Gallery districts of Barcelona: the strategic playof art dealers

This article focuses on Barcelona’s art marketdqua@e the underlying factors
behind the clustering of art dealers in severahefcity’s districts. Drawing upon
gquantitative and qualitative data, the article gsed how such clustering reveals
a strategic action in the sense attributed to I€hyzier and Friedberg (1981).
Gallery districts are not a reflection of structfeetors (economic, urban
development-related or social) but the result cb@bination of strategic choices
— either individual or collective — which explaimetpermanence of leading

gallery districts or the emergence of new ones.
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Introduction

The fact that art dealers tend to set up gallesiridis has already been
demonstrated by several studies (Moulin, 1992, Sanp1981m Halle and Tiso, 2007,
Kim, 2007, Molotch and Treskon 2009). More speaeifig, art galleries tend to cluster
along certain streets of big cities; for exampteRaris, they can be found in Rue
Laffitte (Right Bank), rue des Beaux Arts (Left Bdand Rue Vieille du Temple
(Marais); in New York, galleries cluster aroundib®treet (Midtown), 10th Avenue

(Chelsea) or Washington Street (Dumbo - Brooklyn).

However, even though some social scientists haab/zed the clustering of art



galleries within specific urban areas, they hayaared this phenomenon mostly in
economic terms, arguing that such clustering fatds and increases the chances of
attracting art buyers (White 1991; Moulin 1983 48992). More recently, the
emergence of art districts has been seen as afminging together new generations
of artists, art dealers, as well as the middleselasvho are attracted by the lure of such
artistic milieu (Simpson 1981; Zukin 1989; Kostedtm2003), and their gentrifying
effects (Deutsche and Ryan 1984; Ley 2003; CamandnCoafee 2005). Some studies
were recently made of gallery districts, relatihgit emergence and decadence not only
to the price of rent but also to the prices ofdh&orks sold (Molotch and Treskon
2009) and also to the evolution of gallery dissjeh consideration of many factors,
including the distribution of the artist populatjanrban planning policies, the

revaluation of traditional patrimony and the appeae of tourism (Kim, 2007).

In these cases, the economic factor remains pre@unin explaining gallery districts,
but it is also becoming apparent that other faaddis cultural, symbolic and social
nature should also be considered, along with otheseciated to the profession of
gallery ownership. In this regard, Pierre Bourdj#d77 and 1995) has interpreted his
concentration of art galleries as a transfer tautten space of the social structure and
oppositions of the art world: the emergence of &gande galleries that are spatially
separated from commercial galleries expressedhetisre and oppositions of the art
world that typified cultural modernity until thetéa20” century. These oppositions were
gradually weakened by the post-modernist rededingiof the rules of art (Rodriguez
Morat6 1999) in which arts districts became thete@enfor new Bohemianism

associated to new leisure centers and the nevatiegibnomy (Lloyd 2006).



Despite the importance of these studies, therstdra number of issues that remain
largely unexplored. Such studies have focused amaxng the determinant factors - in
a structural or objective sense - of gallery dis¢r({rental and building work costs,
urban change processes, structure of the artistd) fNevertheless, this article
proposes using the approach and methodology ofi€@ramad Friedberg (1981) in the
sense that the determining factors do not explanridividual strategies and that it is
necessary to globally understand the game ruleadi social field. Other authors have
used this sociological approach in the field of anistic profession (Menger, 1994);
otherwise it had never been put into practice enfibld of the relationships between art

dealers and gallery districts.

The implementation of the concepts from Crozier Bnddberg (1981) helps us
understand that art dealers make up a social dietystem where there exist rules and
determining factors as stated above, but each ealeording to their own resources
(economic capital, social network, etc) has a nmaogifreedom to choose their artistic
district. This artistic district will offer possilties and difficulties for the development
of a medium- and long-term strategy. And it is aleportant to understand that the
strategic choice of an artistic district entailgdim forces — in a more or less organized
way — with other gallerists and leads — as thedriaeFriedberg (1993) — to non-formal
alliances in order to achieve common goals, thatttsacting buyers and earning

prestige within the gallery world.

We will take the following two hypotheses as atstgrpoint: First, that urban areas are
one of the key elements in the gallerist’s strateal that the choice of a gallery

district is part of a global positioning strategighin the Art market. Secondly, that the



gallery world is a hierachical one where the legdjallerists cooperate in order to keep
control on the local market, whereas galleristenfemerging areas join forces in order
to reverse this control. In some cases - as ingehgNew York) - these strategies are
successful so a great part of the dealers opt tentdalle describes this as
‘leapfrogging™. In some other cases, dealers from emerging dreast succeed in
setting themselves up as a leading gallery disdndheirs becomes a poor strategic

choice - a ‘wrong-turn’ (ibid.).

On a methodological level, this approach has driveto organize, in a first moment,
the art galleries into a hierarchy in order toget hierarchy of gallery districts.
Secondly, following Crozier and Friedberg (1981¢ mave used the qualitative
interviews with a representative sample of deasrexpressions of strategic choices by

the various kinds of dealers with regard to galldistricts.

This article focuses on Barcelona’s art market. d&eelopment of its art market has
received very little study other than a few studiea historical (Parcerisas 1992, Torres
1993) or purely economic (Aguilar and Laporte, 1998VC, 2006) nature, in neither
case considering the art districts in the city sTikidespite the fact that Barcelona

follows Madrid as the second most important citypein’s art market.

Although it has a much smaller art market than oEheopean capitals (Laporte, 1995;
AAVC, 2006) it is relevantly dynamic in artisticrtas and features a major density and
diversity of art galleries. This is reflected in@arban configuration with a wealth of art
districts, which has enabled us to make a quaivitaind qualitative analysis of the art
districts and the dealers operating in them, orbtss of which we can make an in-

depth analysis of the different dimensions of theqpmenon of concentrating galleries



in art districts.

The article is divided into three parts. Firstlye will analyze the development of the art
market in Barcelona and how it has been structunteddifferent art districts. Secondly,
on the basis of our study of the population ofgailteries, we will analyze the hierarchy
and different groups of importance in the galleistritts. Finally, we will test our
hypothesis that art galleries cluster in the astridits as a result of individual and
collective strategies, on the basis of intervievih ffteen gallery owners who are

representative of the various gallery district$haf city.

Barcelona’s art market: Genesis, development and lan configuration

Barcelona saw the opening of the first art galleries iniSpls first art gallery, the
Sala Parés, was founded in the narrow streetsedfityi's historic centre in 1877, and
displayed modernist art and to this day displagditional figurative art. From the 19th
century to the early 20th century, the art markas$ therefore grouped around Calle
Petritxol (in the centre of medieval Barcelona, @athic Quarter), forming a single
gallery district. In the early twentieth centurgnse thirty galleries began to locate in
the centre of the Eixample, following in the stepshe Bourgeoisie, who were moving
into this new district. That was the case withfdm@ous merchant Josep Dalmau, who
after moving to the Gothic Quarter in 1906, mowed 923 to the centre of the
Eixample, where (and without much sales success i such leading avant-garde
artists as Joan Mird, Francis Picabia and SalvBddirwere displayed (Parcerisas,

1992). In this regard, Barcelona reproduced thecgire of modern art analyzed by



Bourdieu and exemplified by Paris (1977), wherdtgy®&othic Quarter concentrated

traditional art and the Eixample was the placdliermodern art scene.

But the birth of Barcelona’s modern art marketit @ known today, took place in the
1960s (Torres, 1993); a late start due to the Spabivil War and the country’s post-
war repression, in comparison to other Europea@sciin 1944, there were only 19 art
galleries in Barcelona (Pujadas, 1995). Howeveth@1950s, the Gaspar gallery, the
first to set up in Calle Consell de Cent providee first opportunity for Antoni Tapies
to exhibit his work, displayed work by Joan Miréddamanaged to attract large numbers
to a Pablo Picasso exhibition despite censorshifpdyranco dictatorship. So, in the
seventies the modern bipolar structure of the arket was consolidated after being
truncated by the Spanish Civil War (1936-1939)haiigh the great artists that have
been related with Barcelona (among others, Salvladtir Joan Mird, Pablo Picasso
and Antoni Tapies) forged their artistic careersme of Barcelona, with foreign
dealers, these artists often supported the lotaharket through exhibitions or
assistance for dealers. This shows why, in the 496@re were as many as 37 galleries,
of which 65% were located in the Eixample (Tore393). In 1962, the Sala René
Metras opened next to the Sala Gaspar, positichorgsell de Cent Street (near the
center of Eixample) as the center of Barcelona snarket. This dealer promoted
young Barcelonan artists and in the seventies wexihtbit such internationally
acclaimed artists as Yves Klein, Henri Michaux, saWlarhol, Lucio Fontana, Max
Ernst, Victor Vassarely and Antonio Saura, thuirsggthe standard for contemporary

art in Barcelona.



This first group of contemporary art galleries (&l As, Galeria Gaspar, Galeria René
Metras and Galeria Belarte) expanded and eventbeslyght together dozens of
galleries in the heart of the Eixample. Close ®oghopping and business area, it is a
relatively quiet area where collaborations betwgalteries were forged in order to
attract buyers, as noted by Moulin (1992) in relatio the Parisian art market. It was
also associated with modern art and thereforeréifitefrom the traditional art dealers,

in the medieval center (Gothic Quarter), and ogpwsiwas established between

traditional, figurative and abstract art.

Subsequently, the art market has experienced cenasil growth, going from 37
galleries in 1962 (Torres, 1993) to 140 by 2005g&#&nent of Culture, 2006). Art
galleries have moved to other districts. Towardsrtarth of the city, which is the site
for the headquarters of large corporations andiffper-class residential area (Sarria-
Sant Gervasi), to new districts populated by thellectual middle class (The Born and
Gracia), and to El Raval’'s bohemian district. lis tlatter neighborhood, the gallery
district emerged along with the inauguration in 3@®the Barcelona Contemporary
Art Museum (MACBA) and the process of constitutangluster of art institutions and
industries (Rius, 2008). Therefore, the Barceloamamarket would have different
centers, a traditional one (Gothic Quarter), a dami one (Consell de Cent), another
dispersed in the high class neighborhoods (Saai@-Servasi) and another in

emerging neighborhoods (Gracia, Born and Raval).

Having analyzed the historical development of Blam&'s art market and its
configuration in the city’s geographical spacewimat follows the article presents

quantitative data to help elaborate on the prestigeimportance of art galleries.



Urban space and the hierarchy of Barcelona’s art mket

Until the nineties, Barcelona had shared the lesdigof the Spanish art market,
Barcelona being the most avant-garde city whilentlagket in Madrid was more
associated to tradition (Ramoneda 1997). Howevem the nineties, Barcelona started
getting left behind in the art marRefrhere were different reasons, but we could
highlight the fact that from the transition to desrexy in the late seventies, Madrid
concentrated the main State-financed art institatiand the major financial
institutions and corporations, and this was whieeemajor cultural foundations had
their head offices. The purchase by these of tHergss located in Madrid along with
the relative success (more in terms of visitors thales) of the Madrid International Art
Fair ARCO, explain this change of artistic centré&pain (Rius, 1999). This is reflected
by the way the city of Madrid concentrates 23%hef gjalleries, Barcelona 16%, and
the remaining cities are well below, with Valenbaving 7% and Palma de Mallorca

having 3% (UAGAE, 2002).

However, the capital of Catalonia, despite not @ng assistance from the Ministry of
Culture and its institutions, has maintained itsalart market with a total of 140 art
galleries, spread across different districts ofdit’. The census conducted by our
study shows that 15% of the galleries were in S&ant Gervasi, 7% in Gracia, 46% in
Eixample, 34% in Ciutat Vella (of which, the Ba@otic represents 13%, the Born 11%
and the Raval 9%). In contrast, the study foundalteries in peripheral working class
neighborhoods (Sant Marti, Sant Andreu, etc.) wkadlbw a pattern that is common to
many other European cities. These data suggeghaleigree of concentration. But if

we take into consideration the hierarchy of impoctaof art galleries on the basis of a



scale constructed from 17 indicatérw,e find that the concentration of the most

important galleries is even higher.

Figure 1 — Map of art galleries in Barcelona

Legend: art gallerg

Source: Rius, 2003

Overall, this hierarchy led us to define three mgj@ups: the ‘low importance’ group
includes local galleries of little prestige andfpssionalism on a local level; the

‘medium importance’ group includes galleries tharevonce important but that have
seen their importance diminish, and young emergaitgries with a good background

but that have yet to reach the peak of the gallemtd; and the ‘*high importance’ group



only includes elite galleries with a national angkrnational reputation in the art

market’

Art galleries are spread throughout the urbanidtstmentioned. However, art galleries
of medium importance are located 3% in Sarria &vasi, 10% in Gracia, 31% in

Ciutat Vella and 56% in L'Eixample. High importargadleries are concentrated in the
Eixample (72% are located in this neighborhood) amigt very few are located in other

neighborhoods (14% in Ciutat Vella and 14% in $a8ant Gervasi).

Figure 2 — Map of medium and high importance aliegas in Barcelona

Legend:

High importance art gallery %
Medium importance art galleryd

Source: Rius, 2003
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As seen on the street map below, the core of Clotsélent has a cluster of 22 art
galleries. Just four blocks take up 28% of mediomartance and 71% of the most

important art galleries. By contrast, urban spacesidered to be emerging areas

contain only one gallery of high importance

Figure 3 —Art Galleries in Consell de Cent (Eixaepistrict - Barcelona)
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Data from the Department of Culture (2006) shoves trhile in Barcelona the average

turnover of an art gallery does not exceed €320,000sell de Cent has more than
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three galleries that have declared income in exae62,000,000. The average
difference between zones is remarkable: while ing@d de Cent the average is
€545,000, in Ciutat Vella it is €291,000 and inestheighborhoods it is just €204,000.
Currently, art galleries in Consell de Cent repneé&8% of the turnover of all of the
galleries in Barcelona. Therefore, this area ndf oancentrates the most prestigious

galleries but also an important percentage of thenarket in Barcelona.

The data presented so far suggests that geograppaze maps out the various levels
of prestige and importance of art galleries, esllgoof dominant and marginal art
galleries. However, art galleries of medium impoc&, which are not located in the
central gallery district, do not respond to thegrat shown where economic and
commercial elements play a very important roléhm geographical positioning of
galleries in Barcelona’s urban space. In what fedipthis article explores further the
reasons behind the geographical positioning ofateries within specific urban areas.
The main question pursued here is whether art deigentify factors other than
economic and commercial, that influence their chatgeographical locations, urban

spaces, where to pursue their businesses.

Urban space, professional field and strategic chogc

Methodology of qualitative survey

We designed the fieldwork to cover for the diversit types of art gallery in Barcelona
(see following table): the traditional figurative gallery owner, located in the historic
centre since many decades ago or in the major agesfitthe Eixample (interviews 5, 7

and 11), the modern art gallery owners (first aecbad period avant-garde) located
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since the seventies in the Eixample and Sarria-Santasi (interviews 9 and 15), the

contemporary art gallery owners exhibiting locall @onsolidated international artists

and which since the eighties have mainly been éutat the Eixample — Consell de

Cent (interviews 3, 10, 12 and 14), or the dedles opened galleries in the nineties in

Bohemian neighborhoods like El Raval, Born and Gréaterviews 2, 4, 6, 8, 9 and

13) and who expose young local artists, what wedcoall emergent art.

Table 1 — List of interviewees by neighborhood,rdegf importance, creation and
style of art displayed (2003)

Number District Degree of Creation Style
importance
1 Eixample (Consell de Cent) 9 1973 Modern art
2 Gracia 11 1995 Emergent art
3 Eixample (Consell de Cent) 10 1989 Contemporery a
4 Raval 7 1996 Emergent art
5 Eixample 3 1975 Traditional figuration
6 Born 14 1987 Emergent art
7 Gothic Quarter 8 1986 Traditional figuration
8 Raval 8 1995 Emergent art
9 Raval 9 1989 Emergent art
10 Eixample (Consell de Cent) 16 1986 Contempaadry
11 Gothic Quarter 11 1887 Traditional figuration
12 Eixample (Consell de Cent) 15 1991 Contempaadry
13 Born 4 1997 Emergent art
14 Sarria-Sant Gervasi 6 1990 Contemporary art
15 Sarria-Sant Gervasi 6 1947 Modern art

Source: Rius (2003)

This diversity of interviewees will enable us taafyze discourses regarding their

gallery districts, evaluations of their centralitye advantages and drawbacks of being

located in one urban district or another, and ttenemic, professional ideological or

artistic reasons leading to their choices.
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The strategic choice of the central gallery didtric

All dealers interviewed agreed in saying that isyasitive for art galleries to be
located within a relatively short distance fromleather, for example, one of the
advantages was the inclusion of galleries in stedajallery tours. However, the
decision to open a gallery in a certain streetomty depends on the willingness of the
dealer, the limited availability of space is alsprablem. Art dealers often have to wait
for another gallery to close before they can opeir town. A second issue is the price
of rent. Ground floor spaces in the central arédseart market are relatively
expensive and only those with substantial initegdital or an established career can
afford to pay to be in the downtown area; as aateaites: ‘Most of the galleries would
like to move to Consell de Cent but they can't heeat is so expensive’ (Interview 1 -
Consell de Cent). The clustering of galleries atbkey streets, however, not only
limits the availability of space to set up new ga#s, but it also restricts the
possibilities for dealers to access the top ofrthefession. In fact, it is one of the
functions of art dealers to protect their tradedstricting the number of works of art

available on the market.

However, contact with other galleries can also bsitve. Low importance galleries
benefit from the names of the other galleries arel fymbolic value that has been
attached to that particular street. Similarly, lgeon a street with prestigious galleries

has many consequences in terms of sales:

Yes, it was amazing. | mean, | understood why pepply such astronomical rent
for a specific location. (...) Mercader Street (blid address) is only four city
blocks away (in the Consell de Cent area) but ig e of this league. (Interview
12 - Consell de Cent).
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Another dealer notes on the advantages of haviragidience with a specific interest in
art: ‘We have come here because there are marmgsffpeople with higher education
that have an affinity for art’ (Interview 14 - SarnSant Gervasi). However, there are
dealers who despite of the financial advantagedepto be based in other areas and,
thus seek other alternatives to find resourcesnaanttets for their art and business

projects.

The strategic choice of the peripheral gallery dits

Some gallery owners interviewed reject the hienaadftBarcelona’s art market and
support other forms of clustering. For examplegalekr in the area of Sarria-Sant
Gervasi notes how ‘This street is a very suitabé&aan the geographical center of
Barcelona (...) we are equidistant to all partghefcity’ (Interview 15 - Sarria-Sant
Gervasi). The aim for this dealer is to locatelhisiness in geographically accessible

locations to attract buyers.

Dealers who have settled in the emerging old wgkilass, urban renewal areas
operate in more difficult environments. They rejeconomic explanations for their
choice of area, and argue instead that it is aamattprinciple where they choose
to run their businesses. As one dealer points out:

It wasn't a business decision. It's a neighborhwoglre | have lived for four years.
| did not seek anything else. Although, sometindisink that it would be better in
economic terms to be on Consell de Cent. But Itdeally want to go. It's that
simple. Maybe I'm not a great example... (Intervidv+ Born).

Another art dealer in the area of Raval says tlsaptesence in the neighborhood (a

difficult environment with a history of social manglization) is a matter of principle:
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Contemporary art galleries should be where theetoporary art museum is (...)
what happens at the MACBA is completely conneabedttat happens in
contemporary art in Barcelona and Catalonia. | maveesire to go to Consell de
Cent. | don't identify with it. (...) Consell de @€eStreet is now an antique market.

Modern, but antiquarian. There are no contempguesjects (Interview 8 - Raval).

This argument presents the Raval as the centenierging contemporary art as
opposed to Consell de Cent, which is seen as lmeitrgoded. However, there is
another rationale for this argument: the proxinityACBA is an advantage for a
gallery business. It lends legitimacy to showcasstteetically risky contemporary art, at

the same time that it attracts a wider museum pudtid thus potential customers.

This does not mean that these galleries forgetevtibey”, the buyers and collectors,

live and the challenge of getting them in the déara dealer suggests:

I think the Catalan bourgeoisie is very consenggtiot only aesthetically but also
at a social level. So it's very difficult to getethipper class women who go to
Consell de Cent to come down to the Raval. Théyeel: - This square is filthy.
Why don't you go to Consell de Cent? Can't youtsagthis neighborhood will
never improve? (Interview 9 - Raval).
Aesthetic considerations are therefore interlimkéti the defense and support of new

cultural neighborhoods, like the Raval, and of egimgy contemporary art, apart from

seeking a detachment from high-class tastes asddial spaces.

This ideological discourse could also be intergtete a form of interest in
disinterestedness, to use a phrase coined by Bau(ti995), i.e. as a strategic choice of
positioning oneself at the most autonomous potaefrtistic field and gaining

symbolic capital with respect to others, hoping¢ocumulate enough to win positions in
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the world of the dealer profession. However, owalgsis shows how this is a very risky
choice and in the case of many emerging distribts,should be done collectively with
other dealers in order to avoid becoming what Be¢k@82) terms outsiders in the art

world.

We have seen that the art dealers in upper clagsbwhoods want to facilitate access
to wealthy collectors. By contrast, gallery owneremerging areas oppose this logic of
convenience with a logic of effort and discovetie' buyer who comes here is more
determined. They have a greater desire to folladi(laterview 2 - Gracia). They note
how a visit to the galleries by art enthusiastsloamlso a discovery of an exciting new

urban environment:

People are used to going to Consell de Cent, amuhwiey go there, they can buy
glasses or lipstick or a dress. And here you cadadhat. (...) But you can do
more inspiring things. You can enter Santa Mariavtir, which without a doubt
is the most beautiful church in Barcelona. You watk along wonderful streets

and discover lovely antique shops (Interview 6 rrBo
Dealers who are not in the central gallery zonedmdot want to be in the upper-class
residential areas may find a favorable ecosysteirafiarnative ways of managing the
gallery. One of the possible resources to beariimins that of moving to where there
are plenty of artists. It is also known that astitgnd to concentrate in certain
neighborhoods, such as the Open Studios of Bara@to@iutat Vella, which shows the
work of a hundred artists in the original locatiavisere these were created. In fact, art
dealers have problems finding candidates to exmhlieir galleries. A dealer from

Consell de Cent describes this situation in a ragkaggerated manner:
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If you go into a bar in the Born and ask if any@an artist, five guys will answer...
I’'m joking but | mean there are many artists afglagasy to find them (Interview 3 /
Consell de Cent).

However, according to the Born dealer above, whanliye and work in the same

neighborhood as the artists, there is more contpli@tween dealer and artists:

We believe in the relationship between artist ahnd@aler. We started at the same time
and have followed the same career. We support nother, there's generational

solidarity (...) Let's say we're a team that wosledl together (Interview 13 / Born).

Another possibility is to seek another kind of nti¢han those who live uptown or tend
to go to Consell de Cent. For example, the Bordealers are seeking to attract

professionals who have recently moved to the neididnd:

Our customers are local people, young people wkie hecently moved here.
Also, in this neighborhood, there is a unique ddaiaric. And everybody knows
everybody. | think thirty percent of our mailingirspostal code 003 (Born area).
And they come to the gallery and will occasiondllyy (...) Most are independent
entrepreneurs who work as Internet designers, lsygensultants (Interview 13 -

Born).
In Barcelona, as in other big cities, a new midiiess linked to the creative industries
has appeared (Florida 2002), and this new so@akatontributes to the consolidation
of artistic neighborhoods and reassessment ofaddamically depressed and socially
marginalized areas (Chalvon - Demersay 1984, LR@6). This is a market that

young art dealers want to attract in order to dgvéheir business. However, as the

following comment indicates, in Barcelona therefaxe such potential customers:

The only problem was that we thought we would sethething to this audience
but we have not been able to do so. (...) The publhirty or forty years old. They

follow culture quite a bit, go to the theatre, gaatt exhibitions and like them a lot.
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But they do not feel the need to have a work ohartging on the wall at home.
So, they hang a poster or a friend's work because/ene has artist friends in this

environment (Interview 2 - Gracia).
Of course another strategy is to locate one’s gatise to tourist routes, and thus

attract these potential buyers. This phenomenaisiisle in the Born and the Barri

Gotic:

Many tourists come to visit the Picasso museumth@ahurch of Santa Maria del
Mar. They come to go for a walk. Design and honmaifining shops have opened
around here. And the tourists buy art. Above alleficans, as they find it all very

cheap (Interview 12 - Born).
But this is not a strategy that can help the galierconsolidate itself in the long term

because although it may provide financial resountéise short term, it does not create

regular collectors for the gallery.

In summary, when a dealer creates a gallery andsesoa site, there are multiple
considerations. The urban space is analyzed asdedfi possibilities. The choice of area
not only influences revenue but also costs. Themrihce between one area and another
is of major importance: to rent a space in Graai@st a thousand euros per month

while one in Consell de Cent may cost more tha@@Bpr €4,000.

When asked why they opened their gallery in Gracidealer explains:

There are several points here. One is economicleBsitstart with ideology. When
we started up, there were two or three options. asethe Born. But we had
already seen that the Born didn't work. There ifeen galleries but some had
closed. We expected it to decline further. The areand the MACBA (Raval)
was on the rise, but the atmosphere there stitledéo be formed. Here in Gracia,
people are already attracted to the cinemas ampéentient theatre. Many cultured

people live here (Interview 2 - Gracia).
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But this gallery owner who cannot or does not warlbcate in the gallery centre,
Consell de Cent, also takes into account econoamsiderations, business management

and the art project:

The market we have here in Gracia is suitable fiorantistic project. The fact that
you are in Consell de Cent means you have a gaaacehof selling. But it also
means many more expenses. We can display whakeeBecause if you
exhibited an artist you like but at low prices, mvieyou sold the exhibition three
times over, if you had many expenses, you wouldigoe to lose money. So we
decided to come here where the rent is cheapepeoyule are interested in culture

(Interview 2 - Gracia).

Conclusions

As we have seen, the special distribution of ategas presents high rates of spatial
concentration. And this concentration is even naange if, as we have done in this
article, we take into account the importance ofyatteries: the most important ones are
more concentrated. We could therefore describe mmmbidistricts of galleries and
peripheral districts of galleries. The interpreatatof the reasons for this concentration is
usually based on the commercial advantage thaggderies gain from such
concentration. The dealers we interviewed confitie appreciation but also introduce a
new element: concentration helps them to limitrthenber of galleries in the centre,
and the lack of space and the high cost of reqt thedm to limit the offer, establish a
barrier to access by other galleries of a lessesgibnalized level and, ultimately, create
a seal of prestige for the area. Collectors prefgo to the galleries in Consell de Cent

(the dominant district of galleries) through theeaf finding the offer so concentrated
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and for the reputable quality associated to thez@onsequently, gallery clustering can
be interpreted as a collective strategy by the nggdlerists in order to keep their

leading position within the art gallery system.

The reverse of this situation is how there are nanhgalleries dispersed around the
city that do not enjoy this economic and prestigioandition. And there are still new
merchants that are seeking to establish new ddrgg in Barcelona. At the beginning
of their professional career, art dealers makead gecision for the future of their
project: where to be located. In this crucial fsstp, the new dealer faces several
dilemmas. To choose a location also means choaspugition in the hierarchy and in
the different segments of the art market. Consettyyers seen before, some art dealers
with a low or medium importance level, unable tingeccess — due to space and
financial constrictions - to Consell de Cent Stijegt forces with other dealers in order
to create new clusters in urban regeneration afdest bet to enter the art market
combines two intentions: one is to avoid stayingath the urban and art market
outskirts (as seen above, both are related); ther &t to make a medium-term strategic

bet in order to become a new gallery district.

Choosing to locate in an alternative to the donticéuster area of the art market is not
only a question of economic considerations but e#sponds to a career choice by the
art dealer. Their decision will be strategic in semse attributed by Crozier and
Friedberg (1981) as a means to achieve a more tpsous position in the medium
term within a profession (as art dealers) in a m&afthe art market) as well as in its
urban expression (the gallery districts). Thereftine building up of these art gallery

clusters is the consequence of individual decisi®hs process does not have a fixed
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and immutable structure but changes each timelargalpens or closes or each time a
gallery district moves from one area to anotheth&tsame time, gallery districts are
the product of non-organized collective actionsbedied as the building up of new

gallery districts, such as the case of Chelseaew Mork and the Raval in Barcelona.

The testimony of our respondents suggests that #rerseveral areas that respond to
different professional profiles and different stigies. To be placed in an emerging area
can lead to bankruptcy and there is a high moytedite for new galleries in the early
years. However, it can also be a good long teratesiy for defining an independent
project and accumulating professional prestigéédrt world. But this career choice
should be accompanied by concerted action withr@ttiegalleries to consolidate the
emerging area as a new cluster of the local arket@nd connect a new audience and
new collectors. But it is always a risky strateg@g@use some emerging art areas may
become the center for the art market, in the futike Chelsea in New York, or could

remain marginal, like Raval in Barcelona.

Notes

! The concept of leapfrogging came up in the cortétie theories of economic growth as well
as in studies on innovation in industrial organatspecifically those focused on
competition among companies. It is based on JoSepbmpeter’s idea of ‘winds of creative
destruction’ (Schumpeter, 1974). This hypothesggsests that monopolistic companies
generate less incentive to innovation than thetiemtal competitors. That is the reason why
they eventually lose their role as technologicatlkrs when new companies, willing to take
risks, adopt fresh technological innovations. Wttesse radical innovations become a new
technological paradigm, the new companies ‘leapftagning into the new leaders.
Leapfrogging means, when applied to gallery diri@a shiften mass¢o an

underdeveloped location’ (Halle, forthcoming: $iistconcept suggests that the move is
initiated by the innovative gallery sectors trylogbecome leaders and is followed in a
second wave by the well-established dealers.

Barcelona is officially divided into ten urbaistiicts, but only four are relevant to the art
market: 1- Ciutat Vella, the historical city centwehich contains the city’s main political and
cultural institutions but which since the mid 2@dntury contains many pockets of poverty
and is currently the district with the highest ingnaition rate. It is divided into three districts:

2
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Casc Antic, Gothic Quarter and El Raval, which sihi®95 have concentrated dozens of
cultural institutions and companies. 2-Eixample w@sated in the late 19th century; it is the
city’s largest district and it is also home to remed modernist buildings. It used to be the
bourgeoisie’s residential and commercial distrigtilthe mid 20th century. 3-Sarria-Sant
Gervasi is the district with the highest income gegpita of Barcelona and the centre for
luxury business and commerce. 4-Gracia, formerlindapendent town, is a popular old
district with a busy theatre scene and a centr8éocelona’s alternative culture.

% n 1995, while Barcelona concentrated 21.5% okgals, Madrid was in first place with
24.5% (Laporte 1995). Until then we could descthmart market as having two poles,
which was a very different structure to France miyithe same period (1990) where 57% of
the art galleries were concentrated in Paris (Moul992).

* Especially the Museo Nacional Centro de Arte R&atia (MNCARS) which concentrates a
large number of the collections by Spanish artistd whose budget of 50 million euros is in
terms of both activity and visitors well above B&rcelona Contemporary Art Museum,
with a budget of just 11 million euros.

> Most of the art galleries in Barcelona are dedigdb the primary market and only a minority
is dedicated to the secondary market as their pratomplementary activity. In this
research we have not made any distinction betwesgettwo types of art gallery. Later
research would be required to discern whether tera@ifferent patterns in the locations of
these two segments of the market and in which yatlistricts they are concentrated.

® The dimensions retained to construct the hierafeliyw those set by Moulin, Passeron,
Pasquier & Porto-Vazques (1985) and Moulin (198R)el of professionalism (integration
and participation in professional associationsjell®f artistic recognition (number of
reviews of the exhibitions), media and social vlgib(presence in the exhibition calendars
in newspapers and art magazines) and internatmati@in and economic capacity (the
gallery’s participation in national and internatbiart fairs). More specifically, and in order
to produce a ranking of importance we have usedbit@ving indicators: membership of
art dealer associations and participation in setebbards (Art Barcelona, Gremi de Galeries
d'Art de Catalunya), number of exhibition reviewsational newspapers (Avui, El Pais and
La Vanguardia) and arts magazines (El Periodiciaslértes, Arte y parte and Lapiz),
listing in exhibition calendars in art magazineb€TArt Newspaper, Arts and part and
Pencil) and annual directories of art (Expoarte Brploguia), participation at Spanish art
fairs (Expoarte and ARCO) and international ansff\rt Frankfurt, Art Basel, FIAC Art
Forum Berlin, Art Chicago and Arteba).

" The average profile of low importance galleriesildcdbe that of a gallery that is not a member
of art associations, or only a member of the Adl&gi@s Guild, its exhibitions are not
reviewed in the national and specialist press,itaodly participates at Barcelona art fairs.
The average profile of medium importance art gedteis that of a gallery that belongs to at
least one professional association, whose exhitsitese occasionally reviewed in Catalan or
national press, that features in all art guidesahdnd that takes part in Barcelona, Madrid
or and international art fairs. The average praffl@igh importance art galleries is that of a
gallery that belongs to and also manages all psafaal associations (including Art
Barcelona, a selective association of galleries},vahose exhibitions regularly appear in
reviews, which appears in all art lists and calesdad which takes part in different
international art fairs, is selective about papétion and enjoys renowned prestige (e.g.
ARCO, Artbasel, etc.).
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