Creation and consumption experience of cultural value in contemporary art

Abstract:

We utilize marketing theory to improve insight into the value relating to visual art creation and
consumption by advancing understanding of its roles in the creation of the cultural value
associated with contemporary art. Our theoretical analysis enables construction of a conceptual
model of value creation. We inform this by drawing on our qualitative research data on the
cultural value of a contemporary art exhibition. Creation and sharing of value, including
networks and discourses of value are central to this agenda. Aesthetic experience and symbolic
consumption are equally, or more influential, than instrumental measures of value. This can be
visualized in a circle of value involving culture, marketing and consumption which shape
meaning. A competency spectrum can be used to explain how and why each stakeholder
behaves differently with respect to the cultural value present.
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Introduction:

We inform understanding of the cultural value surrounding contemporary art by focusing on
stakeholder interactions relating to an annual high-profile contemporary art exhibition. The
chapter is structure as follows: We assess the meaning of contemporary art, before evaluating
its connection with Cultural Value. We then utilize marketing and consumption theory to
enhance understanding. Insight is then provided through our qualitative cultural value research
on an annual contemporary art exhibition. We then discuss our findings and make a number of
suggestions for future research.

We respond to broader criticisms that research on the impact of the arts tends to have
conceptual and methodological weaknesses (McCarthy et al. 2004) by progressing theory

grounded in a robust conceptual framework. We build on Jafari, Taheri and von Lehn (2013)



by moving beyond affective, recreational and cognitive experiences to account for the social
context of exhibition attendance. For some consumers, aesthetic and everyday consumption
experiences are intertwined as they embrace the arts within their lives (Venkatesh and

Meamber 2008).

The notion of customer does not fit clearly with visual art consumption. Instead, art for art’s
sake and art for business sake philosophies impact (Fillis 2006). Joy and Sherry (2003, 155)
evaluate the relationship between art market and artwork by considering the actions of each
stakeholder:
The relationship between art and market can be rendered visible only by closely
examining the actions of contemporary artists, art critics, and writers, and the efforts of
gallery and auction house merchandisers. A market orientation is just one way of
evaluating the activities of the art world. Art and market are not reducible to each
other...While the market operates on a narrative that valorizes the latest trend in image-
making...it is neither the only or the most important arbitrator of value for the viewer.
This raises both philosophical and practical value issues with respect to producing what a
potential buyer might want (customer orientation) versus producing from within and then
stimulating demand for the artwork (self/intrinsic creation). Our research involves consumers
as gallery visitors and buyers, artists, the art institution, gallerists and investors. These create
and receive value in both the short and long term and may even only recognize value well after

any encounter with the art as they reflect on the experience. Gummerus’s (2013) positioning

of value as experience outcomes fits well here.

What is contemporary art?
Some critics view art as no more than an industrial product, while others see it as possessing
an aesthetic culturally defined sign(Mick 1986; Barrere and Santagata 1999). Venkatesh and

Meamber (2008) interpret engagement with art as simultaneous production and consumption.



Art consists of artefacts, images or performances which contain rich, complex, direct and
symbolic meanings. Contemporary art can be and shocking, remodernising, and
retrosensationalist (Smith 2009). It can also be postcolonial in being not influenced by any art
movement but, rather, by diversity, identity and critique. Contemporary art as counter-culture
(Roszak 1995; Desmond, McDonagh and O’Donahoe 2000) can be seen in small-scale artist-
run initiatives, taking control away from the art institution in shaping value.
Plattner (1998, 482) considers the market for contemporary art

where producers do not make work primarily for sale, where buyers often have no idea

of the value of what they buy, and where middlemen routinely claim reimbursement for

sales of things they have never seen to buyers they have never dealt with.

It has also been described as a Veblen good (Veblen 2007/1934) with high price approximating
to high elite value. Joy and Sherry (2004, 307) think of contemporary, avantgarde art as being
capable of ‘bursting the frame’ by ‘continuously critiquing and pushing the boundaries in the
creation of art.’

According to Bourdieu (1993, 36) believing in the value of an artwork constitutes part of its
full reality, although other factors also shape its perceived value:
There is...every reason to suppose that the constitution of the aesthetic gaze...capable of
considering the work of art in and for itself...is linked to the institution of the work of art
as an object of contemplation, with the creation of private and...public galleries and
museums, and the parallel development of a corps of professionals appointed to conserve
the work of art, both materially and symbolically.
A work of art, he asserts, can only receive value from a position of collective belief. Many

artists create value through producing work reflecting their inner motivation (intrinsic value)

and not through adherence to market principles (Holbrook and Zirlin 1983).

Communicating the value associated with art concerns the expression of feelings and ideas
about it. When we are attracted to an artwork, we experience mental and sensual, aesthetic

arousal (Venkatesh and Meamber 2008). Value is created from the written, verbal and visual



narratives surrounding the art. Experience is an additional source of value in being memorable,
personal and founded on sensations (Pine and Gilmore, 1999), moving between passive and
active participation in involving consumption through absorption and immersion, signaling the
co-creation of value (Prahalad and Ramswamy 2004; Vargo and Lusch (2004).This results in
the construction of new value and meanings associated with the art (Minkiewicz, Evans and

Bridson 2014).

Defining Cultural Value:
Crossick and Kaszynska (2014, 124) view cultural value in terms of
...the effects that culture has on those who experience it and the difference it makes to
individuals and society.
Geursen and Rentschler (2003) evaluate both its aesthetic context (relating to quality of life
and the social and psychological values of cultural capital) and its neoclassical economic
interpretation (measuring its economic output and monetary value to the economy). O’Brien
(2014) reveals that a “true understanding of the value of culture is impossible without the
disciplines and fields that are currently peripheral to both government social science and, more
broadly, higher education in the UK”. Art as a cultural object (Duhaime, Joy and Ross 1995)
contains a range of both stable and subjective values expressed through our interpretations of
meaning as we interact with the object (or the experience). When an art object is located in a
museum or gallery, this gives it an aura of value. When we enter a gallery space, we do not
enter blind, but with presuppositions about what we might find there and how we might react
in terms of:
‘the knowledge, the expectations, the mental schema, and the values that individuals
bring to their experience of art...When a cultural object brings to the fore some of these

assumptions held by individuals, a cultural interaction or positive encounter is said to
have occurred.” (Duhaime, Joy and Ross 1995, 356).



Fillis (2006; 2010) critiques the tensions between artistic and market orientation in visual art,
noting the limitations of long-held marketing assumptions in assisting artists to advance their
artistic standing. The distinction between producer/consumer relationships in the arts and those
elsewhere is clarified by Lehman and Wickham (2014, 665):
...Unlike the dyadic relationship that exists between manufacturer and final consumer in
the traditional marketing sense, the arts marketing context comprises a complex set of
collaborative interrelationships between art producers, their audience, and key
intermediaries. ..
The arts and related cultural phenomena represent activities that have value and benefits for
government, organisations and consumers. Instrumental benefits pertain to social, economic or
policy outcomes (Belfiore 2002). Intrinsic benefits are less obvious but the ability of arts and
cultural experiences to transform people is of central interest to cultural policy and practice
(Radbourne, Glow and Johanson 2010). Cultural production concerns ‘the process by which
cultural products (including goods, artefacts, visual and experiential objects, services and art

forms) are created, transformed and diffused in the constitution of consumer culture (Venkatesh

and Meamber 2006, 12).

Art and cultural value is expressed through involvement (Slater and Armstrong 2010).
However, collectors of art and museum and gallery visitors express different desires based on
their perception of value (Chen 2009). Belk’s (1982; 1995) work on collecting behavior further
informs understanding of contemporary art’s appeal which he describes as obsessive and
addictive behavior rather than everyday consumer behaviour relating to lower value goods and
services.

Art products are difficult to value due to the individual experiences of stakeholders
(Johnson 2014). Throsby’s (2001) six forms of value (aesthetic; spiritual; social; historical;
symbolic and authenticity), however, help to provide a framework for understanding the

elements of cultural value.



Preece (2014) investigates value as a social, co-created phenomenon in the visual arts market
where both art and artists have socially constructed meaning and context. She identifies a lack

of transparency, making the identification of value associations challenging

Our understanding of how consumers make decisions concerning their evaluations of art is
limited (Moulard et al. 2014). Although technical characteristics are important (Marshall and
Forrest 2011), the impact of visual aesthetics and visual consumption are also part of the value
surrounding contemporary art (Schroeder 2002; 2006). Perceived authenticity of artists and
their work also shape their brand value (Beverland et al. 2008) and consumers’ experiences
(Beverland and Farrelly 2010). The authenticity of the artist can affect the valuation of the art
as well as consumers’ behavioral intentions (Fine 2003). The art market is reliant on brand

image, identity and value, signaling the need for deeper investigation (Schroeder 2002).

Improving understanding of contemporary art as cultural value:

Cultural value, marketing value and consumption value are inextricably linked, even though
there is little extant research which examines this intersection (O’Reilly 2005; Larsen et al.
2010). Value emerges from what people do via ‘the social pursuit of those meaningful
distinctions typically through the exchange of resources between actors (Arnould 2014, 13).
Levy’s symbolic value (Levy 1959) and Penaloza and Venkatesh’s sign value (Penaloza and
Venkatesh 2006) both help us to understand consumption activity and the economy since any

market can be viewed as a social/cultural constructed system of created meanings.

Overlapping partly with Throsby (2001), Karababa and Keldgaard (2014) consider how value
is produced and consumed within a cultural paradigm involving, for example, co-creation of

value, aesthetic value and identity. Co-creation concerns ‘the processes by which both



consumers and producers collaborate, or otherwise participate, in creating value
(Pongsakornrungsilp and Schroeder 2011). An additional contributor is experiential
consumption where higher level, hedonic activities are categorized and prioritized by
individuals as they seek to manage their decision making (Shah and Alter 2014). Value is also
located in the arousal and pleasure experienced in cultural environments where consumers can
escape from daily routines (Miniero, Rurale and Addis 2014). The atmosphere or ambience of
the cultural space also contributes to the experience’s perceived value (Goulding 2000).
Consumer value of an arts and cultural experience can be viewed holistically ‘...as it
incorporates all the stimuli, emotions, ambience and environment that shape an artistic
performance, exhibition (Miniero, Rurale and Addis 2014, 629). Experiential value is central
to many activities relating to visual art, as some consumers become heavily engaged with the

artist and the artwork while, for others, this is less important (Holbrook and Hirschman 1982).

Co-production or co-creation of value can also be understood from a network perspective; for
example, artists, peers, galleries, dealers and consumers interact directly and indirectly to create
value. This value is co-produced within networks involving the interaction of social and
economic stakeholders (Jyrama 2002). Rodner and Thomson (2013) help us to appreciate the
contributions of the various actors in the art market network, including the artists, art schools,
galleries, critics, auction houses, museums and collectors, in what they term the art machine.

Factors influencing how we value visual art include trust, experience, image, talent, standards,
taste, reputation of the artist (and experts referred to for confirmation of value) and cultural

knowledge generally.

Quialitative insight into creation and consumption experience of cultural value in
contemporary art:



The research site was an annual contemporary art exhibition in a prominent art institution in a
major UK city. We focused on the relationships between interested stakeholders and their
perceptions of this value. Twenty-six interviews were carried out: fifteen with a selection of
the artists, four with institution staff, two with the exhibition selection panel and five with
major prize givers. All interviews were semi-structured and recorded digitally. Exhibiting
artists (current and past) were asked, for example, about their participation in the exhibition,
their longer term ambitions, the value associated with their work, marketplace engagement, the
impact of their work, and their relationship with the institution. The transcribed interviews were
coded for analysis using Nvivo. We used thematic analysis (Boyatzis 1998) to assess the role
of the exhibition as a launching platform for career development, and engagement by the artists

with the institution. We used pseudonyms or institutional functions to ensure anonymity.

The interviews assessed how each stakeholder constructed and understood the marketing and
consumption aspects of cultural value as visualized in Figure 1. This tripartite conceptual
framework shows how value is created and consumed through the Platform (the annual
exhibition) as the initial value creation point, and the three major value recipients and creators
(The Exhibitor, The Organiser, and The Public) within the value creation channels. This value
is also shared over time with other communities and stakeholders. The institution is the
organiser, the public are the visitors to the exhibition and the artists are those currently or
previously exhibiting at the exhibition. Co-creation, and other marketing and consumption
activities occur between the different stakeholders. Direct value is illustrated through the solid

lines in Figure 1, with indirect value visualised as dotted lines.

<Insert Figure 1>



Creation of value:
An exhibiting artist revealed challenges in identifying the different values involved in both
producing the work and communicating its value:

...value is a really hard thing for me as an artist. I know the value that's the lower part
of value, the main dimension of value would be the actual chance to get to make it and
to have the space to show it in because | can't show that in my living room at
home...it's just getting the idea out and doing it and the value of speaking to people and
getting these images back. Maybe having it on my CV.

Making the work is where most value lies for another artist. The value to the artist may be more
to do with their own value as a brand rather than the artwork’s (Schroeder 2009), even though
this may be problematic for some:

| don't like that really that the artist holds the value rather than their artwork, but I think
[that’s] an honest perspective and the direction they've taken...I don't like that an
artist...could hold...the value and I think it's nice that an artwork can just go off and do
something and have its own value...

Another artist explains value priorities as an artist, even if the artwork doesn’t sell:

...selling is a weird one because it's like people can obviously appreciate things really
much and then they don't want to buy it. It could just be because it's absolutely massive
or whatever and they don't want to buy it for that reason but they might really
appreciate it. So the value for me is | don't really generally care about selling the work.
| know that sounds odd, but I've never sold anything and it's never really bothered me
and I'm happy to spend money making new stuff. It's more | suppose the feedback and
knowing people enjoy it. For me the value is probably more to do with the actual
feedback and knowing people enjoy it ...

Avrtists talked about the value of the institution in helping secure publicity, as well as in
launching their careers and acting as a catalyst in developing intrinsic and extrinsic value. The
exhibition is:

of great value to the graduate artists and to the contemporary art world and culture that

there is that profile, that focus on emerging talent (Assistant Director of major print
makers).

Reaching new audiences was also enabled beyond peers and other close stakeholders:

| think it would get more exposure from people who aren't necessarily that interested in
art to start with because I was thinking even people's mums and dads, uncles and

aunties and people are coming to see this and they're all possibly not art minded and all
have different views and that can add value because you can make somebody interested



in art and also it can be beneficial to you...because they could know somebody or you
could be the first piece of work that they ever invest in...It hits a really wide
audience...

Creation of intrinsic value and social value:

As one of the buyers at the exhibition, the Art in Healthcare Director talked about the ability
of purchased contemporary art to “quite easily and cost effectively and quickly transform the
healing space to create something...more familiar, less threatening” via the intrinsic values
relating to the work. Art in Healthcare is a charity with a vision of ‘Art for every healthcare
setting in Scotland’ and a mission to use visual art to improve health and wellbeing.. Co-
creation occurs here, following purchase of selected artworks:

...we...have an outreach program where we hire artists to take a couple of works from
our collection and just go to a local care home or the children’s hospital or a hospice and
put on a two hour art workshop and get the people involved so that it’s another way to
engage with the collector itself and to learn about the artists and to learn about the artwork
and the processes and then...it inspires them to create their own work in response to that
piece (Healthcare Director).

An artist who had exhibited at a previous year’s exhibition and was selected for a major
retrospective of the country’s work reflected on the value created, indicating its longitudinal
worth:

The value isn't monetary | don't think because it's an emotional, more spiritual
connection that you have with a piece that can't be quantified and it's so personal to
everyone who looks at it.
Co-creation of value was identified through interaction between the various stakeholders, as
well as with the artwork and the exhibition setting (Prahalad and Ramswamy 2004; Vargo and
Lusch 2004). The assistant director of a major print makers which offers a scholarship prize
revealed the importance of co-creating:
...that’s the richness of just not knowing how it’s going to look, reacting to it...you
haven’t entirely created it, it’s come from your relationship with this material, with this
process.

The program coordinator of the art institution also reveals how co-creation of value occurs:

So it’s really kind of making it a value to the artist while making it accessible to visitors
who don’t have the same understanding perhaps but saying look this is what’s coming
out of art school and this is good, this is exciting... it’s valuable for people coming in

10



to have just insight or understanding because maybe people who don’t look at art at all
will find some work very inaccessible and just a sort of slight introduction or a way of
how to understand or look at it makes such a difference and I think that creates value,
interpretation.

Utilizing public reaction to the exhibition to inform understanding of contemporary art:
Several visitors viewed the quality of the work and its perceived derivative nature negatively.
Underpinning this was the notion that the idea behind the work was being promoted over
technical skill and artistry. In fact, our data confirms a conflict between consumers about their
perceptions of what constitutes art more generally, from specific notions of it ‘hanging on a
wall’ to wider, looser interpretations involving the value of the idea behind it (Danto 2013).
An older lawyer explained his expectations and subsequent experiences of the current
exhibition:

My expectations were of more representative art and what I saw wasn’t the kind of stuff

I would hang and therefore it didn’t get me excited, enthused, there was no way I would

go to that exhibition and to the people that I know would I say “you’ve got to go to

that” but that’s because I’ve a very narrow set of tastes.

A regular visitor who collected art raised concerns about the quality of some work, but thought
that this year’s exhibition was better than previous years’, stimulating him to buy an artwork:
...this year was very interesting in the sense that I thought that the quality was overall
much higher than I’ve seen and because of that...there was one of the pieces that I bought,
so...that was encouraging. It was nice to see something where you go “right, I can see
there’s some real quality going on here, some real craftsmanship for want of a better
word” and I think previously I was left to think the single thing that I felt has been most
lacking...it’s almost like there’s no...craft gone into the work so...in the four years that
they’ve been studying they haven’t learnt how to apply paint in any kind of meaningful
way, they haven’t learnt how to even display their works...in a way that suggests they’ve

even cared about what they’re presenting.

For this individual, the technical skill behind the production of the artwork impressed him the

most and this then shaped its value (Marshall and Forrest 2011).
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For a retired engineer, an unplanned visit resulted in positive impressions of the exhibition,

although was disinclined to purchase:
...it was a very wet day and I was passing... so I went in...I really was expecting to
see...what is in the market...I was overwhelmed by the sheer scale and for me it became
far too much after a while and the rain had stopped. I didn’t get to see it all but I was
impressed by what [ saw. [ wouldn’t say I would have bought very much if I’d had the
mongy....

He considers the role of the market (Fillis 2006) and how people define art. Not all art can be

innovative and that realistic expectations also impact. Authenticity concerns are also raised

which impact on the art’s perceived value (Beverland et al. 2008; Beverland and Farrelly 2010):
I think that...artists have to live and...there are market forces and presumably artists
want to sell their work generally...So...there is definitely a place for...art which is not
completely cutting edge but it’s better than buying a reproduction in the shop down the
road. So, I think we have to be very careful here about how we define what art is all
about...I don’t think art has to be cutting edge because artists have to make a living and
not everybody wants...some weird thing on their walls...

In stating this, however, he also recalls the work of a performance artist at the exhibition. Even

though it was not to his taste, he had clearly thought about and engaged with the performance:
What I remembered about that was thinking...that guy has a lot of guts to sit there
all day doing that. That’s what [ remember about it and thinking “I couldn’t do that” and
“what’s it all about?”...but I admired ...his character and guts for doing it but...this is
not recommending you fill that place with people like that.

Discussion and concluding comments

Value is communicated to and from each of the parties (exhibition, artists, institution and

public). The artist initially generates value through the creation of the idea underpinning the

artwork and then enhances this as it becomes a ‘product’. Consumption of peers’ ideas also

informs artists’ creation of value. The findings indicate elements of sacred or special value

being experienced, although lower levels may also be experienced (Belk, Wallendorf and

Sherry 1989). Figurel constitutes a network of cultural value creation and dissemination. The

institution as organiser is the gatekeeper and central node of the network. The institution also

12



acts as a facilitator of value by acting as a platform for artists to develop their careers, and for

marketing the artist and the exhibition itself.

Our visual representation of value creation uncovers collaborative value creation. In
understanding how this value is individually or co-created we acknowledge the personal values
of the artist and visualize these on an intrinsic-extrinsic value continuum. These values have
implications for market creation and market following behavior and engagement with the
public as consumer. In addition, we consider the personal value and the cultural value of
individual artists’ work, alongside that of the exhibition and the venue, as well as wider societal
impacts. The exhibition enabled the social construction of cultural value, including its
marketing, experiential and other consumption components. Validation of the artist occurs
through art making, marketing and consumption processes relating to cultural value creation
and dissemination. Cultural value is created through marketing and consumption discourses
relating to the exhibition, the artists, the venue and stakeholder interactions during and after

the visit.

Our work has heightened insight into value creation and consumption from a co-creation
perspective, moving beyond the artist as producer perspective. Value is socially and culturally
constructed in direct and indirect ways as part of both every-day and special or sublime
consumption practices. Creativity results in cultural value with input from artists, institution,
exhibition, venue, public and other stakeholders. Our data indicates high levels of engagement
and therefore high cultural value, despite some traditionalists expressing lower levels of
satisfaction. How we actually value art depends on the inter-relationships between market and
non-market measures. Value has several dimensions; economic, aesthetic, spiritual, social,

historical and symbolic (Throsby 2001; Levy; Venkatesh and Penaloza 2014). Value can also
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lie in the spectacular (Debord 1977; Penaloza 1999).Hedonic, symbolic, intrinsic, extrinsic,
instrumental aspects of art consumption combine to shape the cultural value of an exhibition.
Symbolic value can refer to the acquisition of cultural and symbolic capital (Bourdieu 1983).
Other relevant forms of value relate to authenticity, visual consumption (Schroeder 2002),
experiential consumption and the artist brand. Authenticity, perceived and actual, impacts on
cultural value, e.g., if an audience believes the exhibited art to be original or derivative.
However, it doesn’t seem to matter to some consumers if the art is technically inauthentic, SO
long as it has meaning and value to them (Fillis 2014). We create value through our co-created
consumption and production activities. The art consumer can be seen as a producer of both
consumption and cultural value. Value is created though our discourses and practices relating
to art; for example, in the meanings, interactions and artefacts of art. VValue is produced and
consumed in a cultural paradigm of exchange and perceived value. We can visualize a circle
of value involving culture, marketing and consumption where meanings are made (O’Reilly
2005). Our research has demonstrated that art consumption moves beyond Arnould’s (2014)

functional exchange and use value to involve cultural knowledge and competency.

When we visit an art exhibition or other arts and cultural site, we exhibit collective belief in
the value of artworks through social shaping. The “art for art’s sake’ versus ‘art for business’s
sake’ continuum also impacts on our interpretations of art’s cultural value and its marketing
and consumption dimensions. Artists create as expressions of their vision, emotions and
aesthetic ideal, irrespective of whether or not they are intent on creating a market or following
demand for their work. Our findings demonstrate a philosophical clash from a consumer
perspective when some voice support for contemporary art which pushes the boundaries of
perception while others prefer more traditional ways of conveying art knowledge through

‘nice’ painting and sculpture. The former acts as a counter-culture to the latter. So value moves
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between commercial (extrinsic, profane) and production (intrinsic, sacred) positions. We can
visualize a value competency spectrum, dependent on each stakeholder’s cultural capital and
the sign value from each aesthetic sign perceived by them. Cultural value will vary depending
on the availability of the art (unique art versus mass appeal) but Benjamin’s (1970/1936)

mechanical reproduction thesis tells us that mass appeal also drives cultural value (Fillis 2014).

Our research demonstrates the co-creation of cultural value in practice. Our findings confirm
that both cultural value and cultural experience are co-created through stakeholder value and
the development of social value around the exhibition. This results in the formation of networks
of cultural value development via the exhibition’s marketing and consumption processes. Our
results demonstrate both the role of the institution and a moving away from it in
communicating, sharing and consuming cultural value. It is important to note the dynamic

nature of cultural value, and its associated marketing and consumption values.

Limitations of our study include the focus on one particular arts and cultural site, although it
can be argued that this is also representative of similar sites elsewhere. The data assessed here
is part of a much larger cultural value project involving both quantitative and qualitative
research, including a visitor survey, with findings reported elsewhere. It should be possible to

replicate our study in other geographical locations in the UK, Europe and elsewhere.

Although the site for our investigation was an art institution, there are lessons for the creative
and cultural industries more broadly. The principal contributions of this research have been the
ability to investigate the non-financial, intrinsic factors concerning the marketing and

consumption of cultural value which have been under-researched to date. We need to think
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more about how we value art qualitatively by investigating dimensions such as trust,

experience, standards, taste and artist reputation.
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