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Executive	summary	
	
	
The	aim	of	this	paper	is	to	provide	an	explanation	of	how	commerce	interferes	with	art	

in	the	digital	age.	Where	the	world	is	nowadays	dominated	by	digital	technologies,	this	

thesis	 investigates	 the	 photographic	 gallerists’	 visions	 and	 sense	 making	 of	 this	 new	

environment.	A	study	of	several	Parisian	galleries	was	elected	since	the	French	capital’s	

traditional	photography	art	market	outlasts,	 in	 turn	creating	a	 fundamental	disruption	

with	the	advent	of	digitalization.	 
 

This	 inductive	 research	 will	 answer	 the	 following	 question:	 “how	 do	 commercial	

photographic	gallerists	make	sense	of	the	photography	market	in	the	digital	age?” 

	

The	 information	 was	 collected	 qualitatively,	 through	 semi-structured	 interviews	 as	

primary	sources.	Secondary	data	such	as	online	articles	and	the	galleries’	websites	and	

social	media	 pages	was	 exploited	 to	 set	 up	 the	 scene	 for	 the	 research.	 The	 gallerists’	

perceptions	 on	 the	 subject	 will	 be	 presented	 by	 taking	 on	 a	 descriptive	 approach,	

through	an	analysis	of	 the	various	 interviews	and	the	results	will	be	discussed	further	

on	in	the	paper.	 
 

The	grand	challenge	this	thesis	deals	with	is	the	democratization	of	art	in	the	digital	era.	

In	order	 to	make	sense	of	 it	within	a	managerial	 context,	 two	main	academic	 theories	

were	advanced:	Lampel,	Lant	and	Shamsie’	s	“Balancing	Act”	(2000)	and	the	concept	of	

participatory	 culture.	 The	 first	 theory	 was	 exploited	 in	 relation	 to	 two	 fundamental	

paradoxes	 faced	by	the	gallerists.	As	they	need	to	 find	the	right	balance	between	their	

art-for-art’s	sake	values	and	a	certain	 financial	stability,	 they	additionally	have	 to	 take	

into	 account	 the	 increasing	 accessibility	 that	 emerged	 with	 the	 advent	 of	 the	

digitalization.	 Secondly,	 the	 participatory	 culture	 doctrine	 permitted	 to	 point	 out	 and	

reflect	on	the	new	ways	of	engaging	with	a	new,	online	audience.		

	

Finally,	the	purpose	of	this	research	will	be	to	serve	as	an	example	for	further	studies	on	

this	 recent	 and	 ongoing	 phenomenon	 experienced	 by	 the	 art	 world,	 that	 is	 the	

democratization	of	art	in	the	digital	age.		
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1. Introduction	

	

“For	centuries,	the	art	world	has	constructed	its	identity	against	that	of	the	

masses.	Its	innate	elitism	and	hierarchical	character	are	what	have	shaped	

it	 as	 an	 institution	 and	 cultural	 leader	 of	 society”.	 (Arora	 &	 Vermeylen,	

2013b,	p.	197)	

	

Along	with	the	advent	of	the	Internet	emerged	new	business	opportunities	in	all	sectors,	

including	 creative	 industries.	 As	 the	 art	 world	 encounters	 a	 democratization	 of	

production	technologies	and	easier	access	to	markets,	galleries	need	more	than	ever	to	

consciously	 reconcile	artistic	values	with	economic	values.	 In	 the	rise	of	digitalization,	

photography	 as	 an	 art	 form	 has	 been	 strongly	 affected	 and	 therefore,	 gallerists	 have	

experienced	 a	 change	 in	 their	way	 of	 doing	 business.	As	more	 and	more	 people	 have	

access	 to	 the	 Internet	 and	 other	 digital	 technologies,	 gallerists	 need	 to	 ensure	 the	

efficient	integration	of	the	latter	into	their	business	models.		

	

The	grand	challenge	this	thesis	is	dealing	with	is	the	democratization	of	art.	As	a	result	

of	 information	 and	 knowledge	 becoming	 more	 accessible,	 the	 art	 world	 has	 been	

significantly	 affected	 by	 those	 digital	 changes.	 Consequently,	 the	 existing	 tension	

between	 the	art-for-art’s	 sake	values	and	 the	economic	 returns	 for	an	artwork	 is	now	

also	challenged	by	the	increased	accessibility	enabled	by	digital	technologies.	

	

This	 paper	will	 therefore	 study	how	gallerists	make	 sense	of	 the	digital	world	 from	a	

commercial	 standpoint,	while	 preserving	 their	 artistic	 values.	More	 specifically,	 it	will	

try	to	understand	how	photography	galleries	adapt	to	the	changes	associated	with	the	

disruption	from	the	conventional	art	market.		

	

Because	of	 the	easier	and	wider	access	created	by	digitalization,	 the	artistic	world	has	

become	increasingly	democratized;	 therefore	raising	the	question	of	 the	way	gallerists	

perceive	the	digital	era	in	terms	of	commercial	opportunities.			
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This	thesis	will	adhere	to	the	following	structure:	the	introductory	section	will	provide	

the	reader	with	a	deeper	explanation	of	the	grand	challenge	and	the	ongoing	academic	

conversation	where	 the	 research	 question	 is	 situated	 along	with	 a	 description	 of	 the	

case	 studied.	 The	 second	 part	 will	 present	 existing	 literature	 related	 to	 the	 field	 of	

research	deriving	from	two	managerial	concepts,	namely	the	“Balancing	Act”	(Lampel	et	

al.,	 2000)	 and	 the	 participatory	 culture	 theory.	 The	 methodology	 will	 be	 outlined	 in	

section	 three	 followed	 by	 the	 description	 of	 results	 in	 section	 four.	 Consecutively,	 in	

section	five,	the	findings	gathered	from	the	research	will	be	discussed	in	relation	to	the	

conceptual	 theories	 raised	 in	 the	second	section.	Finally,	 the	section	six	will	provide	a	

conclusion	while	recommendations	 for	 further	research	will	be	pointed	out	 in	 the	 last	

part.		

	

	

1.1. Problem	formulation	

	

A	brief	description	of	 the	problem	 formulated	around	 the	democratization	of	 art	with	

will	be	given	in	the	next	section.	 
 

Becker	(1982)	defines	art	as	the	following: 
 

“We	say	“art,”	we	usually	mean	something	like	this:	a	work	which	has	aesthetic	value,	

however	that	is	defined;	a	work	justified	by	a	coherent	and	defensible	aesthetic;	a	work	

recognized	 by	 appropriate	 people	 as	 having	 aesthetic	 value;	 a	work	 displayed	 in	 the	

appropriate	places”.	(Becker,	1982,	p.	138) 

 

For	 centuries,	 the	 art	world	 has	 been	 considered	 innately	 elitist	 and	 closed	 (Arora	 &	

Vermeylen,	2013b).	Through	 the	creation	of	 fully	developed	aesthetic	 systems,	 the	art	

industry	has	shaped	itself	around	exclusivity	(Becker,	1982).	Indeed,	art	institutions	are	

considered	 “the	 bastions	 of	 high	 culture	 -	 of	 difficult	 and	 elitist	 forms	 of	 culture	 that	

represent	a	specific	suite	of	values	and	a	particular	type	of	knowledge”	(Booth,	2014,	p.	

208).	 
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However,	 since	 a	 few	 decades,	 the	 advent	 of	 the	 digital	 age	 allowed	 for	 a	 more	

democratized	 approach.	 In	 fact,	 Kefi	 and	 Pallud	 (2011)	 discuss	 digitalization	 as	 a	

“democratisation	 facilitator”	 in	 the	arts	 (as	cited	 in	Booth,	2014,p.	212).	As	 the	 rise	of	

the	Internet	and	other	digital	technologies	lead	to	an	increase	in	accessibility,	a	certain	

degree	of	social	inclusion	is	expected	from	museums	and	art	galleries,	exposing	them	to	

significant	 changes	 (Sandell,	 1998,	 in	 Booth,	 2014,	 p.	 208).	 Broadly,	 digitalization	

imposes	challenges	to	art	institutions	and	the	art	world	in	general.	 
 

Consequently,	 as	 “texts	 and	 images	 in	 the	 electronic	 age	 can	 be	 reproduced	 countless	

numbers	of	times	without	any	loss	of	quality”	(Martinez,	1998,	p.	14),	several	tensions	

arise	between	the	democratization	of	art	and	the	art	no	longer	being	regarded	as	unique	

and	reserved.		

	

In	his	essay,	Benjamin	(1936)	denounces	 the	 lack	of	authenticity	of	an	artwork	due	to	

mechanical	reproduction	(p.		3).	As	the	artwork	loses	its	uniqueness	feature,	its	aura,	i.e.	

its	metaphorical	“unapproachability”,	disappears	(p.	6,	also	paragraph	5	p.	21).	Thus,	the	

author	argues	that	the	contemporary	societies	experience	a	radical	change	regarding	the	

reception	 of	 art.	 Instead	 of	 being	 an	 object	 of	 contemplation,	 the	 artwork	 becomes	 a	

distraction	for	the	masses	and	serves	a	social	function	(Benjamin,	1936).	In	those	lines,	

is	inimitability	the	only	way	to	preserve	the	aura	of	an	artwork?	This	still	appears	to	be	a	

frictional	issue	in	the	present	literature.	Whilst	Benjamin	(1936)	strongly	disagrees	with	

the	 capability	 of	 the	 object	 reproduced	 to	 be	 reactivated	 in	 any	 situation	 (p.	 4),	more	

recent	 researches	 put	 a	 strong	 emphasis	 on	 the	 symbolic	 value	 that	 derives	 from	 the	

experience	associated	with	the	good	(Caves,	2000;	Lampel	et	al.,	2000).		 
 

Moreover,	since	artworks	are	cultural	goods,	 i.e.	they	“serve	an	aesthetic	or	expressive	

purpose	 rather	 than	 an	 utilitarian	 purpose”	 (Lampel	 et	 al.,	 2000,	 p.	 263),	 art	

intermediaries	 have	 always	 faced	 high	 risks	 due	 to	 high	 level	 of	 uncertainty	 of	 the	

market	regarding	those	goods	(Becker,	1982,	p.	110).	As	gallerists	are	now	dealing	in	a	

world	 where	 a	 photograph	 can	 be	 replicated	 even	more	 perfectly,	 the	 essentiality	 of	

their	 role	 is	 therefore	 doubted	 as	 “digital	 technology	 allows	 new	 possibilities	 for	

production,	dissemination	and	interactions”	(Martinez,	1998,	p.	17).	Nevertheless,	some	
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conflicts	 appear	 with	 regards	 to	 the	 latter	 statement.	 According	 to	 O’Connor	 (2009),	

considering	 “transforming	 the	 authority	 of	 the	 expert	 producer	 into	 a	 democracy	 of	

creative	 citizen-consumers	 is	wishful	 thinking”	 (as	 cited	 in	Both,	 2014,	 p.	 212),	 hence	

highlighting	the	remaining	need	for	experts	in	the	art	world.	 

	

	

1.2. Academic	conversation	

	

In	 order	 to	 make	 sense	 of	 the	 grand	 challenge,	 several	 academic	 concepts	 will	 be	

explained.	 This	 inductive	 study	 aims	 at	 providing	 a	 qualitative	 approach	 to	 the	 way	

photographic	gallerists	reflect	on	the	digital	age	on	a	professional	 level.	Hopefully,	this	

thesis	will	contribute	to	the	ongoing	academic	discussion	related	to	the	following	field	of	

study:	the	management	of	creative	industries	in	the	digital	age.		

	

	
	

	

The	 first	 concept	 used	 is	 Lampel	 et	 al.’s	 “Balancing	 Act”	 (2000),	 which	 refers	 to	 the	

different	challenges	 faced	by	managers	 in	 the	cultural	 industries.	This	study	will	 focus	

on	the	“art	versus	money”	paradigm,	which	designates	the	balance	between	preserving	a	

meaningful	aesthetic	viewpoint	while	ensuring	to	retain	a	certain	economic	value.	This	

theory	 also	 introduces	 the	 paradox	 of	 “art	 versus	 accessibility”:	 how	 can	 gallerists	

ensure	some	form	of	uniqueness	of	an	artwork	with	 the	rise	of	 the	 Internet	and	other	

digital	technologies?	
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The	second	academic	concept	discussed	in	this	thesis	is	the	participatory	culture	theory.	

Due	to	the	increased	accessibility	developed	with	the	advent	of	a	digitalized	world,	new	

technologies	 can	 now	 be	 used	 as	 marketing	 tools	 to	 support	 and	 promote	 creative	

businesses.		

	

In	 order	 to	 narrow	 down	 the	 area	 of	 study	 towards	 the	 research	 question,	 the	 case	

description	 will	 be	 presented	 in	 the	 following	 passage	 while	 those	 two	 academic	

concepts	will	be	advanced	more	in	detail	further	on	in	section	two.	

	

	

1.3.	Description	of	the	case	

	

“An	artist	has	no	home	in	Europe	except	in	Paris”.	Friedrich	Nietzsche	1	

	

This	case	study	focuses	on	a	specific	geographical	area	that	is	Paris.	For	centuries,	Paris	

has	been	described	as	a	substantial	source	of	inspiration	for	artists	from	all	around	the	

world.	 Its	 extensive	 art	 culture	 and	 history	 heritage	 fascinated	 a	 great	 number	 of	

creative	people.	Indeed,	the	French	capital	gained	over	the	years	the	reputation	of	“City	

of	Art”	(Montclos,	2003).		

	

Besides	possessing	some	of	 the	most	 famous	worldwide	museums,	 such	as	Le	Louvre,	

Paris	 is	 also	 home	 to	 numerous	 art	 galleries	 and	 welcomes	 each	 year	 a	 few	 of	 the	

world’s	 largest	 art	 fairs	 such	 as	 FIAC	 or	 Paris	 Photo.	 The	 latter,	 which	 is	 entirely	

dedicated	 to	 photography	 as	 an	 art	 medium,	 acts	 as	 a	 confirmation	 of	 the	 strong	

presence	of	photography	galleries	in	Paris.		

	

Furthermore,	 the	 art	 culture	 in	 France	 is	 still	 prevalent	 through	 the	 conventional	 art	

market.	By	conventional,	I	intend	the	traditional	marketplace	for	art	that	is,	for	example,	

going	 to	 a	 physical	 gallery	 in	 order	 to	 buy	 a	 specific	 artwork	 and	 asking	 for	 the	

knowledgeable	advice	of	an	expert,	herein	the	gallerist.		
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Therefore,	studying	the	commercial	 impact	of	 the	digital	on	photography	galleries	and	

how	the	gallerists	are	adapting	to	the	changes	associated	to	it	seemed	to	be	an	appealing	

inquiry.	More	specifically,	my	interest	lies	in	understanding	the	strategies	implemented	

by	gallerists	in	order	to	sustain	their	presence	in	a	marketplace	dominated,	apparently,	

by	digital	production	and	access.		

	

As	stated	by	Dickie	 (1975):	 “one	of	 the	values	of	photography	 is	 its	ability	 to	 locus	on	

and	bring	out	the	qualities	of	quite	ordinary	objects”	(as	cited	in	Becker,	1982,	p.153).	

Photography	as	an	art	form	has	always	intrigued	me;	in	particular	because	it	is	a	visual	

art	that	can	easily	be	copied	nowadays,	and	so,	could	in	turn	be	significantly	affected	by	

digitalization.	

	

	

1.4.	Research	Question	

	

This	 paper	 will	 attempt	 to	 answer	 the	 following	 question:	 How	 do	 commercial	

photographic	gallerists	make	sense	of	the	photography	market	in	the	digital	age?	

	

The	 aim	 of	 this	 research	 is	 to	 provide	 a	 descriptive	 approach	 of	 the	 gallerists’	

commercial	sense	making	of	the	digital	world.	Nonetheless,	it	also	serves	as	a	replicable	

example	suitable	 to	 further	research	regarding	art	galleries	or	other	 forms	of	art.	This	

paper	seeks	to	comprehend	the	ways	gallerists	specialized	in	photography	perceive	the	

advent	of	the	digital	commercially.	More	broadly,	this	research	question	investigates	the	

current	phenomenon,	 that	 is	 the	democratization	of	art,	by	raising	 inquiries	about	 the	

role	 of	 the	 digital	 in	 balancing	 paradoxes	 in	 addition	 to	modifying	 the	 buyer-gallerist	

relationship.		
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2. Theoretical	framework	

	

In	this	chapter	will	be	presented	existing	literature	related	to	the	field	of	study.	The	two	

main	managerial	concepts,	briefly	introduced	in	the	academic	conversation,	namely	the	

“Balancing	Act”	and	the	participatory	culture	theory,	will	be	explained	more	specifically.		

	

	

2.1.	The	“Balancing	Act”	

	

2.1.1.	Art	for	art’	sake	and	economic	returns	

	

In	the	“Balancing	Act”	theory,	Lampel,	Lant	and	Shamsie	(2000)	stress	one	of	the	most	

relevant	paradox	experienced	by	managers	in	the	cultural	industries:	the	reconciliation	

between	artistic	values	and	money.	As	defined	by	Hesmondhalgh	(2013),	cultural	goods	

are	symbolically	creative,	i.e.	they	involve	“the	manipulation	of	symbols	for	the	purposes	

of	entertainment,	information	and	perhaps	even	enlightenment”	(p.	6).	This	paradigm	is	

therefore	applicable	to	photography	as	an	art	medium. 

	

Because	 of	 its	 non-utilitarian	 aspect,	 the	 value	 of	 a	 cultural	 good	 is	 often	 subjective,	

which	in	turn	gives	rise	to	uncertainty	regarding	the	economic	demand	for	it	(Lampel	et	

al.,	 2000).	 As	 highlighted	 by	 Park	 (1993),	 consumption	 patterns	 in	 the	 art	 world	 are	

therefore	 difficult	 to	 estimate.	 The	 author	 infers	 that	 the	 quality	 of	 the	 experience	

associated	to	a	particular	cultural	object	is	what	matters,	which	in	turn	is	determined	by	

“one’s	ability	and	willingness	to	engage	with	objects	in	an	aesthetic	manner”		(as	cited	in	

Eijck	&	Majorana,	2013,	p.	81).	Accordingly,	managers	need	to	reconcile	two	opposites:	

the	 demand	 for	 cultural	 products	 shaped	 by	 the	market	with	 the	 artistic	 value	 of	 the	

good	(Lampel	et	al.,	2000).		

 

Therefore	managers,	in	this	case	the	photographic	gallerists,	are	facing	difficult	choices	

in	 finding	 the	 right	 balance	 between	 art-for-art's	 sake	 and	monetary	 returns.	 Indeed,	

Becker	(1982)	claims,	“competent	members	of	the	art	photography	world	[...]	use	a	large	

and	varied	assortment	of	dimensions	in	judging	photographs”	(p.	139).	As	explained	by	
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Lampel	et	al.	(2000),	the	value	of	cultural	goods	derive	from	“subjective	experiences	that	

rely	 heavily	 on	 symbols	 in	 order	 to	 manipulate	 perceptions	 and	 emotions”	 (p.	 264),	

suggesting	 the	 significant	 challenges	 associated	with	 their	 valuation.	 According	 to	 the	

authors,	“it	 is	extremely	difficult	to	establish	clear	standards	of	quality	”	in	the	cultural	

industries	(Lampel	et	al.,	2000,	p.	264).		

	

Moreover,	the	need	to	balance	those	two	antagonisms	is	becoming	even	more	laborious	

as	the	advent	of	Internet	and	other	digital	technologies	generated	higher	accessibility	to	

cultural	 products,	 hence	 blurring	 the	 lines	 of	 the	 art-versus-money	 equilibrium	

(Enhuber,	2015).	In	other	words,	as	more	and	more	people	can	engage	virtually	with	the	

art	industry,	an	artwork	might	be	regarded	as	a	mass-entertainment	product	rather	than	

a	unique	and	rare	good	(Lampel	et	al.,	2000).	If	more	copies	are	made	available	online,	

the	 artworks	 are	 not	 distinguishable	 anymore.	 Subsequently,	 the	 uniqueness	 and	

authenticity	associated	to	the	specific	artwork	might	be	threatened	(Benjamin,	1936).		

	

As	 a	 consequence	 of	 the	 advent	 of	 the	 digital	world,	 the	way	 in	which	 “art	 is	 traded,	

consumed	 and	 valuated”	 has	 been	 altered	 (Arora	 &	 Vermeylen,	 2013a,	 p.	 322).	 Art	

institutions,	including	commercial	art	galleries,	are	now	trying	to	benefit	from	this	new	

era	 by	 creating	 websites	 and	 using	 social	 media	 in	 order	 to	 increase	 their	 online	

visibility	 (Arora	&	Vermeylen,	2013a).	However,	despite	 the	 fact	 that	 the	Web	2.0	has	

proved	 to	 be	 a	 relevant	 marketing	 tool	 for	 creative	 industries,	 art	 galleries	 are	 still	

behind	with	regards	to	their	online	development	(Arora	&	Vermeylen,	2013a,	p.	323).		

 

Studies	 have	 demonstrated	 that	 the	 use	 of	 social	media	 has	 been	 an	 efficient	 way	 to	

promote	art	galleries	because	of	 the	word	of	mouth	 that	 transcends	 from	 it	 (Enhuber,	

2015,	p.	131).	This	new	form	of	marketing	is	defined	by	Kaplan	and	Haenlein	(2011)	as	

the	“‘electronic	word-of-mouth	whereby	some	form	of	marketing	message	related	to	a	

company,	 brand,	 product	 or	 service	 is	 transmitted	 in	 an	 exponentially	 growing	way...	

often	through	the	use	of	social	media	applications”	(as	cited	in	Enhuber,	2015,	p.	131).		
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Therefore,	 this	 digital	 technique,	 regarded	 as	 a	 powerful	 instrument,	 “interpersonally	

and	 informally	 influences	 the	 art	 consumers’	 decision-making	 and	 highly	 effects	

potential	 consumers’	 attitudes	 and	 behaviour”	 (Williams	 &	 Buttle,	 2013,	 as	 cited	 in	

Enhuber,	2015,	p.	132).	 

 

Nonetheless,	 besides	 the	 positive	 enhancement	 associated	 to	 digitalization,	 the	 latter	

also	 entails	 various	 practical	 implications	 for	 cultural	 organizations,	 including	 art	

galleries.	Indeed,	it	is	often	regarded	as	a	complex	and	costly	process	to	implement	(Tan	

&	Rahaman,	 2009;	 Enhuber,	 2015).	 Furthermore,	while	 it	 increases	 visibility,	 the	 real	

economic	impact	of	social	media	on	the	galleries’	monetary	compensation	still	remains	

unclear	(Enhuber,	2015).	 

	

2.1.2.	Art	and	accessibility	

Starting	 in	 the	 1980s,	 creative	 industries	 have	 been	 strongly	 affected	 by	 the	 digital	

revolution,	 or	 as	 Janssen	 (2013)	 defines	 it,	 “the	 advancement	 of	 technology	 from	

analogue	 electronic	 and	 mechanical	 devices	 to	 the	 digital	 technology”	 (as	 cited	 in	

Enhuber,	 2015,	 p.	 122).	 Indeed,	 a	 photograph	 used	 to	 correspond	 to	 the	 analogy	 of	 a	

captured	image	that	would	then	be	printed	in	negative	form	on	film	and	eventually	be	

decoded	in	the	developing	process	(Enhuber,	2015).		

Nowadays,	the	shift	towards	digital	technology	enables	to	code	and	store	photographs	in	

computers	(Hesmondhalgh,	2013,	p.	311);	 leading	to	a	digital	global	distribution	along	

with	 a	 greater	 access	 to	 information	 (Enhuber,	 2015). As the art world has	 become	

increasingly	 democratized,	 galleries	 are	 making	 their	 collections	 more	 accessible	

“without	 time,	 money	 or	 location	 barriers”	 by	 recreating	 the	 real	 art	 space	 online	

(Enhuber,	2015,	p.	121).	The	author	describes	this	phenomenon	of	representing	a	real	

art	space	virtually	as	“digitisation”	(Enhuber,	2015,	p.	123).	In	other	words,	digitization	

allows	 for	 the	 creation	 of	 a	 digital	 space	 where	 art	 collections	 can	 be	 seen	 by	 the	

audience	 virtually,	 hence	 not	 requiring	 any	 physical	 presence	 on	 site.	 This	 digital	

revolution	remodeled	the	concept	of	the	“real”	art	space	along	with	photography	as	an	

art	form	(Enhuber,	2015).	Digitization	of	the	art	industry	was	then	soon	followed	by	the	
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concept	of	digitalization,	defined	by	Collin	(2013)	as	the	“use	of	digital	technologies	and	

integration	of	digital	media	into	the	arts”	(as	cited	in	Enhuber,	2015,	p.	123).	Therefore,	

physical	content	is	now	digitized	and	made	available	virtually	(Enhuber,	2015). 

 

Nevertheless,	the	advent	of	digitization	brought	up	skeptical	views	on	the	matter.	Critics	

started	 doubting	 its	 integrity	 and	 questioning	 the	 hypocritical	 aspect	 of	 the	 latter	

serving	as	a	way	of	democratizing	art	(Enhuber,	2015).	Correspondingly,	Lugton	(2011)	

asserts	the	need	to	look	at	a	piece	of	art	in	the	physical	space	where	it	belongs	in	order	

to	appreciate	it;	“a	grand	work	of	art	deserves	to	be	viewed	in	a	space	that	is	suitably	un-

distracting	 rather	 than	being	 framed	by	my	desk	 and	other	debris	 of	 domesticity”	 (as	

cited	in	Enhuber,	2015,	p.	127).	Equally,	Tan	and	Rahaman	(2009)	express	the	possible	

negative	 audience’s	 overall	 experience	 looking	 at	 a	 piece	 of	 art	 virtually,	 i.e.	

disconnected	 from	 its	 physical	 space;	 invoking	 a	 “lack	 of	 richness,	 association	 and	

affordances”	(as	cited	in	Enhuber,	2015,	p.	127).	Moreover,	Arora	and	Vermeylen	claim	

that	art	consumers	buy	art	pieces	because	of	the	overall	experience	associated	with	it;	

from	“the	personal	contacts	with	artists	and	dealers	in	a	gallery	or	by	[...]	admiring	the	

tactility	of	the	works	of	art	displayed	on	the	walls”	(2013a,	p.	328).		

	

Notwithstanding,	Benjamin	(1936)	has	pointed	out	the	increased	level	of	accessibility	in	

the	arts	more	than	eighty	years	ago,	before	the	emergence	of	the	digital	age.	By	critically	

assessing	the	changes	due	to	mechanical	reproduction,	he	denounces	the	latter	as	being	

responsible	for	the	fade-out	of	the	artwork’s	authenticity	and	uniqueness,	hence	for	the	

loss	 of	 the	 artwork’s	 aura	(p.	 6).	 According	 to	 the	 author,	 the	 “aura”	 is	 defined	 as	 a	

“unique	 phenomenon	 of	 a	 distance	 however	 close	 it	 may	 be”	 (p.	 5).	 Metaphorically,	

Benjamin	(1936)	explains	the	artwork’s	“unapproachability”	due	to	the	“distance	which	

it	retains	in	its	appearance”	(p.	21,	paragraph	5).	Indeed,	he	uses	this	term	to	describe	

the	 one-time	 experience	 of	 a	 particular	 object.	 In	 his	 essay,	 he	 argues	 that	 only	 an	

original	artwork	can	possess	an	aura	and	therefore	“even	the	most	perfect	reproduction	

of	 a	work	 of	 art	 is	 lacking	 in	 one	 element:	 its	 presence	 in	 time	 and	 space,	 its	 unique	

existence	at	the	place	where	it	happens	to	be”	(p.	3).	Consequently,	he	strongly	disagrees	

with	the	fact	that	reproduction	may	“reactivate	the	object	reproduced”	(p.	4).	
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Moreover,	the	author	believes	that	photography	was	one	of	the	triggers	that	lead	to	the	

disappearance	 of	 the	 aura	 in	 contemporary	 societies	 (Benjamin,	 1936).	 Since	 a	

photographic	negative	can	provide	any	number	of	prints,	“to	ask	for	the	‘authentic’	print	

makes	no	sense”	(p.	6).	 In	turn,	he	suggests	that	photography	changed	the	way	people	

receive	 the	work	of	 art.	The	cult	value	of	 the	 image	 is	now	replaced	by	 the	exhibition	

value,	 as	photographs	 “stir	 the	viewer”	and	 therefore	a	 “free-floating	contemplation	 is	

not	appropriate	to	them”	(p.	8).		

	

Nevertheless,	 in	 Benjamin’s	 views,	 the	 decay	 of	 the	 aura	 leads	 to	 a	 new	 and	 more	

realistic	 approach	 to	 art	 through	 “the	 desire	 of	 contemporary	masses	 to	 bring	 things	

‘closer’	spatially	and	humanly,	which	is	just	as	ardent	as	their	bent	toward	overcoming	

the	uniqueness	of	every	reality	by	accepting	its	reproduction”	(1936,	p.	5).		

	

As	pointed	out	by	Benjamin	in	1936	and	later	on	by	the	authors	mentioned	above,	the	

art	 world	 is	 becoming	 more	 and	 more	 democratized	 due	 to	 higher	 accessibility.	

Consequently,	it	attracts	not	only	an	elitist	crowd	but	also	the	mass	audience.	This	shift	

therefore	entails	changes	regarding	the	level	of	participation	in	the	arts.		

	

	

2.2.	Participatory	culture	

	

2.2.1.	Changes	in	the	valuation	of	art	

		

By	 sharing	 their	 expertise	 on	 the	 subject,	 gallerists	 educate	 potential	 collectors	 in	

distinguishing	 what	 is	 art	 and	 what	 is	 not	 while	 giving	 them	 purchasing	 advices.	

According	to	the	Becker	(1982),	“dealers	need	people	who	will	not	only	appreciate	the	

work	they	present,	but	also	buy	it	and	keep	it	–	collectors”	(p.	113).		
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Indeed,	the	author	defines	the	role	of	a	gallerist	as	follows:		

 

“Gallery	 goers	 who	 identify	 themselves	 as	 potential	 purchasers	 get	

personalized	 lessons	 from	 the	 gallery	 staff,	 who	 analyze	 the	 work	 of	

individual	 artists	 [...],	 and	 discuss	 the	 aesthetics	 of	 the	 work,	

simultaneously	perhaps	discussing	where	you	might	put	a	particular	work	

in	 your	home,	 how	you	might	want	 to	pay	 for	 it,	 and	how	 it	would	 fit	 in	

with	other	works	you	already	own”.	(Becker,	1982,	p.	125) 

	

However,	besides	reconfiguring	space,	digitisation	and	digitalization	also	revolutionized	

the	 evaluation	 of	 art.	 As	 people	 experienced	 a	 higher	 access	 to	 information,	 a	 shift	

occurred	regarding	art	assessments.	With	increased	opportunities	to	participate	online,	

the	digital	age	challenges	the	conventional	art	experts’	opinions	and	allows	for	amateurs	

to	give	 judgments	 (Arora	&	Vermeylen,	2013b).	This	creates	new	potential	 threats	 for	

intermediaries	such	as	art	gallerists	since	knowledge	expertise	used	to	be	a	central	asset	

when	evaluating	art	(Arora	&	Vermeylen,	2013a).		

	

Nevertheless,	 a	 great	 number	of	 critics	 arose	 regarding	 the	qualitative	 aspect	 of	mass	

judgments	 (Arora	 &	 Vermeylen,	 2013b).	 With	 regards	 to	 visual	 arts,	 photography	

included,	 the	 quality	 of	 the	 medium	 is	 related	 mainly	 to	 the	 aesthetics	 of	 it.	

Consequently,	its	valuation	represents	a	“nebulous	process”	(Arora	&	Vermeylen,	2013b,	

p.	197).	Therefore,	the	opinions	expressed	by	a	multitude	of	amateurs	online	in	contrast	

to	those	of	a	few	experts	whose	professional	task	is	to	determine	the	relevancy	of	the	art	

itself	is	therefore	questionable	(Arora	&	Vermeylen,	2013b).		

 

Because	 of	 the	 disruption	 between	 the	 physical	 and	 the	 virtual	 world,	 galleries	 need	

more	 than	 ever	 to	 reconcile	 art	 with	 accessibility	 by	 engaging	 with	 their	 potential	

buyers	 through	 the	 adoption	 of	 new	 media	 platforms.	 Therefore,	 a	 new	 paradox	

emerges	 that	 is	 the	 participatory	 openness	 of	 the	 art	 world,	 which	 has	 always	 been	

considered	elitist	and	closed	(Arora	&	Vermeylen,	2013b).		
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2.2.2.	Consumers	as	active	contributors	

	

Galleries	 nowadays	 need	 to	 engage	 and	 communicate	with	 their	 audience	 in	 a	 digital	

way.	The	development	of	the	World	Wide	Web	in	the	late	1990s	was	soon	outstripped	

by	 the	 advent	 of	 the	 Web	 2.0,	 defined	 as	 “a	 combination	 of	 concepts,	 trends,	 and	

technologies	 that	 focus	 on	 user-collaboration,	 sharing	 of	 user-generated	 content,	 and	

social	 networking.”2	 Such	 platforms	 generated	 significant	 changes	 in	 the	 evolution	 of	

creative	 industries,	 including	 the	 consumption	 patterns	 of	 cultural	 goods	 like	

photographs.		

	

Hennig-Thurau	 et	 al.	 (2010)	 describe	 new	 media	 as	 “websites	 and	 other	 digital	

communication	 and	 information	 channels	 in	 which	 active	 consumers	 engage	 in	

behaviors	 that	 can	 be	 consumed	 by	 others	 both	 in	 real	 time	 and	 long	 afterwards	

regardless	 of	 their	 spatial	 location”	 (p.	 312).	Due	 to	 the	 rise	 of	 online	 communication	

platforms,	 organizations	 are	 able	 to	 engage	 in	 both	 “the	 sharing	 and	 co-production	of	

meaning”	(Gulbrandsen	&	Just,	2013,	p.	567).	In	other	words,	the	users	shift	from	being	

ordinary	 consumers	 to	 contributors	 or	 producers	 of	 social	 content.	 According	 to	

Gulbrandsen	 &	 Just	 (2011),	 this	 deviational	 matter	 is	 beneficial	 to	 an	 organization	

whenever	“the	process	of	online	communication	is	driven	by	a	willingness	to	participate	

in	and	an	ability	to	invite	collaboration”	(as	cited	in	Gulbrandsen	&	Just,	2013,	p.	567).		

	

However,	when	comparing	the	levels	of	participatory	culture	in	museums	with	regards	

to	 art	 galleries,	 the	 latter	 are	 far	 less	 developed	 in	 terms	 of	 consumers’	 online	

engagement	(Arora	&	Vermeylen,	2013a,	p.	323).		
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2.2.3. Building	participatory	culture	in	the	arts	

	

According	to	McCarthy	and	Jinnett	(2001),	there	exists	three	ways	to	build	participation	

in	the	arts.	Firstly,	an	art	organization	can	diversify	its	audience.	A	way	to	do	so	would	

be	 to	 change	 people’s	 perceptions	 of	 the	 art	world	 being	 elitist	 and	 closed	 and	make	

them	 rethink	 arts	 as	 “accessible,	 tangible,	 and	more	 closely	 related	 to	 their	 everyday	

lives”	 (McCarthy	&	 Jinnett,	2001,	p.	33).	 Secondly,	 they	 can	attract	 a	 larger	number	of	

people	 and	 position	 the	 organization	 on	 a	 more	 accessible	 level	 by	 providing	 more	

information	about	 the	organization	 itself	 and	 its	 offerings	 (McCarthy	&	 Jinnett,	 2001).	

Finally,	they	can	increase	the	level	of	involvement	of	their	current	audience	by	making	

“the	arts	experiences	of	these	individuals	as	rewarding	as	possible”	(McCarthy	&	Jinnett,	

2001,	p.	34).			

	

Engaging	 in	one	of	 the	above	 strategies,	 from	 increasing	 the	 level	of	 interactions	with	

the	already	existing	audience	to	appealing	to	the	potential	one,	will	therefore	boost	art	

galleries’	online	awareness	(Arora	&	Vermeylen,	2013b).		

	

	

2.2.4. The	Gatekeepers	of	the	21st	century	

	

As	 a	 consequence	 of	 digitalization,	 the	 rise	 in	 participatory	 culture	 entailed	 a	 shift	 in	

conventional	 art	market	mechanisms.	 The	 institutional	 gatekeepers,	 or	 art	mediators,	

are	 now	 facing	 new	 challenges	 as	 the	 Web	 2.0	 enables	 the	 art	 audience	 to	 engage	

directly	with	the	artists	themselves	(Arora	&	Vermeylen,	2013b).	Indeed,	this	increased	

accessibility	 to	 information	suggests	a	more	egalitarian	distribution	of	power	between	

art	intermediaries	and	art	consumers	(Arora	&	Vermeylen,	2013b).		

	

However,	this	issue	is	still	raising	high	concerns	in	the	present	literature	regarding	the	

existing	 need	 for	 experts	 to	 evaluate	 arts.	 As	 highlighted	 by	 Becker	 (1982),	 “dealers	

show	 work,	 and	 the	 critics	 provide	 reasoning	 which	 makes	 it	 acceptable	 and	 worth	

appreciating”	(p.	113).	Additionally,	experts	tend	to	“emphasize	the	intrinsic	value	of	a	

work	of	art	and	its	autonomous	character”	(Arora	&	Vermeylen,	2013b,	p.	208).		
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One	of	the	major	critical	approaches	against	high	mass	participation	in	the	art	world	is	

that	a	high	participation	rate	doesn’t	necessary	lead	to	a	higher	valuation	of	an	artwork	

(Arora	 &	 Vermeylen,	 2013b).	 Despite	 the	 benefits	 that	 the	 Internet	 encompasses,	 the	

authors	 infer	 that	 the	 audience’s	 participation	 in	 valuing	 a	 piece	 of	 art	 could	 be	

negatively	associated	to	the	institution,	that	could	in	turn	be	regarded	as	a	seller	of	“low	

quality	art”	(Arora	&	Vermeylen,	2013b,	p.	207).		

	

As	mentioned	in	the	beginning	of	the	research,	this	thesis	attempts	to	provide	a	better	

understanding	of	 the	photographic	 gallerists	 sense	making	of	 the	digitalized	world.	 In	

order	to	answer	the	research	question	in	the	most	efficient	way,	 the	following	chapter	

will	aim	at	explaining	the	methodology	employed	to	conduct	this	qualitative	study.		
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3. Methodology	

	

3.1.	Research	design	

	

“The	 process	 of	 [qualitative]	 research	 involves	 emerging	 questions	 and	

procedures,	 data	 typically	 collected	 in	 the	 participant’s	 setting,	 data	 analysis	

inductively	 building	 from	 particulars	 to	 general	 themes,	 and	 the	 researcher	

making	interpretations	of	the	meaning	of	the	data”.	(Creswell,	2009,	p.	32)	

	

The	development	of	the	research	design	originates	from	the	type	of	research	operated	

along	 with	 the	 following	 research	 question:	 How	 do	 commercial	 photographic	

gallerists	make	sense	of	the	photography	market	in	the	digital	age?		

	

This	research	question	suggests	the	conduct	of	a	qualitative	research.	Indeed,	the	adverb	

“how”	introduces	a	qualitative	research	question	and	furthermore	displays	“an	open	and	

emerging	design”	(Creswell,	2009,	p.	185).	The	exploratory	verb	“make	sense”	should	be	

understood	 as	 the	 perception	 of	 something3,	 in	 this	 case	 the	 various	 gallerists’	

viewpoints	on	the	problem	area.	Finally,	 the	words	“photography	market	 in	the	digital	

age”	 present	 the	 context	 of	 the	 study,	 which	 is	 a	 significant	 attribute	 of	 qualitative	

research	projects	(Creswell,	2009).		

	

Eventually,	 this	paper	will	 seek	 to	answer	 the	above-mentioned	question	by	means	of	

informing	interviews,	which	in	turn	will	provide	a	comprehensive	understanding	of	the	

subjects’	perceptions	(Creswell,	2009);	herein	the	gallerists.		

	

	

3.2.	Research	approach	

	

The	research	assumes	an	interpretivist	angle	as	it	investigates	a	social	phenomena	and	

the	 researcher	 is	 embedded	 in	 the	 knowledge	 making	 process	 (Saunders,	 Lewis	 &	

Thornill,	 2012,	 p.	 140).	 Moreover,	 the	 study	 takes	 on	 an	 inductive,	 descriptive,	 and	

single-case	based	approach.		
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As	defined	by	Creswell	(2009),	when	conducting	a	research	inductively,	“the	 literature	

does	not	guide	and	direct	the	study	but	becomes	an	aid	once	patterns	or	categories	have	

been	identified”	(Creswell,	2009,	p.	61).	Also,	the	goal	associated	with	this	research	is	to	

portray	 “the	 data	 as	 they	 occur”,	 therefore	 inferring	 a	 descriptive	 approach	 (Zainal,	

2007,	p.	3).		

	

Additionally,	Yin	(2014)	defines	a	case	study	as	“an	empirical	enquiry	that	investigates	a	

contemporary	phenomenon	in	depth	and	within	real-world	context,	especially	when	the	

boundaries	between	phenomenon	and	context	may	not	be	clearly	evident”	(Yin,	2014,	p.	

16).	 Choosing	 a	 case-study	 approach	 was	 indeed	 coherent	 with	 the	 research;	 the	

photographic	 gallerists	 being	 “the	 case”	 along	 with	 the	 digital	 age	 context;	 hence	

blurring	the	lines	associated	to	the	phenomenon.		

	

Moreover,	 a	 single	 case	 with	 embedded	 design	 was	 selected	 since	 the	 goal	 of	 this	

research	is	to	 look	“for	consistent	patterns	of	evidence	across	units,	but	within	a	case”	

(Yin,	 1994,	 p.	 3).	 In	 other	 words,	 the	 case	 rests	 on	 a	 single	 question	 that	 is	 the	

commoditization	 around	 art	 photography	 but	 is	 analyzed	 by	 virtue	 of	 a	multiple-side	

approach	of	the	overall	organizational	study,	expressly	the	gallerists	as	an	organization	

case.	 This	 approach	 permits	 the	 empirical	 inquiry	 of	 a	 descriptive	 case	 study	 while	

reducing	the	risks	of	 “slippage”,	 i.e.	changes	 in	 the	orientation	of	 the	research	through	

the	completion	of	the	case	study,	thanks	to	the	multiple	units	of	analysis	(Yin,	2014,	p.	

55).	In	order	to	suit	the	single-case	analysis	approach	and	to	cover	the	research	question	

in	 the	most	 efficient	way,	 I	 looked	 for	 similarities	 and	disparities	 among	 the	different	

subunits	and	merged	the	 latter	 in	the	findings.	Furthermore,	 for	the	sake	of	producing	

trustworthy	 findings,	 a	 thick	 description	 is	 provided	 so	 that	 “any	 reader	 or	 another	

researcher	can	follow	the	progression	of	events	in	the	study	and	understand	their	logic”	

(Brink,	1993,	p.	38).	

	

I	started	this	research	by	looking	at	Parisian	photography	galleries	and	eventually	found	

a	great	 interest	 in	 investigating	the	way	gallerists	were	reacting	to	the	digital	age	on	a	

professional	 level.	 In	 this	 sense,	 the	 study	 starts	 from	 empirical	 observations	 of	 the	

gallery’s	 home	 websites	 and	 digital	 media	 pages	 such	 as	 Facebook,	 Twitter	 and	
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Instagram,	 along	 with	 interviews	 of	 the	 main	 subjects,	 which	 will	 be	 further	 on	

organized	into	codes	and	then	concepts.		

	

Specifically,	 this	 study	 concentrates	 on	 galleries	 present	 in	 the	 Marais,	 district	

internationally	known	 for	being	 the	 central	hub	of	 the	Parisian	 arts	market	due	 to	 its	

high	 concentration	 of	 art	 galleries	 (Brimson	 &	 Gaillard,	 2017,	 my	 translation).	

Subsequently,	a	case-study	approach	seemed	appropriate	as	it	allows	the	researcher	to	

examine	a	specific	geographical	area	or	a	 limited	number	of	 individuals	as	subjects	by	

keeping	a	micro-level	 focus	(Zainal,	2007).	Below	is	a	map	of	 the	various	photography	

galleries	investigated.		

	

	

	 	

																																																																																																																												Galerie	de		
																																																																																																																														l’Instant	
	

	 		Galerie	Thierry		
																																																																																		Bigaignon	

	

	

																													Galerie	Lumas	
																														Paris	Marais	

	

	 									Galerie	Agathe	
																																																																																					Gaillard	
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3.3.	Research	strategy	

	

In	my	opinion,	Paris	has	always	been	a	fascinating	city	with	regards	to	the	prevalence	of	

its	“traditional”	art	market.	By	traditional,	I	intend	the	great	number	of	art	galleries	still	

existing	 and	 acting	 as	 intermediaries	 between	 the	 artists	 and	 the	 buyers.	 Those	

traditions	 being	 strongly	 anchored	 in	 the	 French	 culture	 encouraged	me	 to	 study	 the	

disruption	associated	with	the	emergence	of	the	Internet	and	other	digital	technologies.		

	

As	explained	earlier,	I	researched	several	photography	galleries	online,	mainly	through	

online	 articles,	 the	 galleries’	 websites,	 and	 their	 social	 media’s	 web	 pages	 such	 as	

Facebook	or	Instagram.	I	then	selected	a	few	of	them	-	ranging	from	those	having	no	or	

very	 little	 presence	 online	 to	 the	 ones	 making	 a	 great	 use	 of	 the	 digital	 world-	 and	

eventually	contacted	 them	via	email	 in	order	 to	get	 interviews	with	 the	gallerists.	The	

main	 reason	behind	 this	 selection	 is	 to	 better	 understand	how	different	 photographic	

gallerists	 make	 sense	 of	 the	 digital	 era	 on	 a	 commercial	 standpoint.	 The	 detailed	

information	is	available	further	down	in	the	secondary	sources’	section.		

	

In	 order	 to	 answer	 the	 research	 question,	 I	 looked	 for	 various	 literatures	 that	 could	

explain	 the	 democratization	 of	 the	 art	 in	 relation	 to	 the	 digitalization	 context	 in	

conjunction	to	the	constant	struggles	faced	by	art	institutions.	As	previously	mentioned,	

the	 main	 theories	 are	 used	 as	 a	 tool	 for	 making	 sense	 of	 the	 case	 study’s	 overall	

framework.	In	section	six,	I	will	point	out	those	concepts	jointly	with	the	results	of	the	

data	collection.	Those	theories	will	be	applied	and	discussed	in	the	end	to	contextualize	

the	knowledge	gained	from	the	data’s	findings.		
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3.4.	Data	collection	strategy	

	

3.4.1.	Interviews	and	questions	

	

Since	 this	 thesis	 tries	 to	explore	and	provide	a	deeper	understanding	of	 the	gallerists’	

experiences	and	beliefs	regarding	the	digital	era,	qualitative	interviews	were	therefore	

considered	the	best	fit	to	the	research.		

	

Before	conducting	the	interviews,	I	looked	at	interview	theories	in	order	to	create	valid	

and	understandable	questions	for	the	various	 interviewees.	According	to	Gubrium	and	

Holstein	 (2001),	 the	 researcher	 should	 always	 read	 technical	 literature	 beforehand	 in	

order	 to	 obtain	 valuable	 data	 and	 avoid	 mistakes	 and	 misunderstandings;	 “if	 the	

interviewer	 asks	 questions	 properly,	 the	 respondent	 will	 give	 out	 the	 desired	

information”	 (p.	 112).	 When	 implementing	 a	 qualitative	 interviewing	 approach,	

interviews	should	be	in	the	form	of	open-ended	questions	and	“intended	to	elicit	views	

and	opinions	from	the	participants”	(Creswell,	2009,	p.	294).	

	

Furthermore,	 in	order	to	create	a	space	where	participants	would	collaborate	with	the	

researcher	 rather	 than	 simply	 answer	 the	 questions,	 an	 active	 interviewing	 approach	

was	 taken.	 The	 latter	 enabled	 the	 production	 of	 responses	 through	 a	 dynamic	

conversation	between	the	 interviewer	and	the	 interviewee	“without	 losing	sight	of	 the	

meanings	 produced	 [...]	 both	 in	 relation	 to,	 and	 within,	 the	 interview	 environment”	

(Gubrium	 &	 Holstein,	 2001,	 pp.	 124-125).	 In	 addition,	 by	 providing	 a	 detailed	

explanation	on	the	nature	of	the	research	before	starting	each	interview,	the	validity	of	

the	participants’	responses	was	increased	(Brink,	1993,	p.	36).		

	

It	 should	 be	 noted	 that	 one	 of	 the	 main	 misunderstanding	 associated	 to	 case-study	

research	 is	 that	 “the	 case	 study	 contains	 a	 bias	 toward	 verification”	 due	 to	 the	

subjectivity	involved	with	using	such	a	method	(Flyvberg,	2006,	p.	219).	However,	even	

though	qualitative	 research	 allows	 for	more	 subjectivity	 from	 the	 researcher’	 point	 of	

view,	this	bias	is	equally	present	in	quantitative	analysis	when	it	comes	to	selecting	the	

different	variables	and	categories	that	will	be	used	in	the	study	(Flyvberg,	2006).		
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Also,	 the	 researcher	 should	 always	 keep	 in	 mind	 the	 concept	 of	 attitudinal	 fallacy,	

defined	by	Jerolmack	and	Khan	(2014)	as	“the	error	of	inferring	situated	behavior	from	

verbal	 accounts”	 (p.	 179).	 In	other	words,	 separating	words	 from	actions	 is	 crucial	 as	

what	 people	 say	 they	 do	 might	 vary	 from	what	 they	 actually	 do	 (Jerolmack	 &	 Khan,	

2014).	 Nonetheless,	 since	 this	 study	 is	 based	 on	 perceptional	 values,	 the	 research	 is	

informed	 essentially	 by	 in-depth	 interviews	 of	 the	main	 subjects	 as	 primary	 sources.	

This	in	turn	permits	to	provide	data	relevant	to	the	research	question	and	hence	avoid	

inaccuracies	 as	 the	 key	 informants	 “know	 enough,	 can	 recall	 enough,	 and	 are	 able	 to	

responde	precisely	to	questions	asked”	(Brink,	1993,	p.	37).	Yet,	besides	an	analysis	of	

the	primary	data,	the	secondary	data	found	online	was	helpful	in	setting	the	scene	of	the	

research	beforehand.	

	

The	first	interview	was	held	in	person	in	Paris	on	the	11th	of	March	2017	at	the	Galerie	

de	l’Instant.	The	interviewee	was	Julia	Gragnon,	the	gallery	owner.	It	lasted	one	hour	and	

twenty	 minutes	 and	 was	 audio-recorded.	 The	 latter	 will	 be	 referred	 as	 “I1”	 and	 her	

initials	“JG”	will	be	used	when	quoting	her	statements	later	on.		

	

The	second	interview	was	held	with	the	gallerist	Agathe	Gaillard	in	her	gallery	in	Paris,	

Galerie	Agathe	Gaillard,	on	the	14th	of	March	2017.	It	lasted	35	minutes	and	was	audio-

recorded.	This	interview	will	be	referred	as	“I2”	and	Miss	Gaillard’s	initials	“AG”	will	be	

used	in	the	following	chapters.	

	

Thirdly,	 I	 interviewed	 the	gallerist	Thierry	Bigaignon	on	 the	15th	of	March	2017.	The	

interview	was	held	face-to-face	in	the	Galerie	Thierry	Bigaignon	and	lasted	55	minutes.	

The	 interviewee	will	 be	mentioned	 as	 “TB”,	 and	 the	 interview,	which	was	 also	 audio-

recorded,	will	be	referred	as	“I3”	thereafter.		

	

Finally,	the	fourth	and	last	interview	was	conducted	with	the	gallery	manager	of	Galerie	

Lumas	Marais	in	Paris,	Rebecca	Arroyo,	on	the	16th	of	March	2017.	It	lasted	35	minutes	

and	was	audio-recorded	as	well.	The	gallerist’s	initials	“RA”	will	be	employed	further	on	

in	the	research	along	with	“I4”	when	referencing	this	specific	interview.		
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3.4.2	Interview	guide	

	

The	 interviews	 followed	 a	 semi-structured	 path	 and	were	 held	 in	 private	 so	 that	 the	

subjects’	responses	wouldn’t	be	affected	by	the	presence	of	other	individuals	(Gubrium	

&	Holstein,	2001,	p.	117).		

	

In	order	to	proceed	with	the	data	collection	for	this	 interview	form,	the	creation	of	an	

interview	 guide	 was	 necessary.	 While	 useful	 in	 governing	 the	 overall	 interview,	 the	

structure	 of	 the	 guide	 was	 sufficiently	 flexible	 to	 allow	 for	 deviations	 and	 follow-up	

questions	relying	on	the	interviewees’	answers	(Legard,	Keegan	&	Ward,	2003).		

	

Also,	 provoked	 by	 a	 certain	 level	 of	 engagement	 in	 the	 empirical	 work,	 some	 of	 the	

interviewees’	 answers	were	 then	 re-arranged	and	asked	as	questions	 in	 the	 following	

interviews.	In	this	regard,	the	researcher	becomes	a	collaborator	in	the	process	and	an	

“active	player	in	development	of	data	and	of	meaning”	(Legard,	Keegan	&	Ward,	2003,	p.	

139;	Gubrium	&	Holstein,	2001).		

	

Hence,	the	preliminary	questions	were	kept	broad	in	order	to	fit	the	main	themes	and	to	

enable	the	interviewees	to	go	into	depth	with	the	associated	questions.	By	doing	so,	the	

risk	of	framing	the	various	interviews	was	lowered	and	it	enabled	the	comparison	of	the	

gallerists’	various	perceptions	when	talking	about	the	different	themes.		

	

Listed	 below	 are	 the	 overall	 themes	 used	 in	 the	 interview	 guide	 along	 with	 some	

examples	 of	 questions	 asked	 during	 the	 interview	 with	 Thierry	 Bigaignon	 “I3”.	 Once	

transcribed,	 the	 interviews	 were	 sent	 back	 to	 the	 gallerists	 in	 order	 to	 receive	

confirmation	 to	 proceed	 further.	 Eventually,	 the	 four	 interviewees	 agreed	 to	 the	

transcriptions	and	no	changes	were	made	from	the	initial	ones.	Moreover,	because	of	the	

language	 barrier,	 interviews	 were	 held	 in	 French.	 Thus,	 I	 translated	 the	 following	

questions	from	French	to	English.	
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Interview	guide	

	

Personal	information	

	

● Pouvez-vous	commencer	par	me	dire	votre	nom	et	me	décrire	votre	position	ici	à	

la	galerie?	Could	you	start	by	telling	me	your	name	and	what	is	your	position	here	

at	the	gallery?	

	

● Depuis	 combien	 de	 temps	 travaillez-vous	 comme	 galeriste?	How	 long	 have	 you	

been	practicing	this	position?	

	

● Pourquoi	Paris	et	pourquoi	cet	emplacement?	Why	Paris	and	why	this	location?	

	

● Pourquoi	 la	 photographie	 vous	 importe	 tant?	Why	 does	 photography	matter	 to	

you?	

	

	

Art	versus	money	

	

● Quels	 facteurs	entrent	en	 jeu	 lors	de	 la	 sélection	de	vos	photographes?	How	do	

you	select	the	photographers?		

	

● Quelle	importance	donnez-vous	aux	évènements	qui	ont	lieu	dans	votre	galerie?	

In	your	opinion,	how	important	are	the	physical	events	in	your	gallery?	

	

	

● Pourquoi,	 à	 votre	 avis,	 disposer	 d'une	 galerie	 physique	 de	 nos	 jours	 serait-il	

toujours	 pertinent?	Why,	 in	 your	 opinion,	 would	 it	 still	 be	 relevant	 to	 possess	 a	

physical	gallery	these	days?	
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Accessibility	versus	exclusivity		

	

● Entre	exclusivité	et	accessibilité,	où	se	positionne	votre	galerie?	Would	you	define	

your	strategy	as	being	more	directed	towards	accessibility	or	exclusivity?	

	

● Comment	balancez-vous	entre	ces	deux	extrêmes?	How	do	you	define	a	balance	

between	those	two	extremes?		

	

	

Digitalization	

	

● Quel	est	le	rôle	du	digital	pour	votre	galerie	d’un	point	de	vue	commercial?	What	

role	has	taken	digitalization	for	your	gallery,	on	a	commercial	standpoint?	

	

● Selon	vous,	quelle	est	la	différence	entre	voir	une	photo	physiquement	et	la	voir	

virtuellement?	What	would	 you	 say	 is	 the	main	 difference	 between	 looking	 at	 a	

photograph	physically	and	online?	

	

	

Social	Media	Marketing	and	participatory	culture	

	

● Pourquoi	utilisez-vous	les	réseaux	sociaux?	Why	do	you	use	social	media?	

	

● Comment	 engagez-vous	 votre	 audience	 en	 ligne?	How	do	 you	 engage	with	 your	

audience	online?		

	

● Quel	rôle	leur	donnez-vous?	How	would	you	define	their	role?		

	

Those	were	the	main	themes	and	questions	discussed	during	the	four	interviews.	Before	

proceeding	to	the	data	analysis,	a	summary	of	the	different	resources,	retrievable	below,	

was	created	in	order	to	get	an	overview	of	the	data	collected.		
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Table	1:	Summary	of	the	various	sources	collected	

	

	 Secondary	sources:	

galleries’	websites	and	

social	media	platforms	

Secondary	sources:	

online	articles	

Primary	sources:	

interviews	

Galerie	de	

l’Instant	

Website	of	the	Galerie	de	
l’Instant	
	
Facebook	page	
Twitter	page	
Instagram	page	

Time	Out	Paris	(2012)	
Galerie	de	l’Instant	
	
Vogue	Magazine	(2016)		
'Fashion':	The	Galerie	de	
l'Instant’s	latest	must-see		

Julia	Gragnon	(I1,	1	
hour	and	20	
minutes)	

Galerie	

Agathe	

Gaillard	

Website	of	the	Galerie	
Agathe	Gaillard	
	
Facebook	page	

Le	Nouvel	Observateur	
(2013)	
	
L’histoire	de	la	photo	perd	
sa	galerie	parisienne	[The	
history	of	photography	
loses	its	Parisian	gallery]	

Agathe	Gaillard	(I2,	
35	minutes)	

Galerie	

Thierry	

Bigaignon	

Website	of	the	Galerie	
Thierry	Bigaignon	
	
Facebook	page	
Twitter	page	
Instagram	page	

L’œil	de	la	photographie	-	
the	eye	of	photography	
(2016)	
	
Thierry	Bigaignon,	
portrait	d’un	futur	
galeriste	[Thierry	
Bigaignon,	portrait	of	a	
future	gallery	owner]	

Thierry	Bigaignon	
(I3,	55	minutes)	

Galerie	

Lumas	

Marais	-	

Paris	

Website	of	Galerie	Lumas		
	
Facebook	page	
Twitter	page		
Instagram	page	
YouTube	page	

Le	Figaro	(2008)	
	
La	photo	d'art	se	
démocratise	[The	
democratization	of	the	
photography	of	art]	

Rebecca	Arroyo	(I4,	
35	minutes)	
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3.5.	Data	analysis	

	

As	 a	 first	 step	 towards	 the	 analysis	 of	 the	 data,	 the	 material	 from	 the	 four	 audio-

recorded	 interviews	was	 transcribed	 literally	 in	 French	 (an	 example	 can	 be	 found	 in	

Appendix	 1).	 Then,	 I	 highlighted	 the	 parts	 of	 the	 various	 interviews	 relevant	 in	

answering	the	research	question	and	collected	them	in	an	Excel	sheet	where	I	translated	

them	from	French	to	English	(see	Appendix	2).	Since	those	translations	are	literal	ones,	I	

consider	 them	 as	 direct	 quotations	 and	 not	 paraphrases	 in	 order	 to	 avoid	 plagiarism	

issues.	

	

Those	 notes	 were	 then	 organized	 into	 self-constructed	 codes	 divided	 in	 two	

chronological	 phases:	 first-cycle	 coding	 and	 pattern	 coding	 (see	 Appendix	 2).	 The	

former	 indicates	 that	 “the	 codes	 are	 first	 assigned	 to	 data	 chunks	 to	 detect	 recurring	

patterns”	(Miles,	Huberman	&	Saldana,	2014,	p.	73)	while	the	latter	helps	the	researcher	

in	 defining	 a	 smaller	 number	 of	 categories,	 also	 called	 clusters,	 emerging	 from	 the	

patterns	 found	during	 the	 first-cycle	 coding	 (Miles	 et	 al.,	 2014,	pp.	71-72).	Ultimately,	

this	analysis	helped	drawing	conclusions	on	the	behalf	of	the	research	question	(Miles	et	

al.,	2014).		

	

	

3.5.1.	First-cycle	coding	

	

Because	 of	 the	 large	 amount	 of	 information	 available	 from	 the	 interviews,	 the	 data	

collected	 was	 inserted	 in	 the	 Excel	 sheet	 chronologically.	 The	 aim	 of	 the	 first-cycle	

coding	stage	was	to	reduce	the	findings	gathered	from	the	interview	transcripts	 into	a	

one-word	 attribute	 or	 a	 short	 phrase,	 allowing	 to	 “symbolically	 assign	 a	 summative,	

salient,	essence-capturing	and/or	evocative	attribute	for	a	portion	of	language-based	or	

visual	data”	(Saldana,	2013,	as	cited	in	Miles	et	al.,	2014,	p.	72).	These	interpreted	labels	

were	 then	used	 for	categorization	during	 the	second-cycle,	or	pattern	coding	(Miles	et	

al.,	2014).	
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In	order	to	label	the	interviews’	answers,	fundamental	concepts	such	as	descriptive,	in-

vivo,	 emotion,	 and	 values	 coding	 were	 applied.	 The	 descriptive	 approach	 enabled	 to	

code	 the	 parts	 of	 the	 interviews	 where	 a	 certain	 description	 of	 a	 phenomenon	 was	

provided	 by	 the	 interviewee	 (Miles	 et	 al.,	 2014).	 In-Vivo	 coding	 was	 applied	 when	

creating	 a	 code	 with	 the	 participants’	 own	 words	 and	 put	 in	 quotations	 marks.	

According	to	Miles	et	al.,	(2014)	this	coding	method	is	useful	for	“studies	that	prioritize	

and	honor	the	participant’s	voice”	(p.	74),	which	evidently	fell	in	line	with	the	research	

question.	Emotion	coding	permitted	to	recall	or	 infer	the	emotions	experienced	by	the	

interviewees	 (Miles	 et	 al.,	 2014,	 p.	 75).	 Finally,	 value	 coding	 was	 adopted	 when	

reflecting	on	the	 interviewee’s	beliefs,	attitudes	and	values,	hence	“representing	his	or	

her	perspectives	or	worldview”	(Miles	et	al.,	2014,	p.	 	75).	These	codes	were	helpful	in	

locating	similarities	and	differences	in	gallerists’	individual	perceptions.		

	

	

3.5.2.	Second-cycle	coding	

	

Once	done	with	the	condensation	of	data	available	 from	the	first-cycle	coding,	second-

cycle	 coding	 permitted	 to	 detect	 certain	 patterns	 and	 to	 cluster	 them	 into	 a	 small	

number	 of	 categories	 (Miles	 et	 al.,	 2014,	 p.	 73).	 The	 data	was	 then	 assigned	 to	 those	

overall	 themes	 according	 to	 the	 similarities	 found	 during	 the	 first-cycle	 coding.	

Ultimately,	the	collected	data	was	divided	into	the	following	four	categories:	

	

● Balancing	strategy	

● Digital	change	

● Need	for	physicality	

● Influencer	

	

This	approach	was	chosen	in	order	to	better	understand	the	findings	from	the	first-cycle	

coding	 and	 also	 to	 look	 for	 similarities	 and	 disparities	 in	 the	 interviewees’	 opinions	

(Miles	et	al.,	2014,	p.	91).	Through	the	creation	of	a	matrix	display	on	the	Excel	sheet,	I	

could	organize	 the	collected	 information	by	sorting	and	 filtering	 the	codes	 in	 terms	of	
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coding	method	along	with	the	various	first-cycle	codings	found	(Miles	et	al.,	2014,	p.	91).	

This	 allowed	 for	 what	 Miles	 et	 al.	 (2014)	 define	 as	 organizing	 “the	 vast	 array	 of	

condensed	 material	 into	 an	 “at-a-glance”	 format	 of	 reflection,	 verification,	 conclusion	

drawing,	 and	 other	 analytic	 acts”	 (p.	 91).	 The	 figure	 1	 below	 shows	 a	 portion	 of	 the	

entire	analysis	that	is	visible	in	Appendix	2.		

	

	

Figure	1:	Matrix	display	

	

	
	

	

Furthermore,	 in	order	to	make	sense	of	the	matrix	display,	I	developed	a	mind	map	to	

enable	the	visualization	of	the	overall	findings	from	the	various	interviews.	The	latter	is	

available	 in	the	next	section	(figure	2)	and	retrievable	 in	a	bigger	 format	at	 the	end	of	

the	paper	in	the	Appendix	3.		
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4. Description	of	results	and	findings	

	

By	taking	on	a	qualitative	approach,	a	descriptive	analysis	of	the	selected	photography	

galleries	felt	required	to	proceed	further.	To	achieve	this,	the	secondary	sources	found	

online	provided	a	background	of	 the	different	photography	galleries	 and	permitted	 to	

set	up	the	scene	of	the	research.	Following,	the	four	above-mentioned	categories	will	be	

explained	and	the	results	will	eventually	be	presented.		

	

	

4.1. A	descriptive	approach	of	the	four	photography	galleries	researched	

	

4.1.1. Galerie	de	l’Instant	

	

Opened	 twelve	 years	 ago	 by	 Julia	 Gragnon,	 this	 small	 commercial	 gallery	 sells	

photographs,	 posters	 and	 photography	 books.	 4	 Throughout	 the	 years,	 it	 has	 gained	

certain	 notoriety	 in	 the	 fashion	 world.	 Indeed,	 the	 famous	 fashion	 magazine	 Vogue	

proclaimed	 the	exhibition	“Fashion”	held	at	 the	gallery	 in	October	2016	as	 the	 “	 latest	

must-see”	 (Garrigues,	 2016,	 translated	 by	 Smith).	 Moreover,	 in	 2012,	 the	 Time	 Out	

Magazine	confirmed	the	status	of	the	gallery	as	being	the	Parisian	“glamorous”	gallery.	

Besides	 fashion-related	 photographs,	 the	 gallerist	 likes	 to	 expose	 black	 and	 white	

photographs	 of	 celebrities	 like	 Marilyn	 Monroe	 or	 Jimi	 Hendrix,	 shot	 by	 acclaimed	

photographers	such	as	Bert	Stern	(Brimson,	2012).	

	

The	 various	 photography-related	 products	 can	 be	 bought	 directly	 online,	 through	 the	

gallery’s	website	and	only	a	 limited	number	of	 copies,	all	 signed	by	 the	photographer,	

are	purchasable.	5	Finally,	The	Galerie	de	l’Instant	is	also	present	on	various	social	media	

like	 Twitter	 (2,554	 followers),	 Instagram	 (1,660	 followers),	 and	 Facebook	 (14,219	

followers)	where	it	posts	general	communication	and	news	concerning	the	gallery.	6	
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Picture	1:	The	gallery	viewed	from	the	outside	7	

	

	

	
Picture	2:	The	gallerist	Julia	Gragnon	8	

	

	

4.1.2. Galerie	Agathe	Gaillard	

	

First	 photography	 gallery	 to	 ever	 be	 opened	 in	 France,	 the	 gallerist	 Agathe	 Gaillard	

inaugurated	her	new	space	in	Paris	in	1975	(“Les	derniers	jours”,	2016).	 	She	played	a	

significant	 role	 in	 the	history	of	photography	as	she	succeeded	 in	having	photography	

acknowledged	as	being	a	form	of	art	per	se	(“Les	derniers	jours”,	2016).	Since	her	first	

exhibition	 with	 the	 American	 photographer	 Ralph	 Gibson	 until	 now,	 she	 revealed	

worldwide	 famous	 photographers	 such	 as	 Gisele	 Freund,	 Henri	 Cartier-Bresson,	 and	

Robert	Doisneau	(Mespla,	2013).		
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When	she	first	started	the	gallery,	her	philosophy	evolved	around	creating	a	gallery	that	

would	be	adapted	to	a	new	art	and	a	new	way	of	collecting.	9	

	

The	website	of	 the	gallery	displays	 the	various	exhibitions	and	photographs	 that	have	

been	 exhibited	 at	 the	 gallery.	 However,	 it	 doesn’t	 offer	 the	 possibility	 to	 buy	 the	

photographs	 online.	 10	 Moreover,	 the	 gallery	 is	 present	 on	 social	 media	 through	 a	

Facebook	page	that	looks	inactive,	with	136	likes	and	only	a	very	few	posts	and	reviews	

by	people	who	visited	the	gallery.	11		

	

	

	

Picture	3:	Agathe	Gaillard	in	front	of	her	gallery	12		©	Jérôme	Soret	

	

	

4.1.3. Galerie	Thierry	Bigaignon	

	

Opened	 in	 June	 2016	 by	 Thierry	 Bigaignon,	 the	 main	 focus	 of	 this	 gallery	 is	 on	

contemporary	photography	and	on	offering	a	“classic	with	a	twist”	approach	to	this	art	

form.	13	From	the	creation	of	an	unprecedented	exhibition	of	Ralph	Gibson	color	series	

to	 the	 seven-year	 retrospective	 work	 of	 Harold	 Feinstein,	 Thierry	 Bigaignon	 aims	 at		

“challenging	contemporary	works	from	premium	artists”.	14	

	

The	gallery	owner	truly	believes	in	the	power	of	the	digital	for	the	future	of	his	gallery.	

Indeed,	 a	 part	 of	 the	 overall	 budget	 is	 assigned	 to	 the	 gallery’s	 digital	 strategy	
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(Weidmann,	2016).	Furthermore,	the	gallery	is	very	present	and	active	on	social	media	

platforms.	 Its	 Facebook	 page	 has	 over	 1,500	 likes	 and	 followers	 while	 its	 Instagram	

account	has	845	followers	and	Twitter	222.	15	Also,	even	though	the	website	allows	for	

people	 to	only	buy	photography	books	online,	 it	 redirects	 the	 customers	 interested	 in	

buying	photographs	to	the	online	buying	platform	Artsy.	16	The	international	and	global	

vision	 of	 the	 owner	 goes	 even	 further	 as	 the	 entire	 website	 is	 made	 available	 to	 the	

online	audience	only	in	English.	17	

	

		

Picture	4:	the	gallery	viewed	from	the	inside	18	©	Cyril	Hégédus.	Courtesy	of	Galerie	Thierry	Bigaignon	

	

	

	

Picture	5:	the	gallerist	Thierry	Bigaignon	19	©	Russ	Rowland	
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4.1.4. Lumas	Marais	-	Paris	

	

The	 last	 gallery	 analyzed	 is	Galerie	Lumas	Marais	 -	 Paris.	 The	 gallery	opened	 in	2011	

and	 is	 part	 of	 a	 bigger	 group,	 originally	 from	 Germany,	 of	 more	 than	 forty	 galleries	

around	the	world.20	By	way	of	edition	of	contemporary	photography,	the	main	principle	

of	 Lumas	 lies	 in	 liberalizing	 photography	 as	 an	 art	 form	 (Dargent,	 2008).	 Positioning	

itself	 on	 a	 more	 accessible	 level,	 Lumas	 provides	 multiple	 limited	 prints	 per	

photography	available	at	an	affordable	price,	without	neglecting	the	high	quality	of	each	

artwork.21	At	the	Marais	space,	“an	array	of	new,	classic	and	innovative	works	from	the	

Lumas	portfolio”	is	presented.	22		

	

The	gallery	is	active	on	various	social	media	platforms	under	the	umbrella	of	the	Lumas	

group.	 As	 of	 today,	 the	 Lumas	 group	 counts	 more	 than	 9,000	 followers	 on	 Twitter,	

20,800	 followers	 on	 Instagram	 and	 not	 less	 than	 175,742	 likes	 on	 its	 Facebook	 page.	

Moreover,	it	is	also	present	on	other	platforms	such	as	YouTube	where	the	audience	can	

watch	videos	of	the	various	events	organized	by	the	group	worldwide.	23		

	

However,	the	Parisian	gallery	located	in	the	Marais	doesn’t	possess	its	own	website	nor	

its	 own	 social	 media	 page.	 Despite	 the	 latter,	 potential	 customers	 are	 offered	 the	

possibility	 to	 purchase	 any	 photograph	 online	 from	 the	 extensive	 number	 of	 options	

present	in	the	Lumas’	overall	portfolio	through	the	group’s	website.	24	

	

	

	
Picture	6:	Lumas	Paris	Marais	from	the	inside	25	
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4.2. 	Findings	from	the	interviews	

	

The	 interviews	 conducted	 led	 to	 the	 discovery	 of	 different	 outcomes	 regarding	 the	

perceptions	 of	 the	 digital	 age	 by	 photographic	 gallerists.	 Based	 on	 the	 pattern	 coding	

approach	 defined	 by	 Miles	 et	 al.	 (2014),	 four	 categories	 emerged	 from	 the	 data	

collection.	Those	classifications	will	be	explained	 in	 the	 following	section	along	with	a	

presentation	of	the	related	results.	

	

	

4.2.1. Balancing	strategy	

	

Throughout	 the	 analysis,	 the	 codes	 “exclusivity”,	 “accessibility”,	 and	 “one	 foot	 in	 both	

universe”	were	identified	and	merged	into	the	following	cluster:	balancing	strategy.	

	

As	 pointed	 out	 by	 TB:	 “an	 art	 gallery	 is	 an	 enterprise	 [...]	 our	 first	 objective	 is	 to	 sell	

photographs”	 (I3).	 During	 the	 interviews,	 the	 participants	 insisted	 on	 voluntarily	

keeping	photography	as	part	 of	 the	 close	 and	elitist	 art	world.	 Indeed,	 in	 each	gallery	

visited,	all	the	photographs	in	sale	are	signed	and	available	only	in	limited	edition	(I1,	I2,	

I3	&	I4)	-	ranging	from	a	single	print	(I2)	to	up	to	150	prints	per	photograph	(I4).		

	

TB	 goes	 even	 further	 in	 the	 discussion	 about	 exclusivity	 advocating	 his	 choice	 of	 a	

location	on	the	first	floor	of	a	building	as	a	way	to	“offer	a	more	confidential	and	friendly	

space”	 (I3).	 He	 argues	 that	 there	 is	 a	 necessity	 to	 provide	 very	 exclusive	 moments	

reserved	only	to	a	“happy	few”	in	order	to	keep	the	gallery	running	(I3).	Nevertheless,	

the	interviewee	feels	the	obligation	as	an	art	institution	to	“satisfy	the	general	public”	by	

playing	an	educational	role	like	museums	do	(I3).		

	

To	render	photography	more	accessible,	the	gallerists	adopt	different	strategies	directed	

towards	openness.	TB	wants	to	play	this	educational	role	and	insists	on	having	a	gallery	

that	is	opened	to	everyone	who	wants	to	enter	and	visit	it	(I3).	As	regards	to	JG,	she	sells	

also	books	and	posters	and	states	that	she	“always	wanted	people	to	feel	welcomed	and	

to	enable	them	to	leave	with	something	from	the	gallery”,	regardless	of	their	budget	(I1).	
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As	 for	 RA,	 the	 strategy	 of	 Lumas’	 gallery	 rests	 on	 delivering	 more	 prints	 of	 each	

photograph	to	permit	a	more	affordable	price,	and	thus	a	higher	accessibility	(I4).		

	

As	gallerists	seem	to	strike	a	balance	between	exclusivity	and	accessibility,	TB	stresses	

the	following	point:	“Our	strategy	is	[...]	to	keep	one	foot	in	both	universe	[...]	We	do	a	lot	

of	 things	 that	 go	beyond	 the	 scope	of	 the	 collector,	which	go	against	 an	exclusive	and	

elitist	vision	and	that	make	us	totally	accessible	while,	at	the	same	time,	keeping	some	

very	elitist	 and	exclusive	actions	 that	 are	 reserved	 to	 a	 few	privileged	members”	 (I3).	

That	approach	was	also	discussed	by	 JG	when	 talking	about	 the	gallery’s	 customers:	 “	

We	have	a	bit	of	everything”	(I1).		

	

However,	this	constant	balancing	struggle	faced	by	the	gallerists	involves	nowadays	an	

added	 element	 that	 will	 be	 explained	 further	 on	 in	 the	 next	 pattern	 coding:	 digital	

change.		

	

	

4.2.2. Digital	change	

	

As	mentioned	above,	the	need	to	find	a	safe	equilibrium	between	being	fully	accessible	

and	 fully	 exclusive	 is	 very	 important	 to	 the	 gallerists.	 Consequently,	 there	 exists	 a	

necessity	to	take	 into	account	another	element	 in	the	balance	that	 is	 the	advent	of	 the	

Internet	and	other	digital	technologies.	

	

As	indicated	by	TB,	“only	a	few	galleries	around	the	world	have	a	digital	strategy”	(I3).	

JG	asserts	that	it	could	be	related	to	a	generational	matter	and	that	galleries	she	admires	

are	 probably	 not	 taking	 the	 issue	 seriously	 because	 they	 are	 “not	 really	 realizing	 the	

impact	of	the	Internet”	(I1).	In	fact,	the	rest	of	the	participants	agree	with	being	late	in	

developing	 the	 business	 digitally.	 RA	 stresses	 that	 Lumas	 Paris	 is	 just	 beginning	 its	

online	expansion	(I4)	while	JG	is	very	grateful	to	her	team	for	helping	her	managing	the	

gallery’s	 online	 presence	 since	 she	 is	 not	 “an	 online	 pro”	 (I1).	 AG	 even	mentions	 not	

using	any	online	platforms	and	advocates	sending	only	a	few	emails	or	talking	with	the	

customers	directly	over	the	phone	(I2).			
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Despite	the	apparent	digital	delay	of	the	photographic	gallerists,	they	still	acknowledge	

the	importance	of	Internet	to	raise	global	awareness.	TB	indicates	selling	on	two	main	

online	 platforms	 Artsy	 and	 Artsper	 and	 having	 a	 website	 only	 available	 in	 English	

because	of	his	will	 to	 “position	 the	gallery	 internationally”	 (I3).	On	 the	 same	 level,	RA	

recognizes	 that	many	people	 find	the	process	of	ordering	photographs	on	the	 Internet	

much	easier	(I4)	while	AG	admits	that	if	she	would	still	be	opened	in	10	years,	she	would	

be	“obliged	to	take	into	account	communicating	on	the	Internet”	(I2).		

	

Indeed,	 Internet	 is	 considered	 as	 a	 new	 communication	 and	 marketing	 tool	 and	 is	

treated	as	such.	TB	strongly	states	 “the	marketing	communication	of	a	gallery	and	 the	

Internet	world	in	general	are	not	things	that	one	may	dissociate	or	that	may	be	seen	as	

something	accessory”	and	even	adds	that	they	are	“fundamental	and	inseparable”	(I3).	

Also,	 RA	 discusses	 the	 necessity	 to	 hire	 someone	 specifically	 in	 charge	 of	 the	 online	

communication	 of	 Lumas	 Paris,	 as	 she	 believes	 that	 “what	 is	 working	 in	 Germany	

doesn’t	necessarily	work	here	in	France	[...]	they	are	different	mentalities”	(I4).		

	

In	TB’s	view	on	the	subject	matter,	social	media	is	“extremely	important”	since	it	allows	

for	 people	 to	 freely	 share	 content	 thus	 permitting	 to	 reach	 a	 much	 larger	 audience,	

which	 in	 turn	 increase	 the	world-of-mouth,	 considered	 by	 the	 gallerist	 as	 “the	 key	 to	

communication”	(I3).	Moreover,	JG	explains	how	Facebook	impacts	the	gallery	on	a	daily	

basis:	“I	have	people	who	will	come	to	see	the	exhibition	because	they	saw	the	Facebook	

page”	(I1)	whereas	RA	emphasizes	on	the	need	to	develop	a	digital	strategy	to	support	

the	gallery	online	since	“that's	what	works”	(I4).		

	

However,	even	if	the	participants	envision	the	Internet	as	a	way	to	seize	new	business	

opportunities,	 they	seem	reluctant	about	 Internet	serving	as	a	way	to	engage	with	 the	

audience.	 For	 instance,	 JG	 claims	 that	 the	 online	 communication	 should	 be	 a	 one-way	

path:	“online,	people	follow	us.	We	communicate	to	them	and	they	follow”	(I1).	Going	in	

that	direction,	TB	states	“for	an	enterprise,	 imposing	a	vision	is,	 in	my	view,	extremely	

essential.	[...]	In	art,	it	seems	to	me	even	more	essential”	(I3).	Like	JG,	he	believes	in	the	

Internet	as	a	way	to	communicate	to	the	audience	and	not	the	other	way	around.	In	fact,	

he	uses	IPads	in	the	gallery,	which	are	connected	to	databases	so	that	people	can	enter	
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their	emails	and	receive	communications	regarding	the	gallery	(I3).	RA	also	argues	the	

priority	of	the	gallery	being	to	“put	what	we	like	and	what	we	want	to	put	forward”	(I4).	

Nevertheless,	 the	 team	 at	 Lumas	 seems	more	 engaged	 towards	maintaining	 a	 certain	

dialogue	with	 its	 online	 audience	 through	 the	 possibility	 of	 filling	 an	 online	 customer	

satisfaction	survey	for	the	people	making	a	purchase	on	the	gallery’s	website	(I4).		

	

Beyond	 the	 reasons	 detailed	 above,	 the	 gallerists	 are	 also	 showing	 some	 objection	 to	

digitalization	because	of	the	prominent	lack	of	trust	and	the	increased	time	consumption	

that	it	entails.		

	

Two	gallerists	talk	about	a	trust	issue	in	relations	to	the	digital	during	their	interviews.	

On	 the	 one	 side,	 AG	 asserts	 her	 unwillingness	 to	 have	 a	 digital	 strategy	 since	 she	

“distrusts	 every	 information	online”	herself,	wondering	 “how	can	we	 trust	 if	we	don't	

know?”	 (I2).	 On	 the	 other	 side,	 RA	 confesses	 being	 suspicious	 regarding	 the	 level	 of	

safety	when	buying	goods	on	the	Internet	(I4).			

	

With	regards	to	 the	time	required	to	effectively	acquire	a	digital	strategy,	AG	critically	

states	 that	when	 comparing	 the	 time	 it	 requires,	 since	 you	 have	 to	 do	 “everything	 by	

yourself”,	 to	 the	 actual	 results,	 “it	 is	 not	 very	 profitable”	 (I2).	 Following	 this	 idea,	 RA	

reports	 the	 increase	 amount	 of	 work	 for	 the	 gallery	 staff	 due	 to	 the	 gallery’s	 online	

presence:	 “we	 become	 a	 bit	 like	 a	 customer-support,	 after-sales	 service	 but	 without	

physical	customers”	(I4).	To	another	extent,	TB	condemns	the	anti-productivity	related	

to	 the	use	of	 the	 Internet	 in	order	 to	 recreate	 an	already	existing	physical	dimension.	

And	claims	the	need	to	make	sense	of	it	differently	in	order	to	attract	a	younger	crowd	

(I3).		

	

In	relation	to	the	preceding,	TB	argues	that	the	process	of	digital	change	evolves	around	

the	“collector	of	tomorrow”	(I3).	Indeed,	he	declares	“the	collector	of	tomorrow	will	pay	

less	 attention	 to	 this	 physical	 emotion”	 adding	 “they	 have	 online	 buying	 habits	 and	

therefore,	 they	are	totally	 in	the	information	age,	 looking	for	 immediate	emotion”	(I3).	

He	 affirms	 that	 the	 current	 essentiality	 to	 look	 at	 the	 object	 physically	 will	 soon	

disappear	 and	 that	 only	 the	 overall	 technical	 information	 about	 the	 photograph	 will	
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eventually	matter	(I3).		

	

RA	 follows	 up	 on	 this	 point	 asserting	 that	 Lumas’	 audience	 is	 very	 digital	 and	 “uses	

“Facebook	everyday”	along	with	the	realm	that	people	ordering	online	don’t	really	ask	

for	an	“expert’s	opinion”	(I4).		

	

As	 articulated	 by	 AG:	 “nowadays,	 we	 can’t	 live	without	 it	 [Internet]”	 (I2).	 Indeed,	 TB	

strongly	 suggests	 that,	 in	 his	 opinion,	 it	 is	 inconceivable	 to	 have	 a	website	without	 a	

physical	gallery	and	vice	versa:	“having	one	without	the	other,	I	think	it’s	suicidal”	(I3).	

Moreover,	 he	 expresses	 the	 need	 to	 step	 a	 foothold	 in	 the	 virtual	 as	 well	 as	 in	 the	

physical	world	(I3).	With	the	advent	of	the	Internet	and	other	digital	technologies,	there	

exists	still	an	apparent	need	for	the	gallery’s	physical	presence	consequently	guiding	the	

paper	towards	the	next	main	cluster:	the	remaining	need	for	physicality.	

	

	

4.2.3. Need	for	physicality	

	

The	 pattern	 “need	 for	 physicality”	was	 the	 outcome	 of	 the	 second-cycle	 coding	 and	 it	

entails	 the	necessity	 to	keep	a	 real	 space	 to	 show	the	photographs.	This	 category	was	

found	as	a	consequence	of	 the	following	first-cycle	codes:	 limitations	of	digital,	events’	

organization,	experience	and	human	contact.		

	

As	 TB	 insists	 on	 having	 both	 a	website	 and	 a	 gallery	 as	 interrelated	 and	 inseparable	

entities,	 he	 asserts	 the	 following:	 “we	 can't	 have	 a	 gallery	 today	 without	 having	 a	

website	 in	 the	 same	way	 that	we	 can't	 have	 a	website	without	 having	 a	 gallery”	 (I3).	

However,	he	defends	the	importance	of	the	gallery	positioning	in	the	Marais	district	in	

Paris	 stating:	 “the	Marais	 is	 a	 central	 hub	 for	 well-known	 galleries”.	 Alternatively,	 JG	

considers	 the	 website	 to	 be	 a	 complement	 to	 the	 gallery;	 “it	 is	 not	 the	 gallery	 that	

completes	the	website”	(I1).	Meanwhile,	AG	firmly	believes	that	“people,	with	or	without	

the	 Internet,	 will	 always	 need	 a	 real	 space	 predisposed	 in	 hosting	 photographs”	 and	

claims	that	the	Internet	isn’t	trustworthy	as	“anyone	can	write	anything	online”	(I2).		
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Those	 limitations	 due	 to	 the	 need	 for	 a	 physical	 space	 are	 also	 discussed	 by	 RA	who	

suggests	that	looking	at	a	photograph	on	a	computer	and	looking	at	it	physically	are	two	

different	 things	 and	 that	 online,	 “there	 is	 no	 possibility	 of	 touching	 or	 seeing”	 (I4).	

Moreover,	 she	 adds	 that,	 given	 her	 experience,	 a	 majority	 of	 the	 gallery’s	 customers	

don’t	buy	photographs	on	 the	website	but	are	 rather	 coming	 to	 the	gallery	physically,	

mostly	for	the	gallery	staff	but	also	to	attend	the	events	(I4).		The	latter	are	suggested	as	

an	essentiality	in	the	art	gallery	world.		

	

As	 expressed	by	 JG,	 “organizing	 events	 in	 the	 gallery	 is	 crucial”	 (I1).	 TB	mentions	 the	

requirement	 to	 organize	 events	while	 ensuring	 the	 provision	 of	 an	 exhibition	 of	 high	

quality	 (I3)	whereas	RA	discusses	 the	advantages	of	hosting	events	 in	order	 to	attract	

people,	hence	potential	customers	(I4).	She	relates	to	what	TB	defines	as	the	“collector	

of	tomorrow”	(I3)	as	she	talks	about	events,	which	have	to	be	“dynamic	and	attractive	

for	young	collectors”	(I4).	Further	on,	she	comments	on	the	positive	impact	of	their	past	

physical	 events	on	 the	number	of	people	attending	 their	Facebook	events	 (I4).	Hence,	

creating	 events	 such	 as	 exhibition	 openings	 in	 an	 art	 gallery	 still	 has	 commercial	

significance	from	the	gallerists’	viewpoint.			

	

The	main	logic	behind	that	essentiality	is	that,	as	declared	by	JG,	“[people]	want	to	see	

the	object”	(I1).	According	to	the	gallerist,	people	need	to	see	the	photograph	in	reality	

because	 “photography	 is	 about	 succeeding	 in	 transmitting	 all	 these	 emotions	 through	

the	capture	of	a	specific	moment	on	an	image”	(I1).		

	

Indeed,	 the	 four	 gallerists	 believe	 that	 the	 customers	 will	 only	 truly	 experience	 the	

emotion	 transmitted	by	a	photograph	 if	buying	 it	 in	 an	appropriate	physical	 space.	 JG	

talks	about	 “real	emotion”	 (I1).	She	also	narrates	an	anecdote	about	people	coming	 to	

the	gallery	to	 look	at	a	photograph	they	saw	online	and	how	they	are	“shocked”	when	

they	come	into	contact	with	the	artwork	in	reality	(I1).	To	conclude,	she	shares	her	point	

of	view	on	that	matter;	“obviously,	it	breathes,	it's	alive,	it's	paper,	it	has	nothing	to	do	

with	what	 they	see	online”	(I1).	TB	agrees	with	 the	above	statement	by	declaring	“the	

emotion	of	a	photograph	is	transmitted	more	easily	if	the	person	sees	it	physically”	(I3).	

On	the	same	path,	AG	doesn’t	understand	why	people	would	buy	on	the	Internet	as	she	
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declares	 to	 “firmly	 believe	 that	 a	 photography	 is	 an	 object,	 a	 print,	 a	 format	 and	 a	

particular	 rendering”	 (I2).	Finally,	RA	discusses	 the	benefits	associated	 to	 looking	at	a	

photograph	 in	 person	 and	 asserts	 that	 “buying	 a	 photograph	 generates	 a	 special	

emotion	and	that	is	what	is	missing	when	buying	on	the	website”	(I4).		

	

Yet,	 besides	 the	 emotional	 experience	 attached	 to	 the	 purchase	 of	 a	 photograph,	 the	

human	contact	experience	is	also	a	relevant	point	in	relation	to	the	still	existing	need	for	

physicality.	Firstly,	the	gallerists	pay	a	lot	of	attention	in	ensuring	that	the	gallery	feels	

warm	 and	 welcoming	 for	 the	 people	 coming	 in	 (I1,	 I2,	 I3	 &	 I4).	 De	 facto,	 JG	 and	 TB	

believes	that	the	way	the	gallerist	receive	people	is	a	substantial	component	toward	the	

achievement	of	the	gallery’s	prosperity	(I1	&	I3).		

	

TB	emphasizes	on	the	relational	aspect	linked	to	the	business	(I3)	whereas	AG	compares	

the	gallery	to	a	place	where	people	meet;	a	“center	of	attraction	for	photographers	and	

for	people	 interested	 in	photography”	 (I2).	On	 that	 subject,	 JG	advocates	people	being	

“really	happy	to	be	given	the	opportunity	to	ask	the	photographer	questions	in	person”	

during	exhibitions’	openings	(I1).		

	

Meanwhile,	RA	defines	 the	necessity	 for	physical	art	galleries	as	being	a	current	 issue,	

broadly	for	the	human	contact,	but	more	particularly	for	the	gallerists	themselves	(I4).	

In	other	words,	people	buying	photographs	still	like	to	come	in	gallery	and	talk	with	the	

gallerist	about	the	specificities	of	each	artwork.	This	last	statement	introduces	the	final	

pattern	 coding	 found	 throughout	 the	 analysis,	 which	 is	 the	 gallerist	 perceived	 as	 an	

influencer.		
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4.2.4. Influencer	

	

The	 last	 emerging	 cluster	derived	 from	 the	 following	 codes:	 “job	of	 passion”,	 “helping	

customers”,	“challenges	of	the	job”,	and	“reputation”.	

	

All	 of	 the	 participants	 interviewed	 shared	 similar	 views	 regarding	 photography	 along	

with	common	reasons	 for	working	 in	that	 field.	 Indeed,	 JG	declares	to	dream	of	a	year	

when	 she	 will	 “get	 bored	 of	 it	 [photography]”	 (I1).	 Moreover,	 AG	 proclaims	 to	 have	

become	a	gallerist	“out	of	love	and	admiration	for	the	photographers”	and	that	looking	

at	photographs	 is	 a	personal	pleasure	 thus	 concluding	 that	 “if	 it	 pleases	me,	 I	 assume	

that	it	can	also	please	others”	(I2).	Falling	in	the	same	discourse,	TB	assumes	choosing	

photography	 out	 of	 a	 long-lasting	 passion	 (I3).	 Similarly,	 RA	 affirms:	 “working	 in	

photography	has	always	been	my	dream”	(I4).		

	

Moreover,	 when	 talking	 about	 the	 selection	 of	 photographers	 and	 photographs	 to	

exhibit,	the	gallerists	suggest	a	matter	of	personal	experience	and	feelings	(I1,	I2	&	I3).		

According	to	AG,	the	human	contact	is	the	most	interesting	part	of	the	job.	In	fact,	while	

being	interviewed,	she	states	liking	“meeting	people”	(I2).	TB	argues	equivalently	that	it	

is	all	about	delivering	the	 finest	physical	experience	to	 the	customer	and	believes	 that	

the	 best	way	 to	 achieve	 the	 latter	 is	mainly	 through	 the	 gallerist’	 enthusiasm	 (I3).	 In	

those	 lines,	 gallerists	 act	 as	 influencer	 in	 the	 relations	 they	 build	with	 the	 customers	

since,	 as	 suggested	 from	 the	 interviews,	 it	 is	 a	 job	 of	 passion	 and	 of	 human	 contact.	

However,	 their	 views	 regarding	 their	 level	 of	 influence,	 i.e.	 their	 role	 in	 helping	

customers,	differ.		

	

On	the	one	side,	AG	defines	herself	as	being	a	purely	objective	accomplice:	“I	do	not	give	

my	 opinion.	 I	 give	 all	 the	 technical	 information”	 (I2).	 In	 fact,	 she	 trusts	 that	 when	 it	

comes	to	selecting	a	photograph,	the	decision	should	be	taken	only	by	the	buyer	himself	

or	herself	and	shouldn’t	be	biased	by	the	gallerists’	personal	feelings	(I2).	On	the	other	

side,	TB	considers	the	role	of	the	gallerist	to	be	objective	but	also	partly	subjective:	“that	

is	what	I	believe	to	be	the	role	of	the	gallerist;	to	transmit	the	information	as	well	as	this	

emotion	 to	 a	 potential	 customer”	 (I3).	 Actually,	 he	 even	 provides	 examples	 of	 people	
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entering	 the	 space	 with	 no	 intention	 of	 buying	 and	 that	 eventually	 leave	 with	 a	

photograph	 due	 to	 his	 dynamism	when	 talking	 about	 the	 current	 collections	 (I3).	 RA	

also	considers	the	job	of	gallerist	being	relevant	in	helping	people	choosing	an	art	piece	

and	therefore	puts	a	 lot	of	effort	 in	ensuring	that	people	receive	the	highest	quality	of	

service	when	visiting	the	gallery	(I4).		

	

Furthermore,	 the	 overall	 physical	 experience	 delivered	 from	 gallerists	 seems	 to	

eventually	pay	off.	Indeed,	RA	discloses	during	the	interview	that	people	coming	to	the	

gallery	will	 leave	excellent	comments	about	their	experience	on	site	whereas	 they	still	

received	 few	negative	comments	online	 (I4).	As	part	of	a	contribution	 to	 the	 idea	 that	

physical	galleries	allow	for	the	guarantee	of	the	best	customers’	experience,	TB	assures	

that	 the	 human	 experience	 people	 get	 from	 coming	 to	 the	 gallery	 is	 something	 that	

cannot	 take	 place	 online	 (I3).	 Nonetheless,	 the	 human	 contact	 and	 the	 passion	 for	

photography	 may	 be	 implied	 as	 key	 features	 but,	 meanwhile,	 gallerists	 also	 face	

constant	and	new	challenges	that	should	be	taken	into	account.	

	

As	 suggested	 by	 the	 results,	 both	 JG	 and	 AG	 regard	 the	 valuation	 of	 a	 photograph	 as	

being	 the	 most	 difficult	 part	 of	 the	 job,	 mostly	 due	 to	 the	 relatively	 high	 number	 of	

factors	 involved	 in	 the	 decision	 (I1	 &	 I2).	 Yet,	 they	 don’t	 mention	 the	 advent	 of	 the	

Internet	as	holding	a	threat	on	their	professional	careers.	However,	AG	conveys	 in	her	

interview	 a	 certain	 frustration	mixed	with	 uncertainty	 regarding	 this	 last	 point:	 “[the	

relational	 aspect]	 is	 the	 key	 to	 our	 job.	 It	 is	 for	 this	 reason	 that	 Internet	 is	 a	 bit	

frustrating.	Can	online	relations	replace	actual	ones?	I	have	my	doubts”	(I2).		

	

Nevertheless,	RA	portrays	 the	 changing	 role	of	 the	gallerist	 since	 the	beginning	of	 the	

digital	age.	 In	 fact,	she	argues	that	she	has	now	both	physical	and	virtual	 tasks,	as	she	

constantly	 needs	 to	 give	 out	 information	 to	 online	 customers,	 while	 simultaneously	

handling	online	complaints	(I4).	Hence,	she	also	develops	a	feeling	of	dissatisfaction	by	

stating	“it's	hard	to	help	someone	when	we	ignore	what	the	person	has	seen	or	bought”	

(I4).		
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Finally,	 the	 need	 for	 physicality	 is	 also	 apparent	 as	 the	 gallerists	 can	 influence	

customers’	 decisions	 to	 purchase	 thanks	 to	 their	 reputation.	 Indeed,	 the	 reputational	

aspect	appears	to	be	a	prevalent	feature	of	the	gallerist’s	profession.	Both	JG	and	RA	link	

reputation	 to	 the	 quality	 of	 the	 service	 they	 provide	 at	 the	 gallery;	 JG	 by	 announcing	

having	“full	loads	of	loyal	customers”	that	know	by	now	that	they	will	be	well	received	

whenever	 they	 come	 visit	 (I1)	 and	 RA	 by	 talking	 about	 the	 positive	 feedbacks	 she	

received	in	person	(I4).		

	

Nonetheless,	 AG	 reveals	 that	 building	 trust	 may	 lead	 to	 higher	 reputation	 too.	

“Sometimes,	 people	 bought	 without	 even	 seeing	 the	 photograph	 but	 they	 trusted	me	

because	they	knew	I	was	telling	the	truth”	(I2).	Similarly,	RA	claims	that	they	have	loyal	

customers	who	come	back	because	they	trust	the	team	of	people	working	at	the	gallery:	

“we	realized	that	this	clientele	comes	back	because	of	us,	 for	the	people	working	here.	

They	 trust	 us”	 (I4).	Moreover,	 she	 also	defends	 the	 authenticity	 of	 Lumas	Marais	 as	 a	

physical	gallery:	“most	people	know	us	physically;	I	do	not	think	that	they	find	us	on	the	

Internet.	They	know	us	by	name”	(I4).		

	

To	conclude	this	chapter,	those	interviews	illustrated	the	gallerists’	opinions	regarding	

this	new	era	 that	 is	 the	digital.	The	creation	of	 the	 following	mind	map	was	helpful	 in	

displaying	the	aforementioned	results.	Its	main	purpose	was	to	relate	the	findings	to	the	

initial	research	question.		
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Figure	2:	Mind	map	

	

	
CATEGORIES=	blue:	balancing	strategy,	grey:	digital	change,	pink:	influencer	and	

	purple:	need	for	physicality	

	

	

The	different	 colorful	 zones	 represent	 the	 four	different	 clusters	 found	along	with	 the	

first-cycle	 codes	 that	 initially	 created	 the	 various	 associations.	 Furthermore,	 the	

different	arrows	introduce	the	possible	connections	between	and	within	the	categories.	

This	network	built	around	the	research	question	will	be	strategically	commented	in	the	

next	section.			

	

This	thesis	will	therefore	continue	its	progression	towards	the	discussion	of	the	findings	

in	relation	to	the	two	main	academic	concepts	explained	in	section	two:	the	“Balancing	

Act”	(Lampel	et	al.,	2000)	and	the	participatory	culture.		
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5. Discussion	

	

The	 following	 section	will	 relate	 to	 the	 research	 question	 by	 explaining	 its	 condition	

more	 theoretically.	 Therefore,	 it	 will	 draw	 upon	 the	 various	 managerial	 theories	

explained	 at	 the	 beginning	 of	 this	 thesis	 in	 order	 to	 understand	 the	 gallerists’	

perceptions	of	the	digital	age.	

	

	

5.1. Balancing	opposites	

	

To	 start	with,	 the	 photography	 galleries	 researched	 currently	 face	 the	 two	 paradoxes	

stressed	 by	 Lampel	 et	 al.	 (2000)	 in	 the	 Balancing	 Act.	 Indeed,	 the	 pattern	 coding	

“Balancing	strategy”	demonstrates	 the	constant	struggle	of	 the	subjects	 interviewed	 in	

defining	a	good	balance	between	those	polarities.	In	this	case,	it	involves	the	gallerists’	

need	 to	 secure	 financial	 returns	 without	 losing	 sight	 of	 their	 artistic	 values	 while	

simultaneously	 providing	 high	 quality	 exhibitions	 that	 are	 accessible	 to	 the	 mass	

audience.		

	

	

5.1.1.	Art	versus	money		

	

Initially,	the	art	versus	money	paradox	is	still	very	present	in	the	digital	age.	However,	

the	 gallerists’	 answers	 suggest	 that	 the	 emergence	 of	 the	 Internet	 didn’t	 have	 a	

significant	influence	on	that	balance.	To	be	more	specific,	gallery	owners	start	to	make	

sense	of	the	digital	mainly	as	a	new	marketing	and	communication	tool.	 In	accordance	

with	Arora	and	Vermeylen	(2013a),	the	galleries	are	actually	trying	to	benefit	from	the	

Web	 2.0	 in	 order	 to	 raise	 their	 global	 awareness,	 primarily	 through	 the	 use	 of	 social	

media	platforms	(I1,	I3	&	I4).	As	highlighted	by	Enhuber	(2015),	they	acknowledge	the	

role	 that	 social	 media	 play	 in	 increasing	 their	 visibility	 but	 ignore	 the	 real	 economic	

impact	it	has	on	their	businesses.			
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However,	the	four	gallerists	diverge	in	their	answers	regarding	the	role	that	the	digital	

plays	on	a	commercial	 standpoint.	TB	argues	 that	 “galleries	would	not	exist	without	a	

website”	(I3)	while	JG	points	out	that	“the	website	 is	a	complement.	 It	 is	not	the	other	

way	around;	it	is	not	the	gallery	that	completes	the	website”	(I1).	Most	of	the	gallerists	

actively	sell	on	the	Internet,	through	the	gallery’s	website	or	other	online	platforms	(I1,	

I3	&	I4)	whereas	AG	is	strongly	reticent	to	it	(I2).	In	turn,	those	arguments	indicate	the	

different	 perceptions	with	 regards	 to	 the	 topic	 -	 ranging	 from	 the	 Internet	 as	 being	 a	

crucial	element	in	the	profitability	of	a	gallery	to	the	Internet	not	being	an	appropriate	

space	 to	 look	 at	 a	 photograph.	 Nevertheless,	 the	 four	 gallerists	 agree	 with	 Enhuber	

(2015)	in	terms	of	the	existing	need	for	physicality	in	visual	arts.	Somehow,	even	if	they	

recognize	the	global	and	viral	presence	of	the	arts	due	to	digitalization,	they	still	believe	

in	the	essentiality	of	a	physical	space	in	order	to	sell	artworks	(I1,	I2,	I3	&	I4).	In	other	

words,	 they	 don’t	 consider	 Internet	 as	 a	 viable	 replacement	 to	 physical	 galleries	 but	

rather	as	a	supplement.		

	

Moreover,	the	matter	of	trust	discussed	by	Arora	and	Vermeylen	(2013b,	p.	207)	seems	

to	be	a	current	and	personal	issue	for	the	gallerists	(I2	&	I4).	Since	they	don’t	necessarily	

feel	 safe	when	 buying	 online,	 they	 can	 easily	 understand	why	 art	 collectors	wouldn’t	

either.	As	pointed	out	by	AG:	“how	can	we	trust	if	we	don't	know?”	(I2).	In	addition	to	

the	lack	of	trust	present	online,	AG	(I2)	and	RA	(I4)	also	stress	the	idea	that	building	the	

enterprise	 online	 can	 be	 very	 time-consuming,	 especially	 when	 considering	 the	

uncertainty	of	the	economic	results	it	entails	(Tan	&	Rahaman,	2009;	Enhuber,	2015).		

	

	

5.1.2.	Art	versus	accessibility	

	

On	 a	 second	 level,	 the	 galleries	 owners	 emphasize	 on	 the	 accessibility	 aspect,	 as	 they	

seem	determined	 in	being	open	 to	anyone	who	 is	 curious	about	photography.	 In	 their	

point	of	view,	the	key	feature	toward	this	approachability	achievement	is	to	provide	an	

open,	warm	and	welcoming	art	space	where	people	should	feel	free	to	enter	(I1,	I2,	I3	&	

I4).	Some	of	them	even	affirm	this	strategy	by	selling	goods	at	a	more	affordable	price	in	

order	to	satisfy	a	 larger	number	of	potential	customers	(I1	&	I4).	By	selling	a	range	of	
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products	that	differ	widely	budget-wise,	they	try	to	attract	a	broader	audience,	therefore	

implementing	what	Lampel	et	al.	(2000)	define	as	the	“mass	entertainment	value”,	 	(p.	

265).		

	

However,	 the	gallerists	underline	 the	remaining	exclusivity	associated	 to	 the	artworks	

they	 exhibit.	 In	 fact,	 the	 four	 gallerists	 have	 only	 limited	 and	 signed	 editions	 of	 each	

photograph,	which	in	turn	leads	to	the	establishment	of	a	price	that	is	not	accessible	to	

everyone	(I1,	I2,	I3	&	I4).	Moreover,	as	developed	by	Arora	and	Vermeylen	(2013a),	the	

human	contact	and	the	personal	experience	are	determinant	factors	in	the	buying	of	an	

artwork	(p.	328).	The	gallerists’	answers	imply	a	similar	view	on	the	subject	as	they	put	

an	 emphasis	 on	 the	 importance	 of	 physical	 events	 as	 a	 way	 to	 attract	 potential	

customers	(I1,	I2,	I3	&	I4).		

	

In	their	views,	the	only	possible	way	to	really	experience	the	artwork	is	by	looking	at	it	

in	a	physical	location	(I1,	I2,	I3	&	I4).	This	finding	falls	in	the	lines	of	the	assertion	made	

by	Lugton	(2011)	regarding	the	possibility	of	truly	appreciating	an	art	piece	only	if	seen	

in	 a	 suitable	 space	 (in	 Enhuber,	 2015,	 p.	 127).	 Consequently,	 the	 gallerists	 share	 the	

same	critical	views	as	Tan	and	Rahaman	(2009)	regarding	the	inability	of	the	Internet	in	

transmitting	 the	 emotion	 attached	 to	 a	 specific	 artwork	 (in	 Enhuber,	 2015,	 p.127).	

Thereupon,	they	acknowledge	the	necessity	to	see	a	photograph	in	reality	as	it	entails	a	

substantially	more	positive	experience	in	comparison	with	looking	at	it	online	(I1,	I2,	I3	

&	I4).		

	

Additionally,	what	Benjamin	(1936)	defines	as	essential	in	photography	is	its	“exhibition	

value”	(p.	7).	As	photographs	“stir	the	viewer”,	they	have	to	be	exhibited	in	order	for	the	

audience	 to	 understand	 them	 (Benjamin,	 1936,	 p.	 8).	 Quoting	 JG,	 “A	 photograph	 is	 a	

work	of	art	and	we	consider	it	as	such”	(I1).	Therefore,	the	gallerists	address	the	limits	

of	the	Internet	in	its	ability	to	convey	the	same	emotions	that	would	be	experienced	by	

the	viewers	in	reality.		Hereof,	the	findings	of	the	study	are	rather	surprising	since	they	

confirm	 the	 above-mentioned	 argument	 discussed	 by	 Benjamin	 (1936).	 Expressly,	

according	 to	 the	gallerists,	 the	advent	of	 the	digital	age	didn’t	provoke	any	big	change	

with	regards	to	the	persistent	need	to	look	at	a	photograph	physically	(I1,	I2,	I3	&	I4).				
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Nevertheless,	 some	 disparities	 rise	 regarding	 the	 fade-out	 of	 the	 “aura”	 due	 to	

mechanical	 reproduction	 described	 by	 Benjamin	 (1936,	 p.	 3).	 Whilst	 TB	 sells	 only	

unique	prints	(I3),	it	could	be	inferred	that	the	photograph	keeps	its	aura	as,	according	

to	Benjamin	(1936),	only	the	original	artwork	can	provide	the	viewer	with	an	authentic	

experience	 of	 the	 object.	 However,	 as	 a	 photograph	 can	 be	 reproduced	 a	 countless	

number	 of	 times,	 Benjamin	 (1936)	 believes	 that	 the	 latter	 art	 form	 is	 incapable	 of	

producing	an	aura	since	“to	ask	for	the	“authentic”	print	makes	no	sense”	(p.	6).		

	

Notwithstanding,	 the	 three	 other	 gallerists	 argue	 that	 a	 photograph	 keeps	 its	

authenticity	 as	 long	 as	 it	 provides	 the	 overall	 experience,	 in	 turn	 holding	 a	 different	

opinion	than	Benjamin	(1936).	Indeed,	the	author	denounces	such	thinking	as	it	leads	to	

the	 “tremendous	 shattering	 of	 tradition”	(p.	 5).	 By	 strongly	 disagreeing	 with	 the	

following	 assumption	 that	 “in	 permitting	 the	 reproduction	 to	 meet	 the	 beholder	 or	

listener	in	his	own	particular	situation,	 it	reactivates	the	object	reproduced”,	Benjamin	

(1936)	therefore	claims	that	the	aura	in	a	photograph	doesn’t	exist	(p.	4).	However,	 in	

the	 gallerists’	 viewpoints,	 the	 valuable	 factors	 are	 the	 limited	 editions	 signed	 by	 the	

photographer	 that	 serve	 as	 a	 proof	 of	 authenticity	 and	 the	 photograph’s	 information	

that	is	made	available	to	the	audience	(I1,	I2	&	I4).	Thus,	those	statements	indicate	that	

the	 mechanical	 reproduction	 is	 not	 be	 perceived	 as	 the	 vanishment	 of	 the	 aura	 of	 a	

photograph,	 as	 implied	 by	 Benjamin	 (1936),	 as	 long	 as	 the	 viewer	 still	 encounters	 a	

unique	experience	when	looking	at	the	artwork.		

	

Moreover,	 as	 implied	by	Park	 (1993),	 “the	 concept	of	 the	aesthetic	has	 to	do	with	 the	

quality	 of	 experiences,	 not	 with	 the	 cultural	 objects	 themselves”	 (as	 cited	 in	 Eijck	 &	

Majorana,	 2013,	 p.	 81).	 Hence,	 the	 analyzed	 material	 develops	 conflicting	 arguments	

with	 regards	 to	 the	 “aura”	 defined	 by	 Benjamin	 (1936).	 Even	 though	 the	 gallerists	

acknowledge	the	necessity	to	look	at	a	photograph	in	person	in	order	to	seize	the	best	

experience,	 they	believe	 that	photography,	and	more	specifically,	multiple	editions	are	

as	capable	of	producing	an	“aura”	as	were	other	artworks	before	the	age	of	mechanical	

reproduction.	In	other	words,	the	physicality	of	the	object	and	its	place	of	exhibition	still	

play	 a	 significant	 role	 with	 regards	 to	 photography	 as	 an	 art	 form	 but	 its	 “unique	

existence”	 doesn’t	 (p.	 3).	 According	 to	 the	 gallerists	 interviewed,	 what	matters	 is	 the	
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subject’s	experience	but,	 in	order	for	the	latter	to	be	authentic,	 it	doesn’t	require	to	be	

face	to	face	with	the	one	and	only	original	art	piece,	as	claimed	by	Benjamin	(1936).		

	

However,	 the	 preceding	 raises	 a	 great	 number	 of	 queries.	 In	 fact,	 Benjamin	 (1936)	

describes	the	viewer	as	a	spectator	whereas	 in	this	case	the	gallerists	have	customers.	

Indeed,	as	stressed	by	TB,	“an	art	gallery	is	an	enterprise	[...]	our	first	objective	is	to	sell	

photographs”	 (I3).	 Keeping	 this	 in	mind,	 if	 a	 gallerist	 is	 profit-driven,	 the	 aura	 of	 the	

photographs	 they	 exhibit	 is	 something	 that	 is	 commercialized	 and	 then	 arguably	

destroyed.	If	the	main	goal	of	a	gallerist	is	to	sell,	how	do	they	ensure	the	preservation	of	

the	aura?		

	

Finally,	 the	 concept	 of	 digitization,	 i.e.	 the	 creation	 of	 a	 “digital	 art	 space	 by	 virtually	

representing	 real	 art	 space”,	 evoked	by	Enhuber	 (2015,	p.	123)	doesn’t	 seem	 to	 serve	

any	purpose	from	the	gallerists’	standpoints.	Whilst	JG	(I1),	AG	(I2),	and	RA	(I4)	relate	to	

their	 late	digital	development,	TB	argues	 the	anti-productivity	associated	with	 it	as	he	

believes	that	“the	aim	of	the	Internet	is	not	to	go	into	a	room	but	to	propose	things	that	

one	can	not	propose	in	the	gallery”	(I3).		

	

	

5.2.	Engaging	the	audience	

	

Still,	 other	 commercial	 opportunities	 emerged	 from	 the	 digitalized	 world,	 especially	

with	regards	 to	 the	 level	of	audience’s	engagement.	According	 to	Hennig-Thurau	et	al.	

(2010),	the	emergence	of	the	Web	2.0	led	to	a	shift	in	the	power	of	the	audience	–	from	

being	passive	users	to	becoming	“active	consumers”	(p.	312).	However,	as	explained	by	

Arora	&	 Vermeylen	 (2013a),	while	 art	 institutions	 such	 as	museums	 are	 encouraging	

their	 online	 audience	 to	 become	 actively	 involved,	 art	 galleries	 are	 far	 behind	 in	 the	

process	 (p.	 323).	 Admittedly,	 the	 collected	 material	 suggests	 a	 similar	 view	 on	 the	

matter.	Deriving	from	the	results	outlined	above,	one	of	the	main	reasons	for	this	could	

be	 that	 the	 gallerists	 believe	 in	 the	 power	 of	 the	 Internet	 as	 a	 way	 to	 gain	 online	

visibility	rather	than	an	engaging	tool.	In	fact,	the	four	participants	believe	that	it	is	the	
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gallerist’	s	role	to	select	photographs,	and	that	the	“consumers”	should	not	be	included	

in	 the	 decision-making	 process	 (I1,	 I2,	 I3	 &	 I4).	 Quoting	 TB,	 “When	 you	 are	 an	

entrepreneur,	you	must	be	willing	to	propose	a	vision,	otherwise	you	lose	all	creativity”	

(I3).	 Indeed,	 losing	 creativity	 would	 imply	 the	 loss	 of	 a	 fundamental	 resource	 of	 the	

cultural	industries	(Lampel	et	al.,	2000,	p.	264).		

	

Nevertheless,	the	gallerists	make	sense	of	the	participatory	culture	through	social	media	

by	 inviting	 their	 audience	 to	 like	 and	 share	 content	made	 available	 online,	 enhancing	

what	Kaplan	and	Haenlein	(2011)	define	as	the	“electronic	word-of-mouth”	(as	cited	in	

Enhuber,	2015,	p.	131).	By	sharing	information	about	the	gallery	and	its	offerings	with	

their	online	audience,	the	gallerists	are	able	to	attract	a	great	number	of	people	(I1,	I3	&	

I4),	and	therefore	manage	to	build	a	certain	level	of	participation	in	the	arts	(McCarthy	&	

Jinnett,	 2001).	 In	 those	 lines,	 they	 invite	 users	 to	 collaborate,	 thus	 supporting	

Gulbrandsen	and	Just’s	(2013)	argument	that	organizations	can,	thanks	to	digitalization,	

engage	with	 their	 audience	 in	 the	 sharing	 of	meaning	 (p.	 567).	 However,	 in	 order	 to	

avoid	 any	 practical	 implications	 linked	 with	 participatory	 culture,	 whilst	 users	 can	

influence	 and	 customize	 the	 online	 content,	 their	 participation	 is	 not	 extreme	 (Deuze,	

2006).	

	

The	above	statement	can	be	linked	to	the	educational	role	of	the	gallerists.	As	explained	

by	Becker	(1982),	educating	potential	collectors	is	a	fundamental	feature	of	a	gallerist’	s	

profession	(p.	125).	Indeed,	most	of	the	gallerists	interviewed	insisted	on	sharing	their	

knowledge	 expertise	 about	 photography	 to	 their	 audience	 rather	 than	 the	 other	 way	

around	(I1,	I2	&	I3).	This	in	turn	influences	the	nature	of	the	participation	that	is,	in	this	

case	study,	suggested	as	fairly	low.	
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5.3.	The	gallerists’	role	in	the	digital	age	

	

As	 the	digital	 age	 increases	 the	 level	 of	 involvement	of	 the	 consumers,	 the	 findings	of	

this	study	are	interesting	with	regards	to	the	role	of	the	gallerists	in	those	times.		

	

Certainly,	one	of	the	main	advantages	associated	to	the	digitalization	of	the	arts	market	

is	 that	 the	 potential	 customers	 are	 now	 becoming	 “informed	 buyers”	 (Arora	 &	

Vermeylen,	 2013a,	 p.	 326).	 This	 in	 turn	 provokes	 a	 shift	 in	 power	 from	 the	 art	

intermediaries	 to	 the	 art	 consumers,	 hence	 raising	 questioning	 regarding	 the	

requirement	 for	 cultural	 gatekeepers	 in	 the	digital	 age	 (Arora	&	Vermeylen,	2013b,	p.	

209).	 However,	 despite	 this	 current	 challenge	 faced	 by	 the	 art	 industry,	 the	 gallerists	

imply	a	different	view	on	the	subject	matter.	Even	though	their	opinions	with	regards	to	

helping	 customers	 differ	 -	 from	 keeping	 a	 purely	 objective	 approach	 (I2)	 to	 getting	

themselves	 emotionally	 involved	 in	 the	 process	 (I3)	 -	 the	 interviewees	 agree	 that	 the	

overall	experience	in	gallery	is	essential	when	buying	a	photograph	(I1,	I2,	I3	&	I4).		

	

Also,	 the	 reputational	 factor	 appears	 to	 have	 a	 great	 importance	 for	 the	 buyers.	 By	

emphasizing	on	 a	high-quality	 service,	 the	 gallerists	 secure	 loyal	 collectors	by	 gaining	

their	 trust	 (I1,	 I2	 &	 I4),	 a	 fundamental	 element	 that	 is,	 according	 to	 TB,	 AG,	 and	 RA	

missing	online	 (I2,	 I3	&	 I4),	 leading	 eventually	 to	 the	previously	discussed	 trust	 issue	

discussed	by	Arora	and	Vermeylen	(2013b,	p.	207).		

	

Moreover,	as	highlighted	by	RA	“people	want	advice”	(I4).	Judging	on	the	results	of	the	

research,	gallerists	still	maintain	a	vital	role	in	influencing	the	buyers.	Apart	from	being	

experts	in	their	field,	their	knowledge	expertise	allow	them	to	become	trustworthy	and	

to	act	as	advisors	 for	 their	potential	customers	(I1,	 I2,	 I3	&	I4).	 Indeed,	 this	statement	

falls	along	the	lines	of	Becker’s	suggestion	that,	gallerists’	opinion	matters	to	“potential	

purchasers”	(1982,	p.	125).		

	

Ultimately,	in	compliance	with	Becker’s	claim	regarding	the	numerous	factors	involved	

in	the	valuation	of	a	photograph	(1982,	p.	139),	JG	and	AG	admit	that	one	of	the	major	

challenges	associated	with	their	profession	is	the	pricing	evaluation	of	a	photograph	(I1	
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&	 I2).	Due	 to	 their	professional	 experience,	 the	 gallerists	 seem	 to	have	 gained	 certain	

legitimacy	 in	 the	eyes	of	 the	collectors	 (I1,	 I2	&	 I3),	 therefore	validating	 the	 following	

argument	that	“the	judgments	of	connoisseurs	give	authority”	(Moulin,	1967,	as	cited	in	

Becker,	 1982,	 p.	 143,	 Becker’s	 translation).	 Yet,	 the	 answers	 given	 by	 the	 gallerists	

satisfy	the	following	suggestion	made	by	Arora	and	Vermeylen	(2013a),	“it	is	in	the	face	

of	this	overwhelming	availability	of	data	that	consumers	are	in	need	of	trusted	sources	

and	 reliable	 intermediaries	 to	 guide	 them”	 (p.	 328).	 As	 a	 consequence	 of	 the	 several	

factors	mentioned	above,	the	gallerists’	valuation	of	art	is	considered	valid	and	reliable	

compared	 to	 online	 amateurs,	 thus	 acknowledging	 the	 assertion	 made	 by	 Arora	 and	

Vermeylen	 (2013b)	 that	more	artistic	opinions	don’t	necessarily	mean	better	ones	 (p.	

207).		

	

In	alignment	with	the	main	critical	issues	associated	with	the	digital	age	highlighted	by	

Arora	 &	 Vermeylen	 (2013b,	 p.	 207),	 the	 gallerists	 strongly	 believe	 that	 allowing	 the	

online	audience	to	evaluate	a	piece	of	art	would	be	negatively	linked	to	the	legitimacy	of	

the	 valuation	 (I1,	 I2	 &	 I4).	 Accordingly,	 the	 four	 participants	 interviewed	 defend	 the	

declaration	that	knowledge	expertise	is	still	a	central	asset	when	evaluating	art	(Arora	&	

Vermeylen,	 2013a).	 Nevertheless,	 during	 her	 interview,	 RA	 raised	 attention	 on	 the	

professional	 changes	 involved	 with	 the	 emergence	 of	 the	 digital	 age	 (I4),	 confirming	

Arora	 and	 Vermeylen’	 s	 general	 opinion	 that	 the	 latter	 does	 affect	 the	 role	 of	 the	 art	

intermediaries	to	some	extent	(2013b).		

	

Finally,	 the	 results	 suggest	 that	 being	 a	 gallerist	 is	 first	 of	 all	 a	 job	 of	 passion.	 All	 the	

interviewees,	without	exception,	admire	photography	and	don’t	mind	talking	about	this	

art	 form	 all	 day	 (I1,	 I2,	 I3	 &	 I4).	 	Indeed,	 as	 explained	 by	 TB,	 demonstrating	 with	

enthusiasm	how	interesting	a	collection	 is	may	 lead	to	a	potential	sale	(I2).	Therefore,	

gallerists	can	be	considered	as	passionate	experts	whose	main	task	is	to	satisfy	potential	

buyers’	 curiosity	 by	 granting	 them	 their	 knowledge,	 thus	 proving	 Becker’s	 point	

regarding	 the	educational	 and	advisory	 role	of	 a	 gallerist	 (1982,	p.	125).	This	point	 is	

particularly	relevant	in	understanding	whether	or	not	gallerists	make	sense	of	the	aura	

of	a	photograph.		
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On	 the	 one	 hand,	 as	 discussed	 above,	 the	 idea	 of	 aura	 described	 by	 Benjamin	 (1936)	

might	not	work	as	the	gallerists’	first	objective	is	to	sell	photographs,	and	they	do	so	by	

mean	 of	 reproduction,	 hence	 going	 against	 Benjamin’s	 definition	 of	 the	 aura	 which	

comes	 from	 uniqueness	 (1936,	 p.	 6).	 In	 that	 sense,	 it	 can	 be	 argued	 whether	 or	 not	

gallerists	are	trustworthy,	hence	questioning	Becker’	statement	regarding	the	gallerists’	

educational	 role	 (1982,	 p.	 125).	 What	 if	 they	 were	 sharing	 their	 knowledge	 with	

potential	 customers	 only	 for	 commercial	 reasons,	 in	 order	 to	 flatter	 them,	 instead	 of	

educating	them?	Isn’t	it,	after	all,	the	gallerist’	s	main	goal	to	sell	as	much	photographs	as	

possible?	 However,	 Becker	 (1982)	 also	 insists	 on	 the	 commercial	 purpose	 of	 the	 art	

dealer	 to	 sell	 artworks.	 Using	 his	 words:	 “dealers	 try	 to	 train	 appreciators	 to	 be	

collectors.	That	means	adding	 to	appreciation	of	 the	work	such	elements	as	pride	and	

confidence	in	displaying	one’s	taste”	(Becker,	1982,	p.	113).					

	

On	 the	 other	 hand,	 the	 persistence	 of	 the	 aura	 is	 still	 defensible.	 As	 the	 material	

suggests,	 gallerists	 believe	 in	 the	 unique	 experience	 associated	with	 each	 photograph	

and	that	each	person	looking	at	a	photograph	will	 interpret	 it	differently,	 in	his	or	her	

unique	way	(I1,	I2,	I3	&	I4),	hence	falling	in	the	lines	of	Arora	and	Vermeylen’s	argument	

about	individual	experiences	(2013a).		

	

It	 is	worth	mentioning	 that	Benjamin	wrote	about	 the	aura	 in	1936,	more	 than	eighty	

years	 ago,	 at	 a	 time	 where	 the	 digital	 didn’t	 exist	 yet.	 Consequently,	 the	 mechanical	

reproduction	 of	 photographs	 cannot	 be	 compared	 to	 the	 reproduction	 capabilities	

available	in	the	21st	century.	Digital	technologies	permit	the	considerable	reproduction	

of	an	artwork	compared	to	the	times	of	Benjamin.	In	that	sense,	it	could	be	argued	that	a	

photograph	 that	 has	 been	 printed	 in	 negative	 form	 on	 a	 film	 keeps	 a	 certain	 level	 of	

tradition	 and	 uniqueness	 in	 a	 world	 dominated	 by	 digital	 production.	 Since	 people	

experience	a	higher	access	to	the	arts	world	in	the	digital	era,	could	it	be	possible	that	

the	aura	of	a	photograph	exists,	as	 long	as	 its	reproduction	 is	considered	authentic	by	

the	mass?	To	that	extent,	aren’t	 the	gallerists	actually	preserving	this	 idea	of	aura	and	

acting	 as	 cultural	 gatekeepers	 through	 the	 realization	 of	 physical	 exhibitions	 of	

photographs	in	their	galleries?		
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5.4.	Limitations	of	the	research		

	

To	conclude	this	chapter,	 it	should	be	noted	that	 this	 thesis	was	confronted	to	several	

limitations.	To	start	with,	there	were	some	difficulties	associated	with	finding	literature	

concerning	 only	 photography	 as	 an	 art	 medium.	 Indeed,	 a	 great	 number	 of	 research	

papers	I	came	across	were	about	visual	arts	in	general.	The	same	goes	for	photography	

galleries	in	the	digital	age.	Most	of	the	written	work	encountered	was	about	the	changes	

associated	with	digitalization	 in	art	 institutions	such	as	museums	and	not	really	about	

art	 intermediaries	 that	 have	 to	 strike	 a	 balance	 between	 art	 for	 art's	 sake	 and	

commerce.		

	

Moreover,	 as	 digitalization	 had	 a	 significant	 impact	 on	 creative	 industries	

(Hesmondhalgh,	 2013),	 it	 however	 didn’t	 only	 affect	 creative	 sectors	 such	 as	 music,	

books	or	journalism	but	also	photography	and	the	arts	market	in	general.		

	

Further	on,	I	experienced	a	commonly	known	obstacle	linked	to	interviewing	practices.	

Whenever	people	are	recorded	when	talking	and	know	about	 it,	 they	seem	to	talk	 less	

and	start	really	talking	with	the	record	is	off,	which	makes	it	harder	for	the	researcher	to	

concentrate.	 This	 can	be	 argued	 as	 a	 natural	 part	 of	 doing	 research;	 there	 are	 always	

things	 a	 researcher	 will	 miss	 when	 conducting	 his	 or	 her	 study.	 Moreover,	 I	

acknowledge	 the	 validity	 and	 reliability	 limitations	 due	 to	 having	 only	 interviews	 as	

primary	sources	since,	as	argued	by	Brink	(1993),	“the	very	presence	of	the	researcher	

may	 affect	 the	 validity	 of	 the	 data	 provided	 by	 subjects”	 (p.	 35).	 Nonetheless,	 the	

interview	 method	 for	 this	 research	 is	 tenable	 due	 to	 its	 consistency	 because	 of	 the	

multiple	sides	of	the	case.	Indeed,	it	proves	a	certain	continuity	as	the	interview	process	

is	repeated	several	times,	with	several	key	subjects,	herein	the	four	gallerists.		

	

Additionally,	as	the	results	implied	a	late	digital	development,	it	leaves	the	door	open	for	

the	 gallerists	 to	 implement	 efficient	 digital	 strategies	 in	 order	 to	 seize	 new	 business	

opportunities	in	the	future.		
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5.5.	Strategic	advice	

	

Whilst	gallerists	agree	on	the	need	to	preserve	art	as	it	is,	i.e.	something	symbolic	with	

high	experience	value	that	requires	to	be	exhibited	in	an	appropriate	space	in	order	to	

satisfy	aesthetics	criteria,	 they	also	point	out	 the	possible	added	value	of	 the	 Internet.	

Indeed,	this	is	a	topic	that	might	need	to	be	developed	in	the	time	to	come.	

	

Eventually,	 the	 gallerists	 will	 have	 to	 take	 into	 account	 what	 TB	 defines	 as	 the	

“collectors	 of	 tomorrow”	 (I3).	 As	 the	 emergence	 of	 the	Web	 2.0	 is	 still	 a	 quite	 recent	

phenomenon,	the	economic	impacts	associated	with	the	latter	remain	unclear.		

	

However,	 the	millennials,	 i.e.	 in	 this	 case	 the	 future	 collectors,	who	were	 born	 at	 the	

same	 time	 as	 the	 Web	 2.0,	 might	 have	 divergent	 purchasing	 behaviors	 compared	 to	

older	 generations.	 Hence,	 seeking	 further	 commercial	 opportunities	 associated	 to	 the	

digitalization	 of	 the	 art	world	 could	 be	 surprisingly	 interesting	 for	 art	 galleries	 in	 the	

near	future.		
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6. Conclusion	

 

“The	 moment	 something	 is	 considered	 an	 artwork,	 it	 becomes	 subject	 to	 an	

interpretation	[...]	Art	exists	in	an	atmosphere	of	interpretation	and	an	artwork	

is	 thus	 a	 vehicle	 of	 interpretation.”	 (Danto,	 1973,	 as	 cited	 in	 Becker,	 1982,	

p.149) 

 

This	 thesis	 shows	how	 four	Parisian	photographic	 gallerists	make	 sense	 of	 the	 digital	

area	 from	 a	 commercial	 standpoint.	 Even	 though,	 the	 views	 on	 the	matter	 differ,	 the	

gallerists	agree	that	it	is	necessary	to	keep	a	physical	space	where	photographs	can	be	

exhibited	and	visible	in	reality	to	the	viewer.	Indeed,	they	believe	that	photography	is	an	

artwork	 with	 a	 symbolic	 value	 that	 transmits	 a	 particular	 emotion	 and	 that	 the	

uniqueness	of	the	experience	associated	with	it	cannot	be	conveyed	online.	 
 

The	findings	of	this	research	suggest	that	whilst	the	gallerists	acknowledge	the	positive	

effects	 of	 digitalization	 in	 permitting	 a	 greater	 access	 to	 information,	 they	 strongly	

advocate	 that,	 whilst	 getting	 in	 touch	 with	 the	 mass	 audience	 increases	 their	 online	

visibility,	it	doesn’t	necessarily	benefit	them	commercially.	As	more	people	doesn’t	mean	

more	collectors,	 they	argue	that	owning	a	physical	art	gallery	remains	crucial	 in	order	

	to	sell	photographs.	 
 

As	 a	 consequence	 of	 the	 advent	 of	 the	 Internet	 and	 other	 digital	 technologies,	

reproduction	of	a	photograph	has	become	easier.	However,	the	gallerists	still	offer	only	

limited	editions	of	each	photograph	to	the	public	to	keep	photography	as	part	of	an	art	

reserved	 to	 some	 “happy	 few”	 (as	 cited	 by	 TB,	 in	 I3),	 in	 turn	 confirming	 a	 certain	

hypocrisy	 with	 regards	 to	 the	 democratization	 of	 art.	 Even	 though	 the	 digital	 age	

certainly	 enhanced	 a	 greater	 accessibility,	 the	 commerce	 of	 art	 still	 appears	 to	 be	

reserved	 to	 a	 certain	 elite.	 Nonetheless,	 the	 reproduction	 of	 prints	 also	 allowed	

decreasing	 the	 cost	 of	 a	 single	 photography	 hence	 rendering	 this	 art	 form	 more	

accessible	 than	 it	 used	 to	 be.	 Consequently,	 the	 gallerists’	 struggle	 to	 find	 the	 right	

balance	between	accessibility	and	exclusivity	persists	in	the	digital	era.	 
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Regarding	 the	 valuation	 of	 the	 photographs,	 this	 paper	 demonstrates	 that	 the	

emergence	 of	 the	 Internet	 proves	 the	 validation	 of	 the	 art	 valuation	 being	 somehow	

elitist.	 Indeed,	 not	 only	 traditional	 expertise	 still	 exists,	 but	 the	 lack	 of	 trust	 that	 is	

present	online	acts	in	favor	of	the	art	experts,	who	are	even	more	considered	now.	They	

eventually	still	play	a	fundamental	role	in	influencing	potential	collectors.	 
 

Finally,	considering	themselves	as	visionaries,	the	gallerists	make	sense	of	the	digital	as	

a	one-way	communication	tool	rather	than	a	way	to	engage	with	their	audience.	Indeed,	

instead	of	 inviting	their	online	public	to	actively	collaborate,	they	simply	communicate	

to	them,	hence	imposing	their	own	perceptions,	beliefs	and	values.	 
 

To	 conclude,	 this	 thesis	 doesn’t	 seek	 to	 solve	 the	 initial	 grand	 challenge	 that	 is	 the	

democratization	 of	 art.	 However,	 it	 provides	 a	 deeper	 understanding	 of	 the	 problem	

through	 the	 case	 study	 of	 several	 Parisian	 photography	 galleries	 and	 the	 gallerists’	

viewpoints	on	this	specific	issue.		
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7. Recommendations	for	further	research		

	

Finally,	it	is	important	to	note	that,	by	conducting	a	qualitative	research,	“the	intent	[…]	

is	not	to	generalize	findings	to	individuals,	sites,	or	places	outside	of	those	under	study”	

(Creswell,	 2009,	 p.	 294).	 Indeed,	 throughout	 the	 research,	 no	 generalization	 is	 made	

from	a	single	case	but	only	within	the	confine	of	the	single	case.		

	

As	 this	 research	 demonstrated	 empirically	 novel	 findings	 regarding	 specific	

photography	galleries	in	Paris,	 it	would	still	be	appealing	to	study	the	democratization	

of	art	from	various	perspectives.	In	that	sense,	I	believe	that	this	thesis	could	be	used	as	

a	way	of	replication	for	further	research	on	this	specific	subject	matter,	by	looking	at	a	

different	geographical	area	for	example.	It	could	even	serve	as	a	comparison	to	other	art	

forms	such	as	fine	arts	for	instance.		

	

Another	stimulating	study	would	be	to	understand	those	perceptions	of	the	digital	in	the	

art	 world	 from	 the	 artists	 or	 the	 collectors’	 viewpoints.	 Do	 artists	 need	 to	 rely	 on	

galleries	 to	commission	and	display	 their	work	with	 the	advent	of	digital?	How	do	art	

consumers	perceive	the	digital	in	terms	of	purchasing	opportunities?	In	that	sense,	this	

research	would	help	 looking	 for	discrepancies	or	similarities	 in	 the	perceptions	of	 the	

different	 actors	 involved	 in	 the	 overall	 process,	 from	 the	making	 of	 an	 artwork	 to	 its	

eventual	purchase.	
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Appendix	1:	Interview	Galerie	Thierry	Bigaignon–	15th	of	March	2017.	
Duration:	55	minutes	
	
Bonjour	je	me	présente.	Je	m’appelle	Julia	et	j’étudie	à	Copenhague	en	Management	des	
industries	créatives.	Je	m’intéresse	à	la	photographie	ainsi	qu’au	rôle	des	galeristes	
depuis	l’avènement	d’Internet	et	autres	technologies	digitales.			
	
	
0:31	R1:	Pouvez-vous	commencer	par	me	dire	votre	nom	et	me	décrire	votre	
position	ici	à	la	galerie?		
	
0:36	TB:	Je	m’appelle	Thierry	Bigaignon	et	je	suis	le	galeriste	ici.	
	
0:42	R1:	Depuis	combien	de	temps	travaillez-vous	comme	galeriste?	
	
0:48	TB:	J’ai	la	galerie	depuis	quasiment	un	an.	J’ai	ouvert	l’année	dernière	au	mois	de	
juin.	Un	projet	longuement	mûri	mais	très	récent	dans	sa	vie.	J’en	suis	à	la	quatrième	
exposition	pour	l’instant	et	une	programmation	sur	les	deux	prochaines	années.	
	
1:13	R1	:	Vous	êtes	donc	déjà	très	avancé	dans	vos	projets	?	
	
1	:15	TB	:	Voilà.	C’est	un	peu	impératif	quand	on	a	une	galerie	de	prévoir	à	l’avance	mais	
voilà	ni	plus	ni	moins	que	n’importe	quelle	galerie.	
	
1:25	R1	:	Pourquoi	Paris	et	pourquoi	cet	emplacement	?	
	
1:31	TB	:	Pourquoi	Paris	?	D’abord	j’aurais	pu	me	mettre	ailleurs	mais	Paris	pour	la	
photographie,	c’est	quand	même	le	berceau	de	la	photographie,	ça	reste	une	des	places	
fortes	de	la	photographie.	En	terme	de	marché,	ça	reste	incontournable	entre	New	York	
et	Londres.	Surtout	New	York	car	Londres	c’est	plus	pour	l’art	contemporain	et	non	la	
photographie.	
	
2:15	TB:	Mais	pour	moi	Paris	est	une	place	plus	forte	que	New	York	tant	dans	sa	
diversité	que	dans	sa	richesse,	historiquement,	dans	l’avant-garde	des	photographes.	
2:24	TB:	Le	centre	du	monde	en	terme	de	photographie,	ça	reste	Paris	aujourd’hui.	Pour	
l’emplacement,	il	y	en	a	deux	à	Paris	:	soit	rive	gauche	soit	rive	droite.	Si	on	est	rive	
droite,	c’est	le	Marais.	
	
2:35	TB:	En	ce	qui	concerne	la	photographie,	il	n’y	a	pas	photo	et	c’est	le	cas	de	le	dire,	
c’est	vraiment	le	Marais	et	dans	le	Marais	il	y	a	vraiment	un	centre	névralgique	des	
galeries	importantes,	3	rues	principalement,	et	je	pense	extrêmement	bien	placé.		
	
2:48	TB:	Après	j’ai	fait	le	choix	de	prendre	une	galerie	en	étage	ce	qui	est	assez	
particulier	à	Paris.	C’est	plus	le	genre	de	galerie	qu’on	retrouve	à	New	York	ou	à	
Londres.	C’est	un	choix	car	je	voulais	offrir	un	espace	plus	confidentiel	et	plus	convivial	
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tout	en	ayant	un	accès	ouvert	sur	l’extérieur	avec	un	poster	en	bas	avec	une	affiche	de	
l’expo	en	cours.	Tout	un	chacun	peut	sonner,	monter	et	entrer	sauf	qu’il	y	a	quand	même	
une	petite	démarche	à	faire.	Il	faut	sonner,	il	faut	passer	la	porte,	il	faut	monter	un	étage	
et	ça,	ça	permet	un	peu	de	filtrer	entre	le	badaud	qui	peut	ne	pas	être	si	intéressant	que	
ça	pour	une	galerie	et	qui	finalement	ajoute	du	quantitatif	et	peu	de	qualitatif.		
	
3:26	TB:	Moi	j’ai	préféré	miser	sur	le	qualitatif	et	je	m’aperçois	que	c’est	plutôt	un	pari	
gagnant	en	tout	cas	pour	l’instant.	Depuis	que	j’ai	ouvert,	j’ai	de	plus	en	plus	de	visiteurs.	
Je	bats	de	record	en	record.	Déjà	la	première	exposition	pour	moi,	c’était	hallucinant	le	
nombre	de	visiteurs	que	j’ai	eu	pour	la	première.	La	deuxième	avec	Ricardo	et	Catherine	
Balet	ça	a	explosé.	Littéralement,	on	a	fait	fois	trois,	alors	qu’avec	la	première	le	nombre	
de	visites	était	déjà	extraordinaire.	Et	là,	je	suis	à	quasiment	fois	deux	de	Catherine	Balet	
et	Ricardo.	C’est	donc	de	plus	en	plus	et	c’est	des	chiffres	assez	impressionnants	pour	
une	petite	galerie	en	étage	qui	a	ouvert	récemment.	Là	j’en	suis	à	plus	de	3000	visiteurs	
sur	un	mois	et	demi,	c’est	énorme.	
	
4:31	R1	:	Ce	succès	est-il	lié	à	vos	contacts?	
	
4:34	TB	:	Alors,	les	gens	qui	sont	déjà	venus	reviennent	et	je	pense	que	c’est	la	qualité	de	
la	programmation	qui	fait	que	les	gens	reviennent.	Après,	la	presse	aussi	nous	a	suivi	
énormément.	On	a	eu	tous	les	journaux	possibles	et	imaginables	Français	ou	étrangers	
comme	le	Washington	Post,	ou	CNN	qui	vient	faire	un	sujet	la	semaine	prochaine.	Je	
passe	aussi	sur	France	Culture	la	semaine	prochaine.	J’ai	eu	L’Obs,	L’Express,	Le	Point	et	
tous	les	quotidiens	comme	Le	Monde,	Le	Figaro,	Libération…	Donc	voilà,	quand	on	a	une	
exposition	qui	tient	la	route	et	qui	est	d’une	qualité	muséale,	la	presse	suit,	les	gens	
suivent	et	donc	les	collectionneurs	suivent.	On	a	beau	être	en	étage,	les	gens	reviennent.	
Et	donc,	c’est	Paris	qui	se	trouve	être	gagnant	pour	l’instant.	
	
5:45	R1	:	Malgré	le	fait	que	vous	ayez	ouvert	récemment,	quelle	importance	
donnez-vous	aux	événements	physiques	qui	ont	lieu	dans	votre	galerie?	
	
5:57	TB	:	Pour	moi	c’est	extrêmement	important.	À	partir	de	la	prochaine	exposition,	il	
va	y	avoir	un	grand	nombre	de	changements	:	une	évolution	de	la	galerie	et	moins	
d’expositions	durant	l’année.	
	
6:09	TB:	On	va	même	intégrer	une	notion	de	saisonnalité	dans	la	programmation,	il	y	
aura	donc	une	exposition	par	saison.	Ceci	permettra	de	réduire	la	quantité	tout	en	
augmentant	la	qualité.	Les	expositions	seront	plus	longues	et	on	aura		pour	chaque	
ouverture	d’une	exposition	un	vrai	événement	et	pas	juste	un	vernissage.	Il	y	aura	un	
vrai	spectacle,	un	événement	un	peu	comme	dans	la	Haute	Couture.	L’idée	c’est	que	les	
vernissages	sortent	de	l’idée	traditionnelle	des	vernissages	où	tout	le	monde	vient	et	on	
boit	du	champagne	ou	du	vin	tout	en	s’auto	congratulant	sur	la	qualité	de	l’exposition.	
Ça,	ça	m’intéresse	assez	peu.	C’est	ce	que	j’ai	fait	jusqu’à	maintenant	et	j’en	vois	les	
limites.	Ce	vers	quoi	je	vais	aller	dans	les	mois	à	venir,	ça	va	être	“d’événementialiser”	ce	
temps	d’ouverture	de	l’exposition,	de	rencontre	avec	le	public	quel	qu’il	soit	et	de	
rencontre	du	public	avec	l’artiste	et	événementialiser	véritablement	ce	moment-là,	ce	
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temps	fort	pour	en	faire	un	moment	unique	qu’on	retrouve	nulle	part	ailleurs	et	qu’on	
ne	retrouvera	pas	dans	le	reste	des	jours	de	l’exposition.		
	
7:16	TB:	C’est	un	peu	comme	ce	que	fait	la	mode	avec	les	défilés	où	les	marques	ont	
réussi	en	quelques	années,	quand	on	voit	les	défilés	de	Coco	Chanel	ou	de	Dior	il	y	a	60	
ans,	à	créer	une	vraie	évolution	événementielle.	Ça	reste	un	événement	commercial,	
après	tout	c’est	là	où	les	marques	font	des	ventes	et	où	elles	remplissent	les	carnets	de	
commandes,	mais	elles	ont	fait	des	défilés	quelque	chose	de	particulier.	Et	moi	je	pense	
que	les	galeries	devraient	s’inspirer	de	ça.	C’est	totalement	avant-gardiste	et	ça	sera	un	
moment	très	particulier	réservé	à	quelques	«	happy	few	»	parce	que	le	lieu	fait	qu’on	ne	
peut	pas	rentrer	non	plus	100	personnes	et	justement	c’est	le	but	;	passer	de	vernissage	
où	il	y	a	200-300	personnes	dans	la	soirée	et	à	réduire	ça	de	300	personnes	à	30	mais	
faire	en	sorte	que	les	30	soient	les	meilleurs	clients	de	la	place.	
	
8:46	R1	:	Entre	exclusivité	et	accessibilité,	où	se	positionne	votre	galerie?	
	
8:48	TB	:	ça	sera	extrêmement	exclusif	sur	ce	temps	de	vernissage.	Après	il	y	aura	un	
deuxième	vernissage	plus	grand	public,	plus	classique,	qui	sera	plus	ouvert	au	public	et	
qui	marquera	le	début	de	l’exposition	mais	il	y	aura	un	temps	fort	extrêmement	exclusif.	
J’espère	que	les	gens	se	battront	pour	venir	à	cet	événement	car	le	spectacle	sera	très	
différent	de	ce	qui	se	fait	habituellement	dans	le	milieu.	Malheureusement,	je	ne	peux	
pas	vous	en	parler	mais	seulement	vous	dire	que	ça	sera	un	show	d’une	demi-heure	qui	
sera	ensuite	suivi	d’une	rencontre	avec	l’artiste,	de	champagne,	de	la	signature	de	
bouquins	et	tout	ce	qui	s'ensuit.	Mais	pendant	une	demi-heure,	il	y	aura	un	véritable	
show.	Les	clients	seront	totalement	immergés	dans	un	univers	artistique	et	on	va	leur	en	
donner	pour	leur	argent	bien	qu’ils	ne	viennent	gratuitement.	
	
9:44	R1	:	Comment	balancez-vous	entre	ces	deux	extrêmes	?	
	
9:57	TB	:	La	stratégie	de	cette	galerie	est	vraiment	autour	de	ça.	C’est-à-dire	avoir	un	
pied	dans	chaque	univers	;	être	à	la	fois	capable	de	montrer	par	une	programmation	et	
un	certain	nombre	d’actions	qu’on	est	totalement	ouvert	sur	l’extérieur	et	je	le	crois,	
avec	un	peu	de	prétention	et	surtout	de	la	fierté,	que	nous	proposons	ce	genre	de	choses	
que	tout	le	monde	ne	fait	pas,	pour	montrer	cette	ouverture.	Par	exemple,	sur	
l’exposition	de	Catherine	Balet	et	Ricardo,	on	a	mené	des	ateliers	pour	enfants	le	matin,	
on	a	invité	des	écoles…	Enfin,	on	fait	beaucoup	de	choses	qui	sortent	du	cadre	du	
collectionneur,	qui	sortent	totalement	d’une	vision	exclusive	et	élitiste	de	notre	public,	
ce	qui	nous	rend	totalement	ouvert	sur	l’extérieur	et	en	même	temps,	par	ailleurs,	j’ai	la	
volonté	de	monter	des	actions	qui	sont	pour	le	coup	très	élitistes,	très	exclusives	et	
réservées	à	quelques	privilégiés.	Par	exemple,	on	va	monter	dans	le	courant	de	l’année	
un	club	privilège	qui	sera	réservé	uniquement	à	quelques	«	happy	few	»	qui	eux	seront	
ceux	qui	notamment	auront	accès	au	vernissage	dont	je	vous	parlais	etc.	et	qui	auront	
accès	à	d’autres	choses.	
	
11:17	TB:		Il	y	a	donc	cette	idée	d’avoir	un	club	très	exclusif	de	clients	et	d’amis	de	la	
galerie	triés	sur	le	volet	comme	dans	les	défilés	de	mode	tout	en	gardant	cet	aspect	
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accessible	où	si	les	gens	veulent	venir	voir	la	galerie,	ils	peuvent	y	entrer.	Il	est	très	
important	de	constamment	jouer	sur	les	deux	tableaux.	
	
12:05	R1	:	Vous	avez	parlé	d’un	club	privilège.	Pouvez-vous	m’en	dire	plus	?	
	
12:07	TB	:	C’est	une	sorte	de	club	privilège.	Je	ne	peux	pas	trop	vous	en	dire	mais	c’est	
un	club	qui	sera	à	la	galerie	et	qui	permettra	à	un	certain	nombre	de	clients,	de	
personnalités	et	d’amis	de	la	galerie	d’avoir	accès	à	des	événements	et	à	des	privilèges	
qui	leur	seront	réservés.	Par	exemple,	une	partie	des	tirages	les	prestigieux	seront	
réservés	pour	les	membres	de	ce	club	ainsi	qu’un	certain	nombre	d’autres	choses.	Ça	
demandera	un	certain	nombre	de	critères	comme	être	client	de	la	galerie	par	exemple.		
	
12:53	Quels	genres	de	tirages	faites-vous	à	la	galerie	?	
	
12:58	TB	:	Alors,	typiquement	les	tirages	vintage	seront	le	genre	de	choses	qui	sera	
réservées	aux	membres	de	ce	club.		
	
13:12	TB:	Donc	voilà,	l’idée	c’est	vraiment	ça,	de	satisfaire	le	grand	public	et	d’avoir	un	
rôle	même	pédagogique,	limite	muséale,	où	on	présente	des	expositions	de	grande	
qualité	et	on	est	ouvert	à	tout	le	monde	pour	venir	voir	les	expositions	comme	on	
viendrait	voir	un	musée.	Et	ça,	tout	en	espérant	qu’une	certaine	part	de	ce	public	se	
transformera	en	clients	mais	de	le	faire	pas	que	pour	cette	raison	là	mais	aussi	parce	
qu’on	considère	qu’on	a	un	vrai	rôle	à	jouer,	comme	toutes	les	autres	galeries.	Mais,	par	
ailleurs,	réserver	une	partie	de	nos	meilleurs	«	produits	»,	de	nos	meilleurs	tirages,	de	
nos	pièces	les	plus	importantes,	les	plus	prestigieuses	à	quelques	clients	particuliers.	
	
14:04	R1	:	Quel	a	été	votre	parcours	avant	de	devenir	galeriste	?	
	
14:08	TB	:	J’étais	commissaire	d’exposition	pendant	de	nombreuses	années	dans	l’art	
contemporain	et	dans	la	photographie,	mais	plus	précisément	dans	la	photographie.	Et	
puis,	à	force	de	monter	des	expositions	à	droite	à	gauche,	on	a	envie	d’aller	un	peu	plus	
loin.	
	
14:30	R1	:	Pourquoi	la	photographie	vous	important	tant	?	
	
14:36	TB	:	J’ai	choisi	la	photographie	par	passion	personnelle,	depuis	toujours.	
	
14:40	R1	:	J’ai	vu	que	vous	avez	un	site	Internet	et	que	vous	êtes	aussi	très	présent	
sur	les	réseaux	sociaux.	Quel	est	le	rôle	du	digital	pour	votre	galerie	d’un	point	de	
vue	commercial	?	
	
15:10	TB	:	C’est	crucial.	Aujourd’hui	c’est	juste	indissociable.	La	communication	
marketing	d’une	galerie	et	le	monde	Internet	en	général	ne	sont	pas	des	choses	que	l’on	
peut	dissocier	ou	qui	pourraient	être	vues	comme	quelque	chose	d’accessoire.	C’est	
totalement	fondamental	et	indissociable.		
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15:23	TB:	Pour	moi	les	galeries	n’existeraient	pas	sans	site	Internet.	Dans	mon	cas,	le	
site	Internet	existait	avant	même	que	j’ai	la	galerie.		
	
15:30	TB	:	Après,	les	réseaux	sociaux	sont	extrêmement	importants	et	il	m’est	déjà	
arrivé	de	vendre	des	œuvres	grâce	aux	réseaux	sociaux.		
	
15:38	TB:	J’ai	des	iPads	dans	la	galerie	qui	sont	connectés	à	des	bases	de	données	et	qui,	
quand	les	gens	entrent	leur	e-mail,	alimentent	une	base	qui	après	envoie	des	mailings	
etc.	J’ai	aussi	un	autre	iPad	qui	est	lié	à	ma	base	de	données	d’œuvres	et	au	catalogue	de	
la	galerie.	Tout	est	en	ligne	et	tout	est	visible	sur	l’iPad	dans	la	galerie.	C’est	
indispensable.	Après,	j’ai	fait	différents	choix.		
	
16:22	TB:	Par	exemple	j’ai	un	site	Internet	qui	est	uniquement	en	anglais	parce	que	je	
veux	positionner	la	galerie	au	niveau	international	et	pour	moi,	la	galerie	en	tant	
qu’espace	physique	est	à	Paris	et	donc	se	revendique	française	quand	on	est	à	Paris	mais	
sur	un	site	Internet	nous	ne	sommes	pas	parisiens.	Internet	pour	moi	c’est	mondial.	
Donc,	dans	ma	vision,	le	bras	Internet	de	la	galerie,	le	bras	visible	Web	de	la	galerie,	ne	
peut	pas	être	franco-français	ou	en	tout	cas	ne	peut	pas	être	en	français	uniquement.	Et	
puis,	pour	des	raisons	de	facilité	et	pour	affirmer	ce	positionnement,	c’est	un	site	qui	est	
uniquement	en	anglais.	
	
17:02	R1	:	Pensez-vous	y	gagner	en	terme	de	visibilité	à	l’international	?	
	
17	:06	TB	:	Probablement.	Probablement	on	perd	aussi	des	clients	franco-français	qui	ne	
parlent	pas	anglais	et	qui	auraient	peut-être	eu	envie	d’avoir	d’autres	informations	sur	
le	site.	C’est	un	choix.	Pour	moi,	la	version	Internet	de	la	galerie	ne	peut	pas	être	en	
français	et	ne	peut	être	qu’en	anglais	car	on	a	une	velléité	de	parler	au	monde.			
	
17:27	R1	:	À	part	à	accroître	votre	visibilité,	à	quoi	vous	sert	Internet?	
	
17:31	TB	:	Il	y	a	différentes	choses.	D’abord,	d’un	point	de	vue	commercial,	j’utilise	deux	
plateformes	principales	:	Artsy	et	Artsper.	Artsper	pour	la	plateforme	européenne,	
française	à	la	base,	mais	plus	à	vocation	européenne	et	Artsy,	plateforme	mondiale,	mais	
plus	à	vocation	américaine.	Ce	sont	mes	deux	bras	en	ligne	pour	l’instant.		
	
17:48	TB	:	En	ce	qui	concerne	les	ventes	directes,	j’ai	une	stratégie	qui	est	très	claire,	
mais	qui	sera	déployée	d’ici	la	fin	de	l’année	2017.	Pour	des	raisons	très	précises,	je	ne	
peux	malheureusement	pas	vous	la	dévoiler.	Je	me	suis	rendu	compte	que	très	peu	de	
galeries	dans	le	monde	avaient	une	stratégie	Internet.	En	effet,	la	plupart	des	galeries	ne	
vendent	pas	sur	leur	site	;	qu’elles	soient	très	grandes	ou	très	petites,	ça	ne	fait	aucune	
différence.	Ce	n’est	donc	ni	une	question	de	moyens	ni	une	question	de	notoriété.	
Certaines	galeries	qui	ont	pourtant	énormément	de	notoriété	et	de	moyens	ne	vendent	
pour	autant	pas	sur	leur	site.	En	2017,	il	faut	se	poser	la	question	:	pourquoi	?	Ça	me	
semble	hallucinant	que	des	galeries	ne	vendent	pas	sur	Internet.		
	
18:45	TB	:	Donc	moi	j’ai	fait	un	choix	inverse	mais	je	me	suis	laissé	du	temps	pour	le	
déployer.	La	raison	est	simple	parce	que	je	vais	déployer	quelque	chose	d’assez	
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innovant.	Innovant	c’est	peut-être	un	peu	prétentieux	mais	en	tout	cas	assez	nouveau.	Je	
vais	avoir	un	site	Internet	qui	sera	du	jamais	vu	dans	le	monde	de	l’art	mais	voilà	je	ne	
peux	pas	vous	en	dire	plus	pour	l’instant.	Avant	de	le	faire	j’ai	voulu	d’abord	installer	la	
galerie	pour	éviter	de	brouiller	les	pistes.	Pour	moi	il	était	important	de	d’abord	installer	
la	galerie	comme	espace	physique	et	après	de	déployer	cette	idée	là.	Ça	sera	vraiment	un	
site	lié	à	la	galerie.	Ça	sera	à	la	fois	un	onglet	sur	le	site	de	la	galerie	mais	aussi	un	site	
autonome	;	il	y	aura	les	deux.	On	pourra	donc	accéder	aux	deux	sites	de	façon	autonome.	
Il	s’agira	d’un	espace	de	vente	de	tirages	très	particulier,	construit	d’une	façon	
totalement	innovante.	
	
20:24	R1	:	Pourquoi,	à	votre	avis,	disposer	d'une	galerie	physique	de	nos	jours	
serait-il	toujours	pertinent?	
	
20:29	TB	:	Je	pense	que	l’espace	physique	est	primordial	à	100	%.	C’est	là	que	tout	se	
passe.	C’est	primordial	et	la	question	ne	se	pose	même	pas.	C’est	primordial	pour	le	
contact	client,	c’est	primordial	pour	montrer	les	œuvres.		
	
20:47	TB:	Après	on	peut	les	montrer	sur	Internet,	l’un	n’empêche	pas	l’autre,	mais	l’un	
ne	se	suffit	pas.	On	ne	peut	pas	avoir	de	galerie	aujourd’hui	sans	avoir	de	site	de	la	même	
façon	qu’on	ne	peut	pas	avoir	de	site	sans	avoir	de	galerie.	Le	site	est	un	supplément	à	la	
galerie	et	la	galerie	est	un	supplément	de	site	aussi.	Avoir	l’un	sans	avoir	l’autre,	je	pense	
que	c’est	suicidaire.	Les	gens	ont	besoin	des	deux	et	ça	ne	s’applique	pas	seulement	au	
domaine	de	l’art.	
	
21:55	TB:	Il	y	a	de	nos	jours	cette	nécessité	d’avoir	un	pied	dans	le	physique	ainsi	qu’un	
pied	dans	le	virtuel.	
	

22:27	R1	:	Selon	vous,	quelle	est	la	différence	entre	voir	une	photo	physiquement	
et	la	voir	virtuellement	?	
	
22:40	TB	:	L’émotion	d’une	photographie	passe	plus	facilement	si	on	la	voit	
physiquement.	
	
23:01	TB:	Mais	je	pense	que	le	collectionneur	de	demain	prêtera	moins	d’attention	à	
cette	émotion	physique.	Pour	autant	ça	ne	veut	pas	dire	que	les	galeries	vont	
disparaître	;	je	ne	crois	pas.	Par	contre,	ce	à	quoi	je	crois,	c’est	que	la	part	des	ventes	sur	
Internet	va	augmenter.	Aujourd’hui,	on	est	peut-être	à	90-10	et	je	crois	qu’à	l’avenir,	la	
balance	va	s’équilibrer	et	peut-être	même	s’inverser.	Par	exemple	ce	tirage	part	au	
Mexique.	C’est	une	femme	qui	me	l’a	achetée	sur	Internet,	sur	la	plateforme	Artsy,	et	elle	
n’a	pourtant	jamais	vu	la	photo	physiquement.		
	
23:13	TB	:	Mais	voilà,	c’est	pour	moi	une	évidence	que	la	part	des	ventes	sur	Internet	va	
monter.	La	question	maintenant	est	de	savoir	combien	de	temps	ça	va	prendre	et	quelle	
stratégie	utiliser	pour	rassurer	les	gens	sur	le	fait	que	ça	va	arriver.	Une	des	raisons	
pour	lesquelles	ça	me	semble	être	une	évidence	c’est	qu’on	est	passé	de	l’objet	à	
l’information.	Il	fut	un	temps,	la	photographie	était	un	objet	et	l’objet	était	extrêmement	
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important	car	il	s’agissait	d’un	tirage	argentique	fait	à	la	main	et	chaque	tirage	était	
différent	de	l’autre.	Avec	l’argentique	on	a	besoin	de	toucher	l’objet,	de	sentir	le	grain	et	
cette	émotion	là	ne	peut	être	transmise	seulement	à	travers	un	objet,	à	travers	quelque	
chose	physique	et	dans	ce	cas	rien	n’est	mieux	que	de	venir	dans	la	galerie	pour	voir	cet	
objet.	Maintenant,	plus	on	avance	dans	le	temps,	plus	les	galeries	vendent	aussi	des	
tirages	contemporains	qui	ne	sont	plus	de	l’argentique	mais	du	numérique	et	là,	chaque	
tirage	est	identique	au	précédent.	Il	n’y	a	donc	plus	le	besoin	de	voir	le	tirage	de	ses	
propres	yeux.	L’objet	devient	moins	important	et	c’est	plus	l’information	qu’on	achète,	le	
concept,	la	beauté	du	tirage	et	l’émotion	qui	se	dégage	de	l’image.	Et	j’appelle	ça	
l’information	contenue	dans	l’image	et	non	l’objet	en	soi.	Et	en	l’occurrence,	pour	les	
galeries	contemporaines	qui	proposent	ce	genre	de	tirages,	il	n’y	a	plus	besoin	d’espace	
physique	et	donc	la	vente	sur	Internet	peut	totalement	substituer	la	vente	physique.		
	
28:20	TB	:	Par	ailleurs,	j’ajoute	que	les	générations	à	venir	ou	les	jeunes	collectionneurs	
en	herbe	non	pas	forcément	connu	l’époque	où	l’objet	était	important.	Ils	ont	des	
habitudes	d’achat	sur	Internet	et	donc,	ils	sont	totalement	dans	l’ère	de	l’information,	
dans	l’émotion	immédiate	de	j’adore	une	image,	j’ai	les	moyens	de	l’acheter	donc	je	vais	
l’acheter	sans	avoir	besoin	de	voir	le	tirage.	
	
28:36	TB:	Ceux	qui	pensent	que	la	galerie	est	l’endroit	idéal	et	essentiel,	je	ne	suis	pas	
d’accord,	il	s’agit	de	l’un	des	outils,	d’une	partie	de	l’outil.	Après,	le	contact	physique	
reste	important.	Quand	on	dépense	une	somme	importante	pour	un	achat,	c’est	sûr	
qu’on	préfère	le	voir	et	voir	le	marchand	et	c’est	un	peu	normal,	mais	ça	n’est	pas	
obligatoire	non	plus.	
	
28:51	R1	:	Selon	vous	les	deux	expériences,	celle	physique	ainsi	que	celle	en	ligne,	
peuvent	coexister	?	
	
28:55	TB	:	Tout	à	fait.	Les	deux	expériences	doivent	coexister	et	coexisteront	quoi	qu’il	
arrive	et	surtout	dans	les	galeries	comme	la	mienne	où	l’on	essaye	de	faire	revenir	les	
gens	qui	ne	viennent	plus	en	galerie	depuis	des	années,	depuis	que	les	foires	ont	pris	le	
dessus	sur	les	galeries.	La	raison	est	simple	:	il	ne	se	passe	plus	rien	dans	les	galeries.		
	
29:21	TB:	Pour	que	les	gens	reviennent	en	galerie,	il	faut	leur	donner	quelque	chose.	Il	
faut	que	les	expositions	soient	de	haute	qualité,	avec	un	accrochage,	des	cadres	et	des	
tirages	qualité.	Il	faut	créer	des	événements	comme	les	vernissages	dont	je	vous	parlais	
où	les	gens	doivent	quand	même	faire	le	déplacement.	
	
29:46	TB:	L’autre	chose	très	importante	à	laquelle	je	tiens	absolument,	c’est	l’accueil.	
Moi	je	mets	un	point	d’honneur	à	me	lever	et	à	aller	accueillir	chaque	client	qui	rentre	
dans	cette	galerie	pour	que	la	personne	ait	la	meilleure	expérience.	Pour	moi,	chaque	
personne	qui	rentre	est	une	personne	importante	qui	a	fait	l’effort	de	monter	un	étage	et	
à	qui	je	dois	de	sortir	de	ma	chaise	et	de	saluer.	
	

30:03	TB:	Et	lorsqu’on	y	met	de	l’enthousiasme,	on	offre	une	expérience	au	client	qui	là,	
pour	le	coup,	est	impossible	à	donner	en	ligne.	C’est	une	expérience	qui	est	différente.		
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30:17	TB:	Je	peux	vous	le	garantir	que	j’ai	reçu	des	clients	ici	venus	sans	aucune	
intention	d’achats	et	qui	sont	repartis	avec	quelque	chose	parce	que	j’ai	passé	une	heure	
à	leur	expliquer,	à	leur	parler,	à	leur	montrer	à	quel	point	c’était	intéressant.	D’autres	
sont	même	venus	pour	en	acheter	une	et	sont	repartis	de	la	galerie	avec	six	
photographies.	Tout	ça	c’est	l’expérience	humaine	que	l’on	peut	avoir	en	galerie	mais	
pas	sur	Internet	;	il	y	a	donc	des	limites	partout.	Après,	dans	la	galerie,	je	ne	peux	pas	
toucher	une	mexicaine	qui	est	chez	elle	et	donc	j’ai	besoin	d’Internet.	Il	y	a	des	avantages	
et	des	inconvénients	partout.	
	
30:45	R1	:	Avez-vous	une	approche	plutôt	objective	ou	subjective	concernant	la	
vente	de	vos	photographies	?	
	
31:02	TB	:	Je	dirais	les	deux.	J’ai	une	volonté	objective	;	c’est	à	dire	la	volonté	d’expliquer	
avec	le	plus	d’éléments	factuels	l’œuvre	de	l’artiste,	sa	vie,	son	parcours,	la	qualité	du	
tirage…	Cette	volonté	là,	elle	est	objective	;	j’ai	vraiment	la	volonté	de	donner	
l’information	de	manière	juste	et	neutre.	Après	il	y	a	aussi	une	part	subjective	assumée	
qui	est	mon	enthousiasme	et	qui	me	nourrit.	Forcément,	elle	doit	transparaître	à	un	
moment	donné	;	il	y	a	bien	une	raison	du	pourquoi	j’ai	choisi	cet	artiste.	Il	y	a	des	raisons	
de	cœur	et	des	raisons	profondément	humaines.	Et	ça	je	crois	que	c’est	le	rôle	du	
marchand	;	de	transmettre	les	informations	ainsi	que	cette	émotion	à	un	client	potentiel.	
Après	c’est	à	lui	de	faire	son	choix.		
	
33:17	R1	:	Quels	facteurs	entrent	en	jeu	lors	de	la	sélection	de	vos	photographes	?	
	
33:21	TB	:	Je	sélectionne	les	photographe	en	fonction	de	mon	expérience	personnelle	
évidemment	:	on	a	envie	de	partager	un	coup	de	cœur.	Ça	c’est	le	premier	déclencheur.	
Après	il	y	a	tout	un	tas	de	critères	pour	le	coup	très	objectif	et	très	marketés.	Sur	une	
palette	d’artistes	qui	sont	10	coups	de	cœur,	je	vais	peut-être	en	choisir	un,	qui	sera	le	
seul	à	répondre	aux	autres	critères.	C’est	très	compliqué	;	il	y	a	une	question	de	prix,	une	
question	de	«	storytelling	»,	une	question	d’humain	aussi	et	la	qualité	de	son	œuvre.		
	
34:47	R1	:	Pour	revenir	à	une	question	précédente,	pourquoi	utilisez	vous	les	
réseaux	sociaux	puisque	vous	vendez	déjà	sur	deux	plateformes	en	ligne	?	
	
34:48	TB	:	Parce	qu’aujourd’hui,	c’est	là	où	les	gens	sont.	Quand	on	est	soi-même	adepte	
des	réseaux	sociaux,	on	sait	que	les	gens	y	vont	très	régulièrement.	Donc	si	on	arrive	
chaque	jour	à	faire	entendre	parler	de	la	galerie,	pour	moi	c’est	du	bénéfice.		
	
35:15	TB:	Sur	les	réseaux	sociaux,	les	gens	partagent,	c’est	du	bouche-à-oreille.	Et,	le	
bouche-à-oreille,	c’est	la	clé	de	la	communication.	Quand	quelqu’un	partage	une	
publication	de	la	galerie,	il	a	fait	10	fois	plus	que	ce	que	ferait	n’importe	quelle	autre	
action.	
	
35:27	TB:	Sur	les	réseaux	sociaux,	ça	va	plus	vite,	c’est	plus	efficace	et	quantitativement	
parlant,	c’est	plus	fort.	On	touche	un	bien	plus	grand	public.	
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35:46	R1	:	Utilisez-vous	les	réseaux	sociaux	également	pour	une	question	
d’accessibilité	?	
	
36:17	TB	:	Oui,	et	je	reviens	sur	ce	dont	je	vous	parlais	avant,	cette	stratégie	à	deux	
pieds.	Les	réseaux	sociaux	permettent	de	toucher	un	public	large,	d’être	totalement	
ouvert	sur	l’extérieur	et	d’aller	parler	aux	gens	de	7	à	77	ans,	car	lorsqu’on	séduit	un	
enfant,	on	séduit	les	parents	derrière.	Je	permets	également	aux	gens	de	payer	leurs	
œuvres	en	plusieurs	fois.	
	
37:16	R1	:	Comment	engagez-vous	votre	audience	en	ligne	?	Quel	rôle	leur	
donnez-vous	?	
	
37:40	TB	:	C’est	intéressant	ce	que	vous	dites	et	je	vais	essayer	de	vous	répondre	le	plus	
simplement	possible.	Je	suis	totalement	contre	l’engagement	de	son	audience	en	ligne.	Je	
pense	que	dans	une	entreprise,	quelle	qu’elle	soit,	il	y	a	deux	stratégies.	Soit	on	écoute	le	
client	et	on	lui	donne	ce	qu’il	veut	-	et	c’est	ce	que	font	99.9	%	des	entreprises	-	soit	on	a	
une	vision	soi-même	de	ce	qu’on	pense	que	les	gens	pourraient	aimer	et,	coûte	que	
coûte,	on	propose	voire	on	impose	cette	vision.	Je	fais	parti	de	la	deuxième	catégorie	et	
j’assume.	Pour	moi,	être	dans	la	première	catégorie,	ça	démontre	un	manque	de	vision.	
Imposer	sa	vision	est,	selon	moi,	extrêmement	essentiel.	Après	on	peut	toujours	se	
planter.	Mais	dans	l’art,	ça	me	semble	encore	plus	essentiel	parce	qu’on	parle	vraiment	
de	coup	de	cœur	et	de	vision.	Je	pourrais	demander	à	mes	clients	de	choisir	parmi	un	
certain	nombre	de	photos	lesquels	je	devrais	accrocher	mais	même	ça	je	ne	veux	pas	le	
faire.	Je	crois	que	la	vision	d’un	galeriste	c’est	de	proposer	quelque	chose,	une	vision,	un	
accrochage.	Je	revendique	ça	énormément.	Après	on	pourrait	imaginer	tout	un	tas	de	
trucs	comme	un	comité	collégial,	et	comme	expérience	ça	ne	me	dérangerait	pas,	mais	
de	manière	générale	ce	n’est	pas	comme	ça	que	je	veux	faire	du	business.	
	
42:39	TB:	Ce	n’est	pas	une	question	d’expertise	mais	vraiment	une	question	de	stratégie	
personnelle.	Lorsqu’on	est	entrepreneur,	on	doit	avoir	envie	de	proposer	une	vision,	
sinon	on	perd	toute	créativité.	
	
42:52	R1	:	Selon	vous,	un	galeriste	est-il	un	entrepreneur	?		
	
42:56	TB	:	C’est	même	pas	à	un	galeriste	de	devenir	un	entrepreneur.	C’est	un	
entrepreneur	qui	vend	de	l’art.	C’est	un	entrepreneur	avant	même	de	devenir	un	
galeriste.	Le	fait	de	vouloir	monter	une	galerie	avant	même	de	l’avoir	fait,	ça	veut	déjà	
dire	qu’on	a	une	vision	entrepreneuriale	de	la	chose.		
	
43:31	TB:	Une	galerie	c’est	une	entreprise	;	on	est	là	pour	vendre	des	tirages	et	pas	autre	
chose.	Et	dans	le	cadre	du	processus	de	la	vente	des	tirages,	on	peut	aussi	éduquer	le	
public	et	faire	acte	de	pédagogie.	On	peut	aussi	promouvoir	au	sens	plus	large	la	carrière	
d’un	artiste,	aider	la	jeune	création,	avoir	d’autres	fonctions…	Mais	avant	toute	chose,	on	
est	là	pour	vendre	des	tirages,	c’est	notre	objectif	premier.	
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44:04	R1	:	Pouvez-vous	me	parler	un	peu	plus	de	l’aspect	éducatif	que	vous	avez	
mentionné	?	Quel	est	le	rôle	d'Internet	dans	ce	cas	?	
	
44:08	TB	:	Pour	moi	c’est	une	évidence.	Internet	est	fantastique	pour	ça.	J’étais	sans	
doute	l’un	des	premiers	utilisateurs	Internet	et	j’ai	toujours	été	ultra	connecté	et	pour	
moi	je	ne	peux	pas	vivre	sans	Internet.	Il	m’est	impossible	d’imaginer	quelque	action	que	
ce	soit	sans	Internet.	Vous	voyez,	même	ici	à	la	galerie,	je	n’ai	pas	de	papier.	J’ai	une	
galerie	qui	se	veut	être	sans	papier.	Dans	ma	mentalité,	ma	culture,	je	suis	totalement	
numérique	;	tous	mes	fichiers	sont	en	collaboration,	toute	la	galerie	est	dans	un	Cloud.	
Le	seul	papier	que	je	me	suis	autorisé,	c’est	le	carton	d’invitation	à	l’entrée.	Je	garde	
celui-ci	car	certaines	personnes	aiment	encore	avoir	un	objet	mais	je	cherche	vraiment	à	
réduire	la	quantité	de	papier	au	minimum.	Même	la	description	sous	les	photographies	
pour	moi	est	en	trop.	Je	souhaiterais	créer	une	sorte	de	code	barre	que	les	gens	
pourraient	scanner	avec	leur	téléphone	pour	avoir	la	description,	ou	même	sans	avoir	à	
scanner	et	en	passant	juste	leur	téléphone.		
	
46:35	R1	:	Vous	avez	parlé	précédemment	d’iPads	disposés	dans	votre	galerie	qui	
proposent	une	sorte	de	visite	virtuelle	de	la	galerie.	Quand	est-il	de	ce	genre	de	
visites	sur	votre	site	?	
	
46:44	TB	:	Je	n’ai	rien	mis	sur	le	site	car	je	ne	crois	pas	du	tout	à	l’expérience	virtuelle.	
C’est	comme	avec	les	bouquins	en	ligne	où	vous	voyez	la	page	qui	tourne	virtuellement	;	
c’est	n’importe	quoi.	Pour	moi	avec	Internet	et	le	numérique	en	général,	il	ne	faut	pas	
reproduire	ce	qui	existe	déjà	physiquement	mais	donner	une	autre	dimension.	Faire	
comme	avec	les	bouquins	en	ligne	pour	moi	c’est	complètement	archaïque.	Sur	Internet,	
on	ne	tourne	pas	les	pages,	on	va	de	lien	en	lien	;	c’est	une	autre	dimension.		
	
47:17	TB:	De	la	même	façon,	ce	serait	même	anti	productif	de	reproduire	une	visite	alors	
que	le	but	d’Internet	ça	n’est	pas	de	rentrer	dans	une	pièce,	mais	de	proposer	des	choses	
que	l’on	ne	peut	pas	proposer	dans	la	galerie.	Si	je	reproduis	en	galerie	une	visite	sur	
Internet	ou	si	je	reproduis	sur	Internet	une	visite	virtuelle	de	la	galerie	c’est	tout	aussi	
ridicule.	Et	c’est	pour	ça	que	tous	les	musées	qui	le	font	à	mon	avis	se	plantent.	Les	gens	
qui	s’intéressent	à	des	œuvres	qui	sont	dans	les	musées,	soit	ils	vont	voir	le	musée	et	
vont	voir	les	œuvres	réellement,	soit	ils	n’ont	pas	besoin	de	les	voir	mais	veulent	
simplement	obtenir	l’information	des	œuvres.	Et	pour	ça,	la	visite	virtuelle	est	un	simple	
gadget	qui	fait	beaucoup	de	«	buzz	».		
	
48:45	TB:	Pour	le	client	lambda,	ça	n’a	aucun	sens.	Ça	n’est	pas	parce	qu’il	se	balade	
virtuellement	dans	une	pièce	qu’il	va	plus	apprécier	les	œuvres.	Au	contraire,	il	les	verra	
moins	bien.	Il	les	verra	mieux	en	plein	écran	sur	son	ordinateur.	
	
49:58	TB	:	En	revanche,	ce	qui	serait	intéressant	pour	un	musée,	c’est	de	créer	des	
vidéos	de	trois	minutes	où	est	expliquée	la	puissance	et	la	passion	de	l’œuvre	de	l’artiste.	
En	trois	minutes,	on	peut	donner	une	musique	extraordinaire,	on	peut	montrer	les	
œuvres,	la	vie	de	l’artiste	et	toucher	une	population	plus	jeune.	En	trois	minutes,	on	ne	
peut	capter	une	attention	de	façon	extrêmement	puissante	et	après	donner	des	liens	
pour	que	les	gens	aillent	voir	les	œuvres	en	tant	que	telle	etc.	Les	numériser	en	très	
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haute	définition	pour	que,	sur	un	écran	27	pouces	et	en	plein	écran,	on	puisse	voir	
l’œuvre	et	tous	ses	détails.	Ça	oui.	Par	contre	aller	se	balader	virtuellement	dans	les	
pièces,	je	ne	vois	pas	l’intérêt.	
	
52:28	R1	:	Et	donc	que	proposez-vous	sur	ces	iPads	exactement	?	
	
52:31	TB	:	Il	s’agit	juste	d’un	catalogue.	C’est	pour	permettre	à	mes	clients	ici	de	voir	les	
expositions	qui	il	y	a	eu	avant,	et,	éventuellement	d’avoir	envie	de	voir	en	physique	une	
œuvre	qu’ils	ont	vue	sur	l’iPad	et	que	je	peux	ressortir	d’un	stock	pour	leur	montrer.	
C’est	déjà	plus	que	ce	que	propose	d’autres	galeries.	Aujourd’hui	une	exposition	succède	
à	une	autre,	et	une	fois	qu’elle	se	termine,	on	ne	voit	plus	le	travail	d’avant.	Moi	des	
photographies	il	m’en	reste	en	stock	et	il	y	en	a	aussi	qui	n’ont	pas	été	produites	mais	
qui	pourraient	l’être	et	donc,	de	montrer	ces	pièces	sur	un	iPad,	c’est	déjà	un	moyen	de	
dire	aux	gens	qu’il	y	a	déjà	eu	de	nombreuses	expositions	avant	celle-là	et	ça	permet	de	
leur	donner	accès	à	cette	information	lorsqu’ils	sont	en	galerie.	On	vous	donne	aussi	ces	
informations	quand	vous	êtes	sur	Internet,	plutôt	sur	les	sites	marchands	comme	Artsy	
etc.	
	
54:15	R1	:	Monsieur	Bigaignon,	je	vous	remercie	encore	pour	toutes	ces	
informations.	Cette	interview	sera	retranscrite	et	vous	sera	envoyée	via	mail.	Si	
vous	souhaitez	que	quelconque	information	ne	soit	pas	utilisée,	merci	de	me	le	
préciser	par	écrit	dans	votre	réponse.		
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Appendix	2:	Coding	Sheet	
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AG:	Can	online	relations	replace	actual	ones?

	TB:	The	two	experiences		[physical	and		virtual]	must	co-exist		

Balance	between	physical	and	digital

"EDUCATIONAL	ROLE"

TB:	So,	the	idea	is	to	satisfy	the	general	
public	and	to	have	an	educational	role	by	
showing	exhibitions	of	high	quality	and	by	
being	open	to	everyone	who	wants	to	
come	and	see	these	exhibitions	as	if	it	
was	a	museum.

SALE	OF	PHOTOGRAPHSTB:	An	art	gallery	is	an	enterprise	[...]	our	
first	objective	is	to	sell	photographs

EXCLUSIVITY

JG:	trying	to	have	a	limited	number	of
prints	per	photograph

AG:	The	photographs	are	always	signed
[by	the	photographers]

RA:	All	the	photographs	are	sold	in	limited
edition	of	75	to	150	copies	in	our	portfolio.

RA:	each	photograph	is	signed	by	the	artist

TB:	idea	of	having	a	very	
exclusive	membership	club

TB:	I	wanted	to	offer	a	more	
confidential	and	friendly	space

TB:	I	preferred	focusing	on	the	qualitative

TB:	very	special	moment	reserved	to	some
"happy	few"

TB:	it	is	going	to	be	extremely	exclusive	
on	this	opening	night.	After	that	we	will	
make	a	second	opening,	larger	and	open	
to	the	public	that	will	mark	the	beginning	
of	the	exhibition

AG:My	photographs	are	only	single	prints

REPUTATION

JG:	We	have	full	loads	of	loyal	customers
[...]	People	know	that	when	they	come
here,	they	are	well	received

AG:	Sometimes,	people	bought	without
even	seeing	the	photograph	but	they
trusted	me	because	they	knew	I	was	telling
the	truth

RA:	the	comments	we	receive	from	people
who	came	to	the	gallery	are	going	to	be
excellent	because	people	are	very	happy
with	the	quality	of	the	service	we	deliver
them

RA:		we	have	loyal	customers	that	often	
come	back.	To	tell	you	the	truth,	we
realized	that	this	clientele	comes	back
because	of	us,	for	the	people	working
here.	They	trust	us.

RA:	most	people	know	us	physically;	I	do
not	think	that	they	find	us	on	the	Internet.
They	know	us	by	name

LACK	OF	TRUST

AG:	A	great	lack	of	trust	arises.	How	
can	we	trust	if	we	don't	know?

AG:	Regarding	myself,	I	distrust	every
information	online.	I	do	not	believe	nor
trust	it

RA:		We	don't	feel	safe	when	buying	on
the	Internet.	It	also	applies	to	a
photograph	and	it	is	therefore	easy	to	be
disappointed

JOB	OF	PASSION

AG:	Photography	is	the	passion	of	my	life;	I
am	not	tired	of	it

JG:	it	is	a	job	of	passion	[...].	I	dream	of	a	
year	when	I	will	get	bored	of	it

AG:	I	like	meeting	people

AG:		It	was	out	of	love	and	admiration	
for	the	photographers

AG:	It	is	for	the	pleasure	of	looking	at	
them;	If	it	pleases	me,	I	assume	that	it	
can	please	others

AG:	what	interests	me	Is	the	contact	with
people,	the	human	contact

AG:	I	never	chose	my	pictures	depending
on	what	might	sell	or	not.	It	was	more	of	a
research	on	what	photography	really	is

TB:	I	chose	to	work	in	photography	
because	it	is	my	passion,	since	forever

TB:	And	when	you	put	a	lot	of	enthusiasm	
into	it,	you	offer	an	experience	to	the
customer	that	would	be	impossible	to	offer
online

TB:	I	select	the	photographers	with	regards
to	my	personal	experience

RA:		working	in	photography	has	always
been	my	dream

RA:	we	become	a	bit	like	a	
customer-support,	after-sales	service	but	
without	physical	customers

TB:	it	would	even	be	anti-productive	to	
reproduce	a	visit	virtually	since	the	aim	of
the	Internet	is	not	to	go	into	a	room	but	to
propose	things	that	one	can	not	propose	in
the	gallery

AG:	The	process	for	a	gallery	to	become
more	digital	takes	a	lot	of	time	and,	when	
compared	to	the	results	it	gives,	it	is	not	
very	profitable

DIGITAL	CHANGE LATE	DIGITAL

JG:	I'm	lucky	to	have	a	very	good	team	
around	me	that	helps	me	manage	our
online	presence.	[...]	I'm	not	an	online	pro

TB:	I	realized	that	only	a	few	galleries	
around	the	world	have	a	digital
strategy

RA:	We	are	just	beginning	our	online	
development

AG:	So	far	I	only	send	emails	or	talk	over
the	phone

JG:		now	we	have	something	like	14	000
likes	on	Facebook.	It's	crazy	because	there
are	galleries	which	are	bigger	than	mine	or
that	I	admire	and	which	are	a	point	of
reference	for	me	that	have	only	5,000	likes.
Then,	they	are	different	generations	too.
Maybe	they	are	not	really	realizing	the
impact	of	the	Internet

ENGAGING	AUDIENCE

JG:	Online,	people	follow	us.	We	
communicate	to	them	and	they	follow

TB:	For	customer	X,	it	has	no	sense.	
It's	not	because	one	walks	virtually	in	a
room	that	he	or	she	will	appreciate	the
artworks	more.

TB:	I'm	totally	against	engaging	the	online
audience.	[...]	For	an	enterprise,	imposing	a
vision	is,	in	my	view,	extremely	essential.	[...]
in	art,	it	seems	to	me	even	more	essential

TB:	When	you	are	an	entrepreneur,	you
must	be	willing	to	propose	a	vision,
otherwise	you	lose	all	creativity

RA:	we	obviously	put	what	we	like	and
what	we	want	to	put	forward

RA:	People	can	fill	in	a	small	questionnaire	
regarding	mainly	their	level	of	satisfaction
[...]	And	often,	when	people	order	online,
we	receive	comments	from	people
disappointed	with	the	quality	or	the	color
of	a	photography	for	example

TB:		I	have	iPads	in	the	gallery	that	are
connected	to	databases	and	which	send
mailings	etc.	when	people	enter	their	
e-mails.	I	also	have	another	iPad	that	is	
connected	to	a	database	of	my	
photographic	collections	and	displays	a	
gallery's	catalog

TIME	CONSUMING

AG:	Now,	in	order	to	have	an	online	
communication,	you	have	to	do	
everything	by	yourself

TB:	Internet	and	the	digital	in	general,
should	not	be	used	to	reproduce	what
already	exists	physically	but	it	should
provide	an	other	dimension

GLOBAL	AWARENESS

TB:	I	have	a	website	that	is	only	in	
English	because	I	want	to	position	the	
gallery	internationally

TB:	From	a	commercial	point	of	view,	I	
sell	the	photographs	on	two	main	online	
platforms:	Artsy	and	Artsper

RA:	many	people	order	their	photographs	
online.	It	is	much	easier	for	them	to	go	
through	the	website

TB:	The	marketing	communication	of	a
gallery	and	the	Internet	world	in	general
are	not	things	that	one	may	dissociate	or
that	may	be	seen	as	something	accessory

AG:	If	I	wanted	to	continue	working	in	
the	gallery	in	the	next	ten	years,	I	would	
be	obliged	to	take	into	account	
communicating	on	the	Internet

TB:	In	my	opinion,	galleries	would	not	
exist	without	a	website

RA:		I	think	that	there	should	be	someone
only	responsible	for	our	online
communication	in	Paris

LIMITATIONS	OF	DIGITAL

JG:	in	my	opinion,	the	website	is	
a	complement.	It	is	not	the	other	way
around;	it	is	not	the	gallery	that	completes
the	website

AG:	People,	with	or	without	the	Internet,	
will	always	need	a	real	space	predisposed	
in	hosting	photographs

TB:	Paris	is	still	the	photographic	center
of	the	world	[...]	The	Marais	is	a	central	hub
for	well-known	galleries

TB:	We	can't	have	a	gallery	today	without	
having	a	website	in	the	same	way	that	we
can't	have	a	website	without	having	a	
gallery

RA:	Looking	at	the	photograph	on	the
Internet,	the	colors	are	not	the	same	and
there	is	no	possibility	of	touching	nor
seeing.

RA:	Only	10%	of	our	customers	got	to
know	us	through	the	website

AG:	Anyone	can	write	anything	online

RA:	The	final	result	is	much	better	in	
reality

HELPING	CUSTOMERS

AG:	my	role	is	to	help	them	choose.	I'm
more	of	an	accomplice	than	anything	else

AG:	I	do	not	give	my	opinion.	I	give	
all	the	technical	information

TB:	that	is	what	I	believe	to	be	the	role	of	
the	gallerist;	to	transmit	the	information	as
well	as	this	emotion	to	a	potential
customer

RA:		Once	in	the	gallery,	people	want
advice

RA:	the	comments	we	receive	from	people
who	came	to	the	gallery	are	going	to	be
excellent	because	people	are	very	happy
with	the	quality	of	the	service	we	deliver
them

TB:		I	can	assure	you	that	I	have	received	
customers	who	came	here	with	no
intention	of	buying	and	left	with	something
because	I	spent	an	hour	explaining	them
and	showing	them	how	interesting	the
collection	was.	[...]	
This	is	the	human	experience	that	one	can	
have	in	gallery	but	not	on	the	Internet

CHALLENGE	OF	THE	JOB

AG:	the	most	difficult	part	of	the
	job	is	evaluating	the	price	of	a	photograph

AG:	What	determines	a	price,	that	is
attractive	to	collectors,	are	elements	like
the	career	of	the	photographer,	the	rarity	
of	the	photograph	as	well	as	many	other
factors

RA:	it's	hard	to	help	someone	when	we	
ignore	what	the	person	has	seen	or
bought...

RA:	our	role	has	changed	in	the	course	of
these	last	years.	[...]	The	person	who	buys	a
photograph	on	the	website	will	now	call	us
for	information

AG:	It	is	necessary	to	set	a	price	that	will
not	hurt	the	photographer	but	that	is
at	the	same	time	not	deterrent	to	the
collector

AG:	[the	relational	aspect]	is	the	key	to	
our	job.	It	is	for	this	reason	that	Internet	is	
a	bit	frustrating

EVENTS'	ORGANIZATION

JG:	Organizing	events	in	the	gallery	is
crucial

TB:	exhibitions	must	be	of	high	quality	and
they	must	organize	events

RA:	Events	are	useful	to	attract	customers,	
it	attracts	people

RA:	regarding	the	openings,	they	have	to
be	dynamic	and	attractive	for	young
collectors

RA:	our	website	and	our	Facebook	events
are	more	developed	since	we	are	having
physical	events

HUMAN	CONTACT

JG:	People	are	really	happy	to	be	given
the	opportunity	to	ask	the	photographer
questions	in	person

JG:	Physical	galleries	remain	essential,	
especially	for	human	contact.	[...]	it	is	all	
about	relations

AG:	If	you	open	a	gallery,	it's	to	attract	
people.	It	is	an	attraction	center	for	
photographers	and	for	people	interested	
in	photography

AG:	Some	collectors	are	emotionally	
attached	to	a	certain	gallery	because	they
know		it	and	they	feel	good	when	visiting	it

TB:	For	me	[the	relational	aspect]	is	
extremely	important

TB:	The	other	thing	that	is	really	important
to	me	is	to	welcome	each	client	who	steps
a	foot	in	this	gallery	so	that	he/	she	can
have	the	best	experience

RA:	The	need	to	go	to	art	galleries	is	us	[...]
and	more	broadly	the	human	contact	that
make	people	enter	a	shop	and	getting	to
talk	with	other	people

JG:	Having	a	warm	and	welcoming	gallery	
is	something	that	really	matters	to	me.	[...]	
the	way	we	receive	people	is	very
important

SOCIAL	MEDIA	EFFICIENCY

JG:	I	see	the	impact	of	Facebook	on	
a	daily	basis.	I	have	people	who	will	come
to	see	the	exhibition	because	they	saw	the
Facebook	page

TB:	Social	media	are	extremely	important
too	and	I	have	already	sold	some
photographs	thanks	to	social	media

TB:	On	social	media,	people	share,	it	is	the	
word-of-mouth.	And,	the	word-of-mouth	is
the	key	to	communication

TB:	With	social	media,	it	goes	faster,	it	is	
more	efficient	and	quantitatively	speaking,
it	is	stronger.	It	reaches	a	much	larger
audience

RA:	It	would	be	much	easier	if	we	would
have	our	own	Instagram	account	in	order
to	publish	photographs	and	hence	support
the	gallery	online

RA:		we	spend	so	much	time	on	Facebook
and	people	like	and	share	publications,
that's	what	works

COLLECTOR	OF	TOMORROW

TB:	But	I	think	that	the	collector	of	
tomorrow	will	pay	less	attention	to	this	
physical	emotion	[...].

TB:	We	moved	from	the	object	to	the	
information.	[...]	Now,	the	further	we	go
in	time,	the	more	the	galleries	sell	also	
contemporary	prints	that	are	no	longer	film	
photographs	but	numerical	ones	and	each	
print	is	identical	to	the	preceding	one.
There	no	longer	exists	the	need	to	see	the
print	physically.	The	object	becomes	less
important	and	it	is	more	the	information	that
matters

TB:	.	They	have	online	buying	habits	and
therefore,	they	are	totally	in	the
information	age,	looking	for	immediate
emotion

RA:	Our	main	customers	will	search	for	a	
high	quality	image	and	will	not	give	much	
importance	to	the	fact	that	it	is	a	film	or	a	
digital	photograph

RA:	People	who	order	online	are	not	
interested	in	the	expert's	opinion	or	at
least	it	is	unusual

RA:	Our	audience	now	uses	Facebook
everyday.	Sending	emails	and	newsletters
became	therefore	a	bit	outdated

AG:	Nowadays,	we	can't	live	without	it
[Internet]

TB:	There	is	the	need	today	to	have	a	
foothold	in	the	physical	as	well	as	a	
foothold	in	the	virtual	world.

TB:	The	website	is	a	supplement	to	the	
gallery	as	the	gallery	is	a	site	supplement	to
the	website.	Having	one	without	having	the	
other,	I	think	it's	suicidal

BALANCING	STRATEGY

ACCESSIBILITY

JG:	I	love	these	[average]	people

TB:	If	people	want	to	visit	the	gallery,	they
can	enter

RA:	we	deliver	more	than	30	copies	and	we
won't	offer	prints	worth	€10,000

JG:	The	people	advertising	for	the	gallery	
are	people	like	you	and	me

JG:		I	also	sell	books	and	posters	because	
I	always	wanted	people	to	feel	welcomed
and	
to	enable	them	to	leave	with	something
from	the	gallery.	[...]	it	depends	on	each
person's	budget

"ONE	FOOT	IN	
BOTH	UNIVERSE"

TB:	Our	strategy	is	[...]	to	keep	one	foot	
in	both	universe	[...]	We	do	a	lot	of	things	
that	go	beyond	the	scope	of	the	collector,
which	go	against	an	exclusive	and	elitist	
vision	and	that	make	us	totally	accessible	
while,	at	the	same	time,	keeping	some	
very	elitist	and	exclusive	actions	that	are	
reserved	to	a	few	privileged	members

TB:	It	is	very	important	
to	constantly	play	on	both	sides.

JG:	We	have	a	bit	of	everything
[customer-wise]

NEED	FOR	PHYSICALITYEXPERIENCE

JG:	[People]	want	to	
see	the	object

JG:	A	photograph	is	a	work	of	art	and	we
consider	it	as	such

JG:	It	is	very	unusual	for	people	to	buy	the
photograph	without	seeing	it	for	real.

JG:	Photography	is	about	succeeding	in
transmitting	all	these	emotions	through	the
capture	of	a	specific	moment	on	an	image

JG:	in	the	end	people	prefer	to	buy	a	
photograph	in	reality,	which	transmits	a
real	emotion

JG:	How	many	times	have	people	told	me	
that	they	would	come	to	the	gallery	to
check	a	photograph	they	had	seen	on	the
website,	and	once	here	are	shocked	by	the
effects	of	photography	in	reality.	Obviously
it	breathes,it's	alive,	it's	paper,	it	has
nothing	to	do	with	what	they	see	online

AG:	I	firmly	believe	that	a	photography	
is	an	object,	a	print,	a	format	and	a	
particular	rendering	and	I	am	always	
surprised	that	people	buy	on	the	Internet	
without	even	seeing	the	format	or	the
reality	of	the	print

TB:		I	think	that	having	a	physical	space	
is	essential,	at	100%.	This	is	where	
everything	happens	[...]	It	is	essential	for	
customer	contact	and	to	show	the	
collections

TB:	The	emotion	of	a	photograph	is	
transmitted	more	easily	if	the	person	sees	
it	physically

RA:	It	is	still	much	better	to	physically	see
the	formats,	the	real	finishes,	and	to	realize
directly	how	the	photograph	looks	like

RA:	Buying	a	photograph	generates	a
special	emotion	and	that	is	what	is	missing
when	buying	on	the	website

JG:		if	you	want	to	buy	a	real	print,	with	a
real	signature,	a	stamp	and	a	real	story,
then	you	are	welcome	in	my	gallery

INFLUENCER

PHOTOGRAPHIC
GALLERISTS	IN	THE

DIGITAL	AGE
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