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Esta revisión examina la evolución de la dinámica del mercado 
del arte contemporáneo, destacando la intersección entre 
los discursos posmodernos, las tecnologías digitales y el 
comercio del arte. El análisis explora cómo tecnologías como 
la blockchain, la inteligencia artificial y la realidad virtual y 
aumentada están redefiniendo la producción, distribución 
y consumo del arte. El estudio resalta la influencia de las 
plataformas en línea, las criptomonedas y las redes sociales 
en la democratización del acceso al arte, al mismo tiempo 
que aborda desafíos como la integridad de los datos y la 
replicación de experiencias artísticas físicas. Asimismo, 
profundiza en los cambios en los roles de museos, galerías e 
intermediarios en la creación de capital cultural y narrativas 
curatoriales dentro de un enfoque impulsado por el 
mercado. Al sintetizar conocimientos desde una perspectiva 
multidisciplinaria, esta revisión subraya el potencial 
transformador de las innovaciones digitales en los mercados 
del arte y sus implicaciones para la investigación, la curaduría 
y el futuro del comercio artístico. Los hallazgos contribuyen 
a una comprensión más profunda de la globalización del 
mercado del arte y ofrecen estrategias para navegar sus 
complejidades en la era digital.

This review examines the evolving dynamics of the contemporary 
art market, emphasizing the intersection of postmodern 
discourses, digital technologies, and art commerce. The 
analysis explores how technologies such as blockchain, artificial 
intelligence, and virtual and augmented reality are reshaping 
the production, distribution, and consumption of art. The study 
highlights the influence of online platforms, cryptocurrencies, and 
social media in democratizing access while addressing challenges 
like data integrity and the replication of physical art experiences. 
It also delves into the shifting roles of museums, galleries, and 
intermediaries in creating cultural capital and curatorial narratives 
amidst market-driven approaches. By synthesizing insights from 
multidisciplinary perspectives, this review underscores the 
transformative potential of digital innovations in art markets and 
their implications for research, curation, and the future of art 
commerce. The findings contribute to a deeper understanding of 
the art market's globalization and offer strategies for navigating 
its complexities in the digital age.
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1. Introduction
While art today operates within a permanent market, the integration of the art world with the art 

market gained momentum in the late 1970s and accelerated significantly in the 1980s. During this 

period, there was a growing convergence between the art world comprising artists, art critics, art 

historians, and curators and the art market, which included art dealers, galleries, auction houses, and 

even the stock market (Sandler, 1996). In the postmodern era, contemporary art has evolved into 

a multifaceted phenomenon that incorporates elements of fashion, investment, and status (Zaks, 

2021).

The American art market emerged in the early 20th century as many artists migrated from Europe 

to the United States, leading to a shift in the epicenter of the art market from Paris to New York 

(Costantini, 2021). By the 1940s, the U.S. art market began expanding as private and institutional 

collectors recognized the speculative potential of art (Reus, bernales, and valdenegro, 2020). 

Commercial intermediaries further advanced the market by encouraging artists to innovate and 

emphasize originality and creativity (Lizé, 2016).

The modernist movement, which emerged in the late 19th century, raised artists’ awareness of art's 

societal role and led its proponents to challenge traditional notions of originality and creativity. In 

the early 20th century, avant-garde art movements such as Surrealism, the Bauhaus, and Russian 

Constructivism sought to dismantle art’s sacred and autonomous status, blending anti-bourgeois 

sentiments with a drive for societal change. By the 1980s, postmodern artists distanced themselves 

from modernist ideals, using new technologies to challenge existing concepts of originality, 

authenticity, and creativity in art (Filipović, 2015)

Scott Lash, a prominent sociologist and cultural theorist, argued in The Sociology of Postmodernism 

(Lash, 1990) that the postmodern condition heightened commodification (Biddulph, 1994). Similarly, 

Jameson (1991) situated postmodernity within the techno-scientific advancements that have 

profound reflexive, cultural, and aesthetic implications. For these theorists, a defining aspect of 

postmodernity is the relentless advancement of materialism, driven by electronic and print media, 

alongside the incorporation of scientific rationality into this process (Burdman, 2019). Baudrillard 

(1983) further claimed that mass communication progressively neutralizes reality, initially reflecting 

it, then masking it, and ultimately replacing it with itself (Wolny, 2017).

Baudrillard posits that advanced Western societies have transitioned into a postmodern phase, where 

the relationship between production and consumption has been severed. He refers to this new 

phase as the era of simulation, characterized by the dominance of video, interactive screens, media, 

the internet, and virtual reality. In this stage, traditional distinctions—between genders, opposites, 



concepto | estudios | Caner Şengünalp & 
Adil Küçükosman    

25

erph
subject and object, and reality and its representation—have dissolved. Consequently, Baudrillard 

conceptualizes the postmodern world as a nihilistic universe devoid of meaning, where postmodern 

theories drift aimlessly. According to him, postmodernism must serve as a response to the void and 

pain following the collapse of all references to meaning and modernity (Shanyi, 2023)

One of the aims of contemporary artists is to reflect on the blurring boundaries between art and 

commodity (Tomiuc, 2015). Some art historians argue that the aestheticization of everyday life 

undermines art’s social autonomy and diminishes its critical potential (Aguiar, 2011). Others contend 

that cultural history must be fully integrated with the history of fine arts. While the mutual interaction 

between fine arts and commerce has not always been well-received, Pop and postmodern art have 

successfully bridged the gap between fine and commercial art (Djokic, 2022; Sun, 2023)

Some postmodernist writers, rather than critically evaluating the links between art and commerce, 

lament the impossibility of "authentic experience" in postmodern art (Stamenković, 2021). According 

to Plattner (1998), "the aesthetic rules that governed modernist art have lost their hegemonic 

authority. Thus, the general cultural environment offers little guidance to those seeking clear value 

rules in artistic products" (Kraner, 2019). Consequently, today, any new trend is acceptable as long as 

artists belong to recognized schools. The artist selections in the 2000 and 2002 Whitney Biennials 

exemplify this phenomenon. As Danto (2002) observes, "Art truly serves as a mirror reflecting 

culture itself. Today’s art appears predominantly conceptual. Being an artist today means having an 

idea and employing whatever means necessary to bring it to fruition" (Snyder, 2018). Thus, ignoring 

the connections between mass communication/culture and fine arts will not diminish art's value in 

the market. Historically, new art movements have not hindered the development of the art market. 

Instead, the market has integrated radical trends such as those related to gender, ethnicity, and 

simulation into its dominant narrative, fostering new meanings and an awareness of technology's 

role in late-capitalist society (Ponder, 2024). Today’s artists incorporate images such as cartoons, 

graffiti, symbolic posters, and demotic drawings with simple forms, facing no restrictions on what 

medium to use or how. Consequently, distinctions between art and craft, fine arts and illustration, 

have been entirely eradicated, both internally and externally (Zhang, Shi, and Wang, 2022).

New technologies drive innovation across all areas of life. Advanced capitalism, which necessitates 

continuous economic growth, does not inherently have to eliminate or weaken art’s role as a societal 

critic. The integration of art into a broader visual culture and its inseparability from life do not diminish 

its significance as a mirror of society. As some opposing modernists argue, maintaining distinctions 

between high and low, elite and popular, or artistic and industrial serves little purpose. The complex 

nature of the relationship between fine arts and mass media imagery necessitates a more nuanced 

understanding of their interconnected identities (Walker, 2001; Joy and Sherry, 2003)
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This article explores the evolution and current state of today’s art market in conjunction with 

postmodern discourses and new technologies. The "end of art" was declared at the height of 

postmodernism in the 1990s. However, the art market remains only one of many discourses 

discussed within the art world and is significant to the extent that it reflects the changing value of 

artworks. The value of postmodern thought lies in its capacity to question and disrupt prevailing 

understandings (Zariba, 2024). Its primary role is to resist authoritarian narratives by emphasizing the 

audience's experience. Today, individuals are not bound to follow the proclamations of cultural elites, 

critics, or historians. Instead, the power of judgment lies with the audience. As a result, the creation 

and consumption of artworks follow an alternative trajectory and must be understood differently 

(Harold, 2023)

This study addresses various aspects of the contemporary art market influenced by the emergence 

of new digital technologies, with particular attention to the structure and functional orientation of 

the online art market. Lastly, three cyber phenomena with the potential to influence the growth 

of global online art commerce (cryptocurrency, blockchain, and artificial intelligence) are identified, 

alongside a discussion of the ways social media and diverse reality technologies are utilized within 

the art market.

This article aims to critically examine the evolution of the contemporary art market by analyzing 

the interplay between postmodern theoretical frameworks and emerging digital technologies. The 

objective is to understand how transformations in value perception, aesthetic experience, and 

market mechanisms have been shaped by broader cultural and technological shifts. Methodologically, 

this study adopts a conceptual and interdisciplinary approach, drawing from art history, sociology, 

cultural economics, and media studies. Rather than conducting empirical fieldwork or quantitative 

analysis, the paper synthesizes existing scholarly literature and case-based insights to provide a 

theoretical exploration of how artistic production, distribution, and consumption are being redefined 

in the digital and postmodern age. This framework allows for a holistic understanding of how 

postmodernism and technological innovation jointly influence artistic legitimacy, market valuation, 

and the decentralization of cultural authority.

2. Technology and Art Production
One of the most significant technological advancements affecting artistic creation in the 20th 

century was the invention of the camera. This innovation led to a shift in artistic practice, as artists 

began to explore not only the depiction of reality but also the medium itself. Representation through 

photography became a critical consideration for artists. The reproducible and multiplicative nature 

of photography inherently challenged traditional ideas of originality, creativity, and uniqueness 
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(Chaudhary, 2024).

In the 1950s, technological advancements in mass media gave rise to new relationships within the 

art market. Changes in imagery and surface, which defied conventional notions of time and space, 

prompted viewers to reconsider concepts of authenticity, selfhood, and place (Björkin, 2022). Pop 

art, in this context, stood out as a movement critiquing television and print media. The emergence 

of reproduction technologies (e.g., printing) fragmented conventional artistic focuses and mediums, 

threatening accepted notions about art's role in society. Traditional ideas such as the uniqueness of 

a work or the artist’s distinctive style were irreversibly questioned within a system that emphasized 

the disconnection between signs and their corresponding objects (Orlandini, 2022).

Today, numerous art forms extend beyond the traditional boundaries of painting, drawing, printmaking, 

photography, and sculpture. Conceptual and performance art, in particular, have significantly altered 

the visual landscape. Performance art is characterized by its limited interaction with the art market 

and its resistance to commodification (Nolan, 2021). Artists describe it as a search for truth, often 

manifesting as a ritual that revives religious or societal connotations. Moreover, there are now many 

venues outside of traditional museum spaces where audiences can observe and interact with artistic 

works, whether in the form of objects or performances. Historically, performance art has taken 

place in locations deemed suitable for staging such events rather than traditional exhibition spaces 

(McIvor, 2018). This art form critiques both the art object itself and the exhibition space that grants 

it meaning. However, the experience of art evokes different emotions for each individual. Yet, when 

an object or concept is removed from its axis and stripped of its context, the artist may lose control 

over the meaning of the work.

Cyber art, meanwhile, can be an interactive or passive endeavor, requiring entry into a virtual realm 

that challenges our understanding of space (Süyük Makaklı and Yücesan, 2020). The internet has 

profoundly influenced the production, distribution, and sale of art. Museums, public galleries, and 

auction houses leverage the potential of electronic networks to make art widely accessible (B, J, 

and Mahalekshmi, 2023). Consumers with internet access can view, purchase, or sell art from the 

comfort of their homes. However, the internet has not yet evolved into a long-term, permanent 

platform for hosting and facilitating art sales. Although consumers can engage in numerous online 

activities, largely thanks to user-friendly interfaces and high-quality presentation technologies, the 

internet has yet to fully replicate the experience of being in a museum, gallery, or auction house 

(Meinecke, Hall, and Jänicke, 2022). Nevertheless, the internet provides the advantage of targeted 

marketing and the opportunity for exposure.
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2.1) 3D printing and Gaussian splatting

In recent years, the integration of emerging technologies has profoundly expanded the possibilities 

of contemporary art production. 3D printing enables artists to materialize complex digital forms with 

high precision, fostering experimental aesthetics, rapid prototyping, and personalized fabrication. It 

also supports critical discourse around posthumanism, sustainability, and digitized material culture 

(Berman, 2012). Notably, it has become a favored medium in installation art, wearable sculpture, 

and even bio-art, where artists collaborate with engineers to create artifacts that merge organic and 

synthetic elements. On the digital visualization frontier, 3D Gaussian splatting (3DGS) has emerged as 

a powerful technique for real-time rendering and novel view synthesis. Though originally developed 

for computational graphics and AI-based scene reconstruction, it now holds promise for immersive 

art installations, generative art, and museum-based digital twin experiences. Recent models like 

Optimized Minimal Gaussians (OMG) and SpotLessSplats optimize memory and speed while enabling 

visually rich environments suitable for interactive exhibitions (Ko & Lee, 2025; Sabour et al., 2024). 

As artists increasingly explore immersive storytelling and dynamic visual narratives, frameworks like 

GaussianCity, SRGS, and Dr. Splat allow scalable, semantically-rich 3D environments that blend 

creative expression with technological precision (Xie et al., 2024; Feng et al., 2024). Together, these 

technologies are transforming both the material and spatial dimensions of contemporary art, offering 

new hybrid forms of creation that extend across physical and virtual realms.

3. Museums and Art Galleries

3.1) Museums

As a vital component of the art world, the primary mission of museums is to bring art to the public. 

Through their catalogs, exhibitions, and collections, museums share original interpretations of history, 

science, and art with society (Andresen, Huvila, and Stokstad, 2020). From a curatorial perspective, 

the permanent collection represents the heart of an art museum, serving as both a discourse vehicle 

and a historical narrative that develops over time and space. A key factor in constructing these 

narratives is the museum itself, which holds the authority to define aesthetic standards and outline 

the selection of exhibited works. Consequently, specialists responsible for organizing exhibitions 

guide visitors according to their own tastes, standards, and goals (Villeneuve, 2019). This makes 

museum directors and curators influential players in shaping public preferences (Aldes and Katz-

Gerro, 2022).

The new generation of curators specializes in researching, preserving, publishing, and exhibiting 

market-oriented artworks. Efforts to enhance accessibility are also reflected in the commercial 
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activities of some museums (Zhou, 2020). A notable example is the Guggenheim in New York, which 

demonstrates a commitment to being more accessible to consumers. In addition to its location in 

New York’s Soho district, the Guggenheim operates branches in Venice, Bilbao in Spain's Basque 

region, and Abu Dhabi in the United Arab Emirates. While some museums adopt modest financial 

strategies, others face budget constraints, relying on the sale of select artworks at significant prices 

to acquire high-quality pieces. As a result, the valuation and constant monitoring of artworks within 

museum collections have become integral to curatorial responsibilities. 

This shift in curatorial duties coincides with the rise of private collecting. The increasing value of 

artworks has made collections more valuable and curators’ work more complex (Kim, 2024). The 

rapid rise in prices has pushed museums out of the auction market, where they initially held some 

influence, leading to a strategic realignment toward more commercial approaches and away from 

purely aesthetic concerns (Salemink et al., 2023; Levine, 2013; Brown, 2020). This commercial 

orientation has diminished museums’ role as arbiters of artistic approval.

3.2) Art Galleries

Art galleries operate as small-scale businesses handling everything from accounting to facilitating 

communication between collectors and artists (Kurz, 2016). A gallery’s role extends beyond exhibiting 

artworks to managing their sale. Since securing purchases from collectors is crucial, both consumers 

and gallery owners must be knowledgeable about the artworks. Dealers or gallery owners often 

invite critics and journalists to review pieces to generate interest and may seek the expertise of 

curators and historians to sustain sales (Habelsberger and Bhansing, 2021). In contrast to commercial 

galleries, there are parallel galleries that operate without a commercial focus. Often artist-run, these 

galleries function as research and development hubs for various art forms (Cook, 2016; McMurchy 

and Taylor, 2024). Seeking to broaden and deepen the pool from which new trends emerge, these 

galleries are frequented by museum curators who select the best pieces for curatorial presentations. 

Dealers also visit parallel galleries to recruit artists for commercial representation.

Prestigious galleries, such as the Mary Boone Gallery in New York, have sought international-level 

dealers to represent their artists and curated public and private collections for their works (Grosenick 

and Stange, 2005). High-profile dealers not only connect artists with collectors but also take on 

curatorial roles, enhancing the status of art objects and facilitating the flow of information. Similar 

to museums, galleries contribute to the circulation and evaluation of art, influencing and shaping 

collectors’ tastes (Prinz, 2022)

3.3) Pricing and Market Dynamics

Art pricing takes into account factors such as the type of art, the artist’s distinctiveness, aesthetic 

innovation, and historical significance (Beckert and Rössel, 2013; Chen, 2022). Older works often 
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fetch high prices due to their historical evaluation, while newer pieces provide sellers greater flexibility 

in pricing. To remain competitive, dealers and galleries diversify their inventory, take significant risks 

to foster new styles, support artists’ international profiles, and export their works abroad. Commercial 

galleries may prefer to spotlight a select group of artists with whom they have developed long-term 

relationships or promote potential rising stars. By creating interactive and educational platforms 

within exhibition spaces, galleries can encourage greater engagement. Parallel galleries, less focused 

on sales, facilitate the emergence of new trends, often popularizing specific styles that lead to the 

sale of avant-garde works (Prinz, Piening, and Ehrmann, 2015). Recently, galleries have increasingly 

turned to the World Wide Web as a platform for visibility, reflecting a broader trend toward digital 

engagement.

3.4) The Changing Landscape of Art Fairs

Art fairs represent a cultural shift in the way art is purchased. They replace the traditional gallery 

experience with a more commercialized environment that combines art, fashion, and social events. Art 

fairs create opportunities for dealers with limited capital to compete by consigning high-quality works 

for a relatively short time, often with the expectation of rapid resale. However, participating in fairs is 

time-consuming and expensive, and the lack of curatorial intervention often leads to environments 

that are not conducive to in-depth reflection on the exhibited works (Thompson, 2012)

Today’s fairs recognize the importance of knowledge dissemination and public engagement. Typically 

lasting three or four days, they often include seminars, workshops, and special events. In an era 

where national boundaries are diminishing in importance and digital communication is widespread, 

partnerships among various intermediary organizations are proving to be a profitable strategy. The 

1997 Tokyo International Art Fair is an example of this trend. Despite no sales occurring, the fair 

was deemed a significant forum for fostering networking and collaboration among intermediaries 

(Morgner, 2014).

3.5) Audiences, Experts, and Collectors

The value of an artwork often increases over time, and when it changes hands, this is generally 

interpreted as an indication of future demand for the piece (Bianchi, 2002). As Douglas and 

Isherwood (1996) stated, “Objects are ritual helpers, and consumption is a ritual process. The pleasure 

derived from physical consumption is only one aspect of the service objects provide; another is 

the enjoyment derived from sharing them” (Douglas and Isherwood, 1996). Belk (1986) identifies 

six types of responses to art: aesthetic, artistic, economic, moral, cognitive, and social. Aesthetic 

reactions are emotional responses triggered when an individual views an artwork. The feelings of 

wonder, joy, or sorrow elicited by a piece are significant for both the viewer and the artist. Artists 

often hope to establish a form of dialogue with their audience through their work, while viewers, in 
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turn, seek to be impacted by what they see, demonstrating their desire for a meaningful connection 

with the artwork. To respond to art consciously and critically, viewers must understand not only the 

techniques employed by the artist but also the historical context of the work. For example, a private 

collector might overlook an important piece due to a lack of art history knowledge, while a museum 

might acquire it for its representation of a critical moment in the evolution of art.

When individuals collect art primarily for its investment value, they exhibit an economic response. 

Many new collectors approach art acquisition similarly to buying stocks or bonds, expecting the 

value of artworks to increase beyond their initial purchase price. Despite criticism from art critics and 

dealers who argue this approach lacks an appreciation for artistic or aesthetic qualities, collectors 

often reject such claims, asserting that economic motivation is equally valid. Moral reactions to art 

often surface in discussions of forgery and censorship. The discovery of a forgery, especially one sold 

at a high price, provokes outrage in the art community. Meanwhile, censorship of art is perceived 

as a restriction of individual expression and freedom. Cognitive responses involve the knowledge 

gained from engaging with an artwork, such as understanding the type of paint used, the chosen 

medium, the complexity of brushwork, or the blending of colors. These responses also encompass 

more abstract insights into human life that the viewer derives from the work. Social responses reflect 

how certain objects, due to their monetary value and high appeal, are collected by upper classes. 

For instance, collecting posters may be considered less prestigious than collecting original artworks, 

while collecting kitsch pieces might be seen as aesthetically inferior by a society’s elite.

3.6) The Role of Museums and Institutional Collecting

For many artists, the ultimate goal is for museums to include their works in their collections. This 

not only secures the value of their art but also opens the door to fame and provides a guiding light 

for future generations. The power of museums lies in their acquisitions and the complex narratives 

embedded within these institutions (Canet Sola et al., 2023). Curators’ informed writings help protect 

artworks from the threat of commodification (Nomeikaite, 2020). However, paradoxically, the very 

process of generating this knowledge can be used to strengthen a particular artist’s brand image.

3.6.1) Challenges for New Collectors

Contemporary art collectors who are new to the field often lack the knowledge and confidence 

required for such acquisitions. Consequently, art professionals, albeit reluctantly, have taken on 

advisory roles for these individuals. Watson (1992) argues that contemporary art is twice as popular 

as 20th-century art, three times as popular as Impressionism, and four times as popular as Old 

Master works as a collection category (Watson, 1992). By 1992, notable contemporary art collections 

were owned by Charles Saatchi in London, Peter Ludwig in Aachen, and Count Giuseppe Panza di 

Baiumo in Varese, Italy. However, this dynamic shifted as Saatchi sold much of his highly sought-after 
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collection (McGuigan, 2015)

3.6.2) Institutional Motives for Collecting

Institutions collect art for various reasons, primarily to build a specific identity, reputation, and 

philanthropic image (Wilmsen, 2020). Large corporations, accountable to shareholders, often 

adopt a risk-averse approach, resulting in the acquisition of politically correct, uncontroversial, and 

understated artworks that lack individual expression. As Schroeder and Borgerson (2002) note, 

“Patronage is about image control. Information technology (IT) evolves, but its use remains similar. 

Patrons who recognize the power of the dominant information technology of their time can leverage 

it to manage their image” (Schroeder and Borgerson, 2002).

4. Developments and Current State in Today’s Art 
Market

The rise of information and communication technologies (ICT), considered the hallmark of the 

Third Industrial Revolution, has led to profound economic, technological, and socio-cultural 

transformations. Ubiquitous in modern life, information technologies fuel the digital economy by 

accelerating the production, distribution, and consumption of goods and services. The facilitation of 

transactions through internet technologies and the enhancement or supplementation of established 

art ecosystems via new business models have increased the use of ICT in art markets (Adam, 2014). 

Art institutions increasingly adopt new media to exhibit, promote, and preserve their collections, 

aiming to create unique experiences for visitors. In the digital age, as cultural branding intensifies, 

artists also interact with social media, while experiments with new media give rise to art forms that 

challenge the boundaries of contemporary art and museum collections.

In other industries, digital technologies have empowered entrepreneurs, custodians, and intermediaries 

to bypass traditional barriers and connect producers directly with consumers, fostering the creation of 

new business models. Initially, the art world was relatively reluctant to embrace e-business dynamics 

(Cahyaningrum and Wijaya, 2024). This resistance was partly due to the reliance on the physical 

presence of established intermediaries within the art market for the construction of what Pierre 

Bourdieu (1993) termed "symbolic value" as the perceived importance of an artwork in the minds 

of art professionals and audiences (Jourdain, 2018). However, this has shifted as art entrepreneurs 

and traditional art businesses increasingly view digital technologies as an opportunity to reach new 

markets and offer greater value to their clients and audiences. In the digital age, art and technology 

are fundamentally intertwined (Paul, 2023). Technologies facilitate activities and collaborations within 

the art world, while art businesses provide fertile ground for the development and application of new 
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technologies. In essence, technologies, business, and culture-art converge to foster innovation and 

provide richer experiences for buyers and audiences alike.

Since 1989, international contemporary art has evolved within a rapidly changing, neoliberal global 

environment. Internet technologies have connected users worldwide, enabling instant communication 

and information dissemination. This transformation has profoundly affected the production and 

consumption of art, decoupling these activities from their traditional urban settings. The globalization 

of art markets has reshaped the relationship between artists, buyers, audiences, and the spatial 

context of artistic production (Velthuis, 2015). Regional art markets in India, Mexico, Turkey, Brazil, 

Western and Southern Africa, and Southeast Asia have gained momentum and visibility, largely 

due to their growing connections to major art centers like London, Paris, and New York (Velthuis, 

2015). Through online platforms, artists can now exhibit their works globally, accessing previously 

unreachable markets and younger demographics (Adam, 2014).

As the art world actively seeks innovation, the role of ICT in bridging the gap between the periphery 

and the center has become increasingly significant (Khaire, 2015). These technologies have a direct 

and indirect impact on art collectors, offering access to online galleries and contemporary art 

auctions. Online platforms not only connect the center to the periphery but also enable collectors 

in emerging economies to access art from other developing regions. Additionally, new technologies 

enhance price transparency for artworks, especially in auctions, enabling collectors to make more 

informed investment decisions. Regional galleries are increasingly selling local artists’ works abroad 

and introducing foreign collectors to local artists, further deepening the globalization of art through 

ICT.

5. Globalization of Contemporary Art and Digital 
Connectivity

The online art market, as McAndrew (2015) describes, has grown in three phases. The first phase, 

in the mid-1990s, saw the emergence of online galleries like Art.com selling their inventories online. 

The second phase, beginning in the mid-2000s, involved established players such as Sotheby’s, 

Christie’s, Saatchi Gallery, and Gagosian Gallery entering the online art market. The third phase saw 

intermediaries like Artsy, Saatchi Online, and Etsy enriching the online art market by selling third-party 

6. Online Art Markets and Their Growth Phases
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inventories. Increasing numbers of online art businesses now aim to create dedicated marketplaces 

for specific products or services, such as ArtViatic facilitating collector-to-collector trade or platforms 

like Artnet, Auctionata, and Paddle8 expanding the prevalence of online auctions.

Online art entrepreneurs create value through digital networks by bypassing intermediaries and 

connecting producers directly with consumers, a process known as disintermediation. While high-

end segments of the art market are predominantly served by globally renowned auction houses and 

galleries, online art trading caters to lower and middle market segments. Compared to online-only 

sellers competing on price, product, and service, hybrid art businesses that operate both online and 

in physical spaces focus on creating value for artists through personal relationships and professional 

networks (Battisti and Brem, 2020). Established galleries, art foundations, and auction houses maintain 

their superior positions in the online realm, leveraging the trust capital embodied by their physical 

presence. Meanwhile, online art businesses capitalize on the broader artist spectrum, benefiting 

from algorithms that suggest new artworks to users based on past behaviors and preferences.

Online art galleries democratize access to the art world for artists, reducing inequalities within 

the market. However, new online art businesses supported by influential players from the art and 

business worlds have emerged. Artsy, for example, exemplifies a new type of online initiative aiming 

to dominate the art market. Backed by entrepreneurs and wealthy investors, Artsy secured an initial 

capital of $5.4 million. Although ICT can decentralize the traditional structures of the art world, 

initiatives like Artsy highlight how large-scale investments consolidate activity and influence on 

singular platforms.

The convergence of art, business, and technology has transformed the art world, leading to new 

interdependencies and collaborations. Partnerships, such as the recent collaboration between 

Kickstarter and Art Basel, demonstrate efforts to support innovative art projects. Ultimately, ICT 

enriches the art market ecosystem by uncovering and supporting artists and projects without 

traditional access to the art world, offering vital support to marginalized groups.

Over time, electronic art commerce has evolved from a mere marketing tool into a standalone 

phenomenon within the art market, characterized by its unique attributes and developmental 

patterns. The contemporary online art market is an autonomous segment of the larger art market, 

offering alternative pathways for buying and selling art. By instantly and globally disseminating 

information about art and artists, the internet-connected art market can reach new buyers and 

7. Democratization and Challenges in the Online Art 
Ecosystem
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substantially expand the market. Existing beyond national borders and continental divisions, the 

online art market provides accessible opportunities for potential customers who might hesitate to 

visit a gallery physically but are willing to browse and educate themselves from the comfort of their 

homes (Svitlana and Тetiana, 2023).

This section explores the potential of cryptocurrencies, blockchain, artificial intelligence, social media, 

and various reality technologies to transform the institutional and functional foundations of the 

virtual art market.

8.1) Cryptocurrencies and Blockchain

Cryptocurrencies and blockchain are relatively new phenomena in the online art market. From an 

economic perspective, cryptocurrency represents a digital asset that functions as a medium of 

exchange based on the principle of decentralized control, allowing users to make payments without 

relying on banks or similar centralized authorities (Rosenberger, 2023). Bitcoin, introduced by Satoshi 

Nakamoto in 2009 as open-source software, remains the most widely used cryptocurrency (Ornes, 

2019). Bitcoins are a specific form of virtual currency distributed as rewards for the mining process, 

which involves record-keeping performed using computer processing power (Antonopoulos, 2017). 

Financial transactions conducted using Bitcoin are verified and recorded in a public digital ledger 

known as the blockchain.

Art market experts view cryptocurrencies, blockchain, and artificial intelligence as the three most 

significant technological innovations with the potential to transform the online art market in the 

near future. The Art Market Report, published annually by Art Basel in collaboration with the Union 

de Banques Suisses (UBS), highlights three key features of blockchain technology: verifying the 

authenticity of artworks, ensuring the privacy of collectors, and improving the traceability of art sales. 

However, the report also notes the potential downsides of cryptocurrencies, such as their use in 

facilitating illegal transactions, which could negatively impact the reputation of the online art market 

among new buyers (Whitaker, 2019)

Discussions in public forums and media reports throughout 2018 focused on various potential 

applications of blockchain technology in the art market. These included facilitating the buying and 

selling of artworks, enabling fractional ownership of art, integrating blockchain into artistic production, 

and utilizing smart contracts for artists. Notably, several galleries began accepting cryptocurrencies 

for the sale of paintings, digital art, and collectible items. For instance, LiveAuctioneers, an online 

auction platform, facilitated crypto-art sales by allowing winning bidders to pay with cryptocurrency. 

8. Technologies Expanding the Online Art Market
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The platform also expedited transactions through Biddable, a deposit system enabling bidders to 

bypass registration and pre-approval processes at auction houses and complete payments with 

cryptocurrencies.

The tokenization of artworks, which involves dividing a single piece into fractional or shared 

investments for resale, also gained attention in 2018. In July, Maecenas, a blockchain platform 

launched in late 2017, issued over six million ART tokens to offer shares in an Andy Warhol painting. 

The auction valued a 49% stake at $6.5 million, with the original owners retaining 51%. Although 

presented as a step toward democratizing access to fine art, tokenization is not a novel concept, 

having been implemented in both the private and public sectors without blockchain technology. 

However, blockchain's potential to reduce transaction costs by eliminating intermediaries has spurred 

increased activity in this area. Despite this, a key challenge for tokenization, both online and offline, 

remains the lack of demand for such a concept.

8.2) Blockchain in Large-Scale Art Transactions

Significant progress has been made in applying blockchain to large-scale art market transactions. For 

example, Christie’s partnered with Artory to encrypt the provenance and sales records of the Barney 

A. Ebsworth Collection, becoming the first major auction house to use blockchain technology for its 

shipments. Founded in 2016, Artory launched the Artory Registry in November 2018, creating digital 

records of transactions for the works sold. This secure, object-focused database uses cryptography 

and blockchain technology to document key events in an artwork’s lifecycle, such as sales, appraisals, 

conservation, and exhibition histories, thereby enhancing trust in provenance and ownership.

Despite these advancements, challenges persist. The quality of data stored on the blockchain depends 

on the accuracy and reliability of the entered information. To mitigate this risk, Artory collaborates 

with trusted organizations, including dealers, auction houses, and other data providers, to minimize 

the likelihood of inaccurate or unverified information being permanently recorded.

8.3) Verification of Physical and Digital Art

Another challenge involves linking physical artworks with their corresponding blockchain records. 

Without a secure method to anchor a physical item to a digital ledger, the risks of substitution 

or misrepresentation remain. Companies have begun addressing these issues by partnering with 

certification organizations. For instance:

•	 Veracity Protocol employs AI-based tools to create unique digital fingerprints and identities for 

objects.

•	 Dust Identity uses DUST (Diamond Unclonable Security Tag) technology to create non-clonable, 

durable identification tags.
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•	 Tagsmart produces DNA tags with unique reference numbers that can be stamped onto artworks, 

linked to their digital provenance, and used to issue certificates of authenticity.

These technologies offer potential solutions, but concerns about inconsistencies and inaccuracies 

in stored blockchain data persist. For example, while Artory relies on an auditing group of experts to 

verify entered information, other platforms like Codex and Verisart do not impose such restrictions. 

Tracking provenance and ownership for contemporary works is relatively straightforward, but 

gathering such data for older artworks remains challenging. Additionally, the immutable nature 

of blockchain can complicate updates or corrections to historical data, potentially leading to less 

accurate transaction records.

8.4) Impact on Art Banking and Research

The growing presence of cryptocurrencies and blockchain technology in the contemporary art market 

carries significant implications for art market research. The introduction of virtual currency into art 

transactions has influenced art banking principles, particularly regarding art-based lending. Two main 

types of art-based loans are currently in use: those providing working capital for galleries and those 

helping collectors monetize their art assets (McAndrew, 2010).

Blockchain technology has also created new resources for studying art market history. Information 

recorded in blockchain-based ledgers can serve as digital-born market data and archival databases 

generated by the internet. As digitization efforts advance, researchers gain access to a broader 

range of resources, transforming previously inaccessible tools into widely available and usable assets 

(McNulty 2013). Blockchain’s potential to digitize and catalog art market data comprehensively could 

further address issues related to the archiving of physical art market records, making these resources 

accessible to both academics and practitioners.

The convergence of new technologies, art, and business has reshaped the art market ecosystem. 

Blockchain and cryptocurrencies have emerged as transformative forces in the contemporary art 

market, democratizing access for artists and collectors while introducing alternative mechanisms 

for financing and value creation. While challenges such as verifying data accuracy and integrating 

physical artworks with digital records remain, the potential of these technologies to redefine art 

market dynamics and research opportunities is immense. The evolving digital landscape offers 

unprecedented possibilities for innovation, transparency, and accessibility in the global art market.
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In addition to blockchain technology, a range of emerging and promising technologies is being utilized 

to enhance the online buying and selling experience in the art market.

9.1) Virtual Reality (VR)

Virtual reality (VR) technology has been used in the art market since the 1970s. In recent years, 

interest in VR art has resurged, particularly due to the increasing prevalence of artworks designed 

for digital display. Moreover, as technology advances, an increasing number of businesses are 

exploring its potential application in both digital and non-digital online art sales. VR technology 

offers a 360-degree view of art, enabling e-commerce to reach individuals who cannot visit galleries 

or exhibitions but are hesitant to purchase works solely based on images.

Despite these promising developments, there are several barriers to the application of this technology 

in the art market. One significant challenge is the financial burden posed by the equipment and 

technologies required for viewing. Additionally, the virtual reality experience lacks the depth and 

contextual richness provided by physical events and exhibitions (Lin, Chen, and Lin, 2020) A notable 

example of the digitized art space leveraging VR technology is the Google Art Project (GAP). Launched 

by the Google Cultural Institute in 2011, the project initially involved the digitization of artworks 

from 17 museums, transforming them into computer-processable data (Lugton, 2011). By 2013, 151 

institutions from 40 countries had contributed their artworks to GAP, resulting in the digital exhibition 

of over 50,000 pieces (Enhuber, 2015). Another prominent digitization initiative is the Tate Insight 

project. Started in 1998, the project now provides online access to more than 65,000 artworks. The 

overarching goal is to ensure the continuous updating of the digital collection, thereby making the 

entire Tate collection accessible in both digital and physical formats. In light of these developments, 

it can be argued that the democratizing impact of digitization on art consumption, at least in theory, 

lies in its ability to eliminate constraints related to time, space, and cost (Küçükosman and Okkalı, 

2022). Digital art spaces effectively detach artworks from their original exhibition settings, creating a 

form of placelessness. This allows users to experience a museum's content in a location or at a time 

separate from the museum itself (Tonta, 2008).

The use of augmented reality (AR) applications has also recently gained attention. These applications 

merge physical elements with the digital world, allowing users to digitally preview artworks by 

projecting them onto their walls at home or in other environments. The advantage of AR applications 

lies in their ability to leverage existing technologies, such as smartphones, to scan surrounding visuals, 

thereby significantly reducing investment costs.

9. Virtual Reality and Augmented Reality Technologies
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Although still in the development phase, these technologies have been positively received by several 

galleries, particularly due to their potential to reduce the need for artworks to be physically loaned for 

authentication purposes. Furthermore, many collectors have expressed interest in AR technologies, 

highlighting their ability to minimize the costly return processes associated with artworks deemed 

unsuitable for the scale or context of exhibition spaces (Lupascu et al., 2021).

10. Artificial Intelligence and Social MediaTechnologies

10.1) Artificial Intelligence (AI)

Artificial intelligence (AI) has initiated a transformation in the online experiences and marketing 

strategies of e-commerce platforms in the art market. In this context, AI refers to processes in which 

computers learn, reason, and self-correct. Machine learning, an essential aspect of AI, enables 

computers to identify patterns in data streams using algorithms and statistical models, allowing them 

to improve their performance on specific tasks incrementally (Kawahara, 2020).

AI-driven tools require large datasets for tasks involving repetitive processes, a need that was 

previously absent in the art market (Anantrasirichai and Bull, 2022). However, the rise of major third-

party platforms and online commerce has increasingly enabled the use of big data in this domain. 

While there is no precise definition, the potential offered by the vast amounts of structured and 

unstructured data generated online is increasingly recognized. These data assist in understanding 

collector preferences and in targeting sales more effectively.

Several companies in the art market significantly benefit from big data and its associated analytical 

tools. Artsy is among the leading sources and processors of such analytics. A core component of 

the platform, the Art Genome Project, has been instrumental in developing various analytical tools. 

This project maps the attributes, or "genes," that connect artists, artworks, architecture, and design 

objects over time. It encompasses over 1,000 features, including art historical movements, subjects, 

and formal qualities. The genes enable research and experimentation by testing hypotheses and 

predicting behaviors based on user interactions with the platform, including galleries, collectors, 

and auction houses. In 2017, Artsy acquired ArtAdvisor, a data-driven art initiative, to leverage its 

expertise in data sciences for developing tools that provide users with information about artists and 

enhance product searches.

These machine learning programs are common in other sectors as well, with Netflix serving as a 

notable example that has transformed the film and TV industry (Gandasari et al., 2023). Netflix uses 

these technologies to analyze what is watched, when, and on which device, as well as whether 

content is skipped or paused. It also examines user activities such as web searches and page scrolling 
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to deliver real-time recommendations tailored to millions of customers (Green, 2023). Today, an 

estimated 80% of content viewed on Netflix is based on algorithmic recommendations.

However, despite the appeal and widespread use of recommendation algorithms in other sectors, 

their applicability to unique and valuable products like art is limited. While there may be some 

similarity between works by the same artist or among certain artists, merely finding a comparable 

item with similar appearance, dimensions, material, or content is often unsatisfactory. Consequently, 

the effectiveness of technologies like image recognition in suggesting alternative purchases is 

diminished. Nonetheless, because some artworks are purchased purely for decorative purposes, 

these recommendation tools can still play a significant role in the lower and middle segments of the 

market.

Among those collecting sufficient data for analysis are large platforms like Artsy and Invaluable, while 

smaller galleries and auction houses tend to have less data available (Van Miegroet, Alexander, and 

Leunissen, 2019). The emergence of new technologies has made large datasets more accessible at 

lower costs. However, it has also increased awareness that an exponential rise in data is not always 

beneficial. The abundance of data can exacerbate issues such as data quality problems, confusion, 

and inconsistencies in decision-making, particularly when conflicting information exists.

A persistent challenge in experimental research is reproducibility, often referred to as the "replication 

crisis" in the scientific community (França and Monserrat, 2018). This issue can stem from data 

variability, inadequate scientific methodologies, or the complexity and multidimensionality of certain 

problems. As a result, findings from research conducted using machine learning and AI should not be 

considered definitive until proven reproducible.

Another critical issue involves the question of how preferences, even if accurately predicted by these 

programs, can be altered. Additionally, the use of data—particularly personal data—poses several risks, 

including the growing constraints of legal compliance requirements and data protection regulations. 

These factors significantly restrict companies’ ability to use or disseminate customer data. Emphasis 

on personal data protection has been highlighted across multiple sectors throughout the year, a 

concern that resonates even more strongly in the art market, where privacy is highly valued (Ke and 

Sudhir, 2023).

AI's integration into online art commerce has profound implications for art market research. AI-

generated art, for example, is reshaping the boundaries of the "creative economy." Creativity, in a 

general sense, can be defined as "producing something new that paves the way for a new category, 

genre, or thing" (Gold, 2007). The rise of digital coding in cultural and creative industries has 

introduced a new paradigm in which creativity and electronics intersect. In this context, AI represents 

one of many abstract and intangible "digital bits" that profoundly influence how ideas are conceived, 
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expressed, shared, and communicated (Howkins, 2002)

AI's unique form of digital coding fosters collaborative creativity, which carries implications for 

ownership and compensation of creative products. Algorithm-generated art challenges the notion of 

uniqueness in traditional art (Boden & Edmonds, 2019), giving rise to the concept of "technological 

singularity in art" (Kurzweil, 2005). This term suggests that a non-biological agent can achieve 

computational capacity to identify and propose genuinely original ideas, emulating the richness of 

human intelligence.

Unlike AI-generated art, AI-based online art market applications transform market data into actionable 

intelligence, contributing to machine-learning-driven art market analytics. Traditional analytics 

require "intense IT engagement," producing numerous "data points that are difficult to navigate or 

contextualize" for the average user (MIT Technology Review Insights, 2018, p. 2). While AI-driven art 

market analytics have yet to be fully implemented, they are presumed to facilitate "task automation 

and rapid insight generation," potentially benefiting market participants (Badmus, Rajput, and Williams, 

2024).

AI can also make art market analytics more predictive and prescriptive, enabling businesses to 

anticipate outcomes and proactively seize opportunities rather than react to circumstances. This 

innovation could assist art consumers by querying optimal data sources and providing insights based 

on identified correlations and patterns (Lepenioti et al., 2021)

10.2) Social Media

Social media's role in contemporary society has become increasingly significant. Long recognized as 

an effective tool for enhancing brand awareness, social media is now being actively employed by 

many galleries to engage with potential clients and boost sales (Brahma and Dutta, 2020). Some 

galleries and auction houses utilize paid social media advertising and create platform-specific content 

using tools like Instagram Stories and Facebook Live (now known as Meta Inc.). In 2017, Instagram 

introduced Instagram Shopping, enabling the addition of click-to-buy links for items such as clothing, 

jewelry, and beauty products.

As the number of collectors exploring artworks online continues to grow, so does the demand for 

transparent and comprehensive information about pricing, provenance, condition, exhibition history, 

and other key details (Li, Ma, and Renneboog, 2022). While some galleries respond to this demand, 

many, especially at higher price points, remain reluctant to publish figures online. A 2017 survey by 

Artsy revealed that approximately 30% of galleries used online platforms to display prices, and 16% 

included price information on social media platforms like Instagram and Facebook (Meta). The survey 

indicated that galleries posting at least one price received three times more inquiries on average 

compared to those that did not. This underscores the importance of transparency, as buyers are 
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hesitant to pursue vague online sales. Metrics on social media followership also provide insights into 

usage and engagement in this sector. News and publishing platforms like Artsy and Artnet, mega-

galleries such as Gagosian and Saatchi, and leading auction houses including Christie’s, Sotheby’s, 

and Heritage boast the highest follower counts on Twitter (now rebranded as "X"). Gagosian, Artsy, 

and Sotheby’s are the top three art-related entities in terms of Instagram popularity.

11. Conclusion and Recommendations

The boundless nature of art often gives rise to market-driven perspectives that many artists, curators, 

historians, and philosophers may find unappealing. When applied to the art world, consumer-oriented 

marketing takes on a unique meaning. The value of groundbreaking works may not initially be apparent 

to consumers, but it becomes determined by the functionality of the product, consumer acceptance, 

and its potential to yield financial returns. In the case of aesthetic products, consumers are offered 

the opportunity to observe or experience these works through acquisition. Artworks remain static 

unless they transform their audience. However, works capable of engaging and transforming their 

viewers also serve as a foundation for shaping perceptions and introspections.

Artists like Warhol focused on audience participation, facilitating this interaction through promotional 

content such as advertisements and films. They sought to convince collectors, seen as potential allies, 

to acquire their works. Nevertheless, without the collaboration of auction houses and high-level 

intermediaries (e.g., art dealers, brokers), artists struggled to establish financially lucrative alliances. 

Similar to new technology-driven consumer goods, art acquisitions rely on the expertise and guidance 

of professionals in the field. New collectors depend on expert advice and insights into auction prices. 

It can be argued that the knowledge level of the purchasing audience increases the perceived value 

of these objects, while the knowledge gap among new collectors creates opportunities for reasonably 

priced acquisitions for those with the requisite expertise.

At the level of commercial intermediaries, the market-oriented approach is evident. Both galleries 

and auction houses consistently monitor their surroundings to coordinate their activities and respond 

to market demands as they arise. Furthermore, museums and public galleries contribute to the 

creation of valuable cultural capital by preserving and enriching art history and critical discourses 

over the long term. This endeavor has the potential to foster an enlightened citizenry receptive to 

new developments in art. It is reasonable to assert that these coordinated activities are conducted 

with consumer expectations in mind. On the other hand, the rapid adaptability enabled by the World 

Wide Web introduces questions about the concept of authenticity in this new scenario. Unlike 

previous technologies, digital culture produces purely virtual and intangible objects. For this reason, 
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both artists and sellers increasingly recognize the importance of providing detailed, product-focused 

information.

Information and communication technologies, which have fueled the transformation of the global 

economy and the proliferation of high-net-worth individuals in emerging economies, accelerate the 

dissemination and consumption of art worldwide. The continuous evolution of new technologies 

reshapes approaches to the production and consumption of art, drawing greater attention to 

peripheral contexts. This, in turn, gives rise to new structures in the art market, supported by the 

convergence of art, technology, and commerce.

The ongoing digital transformation in today’s contemporary art market presents both opportunities 

and challenges. Digital transformation could renew the methodologies of academic research on 

art markets by introducing new methods, such as AI-based art market analysis or marketing, new 

professional fields for art experts, such as cryptography or algorithm development, and new areas 

of expertise, such as blockchain-based art archives. Conversely, emerging technologies challenge 

traditional art historical research by raising philosophical questions about aesthetics, including 

the singularity of art (e.g., the criteria and conditions for creativity), the identity of the artist (e.g., 

human versus AI debates), the definition of taste (e.g., certification of art through blockchain), 

and the evaluation of art’s value. Moreover, interdisciplinary research, alongside mixed-method 

methodologies and collaborations between art market actors and theorists, could help overcome 

potential limitations in research on the contemporary art market. These approaches would contribute 

to a deeper understanding of the evolving dynamics in the art world and provide innovative solutions 

to navigate its complexities.
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