have huge worries because we are not relying at all on funding... it 

means, if we wanted to, we can just carry on as we are. We obviously have 

desires for growth, it will be great to get, you know, formal funding 

streams coming in, it will then mean, I could potentially not do a day job 

and juggle everything else, that will  give a different place for business. 

So, there is a lot of potential, but because we've grown so organically as a 

volunteer sort of structure, there is no urgency for us to take huge risks or 

to push in different directions, so we can continuing to organically grow." 

(KE interview, 14:17) 

 This model works and Kate and the Trustees are confident in the current strategy so 

that, it can continue into future business approaches for sustainable growth, although any new 

opportunity is carefully considered and tested. Taking for example,  the event launched in 

January 2019 at the Shard, Duff and Phelps' offices, Elevate. Following the successful 2018 

exhibition in partnership with Cavendish Avenues at 44 Hallam Street (also repeated in April 

2019), ArtCan opened a show in partnership with Duff and Phelps Corporate Finance to 

create a vibrant and enticing work environment. The aim is to provide a unique and enriching 

experience to employees and visitors, to increase opportunities for business traffic but 

primarily, to create a stimulating artistic workspace proved to decrease stress and improve 

productivity (NHBCA, 2003). Artists are also, generously, offered the opportunity to spend 

an afternoon at the offices on the 13th and 14th floors, to observe, sketch and talk to 

employees about their art practice and the work with ArtCan. The photographs below were 

personally taken at ArtCan opening at Duff and Phelps, 2nd Feb 2019. 
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Fig 6. ArtCan Literature (own photo) 

Fig 7. Guests networking (own photo)  

 

 

 

 

 

 

 

 

 

 

 

Fig 8 and 9. Artworks sold (own photo) 
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Fig 10. Artworks in the office (own photo) 

 

 The large variety of top-quality works on display (50) provide employees feelings of 

engagement on emotional aesthetic experiences and intellectual stimulus normally found 

while visiting museums and galleries; artists' residencies offer them the chance to interact 

directly and understand the artwork nuances; and ultimately, but equally significant, it 

enhances the reputation of artists and ArtCan in the eyes of the employees and visitors, 

boosting therefore,  major purchase decisions - five artworks were bought on the opening 

night alone - as expected, following feedback from employees.  

 ArtCan's strategy to engage with the corporate world provides insights on the 

innovative approach implemented in wanting to make contemporary art more accessible to 

collectors, but most of all, as an answer to competitive positioning in the context of a vibrant 

art market as London. Large organisations have implemented similar approaches, the 

Deutsche Bank (DB) it is for instance, one example. The German investment bank has the 

biggest collection of corporate art in the world, with some 60,000 art works across 900 
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offices in 40 countries; it offers an interactive app which tells employees more about the 

works they are looking at and an “Arthothek”, a place people can stop by and ask an expert 

for advice when it comes to choosing an artwork for the office; the bank also hosts talks by 

artists (The Guardian, Brewer, 2016). Quoting from her article in the words of Friedhelm 

Hütte, global head of art at Deutsche Bank, who confirms that:  

 “Art offers a window into the social, political and economic aesthetics 

 around the world and this makes it a good inspirational fit for our business 

 because we live on developing new ideas for clients and reacting to what is 

 happening in the world.”  

 DB's collection is mostly composed by contemporary drawings and photographs, seen 

the most suitable medium to inspire feelings of innovation and spontaneity reflecting the 

moment new ideas are generated. In a similar fashion, ArtCan is inspiring Duff and Phelps' 

employees in engaging with the variety of artworks exhibited. However, being a public, not-

for-profit organisation, (in contrast to DB as a private owner of art exhibits) the duality of the 

project outcome: a) enhancement of the wellbeing of the work environment; b) to boost 

ArtCan's brand and artists' profile; reflects the spirit of innovative thinking driving the 

organisation and its willingness to find a competitive positioning in the globalised art market. 

To paraphrase Chong in The Art Business (2008), contemporary art is a moving market and 

one of the most accessible as there is a continuous supply of artists, therefore, business 

reputation can be developed in a short period of time and collectors have the opportunity to 

invest in works with the potential to become classics. "There is a sense of opportunity, 

excitement and continuous innovation." (Chong, 2008, p122).  

 ArtCan is placing its business at the forefront of such strategic thinking and presenting 

a glocal profile, that is, marketing themselves as a strong, independent local art promoter with 

an upcoming global reach. Testimony to the global expansion, in addition to partnerships with 
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other art organisations for overseas exhibitions (Italy 2018, Austria 2018, France 2017), is the 

confirmed participation of artist members to overseas influential art-shows (Caroline Banks, 

Frieze New York, 2019; Diane Burch, New Zealand, 2019 World of WearableArt Awards; 

Genevieve Leavold, The Other Art Fair, Chicago, 2019). The growth foreseen by Kate relates 

to numbers of artist members recognising the high potential for exposure, but also as Kate 

emphasises, "we can keep growing as we are, and again, we are not reliant on anything, other 

than good will and people, so it's amazing what you can do with artists across 26 countries, 

yes, it's different..." (KE interview, 16:24). The different marketing philosophy of ArtCan 

makes it their unique selling point (USP). It is successfully reflected across the use of 

marketing as culture dimension, moving away from the transaction-based exchange 

dimension of marketing as pure strategy (Webster, 1992; Chong, 2008), which confirms it is 

the most relevant format in strengthening those complex relationships in the art market, based 

on trust, loyalty and customer appreciation. It also mirrors a combination of the business 

model centred on the creative project, strongly positioning itself in the local economy but in 

addition, focused on the figure of the artist as the leader of the business relationship (Moureau 

and Sagot-Duvauroux, 2012).  

 ArtCan has built a strong brand narrative to be successful in the market by utilising 

media strategies and collaborations to create an aesthetic impression with its audience. All 

artist members are aligned to ArtCan ethics and philosophy of collaborative support because 

they exercise a degree of control on their art practice and their artworks, they set their prices 

and they take home the entire profit. The strength of the organisation’s brand assure them a 

clearly defined reputation by alignment with a professional label (Filli, 2015, p653-654).  

 Artists led and direct participation on cross-genre collaborative projects seems to be a 

successful strategy for artists to open doors into the market and generate interest at different 

levels of the art market hierarchy. The main priority is to secure value and legitimisation to 
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their work, which has traditionally been the task taken on by art dealers and critics, and to 

build a strong brand that will set them apart within the mainstream layers of the market.  

 In the past artists had to go through a long process of recognition winning the 

acceptance and support of intermediaries, mostly linked to the gallery-structure, which would 

invest in selected artists, and success was related to the gallery reputation and the financial 

status. The ability to discover, select and assign meaning to artworks is significantly affected 

by the selectors’ status, which convinces other insiders, as well as consumers, of the value of 

their opinions (Lee and Lee, 2016; Bourdieu,1983). In this hierarchical and elitist structure, 

artists were reliant on the whole art market cycle to achieve success and recognition, leaving 

the power of building their brand to the multiple actors involved in the system. The aesthetic 

discourse and cultural branding was, in fact, impacted by the taste and social class of each 

actor playing a role in legitimising the artworks, keeping the artist at the mercy of such 

intermediaries.  

 In view of the independent nature of the artist's entrepreneurship discussed in this 

research, a shift has been observed in independent thinking and proactive entrepreneurial 

activities aimed at challenging the established tradition.  

 Artists are evaluating the art market structure and are playing a major role in 

positioning themselves in the most suitable environments, collaborating in cross-genre 

projects and peer-sharing platforms. The case study about ArtCan organisation can be 

considered a successful example of this type of collaborations. Artists joining forces, skills, 

networks and resources to present shows that are relevant to the socio-cultural perspective 

represented at their respective market level - low/medium end layer (Gamma for Robertson, 

2005). Here, artists are in charge of their personal brand and aligned to the ethical message of 

the ArtCan brand, establishing therefore, a specific cultural meaning through their works and 
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their affiliation. The non-profit principles of the organisation set them apart in the market, 

acquiring credibility and following with audiences sharing similar values, either in the 

corporate world or in the public organisations. The latest cross-genre project, Continuum, to 

be launched in September 2019, is a collaboration with Southend Cultural Assembly, as a 

visual art show including drama, poetry, music and dance performances in a scheduled 

monthly programme. In the words of the curator, Lawrence Matthias:  

 "Continuum is an ambitious, collaborative art exhibition an events which  

   seeks to forge new links between artists and new audiences. It celebrates    

   the vitality and positivity of art, along with its perennial capacity to renew 

   itself and provide anunifying thread of continuity throughout everyone's    

   life." (Press Release, March  2019). 

The brand-wise ambition is to develop new networks of co-operations in order to expand 

ArtCan visibility across the regional markets of the UK building on the extensive success 

achieved in the London market. Most importantly, the spirit of collaboration and shared ideas 

will fuel new interpretations and innovative thinking on conceptual practices stimulated by 

the ethos of a far-reaching cultural diversity.  

 The two case studies presented in these chapters, the ArtCan model of artist-led 

entrepreneurship and the artist Joana Vasconcelo self-branded business practice, demonstrates 

how different approaches, equally valid, have managed to negotiate challenges related to their 

art environment in order to achieve organisational success. ArtCan as a no-profit organisation, 

led and guided by an artist supported by a solid trustees structure, has based its commercial 

strategy on the foundation of strict artistic collaboration of artist members who are one 

hundred percent rewarded with their profits from sale outputs from programmed events. 

J.Vasconscelo was able to build her brand as a solo artist who subsequently developed a 

formal business model of producing artworks through the assistance of a structured workshop 

of artists. Both cases establish a sense of marked willingness to distance themselves from the 
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constraints of the gallery representation to make it into the art market. However, although 

their governance models difference from each other, both have found their road to success by 

adhering closely to their ethos and authenticity by carefully managing their resources and 

their own media representation. In their own market sphere they have been able to engage 

with their audience and establish a connection by a skilful development of their artistic brand. 

In addition, in both cases, there has been a notable ability from the artist founders (Kate and 

Joana) of managerial effectiveness with regard to their collaborators, either volunteers (for 

Kate) or paid (for Joana). In addition, the implementation of strategic marketing approaches 

and social media usage has accelerated the process of celebrity status (for Joana) and 

contributed to open doors to more important international opportunities for ArtCan artists. 

 

 

 

 

 

 

 

 

 

 

 

 



85 

E-commerce - Blockchain and Cryptocurrency   

 As discussed in the previous chapter, e-commerce is at the forefront of artwork 

purchases and is becoming a major platform, for artists and galleries, to increase local and 

global visibility and provide information to potential buyers/collectors. E-commerce includes 

tasks that support the buying and selling of goods, and might be interpreted in different ways 

based on the use applied to it: 1) a communications tool to deliver information, products or 

services or payments;  2)  a business process systems of applied automated technology; 3) a 

service tool to reduce costs and increase the speed and quality of service delivery; 4) an 

online platform to buy and sell products and information online (Kalakota and 

Whinston,1997). For the purpose of this discussion, e-commerce has been categorised in 

three major distinctive structures, found to be more suitable, and the most applied by the 

interviewed artists and organisations considered: 

a)artist's own website; b) artists joining third parties websites; and c) social media platforms  

 The 21st century art marketing models have found it necessary to align themselves 

with the latest technologies and to have a fully functioning and informative website. This is 

not only a necessity but an imperative. Websites for art organisations and individual artists 

are a fundamental source of up to date and globally accessible information designed to attract 

and build the audience's interest, but most importantly they are a cost-effective promotional 

tool and distribution channel with the ultimate objective of generating revenues. The most 

important attribute associated with the advent of the web is the extended globalisation, which 

serves as a tool to share social, cultural, political and economic issues, and the arts can take 

advantage of such a high position because of the reduced barriers to access which have 

developed cultural uniformity (Heo, 2008; Cowen, 2002).  The most relevant drives to adopt 

e-commerce and digital technology have been suggested (Chaffey, 2015) to be: 
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- cost efficiency in increasing speed of supply chain distribution and reduced production 

costs; 

- competitiveness advantage in responding to customers' demands and quality of service 

offered. 

 An interactive, clean and user-friendly website allows for a vital interaction between 

the parties and ensures that audience is participating in the formation of the content shared 

via direct feedback, messages or the sharing of the content page on social media channels. 

Websites built to promote the sale of works of art must also be able to quickly upload images 

and videos, mostly because of the visual nature of the products in question. Thus, purely 

because of their intrinsic function of a virtual widow-showroom-exhibition space they must 

be designed to be highly effective, following high quality visual standards.  

 Based on the research results, all of the artists invited to complete the survey (23) and 

those responding to it (18), have a personal professional website showing and selling their 

artworks. Similarly, all the art galleries invited to participate to the survey (34) have a 

business website as the virtual showroom and gallery for the artists enlisted in their portfolio. 

This act as an additional promotional and informative tool to the physical space of the gallery 

itself (Appendix 2 and 4). A point of interest identified by the survey is that, the responding 

galleries (5) show only a small level of sales of artworks happening online, which might 

imply a relative use of the website mostly as an informative tool, leaving completion of 

transactions through personal contact, either face-to-face or over the phone. Equally, artists 

responding to the survey, only a small number includes the website as a tool for concluding 

transactions, but merely for attracting new audience. This trend has also been confirmed by 

the observation of the ArtCan website, which acts as promotional window for the artist 

members, rather than a gallery space for the acquisition of artworks. The underpinning 
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principle of ArtCan is, as mentioned earlier, to connect the artist to the buyer so that 

transactions are dealt directly without the need of intermediaries.  

 The experience of buying art is strongly related to social, cultural and economic 

factors and is traditionally favoured through personal interaction and strong relationships. 

Buying art online has been a slow learning curve for interested buyers, however as latest 

market reports show (Hiscox,2018), it is a practice in continuous growth and is inspiring all 

generations across the world. Some studies have highlighted reasons for the contradictory 

market behaviour, discussing reasons associated to personal aesthetic experiences in seeing 

artworks physically spurring buying decisions, or social and classist conditions informing 

personal relationships with art dealers/gallery managers/artists, or knowledge and 

connoisseurship of artefacts developed by personal taste and by physically observing and 

studying an artwork directly before taking any purchase decisions (Colbert,2003; Chen,2009; 

Hassanein & Head,2007; Fotopoulou,2017). In actuality, the market has been having a shift 

of thinking and with smart digital technology improving visitors’ experience, confidence in 

virtual galleries has steadily grown and figures are satisfactory. (Hiscox Report, 2018) 

 The increased popularity of third party websites offer contemporary artists a platform 

to raise their profile and boost sales, and it is proving to be advantageous in terms of 

accessibility and product differentiation and comparison. Interactive 3D representation of 

artworks and the vast amount of information available to potential buyers and collectors, 

enhances the aesthetic experience due to the clarity of details, increases the knowledge 

required to make a purchase decision reducing collateral risks and most importantly breaks 

down social barriers opening the market to multiple social strata traditionally excluded from 

building art collections or investments.  
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Fig 11. The Hiscox online art platform ranking 2018: Top 10 extract from page 8 

 The most pertinent examples useful for our discourse might be considered to be Artsy, 

ranking at second post and Saatchi, ranking at tenth. Artsy is a free online platform for 

collecting and discovering art, featuring leading galleries, artists, art foundations, museum 

collections and art fairs and educational projects aimed at connecting partners and those 

interested in collecting. There are over 600,000 works available for sale on Artsy, ranging in 

price from $100 to over $1,000,000. (Artsy website, 2019). Saatchi Art is the world’s leading 

online art gallery offering a phenomenal selection of artworks in a range of prices. The online 

platform represent artists  across the global contemporary art market  and aims to redefine the 

experience of buying and selling art by making it easy, convenient and welcoming for both 

collectors and artists (Saatchi Art website, 2019). Both of them are enriching the online 

market with vast amounts of informative resources easily accessible by the interested 

audience, either experienced art lovers or newbies into the fascinating realms of the art 

market. The contrast in usefulness is given by the ranking profile. Artsy being recently set up 

(2009) attracts audiences for its innovative approaches to market art, founded as a start-up 

database for art collections, as confirmed by M. Schuetz writing in Bloomberg: "Artsy helps 

customers develop their own taste in a Spotify-meets-Facebook kind of way, showing them 

works based on what they’ve liked and followed. Along with other startups with names like 

1stdibs, Invaluable, Paddle8 and Artspace, Artsy has helped democratize an 
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opaque marketplace that traditionally has catered mostly to wealthy 

sophisticates."(Bloomberg, 2019). Saatchi, being a renowned name in the art world attracts 

with no effort artists from all over the world, who are then carefully selected and approved to 

place their artworks for sale on the online gallery. The mission at Saatchi online is to give 

"increased exposure to artists around the globe, put[s] them in front of well-known curators 

and consumers."(Artsbeat, NYT, Ryzik and Spiritus, 2012). The Hiscox report ranking shows 

Saatchi at the highest rank of buyer experience (11) and the second highest purchase rank 

(11). Not surprisingly, Saatchi was also the most used platform in our research survey (40% 

by galleries; 61% by artists). The confidence on the online platform is based on the profile of 

the name and the important network of connections Saatchi extends to, although commission 

of about 30% of the sale price is deducted before paying the artist. A compromise that many 

are happy to oblige to, in return of the global exposure achieved.     

 Social media platforms are the most recent add-ons to the marketing repertoire. The 

most used being the networking sites Facebook, Twitter and Instagram because of their visual 

nature and instantaneous response from active followers. Being developed for engaging with 

the audience through the sharing of content and news, rather than being pure promotional 

tools, they have acquired high importance in terms of providing benefits of long-term 

engagement (Nistor,2018).  The sense of community spirit and the user-friendly nature of 

these platforms allow for a multifaceted approach to marketing that has been fully employed 

by art organisations. Recent statistics show Facebook to be the most used networking 

platform in the world (2.32 billion monthly active users at April 2019), with an audience 

ranging between 18 and 54 years of age; Instagram (1 Billion  monthly active users at April 

2019), with an audience aged 34 years or younger; Twitter (330 Million monthly active users 

at April 2019), audience age not collected. (Statista website, April 2019) 
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 A similar trend has been highlighted on the Hiscox Online Art Trade report 2018 

(p14)  with Instagram the favourite social media platform for the art market, due to its 

simplicity and visual nature, it has become the best place, as a source of information and 

influencing trends and sales. Millenials and young professionals (under 35 years of age) use 

Instagram to discover new artists and follow them to be updated on new artworks. To quote 

Olivia Fleming, writing for Vogue: 

 "The social media platform is not only launching the career of under-the-

radar artists, it is providing the world with an entirely new way to access 

art. Where artists once had to first get support of the art world elite—

critics, galleries and big name collectors, which would eventually lead to 

museum shows—before reaching the monied masses, today artists use 

Instagram as their own virtual art gallery, playing both dealer and curator 

while their fans become critics and collectors, witnessing the creative 

process in real time" (O. FLEMING, Vogue, May 2014) 

 

 Social media by large has become the most prominent platform for the art market and 

galleries, art organisations and artists have embraced the momentum setting up their accounts 

and competing for followers. Social media, in particular, is relevant for attracting new buyers 

playing a crucial role in viral marketing, generating word of mouth interactions leading to 

potential sales, surpassing by far the use of websites for this particular purpose. (Padilla-

Meléndez, del Águila-Obra, 2013). A combination of strategies resolved around the multiple 

options offered by the Web (2.0) should be used, therefore, to keep artists and galleries 

actively present and visible in the market. In addition, they can be easily and privately 

consulted for potential art investments, by following trends and price indexes as they are 

published or as new artworks are made available in the market. 

 The progression of blockchain technology and the cryptocurrency Bitcoin have 

disrupted traditional methods of payment opening new opportunities for peer sharing data, 

transfer of financial transactions without the intervention of third parties and having a secure 

https://www.sciencedirect.com/science/article/pii/S026840121300090X#!
https://www.sciencedirect.com/science/article/pii/S026840121300090X#!
https://www.sciencedirect.com/science/article/pii/S026840121300090X#!
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virtual place to collect and store private data. New research has been developing around the 

subject and interest in it has been increasing both from the academic, scientific and 

technological fields and from the numerous industries that might take advantage in the near 

future. Good reviews of researches carried out since 2008, year when Bitcoin was coined -  

provide an insightful overview on what this new technology is about and its benefits and 

limitation in application. (Casino et all, 2019; Adams et all, 2017; Kwell and Ward, 2017; 

Yli-Huumo et all, 2016). For the purpose of our study, a brief summary will suffice to put the 

topic in context and understand how it has entered the art market industry, challenging the 

traditional ways of making business.  

Bitcoin - is a decentralized digital currency payment system that consists of a public 

transaction ledger called Blockchain. The essential feature of Bitcoin is the maintainability of 

the value of the currency without any organization or governmental administration in control. 

Bitcoin created a decentralized environment for cryptocurrency, where the participants can 

buy and exchange goods with digital money. Bitcoin was the first application that introduced 

Blockchain technology. 

Blockchain - is a  decentralized distributed database solution that maintains a continuously 

growing list of data records that are confirmed by the nodes participating in it, not requiring 

any third party organization in the middle. The data is recorded in a public ledger, including 

information of every transaction ever completed and fully shared and available to all nodes. 

The system is transparent and anonymous making it more secure for other nodes to confirm 

the transactions. The goal of Blockchain technology is to create a decentralized environment 

where no third party is in control of the transactions and data (Yli-Huumo et all, 2016). 

 Due to the significant features associated to security of direct payment transactions, 

integrity and accuracy of data and increased level of accessibility at multiple levels of the 
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economic scale, blockchain solutions could feature in any art organisation and professional 

artist's website as a valuable tool to increase transactions and volume of sales. Merits for an 

art blockchain market have been highlighted in terms of: 1) facilitating a virtual marketplace 

free of intermediaries (Kewell and Ward, p492); 2) a trustful virtual place providing 

transparency of transactions but shielding the identity of the individuals involved; 3) a system 

to provide visibility and traceability offering artists and owners of art a way to establish 

ownership and enable them to reassert some degree of control. (Adams et all, p419). Steps 

have already been taken to apply this technology to the art market by futurist art 

entrepreneurs with the aim of opening up the market to those who were traditionally cut out 

from the elitist market. Maecenas is the world’s first blockchain-based fine art (decentralised) 

trading platform open to all, presenting the opportunity to anybody with little liquidity to own 

an artwork or a portion of it by removing intermediaries from the transactions and reducing 

management costs (Maecenas website, 2019). The way it works is by allowing investment in 

art portfolios by "creating tamper-proof digital certificates linked to pieces of art. These 

certificates are highly secure and impossible to forge thanks to the cryptographic properties 

of blockchain. A single artwork is broken down into thousands of certificates, similar to how 

a public company issues shares. Investors can then purchase these certificates to own a 

percentage of a given artwork, and they can sell them back to other investors at any time via 

the Maecenas exchange." (Maecenas White Paper, p6-7).  This single example briefly shows 

the immense opportunities available to both sides of the art market - sellers and buyers - and 

it seems that some variations in the art market are slowly already happening. The Hiscox 

reporting sees blockchain as an enabler to open up business relationships within the fractured 

and centralised art ecosystem, as collection of data, high security and anonymity favour new 

development, research and investments.  
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Fig 12. Extract from Hiscox Online Art Trade Report 2018, p20 

Figures seems low but confidence is growing and trend for the next twelve months are 

positive. A relevant note, resulting from our artists and galleries interviewed, is that none of 

them have considered or implemented this technology in their business practice yet. It is 

perhaps considered too innovative and sophisticated for small organisations and individual 

professionals that do not have large amount of investment resources. However, it would be a 

differentiated approach to consider to establish competitive advantage at low-medium level 

of the art market ecosystem. Contradictory current of thoughts debate possibilities on the 

future of blockchain and cryptocurrency technology, questioning level of security, financial 

investments, tradability and development limitations (Casino et all, 2019). However, a 

disruption in the general financial ecosystem has taken hold, and expansion into business 

practices is likely to be a point of consideration for pioneering art entrepreneurs.  

 This last chapter has taken into consideration some of the innovative approaches 

explored in the research in order to understand the changes affecting the art market 

ecosystem. Undoubtedly, 21st century technological advancements have a significant impact 

on how art organisations and artists assess their position in the art market eco-system because 

of the amount of data and information they are able to collect, their independence in 

promoting artworks and most importantly, the opportunity to sale and make profits without 

the intervention of intermediaries. It also, became apparent how the myth of the solo-artist 

fighting to win a place in the realm of artistic stardom might be moving away from the 

traditional perspective, opting for alternative routes, and bravely opening for assessment and 

feedback by diverse and unconventional audiences. Opportunities for peer collaborations and 
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the use of technology encourage new forms of business practices and exploration of new 

ways of art consumption in society, which is breaking down social barriers in a field 

otherwise controlled and enjoyed by the established elite dominating a hierarchy of taste and 

prominent, until now, in determining the value of artworks.  
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5. Conclusions  

 This dissertation wished to understand the London’s contemporary art market in order 

to explore contemporary management practices responding to changes in the socio-cultural 

art market ecosystem of the twenty-first century. The exploration of alternative ways for 

positioning artworks in the market, and innovative ways to engage audiences employed by 

artists and art organisations, has shed a light on how the art market is transitioning, moving 

from an exclusive and hierarchical structure to a more dynamic, independent and innovative 

approach directly servicing the financial and status ambitions of the contemporary artist. The 

scope was to assess the validity of the traditional model of gallery management in lights of 

the art market changes, and identify how artists and galleries are responding to them, making 

the established conventions obsolete or in need of an upgraded strategy. 

 Summing up the funding of the literature research, it can be concluded that alternative 

approaches have been encouraged by the latest technological development in e-commerce, 

digital and social media and advanced technological platforms. To a certain extent, new 

opportunities have been generated for artists to act independently and pursue a professional 

career that, traditionally, was considered to be under the control of a gallery. The prospect of 

becoming successful with their individual art practice has become a potential reality due to 

the opportunity of being able to access the global audience and conclude a sale directly with 

the client, with no need of intermediaries. This initial democratisation of the art ecosystem 

has also contributed to a shift on how art works are valued having a direct impact on artists' 

profile and status, challenging the traditional business model of the gallery representation, 

which traditionally affected market trends and cultural discourses. Art has now become more 

accessible to the different layer of financial hierarchies and a diverse clientele - global rather 

than local - may contribute in positive terms to the formation of new tastes in art, therefore 

impacting on prices, artists' promotion and fast-moving market trends. 
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Furthermore, galleries and auctions houses are observing these changes and responding 

positively by investing in new technologies and differentiating their services. The importance 

of the major galleries and auction houses shows a dominating position inherited by centuries 

of business tradition, still leading the way for entering the top-layers of the art market 

hierarchy. A system that might be hard to demolish because of the strong exclusivity aligned 

to social status and high financial standing. A position that many artists aspire to enter, even 

though, it requires a significant renounce of personal and professional independence. 

However, changes are highlighted by artists’ ability to implement a more entrepreneurial 

approach to their art practice and achieving the sought celebrity status by implementing self-

branding marketing strategies. 

 The findings of our research, as well as those provided by the literature review, 

demonstrate that the art market got his foundation on solid business practices which have 

been unchallenged for centuries, creating a pyramidal and restricted structure dominated by 

selected roles. They have constituted an ecosystem revolving around a few important names, 

by which artists have the aspiration of being recognised and taken on board. The advent of 

the internet and recent technological platforms have opened the way for artists to become 

more proactive towards the business aspect of their art practice. Consequently a new figure of 

artist-entrepreneur has emerged in the art ecosystem, leading the way for innovative thinking 

and independent business promotion, which is challenging the established system. 

 To build the foundation of the argument of the research, chapter one has presented 

business management models traditionally applied in the art ecosystem built upon a set of 

unwritten rules that have become the conventional approach for art management practices. 

Studies and theories have been developed around the subject by researchers involved in both 

fields of studies - art market and management - and a hierarchical structure has been 

constructed in order to explain the different steps an artist should go through for achieving 
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the highest status of the profession. Socio-cultural models have consolidated roles and 

responsibilities in the various functions of art management applied to the art world, with the 

artist always playing a secondary role, mostly at the whim of the multiple game-players. The 

advancement on technology and the open nature of the global market resulted by it, has 

offered the artist new opportunities for independent marketing activities to attract the interest 

of new audiences, challenging the said art market structure. The artist also has become to be 

more interested in cross-genre and collaborative projects, which generate interest at different 

levels. This is starting to create a disruption within the art ecosystem, breaking down barriers 

to access and opening up to a sort of horizontal market structure, which may offer the 

opportunity to achieve an extraordinary success with no need of intermediaries. The example 

of the Portuguese artist Joana Vasconcelos was considered appropriate to demonstrate how it 

is possible to achieve professional recognition outside the mainstream environments (chapt 

3). The cultural power of the branded art gallery continues to be highly relevant and has a 

profound impact in determining market trends and artwork prices, as latest reports clearly 

show, and many surveys at local level have, also, highlighted the challenges contemporary 

artists face in sustaining their art practice. However, the artist's awareness is growing, 

ambition is holding strong and personal initiatives are becoming the new way of doing things. 

The artist-entrepreneur's figure is challenging the establishment which is called to adapt or 

die. The cultural power is moving from their hands into a democratised system of influences 

linked to generational and technological factors.  

 Chapter two focused the discussion on an analysis of how artistic integrity and 

financial concerns have a major impact on artistic management practices within the whole art 

ecosystem. The three sphere model was a reference point to understand how artists must be 

able to move around multiple and diverse perspectives in order to build an independent art 

practice, which would function in parallel to their ethics and values. Considering some 
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theoretical thinking explaining the creation of cultural power influencing economic power, 

and vice versa, we have seen how artists can position themselves in favourable networks to 

compete in the market and achieve higher levels of professional stance. Recent art market 

reports (2018) have underlined contemporary examples of financial achievements by major 

British artists, reinforcing the feeling of supremacy of the established art market conventions, 

highly sought by artists practicing at lower level. It is correct to say that to attract the 

attention of renowned galleries, artists have to compete in terms of artistic innovation to 

uphold the standard of quality required for potential financial investments. However, the 

challenge seems to be called upon the artist to confront the status-quo position in taking a 

proactive approach to their profession by extending and deepening their role into business 

thinking and entrepreneurial initiatives. A case study resulted by the contacts made for the 

survey and the interviews, demonstrate how certain innovative approaches are being 

developed and implemented successfully at local level, but also making an imprint at global 

level, thanks to the support and development of remote working relationships. The 

'requalification of the art practice' seems to be having a positive impact on the network of 

artists involved, because it challenges the monopolisation of the art market, showing that new 

approaches can work. Artists, if they choose so, can match their ethical requirements to 

market demands, however, there is the need of a shift in thinking, a commitment for self-

awareness and personal professional investment. Contemporary artists work in the primary 

market, unless they are represented by a gallery that has pre-bought their works, so it is of 

primary importance that they have and understanding of how an artwork acquires its 

monetary value in order to compete within the whole structure. However, the barriers to entry 

now are less rigid because of the advancement of online business practices that are accessible 

to everybody. The purchase power is also affected by the global audience, which 
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consequently affects the formation of taste and the demand of artworks by artists who happen 

to be in fashion, at one point in time. 

 Chapter three sought to examine the interdependence between the notion of art 

consumption and it is affected by multiple factors which end up on having a diverse impact 

on demand and the financial value of artworks. Economic studies from other researchers were 

useful tools offering comparative analysis based on art price indexes to explain how the 

economic value is applied to an artwork and suggested a few reasons why it might be 

attractive for investors. Art as an investment is deemed to be a complex and risky undertaking 

being subject to the will of a number of players in the art ecosystem, not necessarily 

involving the artist. The decision for investing might be generated by financial returns 

although, it seems that the aesthetic experience generated by the cognitive and emotional 

response to art, takes a major input in wanting to purchase an artwork, leaving the economic 

aspects to the realms of high finance operating at the high end of the market.  There seems to 

be a never-ending search for beauty resulting in keeping the art market as vibrant and 

proactive as it has historically been. Public demand for cultural engagement coupled with an 

increase of disposable income - in particular for the new generation of professionals - act as a 

stimulus for contemporary artists to enter the market, either via the mainstream route and/or 

alternative ways, which challenge and increase competition.   

 Chapter four offered an investigation on alternative business practices being applied 

in terms of artists entering the art market with an intent to challenge the established tradition 

for a portion of the market. A case study of a not-for-profit organisation (ArtCan) was 

considered a suitable example to present a form of collaborative approach having its 

underpinning business principles as artist-centred and ethically focused. The success the 

organisation has achieved since being created, shows that it is a valid formula which responds 

well to the need of the artist to be independent and proactive on their business venture. 



100 

However, the spirit of community, the willingness to share the workload and the direct 

financial returns, are determinant factors impacting on its steady growth and international 

recognition brought in by the artist members.  E-commerce seems to have a significant input 

on alternative practices and both artists and galleries are embracing the opportunity to have 

an online presence with their catalogues and listings. Websites and social media platforms are 

considered essential tools for engaging audiences, building a following and complete sales. 

The advent of new technologies - blockchain and cryptocurrency - have expanded new 

horizons and are starting to democratise a sector considered by many as of an elitist nature. 

Now with the availability of data and information open to all, it is possible to make 

considerations about work of arts that in the past were considered unapproachable. The same 

consideration could be done for entering a traditional art gallery as an experience that many 

would have found uncomfortable until recent years. Nowadays, one can study an artwork or 

an artist online, follow their work, attend exhibitions and events, and place bid online in total 

discretion. Artists do not have to be poor anymore, they can build a successful art business 

practice from their studios and not rely on galleries to promote them, if they choose so. 

Limitations of the research 

 It is possible that certain limitations have impacted on the result of the research. This 

is due to the limited amount of responses gathered from the survey and the interviews, in 

particular responses from commercial art galleries. Their input might have expanded more on 

specific contexts with regard to their business perspective and enriched the discussion with 

contrasting opinions. The sample considered is probably too limited to offer the complete 

picture of the local art market, however, the information gathered were shared by artists who 

are fully immersed in their reality of artistic practice, so their views showed validity in terms 

in similarities of experiences shared across the board of the art market segment. 
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Future research interests 

 The rapid advancement of new technologies requires continue studies and research in 

terms of how they are impacting the art market and the changes already observed. As these 

technologies become less expensive and even more sophisticated, a new world of 

opportunities will be opened to the artist, in the first place, and to art organisations which will 

have to invest to remain relevant and respond to the competition.  

 In addition, psychological and neurological research will continue to inform us on 

how we respond to the aesthetic experience as it will be possible to collect data directly from 

the use of digital devices and, therefore, estimate the response an audience might have to an 

artwork and its potential purchase. 

 I feel that there is ample scope to direct further studies towards such subjects as the 

future of the art market will continue to change considerably in the next ten years.    
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Appendix List 

 

1. Online Survey - Introduction and Ethical Approval - Artists 

Dear Artist, my name is Rita Carta Manias and I am a 2019 candidate for my MA in Critical 

Arts Management from London Southbank University. I am currently conducting my thesis 

on the innovative ways artists and art galleries are employing to sell their artworks in the 

current market in London. I am analysing two view points: the Artist's view (marketing, 

wider audience engagement, organisational practice) and the Art Manager in galleries 

(innovation in promotion, sales, clients' engagement, translation into actual revenues). I am 

trying to get a general feeling about how art market professionals are engaging with the 

current art market and the innovative ways they are exploring to stay competitive in parallel 

with the traditional forms of art management, i.e auction houses and established galleries. 

This Survey is directed to the view of the Artist in the London art market. 

I appreciate all of your help and I thank you for your answers! 

For the purpose of ethical responsibility, participants should agree to take part in this 

research after being provided clear and accessible information about the aims of the 

research what they will be required to do, and what use the date is going to be used for. 

The researcher is obliged to protect participant anonymity and to keep information 

confidential. Participants can withdraw from the research at any stage. 

CONSENT FORM 

Title of research project: Master Research Critical Art Management, 2018  

TO WHAT EXTENT IS THE TRADITIONAL GALLERY BUSINESS MODEL 

BEING SUPERSEDED BY INNOVATIVE MODELS IN SELLING 

CONTEMPORARY ART 

Name of researcher: Rita Carta Manias 

Name of participant: ………………………………………………… 

I have been given information about the research project and the way in which my 

contribution will be used, and had any questions I have answered.  It has been explained to 

me how the information that I give the researcher or anything else that I tell them will be kept 

confidential, and that they identity will be protected when the researcher uses the information 

that I give them. 

I understand that I can withdraw my consent to take part in the research at any time. 

I give my permission for the information that I am about to give/have given the research for 

the above project to be used for research purposes only. I understand that by submitting my 

responses to this survey I consent to the participation in the research and to the use of data 

and information provided for the scope of the research. 

 

Signed …………………………..                                               Date ……………………….. 
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2. Online Survey -  Qs and Answers Artists 
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3. Online Survey Introduction and Ethical Approval – Galleries  

How are art market professionals engaging with the current London art market?  

Dear Gallery Manager, my name is Rita Carta Manias and I am a 2019 candidate for 

my MA in Critical Arts Management from London Southbank University. I am 

currently conducting my thesis on the innovative ways artists and art galleries are 

employing to sell their artworks in the current market in London. I am analysing two 

view points: the Artist's view (marketing, wider audience engagement, organisational 

practice) and the Art Manager in galleries (innovation in promotion, sales, clients' 

engagement, translation into actual revenues). I am trying to get a general feeling about 

how art market professionals are engaging with the current art market and the 

innovative ways they are exploring to stay competitive in parallel with the traditional 

forms of art management, i.e auction houses and established galleries. 

This Survey is directed to the view of the Gallery Manager (physical/virtual) or Art 

Consultants operating in the London art market. 

I appreciate all of your help and I thank you for your answers! 

For the purpose of ethical responsibility, participants should agree to take part in this 

research after being provided clear and accessible information about the aims of the 

research what they will be required to do, and what use the date is going to be used for. 

The researcher is obliged to protect participant anonymity and to keep information 

confidential. Participants can withdraw from the research at any stage. 

CONSENT FORM 

Title of research project: Master Research Critical Art Management, 2018  

TO WHAT EXTENT IS THE TRADITIONAL GALLERY BUSINESS MODEL 

BEING SUPERSEDED BY INNOVATIVE MODELS IN SELLING 

CONTEMPORARY ART 

Name of researcher: Rita Carta Manias 

Name of participant: ………………………………………………… 

I have been given information about the research project and the way in which my 

contribution will be used, and had any questions I have answered.  It has been explained to 

me how the information that I give the researcher or anything else that I tell them will be kept 

confidential, and that they identity will be protected when the researcher uses the information 

that I give them. 

I understand that I can withdraw my consent to take part in the research at any time. 

I give my permission for the information that I am about to give/have given the research for 

the above project to be used for research purposes only. I understand that by submitting my 

responses to this survey I consent to the participation in the research and to the use of data 

and information provided for the scope of the research. 

 

Signed …………………………..                                              Date ……………………….. 
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 4.  Online Survey -  Qs and Answers Galleries 
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5. Interview Qs - Artists 

Rita Carta Manias, LSBU, Master Research Critical Art Management, 2018 

Thank you for the opportunity you are offering me and for the insights this interview will 

bring to my research. Your kindness and time is greatly appreciated.  

 

CONSENT FORM 

Title of research project: Master Research Critical Art Management, 2018  

TO WHAT EXTENT IS THE TRADITIONAL GALLERY BUSINESS MODEL 

BEING SUPERSEDED BY INNOVATIVE MODELS IN SELLING 

CONTEMPORARY ART 

Name of researcher: Rita Carta Manias 

Name of participant: ………………………………………………… 

I have been given information about the research project and the way in which my 

contribution will be used, and had any questions I have answered.  It has been explained to 

me how the information that I give the researcher or anything else that I tell them will be kept 

confidential, and that they identity will be protected when the researcher uses the information 

that I give them. 

I understand that I can withdraw my consent to take part in the research at any time. 
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I give my permission for the information that I am about to give/have given the research for 

the above project to be used for research purposes only. I understand that by submitting my 

responses to this survey I consent to the participation in the research and to the use of data 

and information provided for the scope of the research. 

 

Signed …………………………..                                      Date ……………………….. 

 

Interview Questions  

About your work. 

Q1. Could you briefly describe the work you do and its vision? 

Q2. What type of clientele is it addressing?  

Q3. How do you engage with your clients and their interest? 

Q4. Do you consider yourself as an artist and business person to be informed about the 

market, its demand and offer, prices and competition at different levels? 

Q5. What is the main challenge you are facing in the current market? 

Q6. I am interested in the dynamic among the artist, the market/clients and art organisations. 

How do you think these three elements are co-ordinated to respond to the challenge we just 

mentioned?  

Q7. The work you do with Artcan does it address the challenges you mention? 

Q7. What is the impact that the innovative approach employed by the organisation have on 

yourself as artist and your work? 

Q9. The traditional format of gallery management representing the artist by selling their art 

works and keeping commissions, seems to be becoming outdated with contemporary artists 

finding more innovative ways to enter the market and work independently or as business 

people. How do you see the distribution of work of arts changing in the next years comparing 

to the past 20s?  

Q10. Online sales, new technology, and crypto currency have entered the art market and have 

opened an informative platform about art works that until now was only available to experts 

in the field. How do you see the future of the art market will look like and what can you, as 

artist, do to keep up with it? 

Q11. Do you think that openness, availability and accessibility will have a positive impact on 

the art market or will this cause saturation and consequent devaluation of art works?  

Q12. Is there anything else that you would like to comment on that we have not touched 

upon? 

Thank you! 
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6. Interview Qs – Gallery Manager  

Rita Carta Manias, LSBU, Master Research Critical Art Management, 2018 

Thank you for the opportunity you are offering me and  for  the insights this interview will 

bring to my research. Your kindness and time is greatly appreciated.  

CONSENT FORM 

Title of research project: Master Research Critical Art Management, 2018  

TO WHAT EXTENT IS THE TRADITIONAL GALLERY BUSINESS MODEL 

BEING SUPERSEDED BY INNOVATIVE MODELS IN SELLING 

CONTEMPORARY ART 

Name of researcher: Rita Carta Manias 

Name of participant: ………………………………………………… 

I have been given information about the research project and the way in which my 

contribution will be used, and had any questions I have answered.  It has been explained to 

me how the information that I give the researcher or anything else that I tell them will be kept 

confidential, and that they identity will be protected when the researcher uses the information 

that I give them. 

I understand that I can withdraw my consent to take part in the research at any time. 

I give my permission for the information that I am about to give/have given the research for 

the above project to be used for research purposes only. I understand that by submitting my 

responses to this survey I consent to the participation in the research and to the use of data 

and information provided for the scope of the research. 

 

Signed …………………………..                                           Date ……………………….. 

 

Interview Questions  

Q1. Could you briefly describe the nature of your organisation, its vision and its clients? 

Q2. What was the seed that generated the formation of the organisation and its mission?  

OR 

       What is the innovative approach employed to form the organisation and its mission? 

Q3. How many artists are part of the organisation and what type of audience do they aim to 

engage with?  

Q4. What is the impact that the innovative approach employed by the organisation have on 

the artists? 

Q5. Do you find artists are informed about the market, its demand and offer, prices and 

competition at different levels? 
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Q6. Where would you draw the line that distinguishes the passionate amateur artist from the 

professional artist? 

Q7. What is the main challenge the organisation and the artists are facing in the current 

market?  

Q8. I am interested in the dynamic among the artist, the market/clients and your organisation. 

How do these three elements are co-ordinated to respond to the challenge we just mentioned?  

Q9. The traditional format of gallery management representing the artist by selling their art 

works and keeping commissions, seems to be becoming outdated with contemporary artists 

finding more innovative ways to enter the market and work independently or as business 

people. How do you see the distribution of work of arts changing in the next years comparing 

to the past 20s?  

Q10. Online sales, new technology, and crypto currency have entered the art market and have 

opened an informative platform about art works that until now was only available to experts 

in the field. How do you see the future of the art market will look like and what can art 

organisations and artists can do to keep up with it? 

Q11. Do you think that openness, availability and accessibility will have a positive impact on 

the art market or will this cause saturation and consequent devaluation of art works?  

Q12. Is there anything else that you would like to comment on that we have not touched 

upon? 

Thank you! 
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7. Ethics Form Southbank University 

 

Ethics Application Form 

When completing this form, please be aware that we want to process all ethics 
applications as quickly as possible.   Please ensure you provide full details and 
consider ethical implications of your research fully before applying. If insufficient 
detail is provided, your application will be delayed while we clarify issues with you. 
 
Doctoral students should seek feedback on a draft of their submission from their 
supervisor before it is submitted. Junior researchers or those new to LSBU may also 
wish to consult with their School Committee or experienced colleagues, as 
procedures and standards can differ between institutions. 

 

Project Title: To what extent is the traditional gallery business model being superseded by 
innovative models in selling contemporary art? 

 
School: School of Arts and Creative Industries 

 

Lead Applicant  
 
Name: RITA CARTA MANIAS 
Address:  

FLAT 2, REGINALD PLACE 
46-50 DEPTFORD HIGH STREET 
LONDON 
SE8 4AE 
Email: cartamar@lsbu.ac.uk 
Phone number: 07914687814 
 

Supervisor (PGR students only) 
 
Name: David Miller 
Address:  

School of Arts and Creative Industries 
London South Bank University 
 

Email: millerd9@lsbu.ac.uk 

 

Co-Applicant  
 N/A 

Co-Applicant  
N/A 
 

 

Theoretical rationale (~500 words) 
Please outline the rationale for your study, identifying the theoretical and / or practical need 
for the research and how initial hypothesis have been reached. THIS SECTION SHOULD 
NOT EXCEED 500 WORDS 

 

The investigation will consider enquiries of contemporary management practices in art 

environments (small galleries, artist studios, online galleries) covering the main aspects of the 

art leadership role and extending the enquiry into the interdependence between the traditional 

practices in the art market and contemporary changes  in society (technological, economic, 

financial, social), also exploring new ways for positioning art works in the market and ways 

of engaging the public implemented by artists.  



125 

It will attempt to explore the extent to which the art leader role is evolving and will focus on 

these questions: 

1. what is the role of the art leader in the contemporary art market 

2. how the artist has developed into an entrepreneurial figure 

3. what are the new ways of promoting and selling art  and keep the public engaged 

The knowledge acquired by this research will expand my managerial practices in relation to 

the field of art management and it is aimed ultimately at expanding my experience and 

understanding of the art market, the factors impacting on the evaluation and selection of work 

of arts to be presented to the public and the current thematic explored by artists competing in 

the social and current artistic environment. It will inform the question of how the tradit ional 

model of gallery management is continuing to serve the artist or how it is being superseded 

by innovative approaches employed directly by the artist. 
 
 
 

 

Ethical guidelines 
Please list the professional or association guidelines that you have read and intend to follow. 
See Appendix 4 of the Code of Practice for guidelines. 

Institute of Business Ethics: Ethical Values and Codes  

Codes of Ethics for Universities 

https://www.ibe.org.uk/userassets/publicationdownloads/ibe_cihe_report_ethics_matters.pdf 

 

Art Professionals Values 

https://www.artsprofessional.co.uk/about-us 

 

Chartered Management Institute Code of Practice 

https://www.managers.org.uk/policies/code-of-conduct-and-practice 

 

Art Management Network Values 

https://www.artsmanagement.net/About-us 
 

 

Participants  
Who will be recruited and how? Are there any gatekeepers (e.g. people whose permission 
must be sought to access the participant population)? Is choice to participate likely to be a 
sensitive issue, and if so, what safeguards are in place? Is the population under study 
vulnerable (and if so, what steps will be taken to ensure population is protected)? Please 
attach representative copies of emails and posters, which will be used during recruitment if 
you intend to use these.   

Participants to the interviews will be recruited through personal connections, networking events or 
exhibition openings and the use of social media interaction.  
Gallery managers, art consultants and artists categorised according to their role in the public sector, 
private sector and no-profit, mostly being in the form of SMEs as the familiar format of commercial 
galleries or no-profit institutions  
Artists will be considered based on their status in the market and mainly as ‘emerging’ artists and 
‘established’ artists. 
Appended is an example of the email sent to arrange interviews. 
 

https://www.ibe.org.uk/userassets/publicationdownloads/ibe_cihe_report_ethics_matters.pdf
https://www.artsprofessional.co.uk/about-us
https://www.managers.org.uk/policies/code-of-conduct-and-practice
https://www.artsmanagement.net/About-us
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Recruitment  
How will recruitment take place? Participants should usually receive an information sheet or 
similar prior to giving consent. Please use the following documents which are available from 
the Staff intranet Key Documents REI category and the PGR Moodle sites: 

 Participant Information Sheet 

 Consent Sheet  
Please confirm whether this is the case, and append for information about information sheets, 
and to see a specimen information sheet. 

Participants will be contacted via email following referrals and research in art fairs and exhibition 
catalogues. Participants will receive information about the research prior their consent of 
participation, both in verbal and written form. Example in appendix. 
The same consent options will be presented at the interview stage both in verbal and written form. 
Questions will be also shared with the participant via email prior the interview meeting to allow 
appropriate preparation and eventual adjustments. See example in appendix. 
 

Data types: 
Which of the following data collection method(s) will you be using? (Please complete all 
applicable) 

Secondary data / archival data  
For each source, please state how data will be collected, and from what sources. Please 
indicate if sources are anonymous at point of collection and whether they are currently 
password protected (e.g. are they in the public domain). (See Appendix 3 of Code of 
Practice) 

 
NOT APPLICABLE 
 

Surveys / scale based measures 
For each survey, please indicate the content of the instrument and, if the tool is already 
published, cite the source. How will survey data be collected? Please provide full copies in 
the appendix. Does permission for use of the instrument need to be gained, and if so, has it 
been? 

 
Two different online questionnaires will be developed, one directed to the artist and one to the gallery 
manager or consultant, consisting of 12 structured questions with multiple choice answers, to establish a first 
contact, to explain the rationale of the research and to gather facts and figures to gather an insightful overview 
of: 

3. quantitative data related to their price strategy, their marketing activities  
4. qualitative data related to their personal perspective on the London market and their competitors. 

 
 
Non-intrusive physiological data (including blood pressure, kinematics, reaction time data, 
eye tracking, etc.) 
What data will be collected and how?  

 
NOT APPLICABLE 
 
Physiological materials / human tissue collection (incl. bloods and saliva) 
What materials will be collected and how? What Human Tissue Act issues do these present? 

 
NOT APPLICABLE 
 
Interviews / focus groups 
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How will interviews be conducted? Please provide themes / indicative interview questions. 
Where will interviews take place? 
 

Interviews will be conducted face-to-face in a public space, at a location and time convenient to the 
interviewee, following previous meeting agreement established via email.  
In case the interviewee is unavailable to meet in person, interview will take place online via Skype 
call. Interview questions will be sent advance prior the meeting for interviewee’s perusal and 
agreement. 
The interviewee will agree verbally or in writing to the treatment of data and information collected 
by reading and signing the consent form. Consent will be also be sought to record interviews for the 
purpose of aide-mémoire and reference of quotation in the dissertation.  
Recorded interviews will be made available to the interviewee upon request.  
Interview Questions in appendix. 
 
Participants of the survey and interviews will have freedom of choice in terms of data and information to be 
disclosed and will be guarantee total anonymity and full confidentiality. Also participant will be free to 
withdraw from the research any time should they wish to do so. 

 
 
 
Other forms of data / special procedures 
Please indicate what data will be collected and how. If any special ethical considerations 
arise from the data types you plan to collect, please comment on them here.  
 
 

NOT APPLICABLE 
 
 

 

Timespan 
What is the likely timespan of the recruitment and data collection phases of the proposed 

research? 

 
Data collection will commence when ethics is granted and should be concluded by the end of 
November 2018. 
 
 

 

Disclosure and Barring Service (formerly Criminal Records Bureau check) 
Does the investigator or anyone else connected to the project require a DBS check? (If not, 
please indicate why) If a DBS check is required, UEP/School Ethics Coordinator will need to 
see a copy of the certificate before research commences. 

 
 
 
NOT APPLICABLE 
 
 

 

Informed consent 
Who will obtain informed consent and how? If you feel written consent is not required or 
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impossible, please indicate why and how verbal consent will be obtained or what will be 
considered implied consent. If appropriate, what steps are going to be taken to ensure the 
decision to participate (or not) does not negatively impact participants?   The University’s 
standard participant consent and participation forms must be used. 
 

All participants to the research, either via the online survey and the interview process will 
receive a consent form to sign or to agree verbally. The consent form touch upon 
confidentiality, data protection and the right to withdraw from the research anytime. 
 
Consent form in appendix. 
 

 

Anonymity & data management 
What steps will be taken to ensure that data collected is anonymous or made anonymous? 
How will data be stored and when will they be destroyed? If stored electronically, what steps 
will be taken to secure the data? For additional information and advice please consult the 
University’s Information Compliance Officer  

  
Data collected will be kept securely on a personal electronic file, protected by a password 
and made anonymous for the purpose of the dissertation. Initials only will be used or names 
will be changed when quoting or discussing sensitive information. 
 

 

Incentives 
Will incentives beyond reasonable compensation for time and travel being used in the 
proposed research be offered to participants? 

 

NOT APPLICABLE 
 

 

Procedure  
Please outline the procedure of your study step by step, beginning with the consent stage 
through to final debriefing. To expedite reviews it is important that the reviewers can 
understand exactly what your research involves so please be as clear as possible. If 
applicable, please make clear what the key independent and dependent variable(s) are and 
what the study design consists of. 
Questionnaires will be sent via email with a link to access the questions. Survey results will be saved as a PDF 
read-only file stored in a protected file.  
 
Follow-up interviews will be conducted face-to-face at a location and time convenient to the interviewee, 
following previous meeting agreement established via email.  
 
In case the interviewee is unavailable to meet in person, interview will take place online via Skype call.  
Interview questions will be sent advance prior the meeting for interviewee’s perusal and agreement. 
 
Interviewee will agree verbally or in writing to the treatment of data and information collected by reading and 
signing the consent form. Consent will be also sought to record interviews for the purpose of aide-mémoire 
and reference of quotation in the dissertation.  
 
Recorded interviews will be made available to the interviewee and the interviewee is given a period of time to 
comment on this.  
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Also, the final dissertation will be made available to the interviewees should they find the content useful to 
their practices. 

 

 

Risk 
All research carries some degree of risk to participants. Please indicate (by ticking the box) 
which of the following risks may be entailed by your research and explain how they have 
been mitigated. Please ’X’ all relevant risks in the associated tick box. NOTE: Most research 
contains some potential risk (even if minor), and failure to complete this section is a frequent 
cause of applications being returned without approval.  

Please 
tick ‘X’ 
where 
applicable 

 

 Use of environmentally toxic chemicals. 

 Use of radioactive substances, ingestion of foods, fluids or drugs. 

 Refraining from eating, drinking or usual medication. 

 Contravention of legislation on any of: gender, race, human rights, data 
protection, obscenity. 

 x Potential psychological intrusion from questionnaires, interview 
schedules, observation techniques. 

 Bodily contact. 

 Sampling of human tissue or body fluids (including by venepuncture). 

 Sensory deprivation. 

 Defamation. 

 Misunderstanding of social / cultural boundaries nudity; loss of dignity. 

 Compromising professional boundaries with participants, students, or 
colleagues. 

 Involves the study of terrorism or radicalisation or use of any 
information associated with such study. 

 Other risk (please indicate what these consist of): 
 

How will these risks be mitigated? 
 
Prior consent will be sought when arranging any meeting with the participants to the research to mitigate risks 
of intrusion. Meetings will take place in locations and time suitable to the participant, allowing flexibility and 
the right to withdraw at any time. 

 
 
Debriefing  
When and how will participants be debriefed? If not, why is debriefing not required? 
Participants will debriefed prior any meeting via email or verbally over the phone to allow understanding of 
their input and the reasons for the questions/observations. 

 

Analysis 
Although all forms of data analysis cannot be foreseen prior to data collection, please indicate 
what form of analysis is currently planned.  

Data analysis might be based on the following forms: 

 A "soft" method:  journalistic "vox-pop" way of providing quotes by way of illustration of overall 
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insights. 

 Conducting a discourse analysis, to establish how arts management models are understood by 
interviewees. 

 

Collaborations  
Does this research involve other organisations? If so, do they have their own ethical oversight 
requirements, or does working alongside them raise any ethical issues? 

 
NOT APPLICABLE 
 

 

Training 
Is any special training of investigators needed to complete this research, and if so, how will 
this be delivered? 
 

 
NOT APPLICABLE 
 

 

Beneficiaries 
Are there any beneficiaries of the proposed research, if so, who are they and how will they 
benefit? 

 

NOT APPLICABLE 
 

 

Any other information 
Is there any other information pertinent to this proposal which you feel the ethics panel 
should consider? 

NONE 
 

 

References 
Please paste a list of cited references here 

 

 

Appendix checklist (please X ‘Yes’ or ‘Not applicable’ for each item) 
 
 

Document Yes Not 
applicable 

Letters requesting / confirming  permission to conduct the 
study   

 x 

Recruitment poster or other recruitment material  x 
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Indicative letter / email of invitation to the participant x  

Participant information sheet    

Consent form  x  

Debriefing form   

Questionnaire(s) x  

Interview guide (questions) x  

Observation guide  x 

Light Touch Review Eligibility Assessment    x 

Scan of application signature page x  

Other(s) (Please list): 
 
 
 
 
 

  

 

Signatures 
 
Send your application scanned copy to the School Ethics Panel OR University Ethics panel 
as appropriate (see Appendix 1 in the Code of Practice).    

 
Lead Applicant  
I confirm that this ethics proposal accurately details the research I intend to undertake. I 
also confirm that I understand ethical approval must be granted before research 
commences. 
 
Name: RITA CARTA MANIAS 
 
Signature:   
 
Date: 28/05/2018 

Supervisor (PGR students only) 
I confirm that I have given feedback on an initial draft of this proposal, and that this 
feedback has been taken into account in the submitted document. 
 
Name: David Miller 
 

Signature:   
 
Date:  29/05/2018 
 

Dean / School signatory (staff applications only) 
I confirm that I have approved this research activity in principle. 
 
Name: Prof H. C. Rietveld 
 
Role (if not Dean): Chair of School Ethics Panel 
 
Signature: 
 
Date: 30/05/2018 

 

 



132 

 APPENDIX 

 

1 - Survey Information and consent form for artists 

CONSENT FORM 

Title of research project:  

TO WHAT EXTENT IS THE TRADITIONAL GALLERY BUSINESS MODEL BEING SUPERSEDED BY INNOVATIVE 

MODELS IN SELLING CONTEMPORARY ART (Master Research Critical Art Management, 2018) 

Name of researcher: Rita Carta Manias 

Name of participant:  

 

Dear Artist,  

My name is Rita Carta Manias and I am a 2019 candidate for my MA in Critical Arts Management 

from London Southbank University. I am currently conducting my thesis on the innovative ways 

artists and art galleries are employing to sell their artworks in the current market in London. I am 

analysing two view points: the Artist's view (marketing, wider audience engagement, organisational 

practice) and the Art Manager in galleries (innovation in promotion, sales, clients' engagement, 

translation into actual revenues).  

I am trying to get a general feeling about how art market professionals are engaging with the current 

art market and the innovative ways they are exploring to stay competitive in parallel with the 

traditional forms of art management, i.e auction houses and established galleries. 

This Survey is directed to the view of the Artist in the London art market. 

I appreciate all of your help and I thank you for your answers! 

I have been given information about the research project and the way in which my contribution will 

be used, and had any questions I have answered.  It has been explained to me how the information 

that I give the researcher or anything else that I tell them will be kept confidential, and that they 

identity will be protected when the researcher uses the information that I give them. 

I understand that I can withdraw my consent to take part in the research at any time. 

For the purpose of ethical responsibility, participants should agree to take part in this research after being provided clear 

and accessible information about the aims of the research what they will be required to do, and what use the date is going 

to be used for. The researcher is obliged to protect participant anonymity and to keep information confidential. 

Participants can withdraw from the research at any stage. 

I give my permission for the information that I am about to give/have given the research for the 

above project to be used for research purposes only. I understand that by submitting my responses 

to this survey I consent to the participation in the research and to the use of data and information 

provided for the scope of the research. 

 

Signed …………………………..                                                  Date ………………………..  

2 - Survey Information and consent form for galleries 

How are art market professionals engaging with the current London art market?  
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CONSENT FORM 

Title of research project:  

TO WHAT EXTENT IS THE TRADITIONAL GALLERY BUSINESS MODEL BEING SUPERSEDED BY INNOVATIVE 

MODELS IN SELLING CONTEMPORARY ART (Master Research Critical Art Management, 2018) 

Name of researcher: Rita Carta Manias 

Name of participant:  

Dear Gallery Manager,  

My name is Rita Carta Manias and I am a 2019 candidate for my MA in Critical Arts Management 

from London Southbank University. I am currently conducting my thesis on the innovative ways 

artists and art galleries are employing to sell their artworks in the current market in London. I am 

analysing two view points: the Artist's view (marketing, wider audience engagement, organisational 

practice) and the Art Manager in galleries (innovation in promotion, sales, clients' engagement, 

translation into actual revenues). I am trying to get a general feeling about how art market 

professionals are engaging with the current art market and the innovative ways they are exploring to 

stay competitive in parallel with the traditional forms of art management, i.e auction houses and 

established galleries. 

This Survey is directed to the view of the Gallery Manager (physical/virtual) or Art 

Consultants operating in the London art market. 

I appreciate all of your help and I thank you for your answers! 

For the purpose of ethical responsibility, participants should agree to take part in this research after being provided clear 

and accessible information about the aims of the research what they will be required to do, and what use the date is going 

to be used for. The researcher is obliged to protect participant anonymity and to keep information confidential. 

Participants can withdraw from the research at any stage. 

I have been given information about the research project and the way in which my contribution will 

be used, and had any questions I have answered.  It has been explained to me how the information 

that I give the researcher or anything else that I tell them will be kept confidential, and that they 

identity will be protected when the researcher uses the information that I give them. 

I understand that I can withdraw my consent to take part in the research at any time. 

I give my permission for the information that I am about to give/have given the research for the 

above project to be used for research purposes only. I understand that by submitting my responses 

to this survey I consent to the participation in the research and to the use of data and information 

provided for the scope of the research. 

 

Signed …………………………..                                                  Date …………… 

3 - Questionnaire Information and consent form for artists 

Rita Carta Manias, LSBU, Master Research Critical Art Management, 2018 

Thank you for the opportunity you are offering me and for the insights this interview will bring to my 

research. Your kindness and time is greatly appreciated.  

CONSENT FORM 

Title of research project: Master Research Critical Art Management, 2018  
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TO WHAT EXTENT IS THE TRADITIONAL GALLERY BUSINESS MODEL BEING SUPERSEDED BY INNOVATIVE 

MODELS IN SELLING CONTEMPORARY ART 

Name of researcher: Rita Carta Manias 

Name of participant: ………………………………………………… 

I have been given information about the research project and the way in which my contribution will be used, and had any 

questions I have answered.  It has been explained to me how the information that I give the researcher or anything else that 

I tell them will be kept confidential, and that they identity will be protected when the researcher uses the information that I 

give them. 

I understand that I can withdraw my consent to take part in the research at any time. 

I give my permission for the information that I am about to give/have given the research for the above project to be used for 

research purposes only. I understand that by submitting my responses to this survey I consent to the participation in the 

research and to the use of data and information provided for the scope of the research. 

 

Signed …………………………..                                                  Date ……………………….. 

 

Interview Questions  

About your work. 

Q1. Could you briefly describe the work you do and its vision? 

Q2. What type of clientele is it addressing?  

Q3. How do you engage with your clients and their interest? 

Q4. Do you consider yourself as an artist and business person to be informed about the market, its 

demand and offer, prices and competition at different levels? 

Q5. What is the main challenge you are facing in the current market? 

Q6. I am interested in the dynamic among the artist, the market/clients and art organisations. How 

do you think these three elements are co-ordinated to respond to the challenge we just mentioned?  

Q7. The work you do with Artcan does it address the challenges you mention? 

Q7. What is the impact that the innovative approach employed by the organisation have on yourself 

as artist and your work? 

Q9. The traditional format of gallery management representing the artist by selling their art works 

and keeping commissions, seems to be becoming outdated with contemporary artists finding more 

innovative ways to enter the market and work independently or as business people. How do you see 

the distribution of work of arts changing in the next years comparing to the past 20s?  

Q10. Online sales, new technology, and crypto currency have entered the art market and have 

opened an informative platform about art works that until now was only available to experts in the 

field. How do you see the future of the art market will look like and what can you, as artist, do to 

keep up with it? 

Q11. Do you think that openness, availability and accessibility will have a positive impact on the art 

market or will this cause saturation and consequent devaluation of art works?  



135 

Q12. Is there anything else that you would like to comment on that we have not touched upon? 

Thank you! 

1. Indicative email to perspective interviewees that have been referred. 

Dear Spirit, 

Thank you for your kind support to my research.  

I am researching innovative business models in the London Art Market and the role of the art 
professionals (gallery manager, art consultant, advisors etc..) and changes that are occurring in the 
sector.  

We could start off with an online survey and then if you are available we could meet for a short 
interview. Your expertise in the private commercial sector would be of great value and offer an 
additional perspective to the information I received by Kate on the no-profit work with Art Can.  

Thank you again for your kind support.  

Best, Rita 

PS: email with survey to follow 

 

8. Art Eco-system model (Hargreaves McIntyre, 2004) 

 

 

 

 


