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Summary: The globalized trade in artworks has undergone significant changes since the end of  the Cold War: While its 
former Western centres, such as New York and London, continue to dominate the discourse on high price segments with 
well-attended art fairs and influential auction houses, new actors challenge these former major players, new customers push 
into the market, and inflationary price increases have been recorded in recent years. From the perspective of  systematic 
geographical research, however, this field of  economically globalized trade has been largely neglected so far. With the help 
of  a systematic literature analysis, this article examines the existing knowledge on the globalized art market across disciplines 
and systematises it with the help of  the so-called TPSN model along the spatial categories of  territory, place, scale, and 
network. Based on this analysis, we developed five core findings of  the globalized art market that can serve as a foundation 
for future geographical research projects.
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1 Introduction

On November 15, 2017, Christie’s New York, 
an extension of the esteemed British auction house, 
hosted an evening auction that concluded a conten-
tious chapter in art history. This chapter unfolded in 
2005 with the unveiling of a deteriorated oil painting 
depicting Jesus Christ, which was initially sold for 
over one thousand dollars by American art dealers 
(christie’s 2017). Through a series of restorations 
and assessments, the artwork began to be recog-
nized as a potential original work by Leonardo Da 
Vinci, dated around 1500 and titled Salvator Mundi. 
Following expert verification, the painting sparked 
considerable excitement as the “Last Leonardo” 
(lewis 2019), and its presentation to the public in 
2011 received extensive media coverage, celebrating 
it as one of the most extraordinary rediscoveries in 
the annals of art (christie’s 2017). Prior to its public 
auction at Christie’s, the Salvator Mundi underwent a 
global exhibition as part of an extensive promotional 
campaign (reyburn 2022). Ultimately, on November 
15, 2017, the artwork was acquired for $450 million 
by Saudi Arabia’s Crown Prince Mohammed Bin 
Salman, setting the record for the highest price ever 
paid for an artwork despite ongoing debates over its 
authenticity (FranK & FranK 2021).

The acquisition of Salvator Mundi by Saudi 
Arabia carried significant geopolitical implications 

(reyburn 2022). It was considered a strategic act 
amidst an ongoing conflict with Qatar, which has 
political ties to Iran — Saudi Arabia’s regional adver-
sary. Qatar had been recognized as the leading actor 
from the Gulf region in the international art mar-
ket, having aggressively established several promi-
nent art museums (adaM 2014: 38). Nonetheless, the 
purchase of Salvator Mundi catapulted Saudi Arabia 
into the global spotlight. Furthermore, the Crown 
Prince of Saudi Arabia assured his allies in Dubai 
that the painting would be displayed in their national 
museum. This intended to bolster the United Arab 
Emirates (UAE)’s cultural prestige in its rivalry with 
Qatar for the distinction of being the most culturally 
influential state in the Gulf region (ibid.).

This incident highlights the dynamic nature of 
the art market, wherein an initially overlooked piece 
can ascend to global acclaim and command a trans-
action value in the hundreds of millions within a 
brief period. The valuation of art within this mar-
ket stems from a complex interplay of prestige, cur-
rent trends, and speculative hypes, rather than be-
ing tied to its production and material costs (Vogl 
2013: 32f.). Additionally, the art market serves as a 
confluence point for affluent individuals and the cul-
tural avant-garde, attracting favourable media cov-
erage and contributing to its mystification (adaM 
2014: 11). However, the narrative of Salvator Mundi 
also reflects the evolving dynamics of the art trade 
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in a progressively globalized context (Velthuis & 
baia curioni 2015: 2f.). The influence within the 
globalized art market is increasingly decentralized, 
moving beyond traditional Western stakeholders to 
include participants from East Asia and the Gulf re-
gion, thereby driving up the prices (ibid.: 2).

This article identifies a significant oversight in 
geographic scholarship concerning the global art 
market. Despite the market’s intrinsic connections 
to themes of scale, networks, and global disparities, 
it has largely been overlooked within human geogra-
phy. Instead, the exploration of the global art mar-
ket has predominantly resided within the realms of 
other disciplines, often with a focus on specialized 
segments. Fields such as contemporary economics, 
cultural studies, art history, and sociology have pro-
duced research on various aspects, including art as 
an investment, the interplay between art and econ-
omy, the mechanisms of value formation, and the 
profiles of art market participants (Mcnulty 2014: 
5ff.). Yet, contributions from economic or political 
geography remain rare. Existing studies in this area 
have focused on narrow topics, such as the influence 
of art markets on urban and regional marketing, 
spatial dynamics shaping artistic careers, the impact 
of place-making on emerging art styles, the spatial 
configurations of freeports, art fairs, and bienni-
als, or the regional framings within the art market 
(e.g., cudny et al. 2020; brones & MoghadaM 2016; 
Zhang et al. 2022; Pasquinelli & sjöholM 2015; 
Fasche 2017; dörry & hesse 2022; schwarZKoPF & 
bacKsell 2021; Zarobell 2022; haisch & MenZel 
2022). However, there is a discernible absence of 
comprehensive studies that systematically examine 
the globalized art market as a whole from a geo-
graphical perspective.

This article aims to fill this gap by examining the 
global trade in art goods through a human geograph-
ical lens, integrating insights from three distinct 
bodies of literature: (a) interdisciplinary research 
on the art market, serving as the foundation for a 
systematic literature review, (b) contributions from 
economic and political geography, providing disci-
plinary context for this investigation and our find-
ings, and (c) studies employing socio-spatial analy-
ses, specifically utilizing the Territory, Place, Scale, 
and Network (TPSN) heuristic as proposed by jessoP 
et al. (2008) as the conceptual and methodological 
inspiration. This approach will theoretically enrich 
our systematic review of the literature pertaining to 
the globalized art market, offering a comprehensive 
understanding of its complexities and dynamics. By 
implementing the TPSN heuristic, our study makes a 

conceptual and methodological contribution to the 
field of geographical research on globalization.

Pursuant to our objective to elucidate the global 
trade in art goods through a human geographic lens, 
our analysis will be structured around the concepts 
of territory, place, scale, and network. We argue 
that this approach provides us with the conceptual 
tools to systematically investigate the socio-spatial 
structure of the global art market as a spatiotem-
poral nexus of interwoven practices and strategies 
shaping globalization in this specific empirical field. 
This examination will pay particular attention to the 
transformations that have occurred since the early 
1990s, following the dissolution of the Iron Curtain, 
as outlined by Velthuis & baia curioni (2015: 2f.). 
Through this lens, we aim to contribute to the dis-
course on globalization, the evolving political land-
scapes within the art world, and the ways in which 
elite consumption patterns are redefining places and 
scales of interaction in the 21st century with the help 
of the TPSN heuristic.

The structure of this article is as follows: We 
begin with an overview of the global trade in art 
goods (Section 2), followed by an exposition of our 
methodological and theoretical frameworks (Section 
3). Subsequently, our analysis will be presented in 
both a unidimensional and multidimensional man-
ner (Sections 4 & 5). The article will conclude with 
a summary and discussion of our research findings 
(Section 6).

2 Characterizing the globalized art market

The globalized art market encompasses fine and 
applied arts (boll 2005: 9); however, for the pur-
poses of this study, any item traded within the art 
market is regarded as art (ibid.: 9). A defining char-
acteristic of the art market is the unique nature of 
art as a commodity. Artworks are enduring, singu-
lar, deeply nuanced, and symbolic entities that sat-
isfy multifaceted requirements (Zorloni 2013: 26). 
They serve not only as repositories of value but also 
as symbolic items that convey social prestige and 
aesthetic discernment (ibid.). Consequently, art rep-
resents a type of commodity with “informative value 
[...] characterized by a significant emotional compo-
nent” (ibid.: 26), rendering the objective valuation of 
art almost impossible. Prices are not tied to measur-
able standards but are profoundly influenced by the 
artist’s reputation, established through the interplay 
of aesthetic and commercial expertise (ibid.: 26, 89). 
The market is characterised by a scarcity-driven price 
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elevation in its upper echelons and asymmetric mis-
information, necessitating “highly specific [...] cul-
tural knowledge” for the accurate appraisal of art-
work value (angelini et al. 2022: 962; codignola 
2006: 73). Moreover, it stands as one of the least 
legally regulated domains globally (Vogl 2013: 29), 
with the trade in art seldom falling under the pur-
view of national or international regulatory bodies, 
despite its utilization by financial market participants 
as a speculative vehicle (ibid.: 29).

The concept of the globalized art market as a 
unified structure faces scepticism in scholarly dis-
cussions, given that the distribution of art commerce 
is notably uneven across the globe and largely oc-
curs without the systematic formation of networks 
(brown 2022: 16). Influence within this market is 
instead concentrated among a select group of key 
actors and locations. Consequently, it may be more 
accurately depicted as an aggregate of numerous mi-
cro-markets, “each of which comes with its own set 
of rules” (boll 2011: 12). These micro-markets are 
identifiable by specific criteria, such as the nature of 
the art object (e.g., paintings, sculptures, photogra-
phy) or historical periods (e.g., Contemporary, Post-
War, Old Masters) (Zorloni 2013: 37). However, the 
process of globalization has increasingly integrated 
these disparate segments, situating them within a 
larger, globalized market framework that encom-
passes elements of these sub-markets.

Within the scope of this analysis, globalization is 
conceptualized as “economic integration on a global 
scale, creating increasingly close connections be-
tween people and firms located in different places. 
It is manifested in terms of increased flows of goods, 
services, money, information, and people across 
national and continental borders” (MacKinnon & 
cuMbers 2019: 6). Our examination adopts an eco-
nomic viewpoint, informed by dicKen (2015), and is 
underpinned by historical-geographical materialism. 
Consequently, globalization is interpreted as a shift 
in the global economy, propelled by neoliberal poli-
cies enacted since the latter half of the 20th century 
(ibid.: 3f., harVey 2007, belina 2020: 55f.). This 
shift has facilitated the deregulation and liberaliza-
tion of markets worldwide, coupled with a dominant 
trend in state policies favouring global competition 
and integration (ibid.: 56).

This phenomenon has similarly impacted the 
global art market: Beginning in the 1980s, there 
has been a notable escalation in both the aggregate 
volume of the art market and the maximum prices 
achieved for individual artworks (boll 2011: 24f.). 
Projections for 2022 indicate that the global trade in 

art goods reached an estimated volume of $67 billion 
(Mcandrew 2023: 20), representing a surge of over 
150% in comparison to 2003. Moreover, the period 
from 1991 to 2012 witnessed a 575% increase in the 
global market volume (Velthuis & baia curioni 
2015: 2). Various factors have contributed to this ex-
pansion, including the prominence of contemporary 
art since the 1990s (adaM 2014: 10), the influences 
of globalization, the introduction of new market par-
ticipants (Velthuis & baia curioni 2015: 2), a rise in 
the population of affluent individuals (ibid.: 7f.), the 
evolution of art into a financial asset class, and the 
vigorous promotion of art as an emblem of luxury 
lifestyle (adaM 2014: 10).

Vogl (2013) proposes a categorization of the art 
market into three primary segments: The initial seg-
ment, termed the primary market, encompasses di-
rect sales from artists to galleries or consumers. The 
secondary market comprises transactions within gal-
leries and through art dealers. The tertiary sector is 
proposed to include auction trading activities (ibid.: 
36). Furthermore, Vogl introduces a pricing-based 
systematization: The lowest pricing tier includes flea 
markets and second-hand dealers, followed by more 
affordable art pieces available at regional art fairs or 
antique stores. The third pricing category — marking 
entry into the globalized art market — encompasses 
the conventional art trade, characterized by purchas-
ers selecting from extensive inventories at elevated 
prices, galleries showcasing, and vending artists’ 
works, and national art fairs. The apex of this sys-
tem is represented by auction houses (e.g., Sotheby’s, 
Christie’s), international art fairs (e.g., Art Basel), and 
premier international dealers, where art transactions 
frequently occur in the six- to nine-figure range. In 
this top tier, sales exceeding $1 million constituted 
merely 1% of the total transaction volume in 2015 
but accounted for 28% of the globalized art market’s 
total revenue (adaM 2017: 14).

Segments within the art market can be distin-
guished by the characteristics of buyers and their pur-
chasing motivations. In the lower market segment, art 
acquisitions are primarily for decoration or personal 
satisfaction, with buyers possessing limited financial 
resources (boll 2005: 94). Conversely, in the upper 
market segments, art functions as a symbol of sta-
tus (Vogl 2013: 23), appealing to affluent purchasers 
(ibid.: 23ff.). Additionally, investment interest repre-
sents another motivation for buyers, where the ob-
jective is to secure a favourable financial return over 
time (boll 2011: 57f.). The inclination towards art as 
an investment has escalated post the 2007/8 financial 
crisis, with participants in the financial market in-
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creasingly seeking alternative avenues for investment 
(cineFra et al. 2019: 376), thereby drawing in novel 
categories of buyers (adaM 2017: 155ff.).

A diverse array of participants plays critical roles:
• Artists are the foundational contributors to the 

market, yet often struggle to secure a livelihood. 
A minority achieve wealth, operating large-scale 
studios where employees materialize the art-
ist’s concepts. In such instances, contemporary 
artworks might be endorsed by investors even 
before completion (adaM 2017: 33; adaM 2014: 
65ff.).

• Galleries serve as market makers (adaM 2014: 
22), typically engaging in contracts with con-
temporary artists to exhibit and sell their latest 
works. Galleries vary widely, from small, locally 
owned establishments to global enterprises like 
Gagosian (ibid.: 17).

• Art dealers principally engage in the purchase and 
resale of art pieces (Zorloni 2013: 60).

• International art fairs function as venues for show-
casing and selling artworks (haisch & MenZel 
2022).

• Auction houses offer a platform for sales, levying 
fees on both buyers and sellers to fund their 
operations (Zorloni 2013: 63ff.). Artworks are 
auctioned to the highest bidder, often after being 
listed in catalogues. The auction sector is domi-
nated by Sotheby’s and Christie’s, establishing a 
duopoly as the only auction houses with a global 
presence (boll 2011: 26).

• Additional key figures include art advisors, experts, 
critics, journalists, curators, museums, and biennials, 
who can sway market trends and valuations by 
showcasing or endorsing specific artists and their 
works (boll 2011: 33, 40f.).

Markets are conventionally considered efficient 
when “market prices accurately reflect all available 
information” (ibid.: 31). Nonetheless, the globalized 
art market is characterized by significant uncertain-
ties that remain underexplored in comprehensive ge-
ographic scrutiny. This phenomenon is not exclusive 
to the art market; many of its observed features could 
be relevant to various sectors across the globalized 
economy. Therefore, the global art market serves as 
one example of the impact of diverse socio-spatial 
strategies on the modern realm of global economic 
transactions. Our study aims to compile and organ-
ize the available information on the globalized art 
market, thereby laying the groundwork for future 
research within the discipline of human geography.

3 Methodology: A systematic literature re-
view using the TPSN-heuristic

3.1 Systematic literature review: Method and ap-
plication

Given the nascent stage of geographical research 
on the globalized art market, our investigation com-
menced without preconceived hypotheses related to 
our research interests. Therefore, our methodologi-
cal approach was designed to encompass the widest 
possible scope within this under-explored domain. 
Primary research methods, such as content or docu-
ment analysis of annually published art reports like 
the “Art Basel Report”, were deemed unsuitable due 
to their limited scope and focus primarily on sales 
data. Consequently, we opted for conducting a sys-
tematic literature review (SLR) as outlined by hart 
(1998), aiming to cover the field comprehensively by 
including all relevant scholarly contributions across 
various disciplines. Our SLR sought to compile data 
on the socio-spatial dimensions of the art market, 
drawing largely from non-geographic sources, in-
cluding economics, sociology, cultural studies, and 
international law, applying the TPSN framework 
(jessoP et al. 2008). Our review strived not for quan-
titative synthesis but rather to contextualize existing 
knowledge within this geographic heuristic.

SLRs are instrumental in identifying research 
voids (oKoli 2015: 880). However, they can be con-
ducted without strict methodological frameworks, 
rendering them prone to biases in publication selec-
tion (e.g. selection bias or publication bias) (booth et 
al. 2016: 19). The objective of a SLR is to distil perti-
nent insights from extant scholarly literature to foster 
new understandings (ressing et al. 2009: 457). The 
process is initiated by a well-defined research question 
(newMan & gough 2020: 7), guiding a systematic and 
explicit methodology to identify, select, and critically 
evaluate relevant studies, and to collate and analyse 
data from the included research (Moher et al. 2009: 
1). This approach adheres to scientific rigor, ensur-
ing the review’s comprehensibility and reproducibility 
(oKoli 2015: 880), with methodologies and criteria for 
literature inclusion or exclusion clearly documented in 
a review protocol (newMan & gough 2020: 8). This 
methodology entails meticulous documentation of all 
decision-making processes, utilizing tools like search 
logs, literature inclusion/exclusion lists, and PRISMA 
flow diagrams (Moher et al. 2009: 3). Following the 
selection phase, data extraction is performed based 
on the studies’ relevance to the research question and 
theoretical framework (oKoli 2015: 884).
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To explore the globalized art trade from a human 
geographic perspective, our search strategy was inter-
disciplinary, broadening the analysis without discipli-
nary constraints and adjusting search parameters as 
needed — a typical iterative approach in SLRs (Moher 
et al. 2009: 2, see also Fig. 1). The research focus was op-
erationalized with terms like “global”, “globalization”, 
and “art market” to filter literature pertinent to the glo-

balized art market or globalization processes within it. 
The following specific search terms were used:

‘global AND art AND market’, ‘globaliza-
tion AND art AND market’, ‘art AND 
market’, ‘global AND Kunstmarkt’, ‘glob-
al AND Kunstmärkte’‚ ‘Globalisierung 
AND Kunstmarkt’, ‘Globalisierung AND 
Kunstmärkte’, ‘Kunstmarkt’, ‘Kunstmärkte’

Fig. 1: Prisma Flow Diagram
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This broad focus aimed to capture a compre-
hensive array of studies addressing the global art 
market, employing search terms in both German 
and English. The search utilized online catalogues 
from the Sächsische Landesbibliothek (SLUB) and 
databases like Wiley, Sage, CrossRef, Springer Link, 
ScienceDirect, Taylor & Francis online, and SSOAR, 
supplemented by a snowballing strategy.

Initially, titles and abstracts were screened to ex-
clude duplicates. The screening of full texts focused 
on publications addressing globality, space, and 
trade within the time frame from 1991 to February 
27, 2024, narrowing down to studies specifically rel-
evant to our research focus. Inclusion criteria pri-
oritized peer-reviewed journals, authors with a sci-
entific background, and methodologies employing 
scientific approaches. Accessibility through Open 
Access or via the TU Dresden or the SLUB was also 
a consideration. Ultimately, 150 publications were in-
cluded in the review.

3.2 The TPSN-heuristic: Foundations and appli-
cation

A systematic literature review (SLR) is designed 
to synthesize the existing body of research com-
prehensively, employing systematic and transparent 
search methodologies to facilitate a structured analy-
sis of the compiled data. In pursuit of elucidating the 
dynamics of the globalized art market through a hu-
man geographic lens, our methodology was chosen 
to aptly reflect the complex and multidimensional 
nature of socio-spatial practices. This approach in-
volves the examination of several key dimensions: 
territory (T), place (P), scale (S), and network (N), as 
conceptualized by jessoP et al. (2008) and is imple-
mented as a methodological attempt to pave the way 
for future economic geographical research in adja-
cent empirical fields.

These dimensions are interpreted as distinct 
modes of spatial appropriation and production (ibid.: 
86). Within the domain of human geography, the spa-
tial constructs of territory, place, scale, and network 
are frequently discussed in conjunction with their 
corresponding processes: territorialization, place-
making, scaling, and networking (jessoP et al. 2008: 
394). However, these constructs do not prescribe a 
rigid spatial framework for understanding the world. 
Instead, they serve as analytical tools for examining 
contemporary social practices (belina 2017: 113), pro-
viding a prism through which the intricacies of the 
globalized art market can be analysed and understood.

• Territory is conceptualized as the effort by in-
dividuals or groups “(x) to influence, affect, or 
control objects, people, and relationships (y) 
by delimiting and asserting control over a geo-
graphic area” (sacK 1983: 56). The concept of 
territoriality involves the process of territoriali-
zation, culminating in the establishment of ter-
ritory as a geographically bounded space where 
power is exerted by specific actors (belina 2017: 
98). Territorialization encompasses socio-politi-
cal and technological practices aimed at exercis-
ing control over objects, individuals, and interac-
tions by various actors (ibid.: 88; Painter 2010).

• Place is regarded as a distinct entity, imbued with 
history and significance, where individuals ascribe 
emotions and ideas stemming from their experi-
ences (tuan 1974: 13, 108f.). This attribution can 
foster an emotional bond, often termed a sense 
of place, between people and a location (turner 
& turner 2006: 207). Place-making, the social 
construction of place, can be a strategic endeav-
our (belina 2017: 109). jessoP et al. (2008: 390) 
describe places as outcomes of intertwined social, 
economic, political, and cultural relations that 
manifest locally, constituted relationally within 
wider social frameworks. Moreover, places can 
be arenas of power disputes, being contested and 
subject to transformations (Massey 1991).

• Scale refers to the spatial and hierarchical segmen-
tation within the socio-political domain (belina 
2020: 53). Research attentive to scale scrutinizes 
the hierarchical organization of social practices 
and their genesis (belina 2017: 98). Another re-
search emphasis is on “spatial practices in which 
and by means of which they are produced and 
appropriated” (ibid.: 100; translation by the au-
thors), with scales emerging from socio-spatial 
dynamics linked to power (swyngedouw 1997: 
141). In this vein, jessoP et al. (2008: 390) dis-
cuss the concepts of politics of scale, re-scaling, 
and scale-jumping. Politics of scale broadly re-
fers to strategic efforts to shape scale structures 
to advance certain interests (swyngedouw 1997: 
141), re-scaling pertains to scalar restructuring 
triggered by such politics (belina 2020: 53), and 
scale-jumping involves strategically relocating 
social interactions to different scales to promote 
interests (sMith 1995: 62). The processes of (re-)
scaling thus underpin and strategize socio-polit-
ical and economic actions.

• Networks are seen both as mechanisms and as 
conditions for social practices and processes 
(belina 2017: 124). They are characterized as 
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comprising a minimum of three spatially fixed 
or semi-fixed entities and their interconnections 
(ibid.: 121), which could be corporations, cit-
ies, institutions, or individuals. Networks oper-
ate as self-organizing, non-hierarchical systems 
(leitner & shePPard 2002: 496). They facilitate 
the formation of social relations and spatial con-
figurations (belina 2017: 121). Within networks, 
places are interconnected, evolving through ex-
changes (castells 1999: 65), as “conjunctions 
between things, places and actors, and especially 
which connections between them are relevant, 
can only be determined in connection with the 
way networks and connections are produced and 
used in social practice” (belina 2017: 124; trans-
lation by the authors).

brenner (2019: 263) addresses the challenge of 
capturing the nuances of social processes through 
geography by asserting that “the geographies of any 
social process (...) cannot be adequately understood 
with reference to any singular principle or all-en-
compassing morphological pattern”. He describes 
the socio-spatial reality as consisting of “messy 
articulations among multiple patterns, layers, con-
tours, lines, folds, points, clusters, and edges” (2019: 
265), emphasizing the complexity and multifaceted 
nature of these phenomena. Similarly, jessoP et al. 
(2008) critique the limitation of analysing social 
processes through a singular spatial dimension, 
labelling such approaches as overly simplistic and 
theoretically insufficient. This viewpoint is echoed 
by brenner (2019) and further supported by jones 
& jessoP (2010), who stress the inadequacy of one-
dimensional explanations for the richly diverse so-
cio-spatial phenomena.

Consequently, jessoP et al. (2008: 392) high-
light the interdependence of different spatial forms, 
noting that while each form may elucidate certain 
socio-spatial practices, none can singularly account 
for the comprehensive socio-spatial organization 
of human society, which they characterize as both 
polymorphic and multidimensional. They argue for 
the recognition of socio-spatial multidimensionality 
and polymorphism as a “pragmatic methodological 
basis on which to investigate the dynamic historical 
interplay between place-making, territorialization, 
scaling, and networking processes; their variegated 
socio-spatial consequences; and their ongoing po-
litical contestation” (brenner 2019: 259). This per-
spective underscores the complexity of socio-spatial 
phenomena and advocates for a multi-faceted ap-
proach in analysing them.

To address the complexity of socio-spatial phe-
nomena, jessoP et al. (2008) introduced the TPSN 
framework, incorporating territory, place, scale, and 
network (TPSN) as key analytical dimensions. These 
concepts are seen both as outcomes of historical pro-
cesses that have shaped the social landscape, such as 
national borders between states (termed: structur-
ing principle), and as strategies used to navigate and 
influence the socio-spatial environment, including 
territorialization, place-making, scaling, and net-
working (termed: field of operation) (ibid.: 394).

The application of the TPSN framework is lik-
ened to a movement from an abstract and simplistic 
starting point (e.g., the concept of place) towards 
complex and concrete outcomes (specific combi-
nations of TPSN elements) (ibid.). This methodol-
ogy underscores the significance of “contradictions, 
conflicts, dilemmas, marginalisation, exclusion, and 
volatility at once within and among each of these 
socio-spatial forms” in examining socio-spatial ar-
rangements (ibid.). A pivotal aspect of utilizing this 
approach is the acknowledgment of multidimen-
sionality in analysing social practices, by consider-
ing the interplay and combinatory potential of all 
spatial forms.

In this discourse, we initially provide sepa-
rate descriptions of the four spatial dimensions. 
Subsequently, we will explore these phenomena 
from a multidimensional viewpoint, integrating the 
disparate dimensions to offer a comprehensive anal-
ysis of socio-spatial dynamics.

4 Exploring the globalized art market 
through the lens of  territory, place, scale, 
and network

4.1 Dissecting the spatiality of  the globalized 
art market: Territory

Firstly, several studies have explored shifts 
within traditional Western hegemony, with some 
stakeholders in the art sector viewing globalization 
as a phenomenon that diminishes the influence of 
nationality on perceived quality (Velthuis 2013, 
queMin 2006). Contrary to this perspective, other 
authors have contested the notion of a fully de-
territorialized global art market, where national af-
filiations cease to affect valuation. Instead, evidence 
suggests that economic and symbolic authority re-
mains predominantly consolidated within a select 
group of Western nations (ibid.: 304), albeit facing 
growing challenges. This concentration of power 
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is evident in the propensity of galleries to primar-
ily showcase artists of their own nationality — a 
trend identified as the home bias effect (queMin 
2006: 36f.). Moreover, analyses of prestigious rank-
ings reveal that the majority of top-tier artists and 
influential experts come from Great Britain, the 
USA, or Germany (hest & VerMeylen 2015: 182ff., 
PrinZ 2022), further underscoring the enduring sig-
nificance of national origins in the globalized art 
market.

Secondly, the involvement of nation-states as 
pivotal actors within the art market can be catego-
rized into three distinct roles: as regulators, stimula-
tors, and active participants.
• As regulators, governments implement a variety 

of legal frameworks, including taxation, customs 
duties, censorship, market oversight, export re-
strictions, prohibitions on foreign dealers, and 
laws targeting corruption and money launder-
ing (dagirManjian 2019: 705f.), to exert control 
over art market operations. Notably, countries 
such as China and Italy have imposed export 
bans on specific art pieces deemed national 
treasures, effectively limiting their international 
trade (archer 2022: 32, 287). In some cases, this 
has also been introduced regarding looted art-
works (see KlerMan & shortland 2022).

• In their capacity as stimulators, states endeavour 
to energize art market activities within their ju-
risdictions to attract foreign investments, secure 
a larger share of the market, or enhance their 
international prestige. This stimulation often 
involves reducing taxes and duties or relaxing 
regulations on money laundering. Hong Kong, 
for example, has ascended to a leading position 
in the global art market, partly due to its spe-
cial administrative status which exempts it from 
the customs duties and sales taxes applicable in 
mainland China for the import, export, or sale of 
goods (ibid.: 21). Similarly, offshore jurisdictions 
like the Cayman Islands appeal to corporations 
and affluent individuals with favourable tax poli-
cies and financial confidentiality (KoldehoFF & 
tiMM 2020: 14), with the offshoring of art trade 
serving as a mechanism for tax evasion and the 
concealment of identities, including in the con-
text of illicit art transactions (Post & calVao 
2020: 2ff.).

• As market participants, certain governments take 
a more direct approach by engaging in the art 
market to strategically position their country as a 
cultural and economically significant hub. Since 
the mid-2000s, for instance, Qatari officials have 

acquired art worth billions of dollars for their 
nascent museums, aiming to carve out a niche 
for Qatar as an influential player on the interna-
tional art scene (adaM 2014: 148ff.).

These actions by nation states significantly im-
pact the geographical distribution of market shares, 
as variations in taxes, customs duties, national herit-
age protections, and anti-money laundering regula-
tions across different countries affect the attractive-
ness of those locales to investors in the art market.

4.2 Dissecting the spatiality of  the globalized 
art market: Place

The globalized art market is a field of various 
meaningful localities, each fulfilling distinct func-
tions. Personal interactions in specific physical set-
tings, such as galleries, auction houses, and art fairs, 
are pivotal to the market’s operation, serving pri-
marily as commercial intermediaries between the 
producers (artists) and consumers (boll 2011: 11). 
While the significance of online commerce is grow-
ing, particularly as a means of information acquisi-
tion, it remains a relatively minor component of 
overall market activity. This is especially true within 
the market’s upper echelons, where online trading 
occurs on a limited basis or is almost non-existent 
(hest & VerMeylen 2015: 177).

The art market’s vibrancy largely stems from in-
person negotiations of prices and styles, predomi-
nantly occurring within galleries and art fairs, where 
physical attendance underscores one’s affiliation with 
an elite echelon of affluent and influential individuals 
(quesenberry & syKes 2008: 133). Art fairs, in par-
ticular, illustrate the critical role of physical proximity 
and direct interactions. These events act as ephem-
eral marketplaces, drawing participants from various 
global locales to form “temporary clusters” wherein 
“particular knowledge processes” related to pricing, 
consumer preferences, market demands, and trends 
are exchanged (haisch & MenZel 2022: 238f.). This 
exchange fosters the development of a “global epis-
temic” community (ibid.). The arrangement of booths 
and artworks facilitates these physical interactions 
(ibid.: 247f.), playing an essential role in the value-
creation ecosystem of the global art market by con-
gregating commercial intermediaries for brief periods 
of trading and art promotion. Since the art market’s 
value is generated through direct participant interac-
tions, transient venues like art fairs become crucial for 
evaluating the worth of emerging trends and artists.
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Conversely, auction houses transform their auc-
tions into opulent gatherings for the affluent and 
celebrities, where art is sold in a manner designed 
to captivate public interest (Zorloni 2013: 63ff.). 
These events serve to legitimize art as a coveted 
status symbol among the wealthy, thereby enhanc-
ing the exclusivity of the auction houses and, con-
sequently, leading to higher sales prices compared 
to less opulent venues (cineFra et al. 2019: 378). 
Ironically, despite their fame, these institutions 
are among the more accessible elements of the 
globalized art market, as auctions are open to the 
public. However, access within galleries or to more 
exclusive dealers often remains restricted to estab-
lished clients (Velthuis 2012: 21).

The concept of place is further relevant regard-
ing a de-facto delineation of the art world into cen-
tres and peripheries, a phenomenon that mirrors the 
fundamental dynamics of capitalist uneven devel-
opment (brenner 2019: 270). In the globalized art 
market, only a select few locations emerge as domi-
nant centres. Since the early 21st century, China 
has risen to become the second or third largest art 
market, with a market share of approximately 20%, 
positioning itself closely behind the USA, which 
holds about 40%, and on par with the UK (~20%) 
(Mcandrew 2023: 27). Despite the national signifi-
cance of these markets, the art trade itself is highly 
concentrated in specific cities that act as pivotal 
hubs. Metropolises such as New York, London, and 
Hong Kong are preeminent due to their role as con-
sumption centres for the international elite, particu-
larly within the luxury and cultural sectors (Zhang 
et al. 2022: 390). These cities host the majority of 
esteemed art market intermediaries, including auc-
tion houses and galleries, and account for 85% of 
global auction sales (assaF 2018: 346). While these 
actors maintain offices globally, strategic decisions 
are predominantly made in New York and London, 
with a few cities in Western Europe and China (e.g., 
Beijing) beginning to close the gap.

Conversely, the periphery encompasses vast re-
gions of the world seemingly disconnected from prof-
iteering of the global art market, including the entire-
ty of Africa, South and Central America, Australia, 
and Central Asia (Velthuis 2013: 291ff.). Art from 
these areas is often characterized by Western market 
actors as the other, employing mystification and exoti-
cization for commercial advantage (schultheis et al. 
2016: 28). This dynamic ensures that interpretive au-
thority over such art remains with the predominantly 
Western centres, perpetuating colonialist perspec-
tives (banKs 2018: 5).

In recent years, there has been a notable effort 
to create new competitive places with global signifi-
cance (schultheis et al. 2016: 240). These initiatives 
strive to lure affluent consumers, luxury sector actors, 
and corresponding corporations, while also aiming to 
position these locales as global, contemporary, trendy, 
or culturally significant. The goal is to secure a com-
petitive edge in attracting highly skilled profession-
als or boosting tourism (cudny et al. 2020: 1f.). For 
instance, in the lead-up to the 2008 Olympic Games, 
China undertook significant expansions of its art 
market to project an image of progressiveness, at-
tractiveness, and liberalism (archer 2020: 3). Such 
strategic manoeuvres by governments may also en-
compass nation-building elements, utilizing art to 
cultivate or bolster a national or nationalized culture. 
This, in turn, serves to legitimize current political fig-
ures, as observed in several Gulf states (brones & 
MoghadaM 2016: 3).

4.3 Dissecting the spatiality of  the globalized art 
market: Scale

Recent decades have witnessed a series of re-scal-
ing processes within the global art market, precipi-
tated by significant geopolitical and economic shifts. 
The dissolution of the communist bloc, alongside the 
economic liberalization initiatives in China and India 
at the start of the 1990s, catalysed profound changes 
in the global economic landscape. These transforma-
tions have subsequently influenced the scalar organi-
zation of the global art market, altering its structure 
and dynamics.

Firstly, since 1991, a notable shift has occurred 
among Western auction houses, galleries, and art 
fairs: Expanding their operations to a global scale 
helped them to maintain their powerful positions 
and establish themselves on the top end of the 
emerging hierarchies in this globalizing market 
(schultheis et al. 2016: 33f.). This global outreach 
involved establishing branches in burgeoning mar-
kets, which were identified as lucrative sources of 
new buyers and, consequently, greater profits (ibid.). 
Sotheby’s and Christie’s, in particular, played piv-
otal roles in this expansion by setting up branches 
in locations like Hong Kong, Dubai, and Singapore. 
Their efforts were instrumental in elevating these 
cities to the status of global art trade hubs (MacKay 
2022: 5; aerne 2021: 3). These auction houses ben-
efited from their sales model, which includes organ-
izing a few major events annually that accommodate 
participation from any location via online streaming 
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and telephone bidding. This model has proven to be 
highly effective on a global scale (Velthuis 2012: 
17), with enhanced technological and web-based ca-
pabilities playing a significant role in facilitating this 
transition (grinstead 2021).

Coinciding with the global orientation of trade, 
there has been, secondly, a significant broadening 
in the spectrum of buyers within the art market. 
Presently, this group predominantly comprises afflu-
ent individuals from across the world, with an increas-
ing number emanating from emerging economies 
such as Russia, China, India, and countries in the 
Middle East (adaM 2017: 62f.). This global diversifica-
tion of potential buyers, moving beyond a national or 
macro-regional elite who can travel globally to key art 
market events at a moment’s notice, has precipitated a 
marked surge in demand (codignola 2006: 83). This 
expansion has also facilitated strategic endeavours 
by national actors aiming to augment their influence 
within the globalized art market, introducing several 
new players and challenging established hierarchies of 
the market as state and private actors especially from 
China, India, Russia, the Gulf Region, and Singapore 
have gained influence. Notably, China’s establishment 
of the Poly auction house, which is affiliated with the 
Chinese military and expanded its operations interna-
tionally with the opening of its first overseas office in 
New York in 2012, exemplifies such strategic moves 
(adaM 2014: 138).

The globalization of the art market, character-
ized by Western actors expanding into Eastern coun-
tries and new entrants establishing footholds in tra-
ditional art market centres, has, thirdly, led to a con-
vergence of practices. This homogenization requires 
artists to cater to a broader, global audience, often 
at the expense of regional uniqueness for profitabil-
ity (while 2003: 255). A significant repercussion of 
this trend is the diminishing presence of indigenous 
art practices. Artists, even in the more remote areas 
of the global art market, face increasing pressure to 
align their creations with global aesthetics to ensure 
marketability (KhandeKar 2019). Consequently, 
judgments regarding the authenticity, value, and 
marketability of artworks from peripheral regions 
are predominantly made by actors from Western 
countries or China. This dynamic is perceived to 
perpetuate and reinforce existing postcolonial power 
hierarchies (banKs 2018: 5ff.), further centralizing 
interpretive authority and market influence within 
the hands of a few dominant global players, thus ex-
emplifying the dominance of market standards be-
ing established on a global scale over those on na-
tional or local scales.

4.4 Dissecting the spatiality of  the globalized art 
market: Network

The elite echelon of the globalized art market is 
comprised by a literal network of select actors dis-
persed worldwide, wielding dominant authority to 
determine market participation (archer 2022: 8f., 
126). This exclusive network, detailed in Section 2, 
predominantly spans urban centres across North 
America, Western Europe, East and Southeast Asia, 
and increasingly, the Middle East. These regions host 
the permanent establishments or branches of art mar-
ket actors and are the venues for auctions, fairs, or 
biennials (Zhang et al. 2022: 397). Cities like London, 
New York, Paris, Hong Kong, Dubai, Beijing, and 
Singapore serve as pivotal nodes where key partici-
pants converge, conduct operations, and exert their 
influence over inclusion within or exclusion from the 
market (while 2003: 252).

Art market actors have strategically formed a 
spatial network on a global scale, facilitated by their 
branches, agents, and partnerships across continents 
(yogeV & grund 2012: 25f.). Galleries and auction 
houses targeting the global market essentially oper-
ate as transnational corporations, integrating into 
global production networks (GPN) as conceptualized 
by dicKen (2015: 54ff.). These actors actively scout 
for new artists or artworks worldwide, incorporating 
them into the GPN as inputs. These artworks are then 
transformed into marketable commodities through 
valuation techniques such as exhibitions and media 
campaigns, eventually reaching consumers through 
gallery sales or auctions (Zorloni 2013: 25).

In this context, globally oriented auction houses 
and galleries effectively establish global value chains 
(GVC) in the sense described by antras (2020). Value 
is incrementally added at each stage within their cor-
porate networks, from the discovery of new artwork 
through to marketing strategies and specific auc-
tioning or gallery presentations. This value-adding 
process encompasses multiple countries, illustrating 
the comprehensive and international scope of their 
operations.

The influence wielded by a relatively small cadre 
of powerful actors within the global art market is his-
torically rooted in their role as gatekeepers (Velthuis 
2013: 297ff.). Their authority is intricately linked to 
the art pricing process, characterized as a nuanced so-
cial negotiation within this network to determine the 
artistic and economic worth of artworks (Velthuis 
2005: 188). Unlike conventional markets, buyers in the 
global art market navigate a realm of “fundamental 
uncertainty” leading to “limited rational purchasing 
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decisions” (becKert & rössel 2013: 178). The chal-
lenge lies in the subjective nature of art valuation, 
especially within the upper echelons of the market 
where the price of a piece is not easily attributed to 
tangible factors like materials or labour, as these el-
ements are typically minimal in artworks traded for 
significant sums (Vogl 2013: 98ff.). Instead, the com-
modification of art is a collective negotiation among 
transnational market experts — encompassing galler-
ies, auction houses, art journalists, dealers, collectors, 
and curators — who negotiate value via specific so-
cial relations. These actors significantly influence the 
reputation of artists and artworks, which are crucial 
to price determination (becKert & rössel 2013: 191). 
Hence, the global art market is often regarded as a sta-
tus market (asPers 2005), where the valuation of art 
stems from social standing and positioning.

For instance, brandellero (2022: 540) illustrates 
the efforts of Brazilian art market participants to el-
evate the profile of Brazilian contemporary art on 
the global stage through socio-spatial practices that 
extend its social networks. By strategically partici-
pating in reputable art fairs and positioning their art 
within key nodes of this international network, these 
Brazilian actors aim to integrate themselves into the 
global market’s value creation system (ibid.). Such 
participation enhances their reputation, facilitates the 
acquisition of market insights and trends, and fosters 
new connections with dealers, gallery owners, collec-
tors, and other pivotal figures within the value crea-
tion network, effectively building relations to impor-
tant actors and nodes of decision-making processes 
(ibid.). Consequently, the globalized art market is envi-
sioned as a complex transnational network operating 
on principles of personal connection and trust (KurZ 
2016: 547).

Technological advancements, notably the advent 
and proliferation of the World Wide Web, play a cru-
cial role in reinforcing the networked nature of the 
globalized art market (hest & VerMeylen 2015: 177). 
Digital infrastructure empowers affluent purchasers 
to engage in bidding activities from any global loca-
tion, relying on agents to relay images of artworks 
and to execute purchase orders based on these visu-
als, thus allowing new relations to be established in 
the global art market network (Velthuis 2012: 17). 
Additionally, the internet significantly benefits auc-
tion houses by facilitating worldwide access to their 
catalogues online. The relevance and utilization of 
these digital tools were notably amplified during the 
Covid-19 pandemic, showcasing the internet’s critical 
role in maintaining and expanding the art market’s 
global network (grinstead 2021).

5 Integrating the spatiality of  the globalized 
art market: A view from the TPSN-perspec-
tive

While our analysis has so far structured findings 
within the distinct frameworks of territory, place, 
scale, and network as delineated by jessoP et al. (2008), 
it has become evident that certain phenomena within 
the globalized art market transcend these epistemo-
logical confines. In the subsequent discussion, we will 
concentrate on elements of the globalized art market 
that are influenced by multiple socio-spatial dimen-
sions, highlighting the interconnectedness and com-
plexity of these phenomena beyond the initially de-
fined boundaries.

Consequently, we identified several phenomena 
where two of the stated socio spatial dimensions coin-
cide as a structuring principle and a field of operation 
(jessoP et al. 2008: 395) as described in chapter 3.2, 
in table 1.

Based on table 1, we summarise five multidi-
mensional socio-spatial findings of our methodolog-
ically-guided systematization – having started from 
one-dimensional entry points to multidimensional 
phenomena of the global art market. These five key 
points stand out as the most relevant, dynamic, con-
tradictory, and complex socio-spatial arrangement 
structuring the field of globalized art trade.

Finding 1: Territorially based place-making, re-
scaling and networking are commonly utilised as 
competing spatio-centric strategies

Within the globalized art market, actors of diverse 
natures (both private and public) engage in strategic 
efforts to carve out advantageous positions through 
investments in high-value artworks, the develop-
ment of new centres within the existing network, 
and leveraging scale-jumping to navigate regulatory 
disparities, as shown in row “Territory” of table 1, 
where multiple examples for territorially based place-
making, re-scaling and networking are presented. For 
instance, territorial actors such as Azerbaijan, Saudi 
Arabia, China, and Singapore employ place-making 
strategies, including the enactment of tax incentives 
and the support of local art scenes, aiming to elevate 
their status to that of regional hubs and pivotal nodes 
within the global art market network. These manoeu-
vres often emerge in response to the historical domi-
nance of Western actors, such as auction houses and 
major cities. Consequently, the globalized art market 
can be conceptualized as an arena of spatio-economic 
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S T R U C T U R I N G 
PRINCIPLE

FIELD OF OPERATION

Territory / 
Territorialization

Place / 
Place-Making

Scale / 
Re-Scaling

Network / 
Networking

Territory Chapter 4.1 Places in Western 
nation states, that 
persist to dominate the 
art market (e.g., New 
York/USA, London/
UK).

Place-Branding of  
nation-states with art 
goods declared as of  
national value through 
legislation/export bans.

Place-Framing of  
specific territories 
in context of  the art 
trade, e.g., exoticizing 
of  art goods from 
African territories.

Place-Making when 
national governments 
buy and display 
art goods to brand 
culturally important 
locations (e.g., Qatar).

Upwardly scale-jumping 
to the global scale to 
avoid the territorially 
organised legal 
framework.

Art market participants 
use most favourable 
national legal 
frameworks on regional 
scale, e.g. in the US-
states, to pay the least 
amount of  taxes and 
duties. 

Persistent importance 
of  a few Western 
actors (despite new 
challengers).

Globalized networking 
of  non-state decision 
makers leads to loss of  
power of  traditionally 
state funded actors like 
museums.

Place Persistent globally 
uneven distribution of  
specific central/core 
places of  importance 
(e.g. art dealers, auction 
house) vs. global art 
peripheries that do not 
participate in high-
value transactions.

Recent national 
initiatives to establish 
new places of  
importance that 
challenge establish 
centre-periphery-
relations.

Freeports established 
as extraterritorial places 
of  storing and trading 
art.

Chapter 4.2 Specific cities as 
globally accepted 
signifiers for and places 
of  fine arts (e.g., Paris, 
New York, London).

Freeports established 
as global places 
disconnected from 
national regulations.

Urban areas as hubs 
where most of  the 
global art market takes 
place.

Globally spanning 
networks of  actors on 
the art market that are 
based in few urban 
areas (e.g., New York, 
London, Hong Kong 
etc.).

Freeports established as 
important nodes inside 
the global art market 
network.

Networking at specific 
core art market places 
like fairs, etc.

Scale National Regulations, 
e.g. laws hindering 
the trading of  looted 
artworks have been 
established by some 
important nation states 
like the US and exert 
influence on the global 
art trade.

Place-Making on 
different scales (nation-
states, regions, cities) 
to attract art market 
activity.

Chapter 4.3 Networking of  local/
regional art market 
participants on the 
global scale in order 
to integrate in the 
globalized art market.

Tab. 1: Two-dimensional aspects of  the globalized art market, according to the TPSN-heuristic
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manoeuvres, where attributes like quality, financial or 
artistic worth, and influence are not static measures 
but dynamic elements shaped through interactions 
among global market participants. Moreover, our 
analysis highlights that these actors deploy spatio-
scalar tactics, including re-scaling, place-making, and 
networking, to circumvent regulatory obstacles, to 
influence the trade’s character, and exploit regulatory 
divergences for economic gain.

Finding 2: Territorially based re-scaling and net-
working re-negotiate, yet do not challenge pat-
terns of  post-colonial unevenness.

The globalization of the art market entails the 
widespread adoption of the Western art market mod-
el, a process significantly driven by the expansion-
ary efforts of dominant Western art actors (MacKay 
2022: 9): Since the 1990s, key Western players, such 
as Sotheby’s and Christie’s, have strategically extended 
their operations through a network of international 
branches, thereby globalizing their business model 
and maintaining their market dominance as described 

in columns “Scale/Re-Scaling” and “Networking” in 
table 1. The debate continues as to whether this ex-
pansion represents a postcolonial shift in hegemony 
or provides opportunities for previously marginal 
regions, like China or Brazil, to cultivate their own 
successful art market participants and, consequently, 
generate value (while 2003). Nonetheless, it is evi-
dent that the upper echelons of the art market con-
tinue to be characterized by a model in which Western 
actors maintain predominant control and hold pivotal 
positions of power. This dominance is increasingly 
challenged by the emergence of China as a signifi-
cant force within the global art market, suggesting 
a potential recalibration of existing power dynamics 
(schultheis et al. 2016: 9f.).

Finding 3: Territorially based scale-jumping is 
used by non-state actors to loophole the nation 
states’ regulatory hegemony.

Private actors within the globalized art market 
have adopted innovative strategies to navigate and ex-
ploit regulatory landscapes (see row “Territory” and 

Nation state implement 
export bans of  cultural 
relevant art goods to 
hinder their trade on 
the global scale.

Nation states or 
supranational 
organizations, e.g. EU, 
attempt to build global 
legal frameworks to 
regulate aspects of  the 
art market.

Attempts to place-
frame specific artworks 
as having a “global” 
style is used as a 
marketing strategy.

Place-Framing of  
artworks from “exotic” 
places of  the art 
world’s peripheries may 
be labelled as “local” 
by important actors to 
separate them from the 
hegemonic “global” 
style.

Networking by 
important art market 
corporations on 
different scales to form 
GPNs.

Network State actors try to 
position their territories 
as attractive sites for 
important nodes of  
the global art market 
network through 
favourable legislation.

De-territorialization 
through networks 
of  important market 
participants, e.g. big 
auction houses, span 
over multiple nation 
states.

Specific art market 
networks, e.g. network 
of  “Young British 
Artists” has led to the 
branding of  London as 
an artsy city in 1990s.

Re-Scaling in the form 
of  branding western 
art market actors/
networks (e.g. auction 
houses) with a global 
appeal to increase the 
number of  potential 
buyers and profits.

Challenges to sub-
national actors in the 
art market by national 
governments (e.g., 
Qatar, China) and their 
strategic attempts of  
establishing new places 
and actors.

Chapter 4.4
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column “Scale/Re-Scaling” in table 1). For example, 
smugglers dealing with illegally exported artworks 
attempt to evade state oversight by circulating these 
items extensively across the globe (quinones Vila 
2021: 52ff.). This tactic involves taking advantage of 
lenient territorial import regulations in certain coun-
tries to obfuscate the origins of the artworks, thereby 
facilitating their eventual sale in Europe or the USA 
(ibid.). Additionally, some buyers circumvent national 
regulations by acquiring artworks from jurisdictions 
offering the most favourable tax conditions, often 
utilizing post office box companies as intermediar-
ies (KoldehoFF & tiMM 2020: 183). Practices akin to 
money laundering have been identified, leveraging the 
fact that art transactions lack stringent international 
regulation. Artworks can be purchased in countries 
without extradition agreements, taxes paid at advanta-
geous rates, and then sold internationally (ibid.: 241ff.). 
In essence, various private actors employ scale-jump-
ing tactics to bypass territorial regulations affecting 
the art market. These manoeuvres range from (semi)
legal strategies used by affluent collectors, dealers, and 
art investment firms aiming to minimize tax liabilities 
or maximize profits, to illicit efforts to conceal the ori-
gins of counterfeit or stolen artworks.

Finding 4: Place-based territorialization, re-scal-
ing and networking are employed as means of  
establishing nationally accepted extra-territorial 
sites of  elite private art trade.

In the context of strategies employing territorial-
based scale-jumping to circumvent regulations (see 
row “Territory” and column “Re-Scaling” in table 
1), freeports emerge as significant enclaves. These 
are warehouses designated for storing art and luxury 
items, classified as special economic zones (dörry & 
hesse 2022: 171; Post & calVao 2020: 11), found in 
locations such as Geneva, Singapore, Luxembourg, 
Delaware, New York, Monaco, and Beijing (ibid.: 2). 
Within these facilities, the host country’s national 
tax, customs laws, and sometimes even anti-money 
laundering regulations are inapplicable (ibid.: 1ff.). 
Despite often being situated near international air-
ports or shipping ports for convenient global trans-
fers of luxury goods (Post & calVao 2020: 2), free-
ports are conceptualized as “legal fictions” and “delo-
calized” entities, “dislodged from connections to […] 
concrete socio-geographical spaces” (schwarZKoPF 
& bacKsell 2021: 341). The management of these 
warehouses typically involves leasing space to sub-
contractors, who then offer it to private individuals 

(Post & calVao 2020: 5). The facilities are designed 
to provide optimal conditions for art preservation, 
including climate control, on-site restoration special-
ists, and exhibition spaces (ibid.: 6; KoldehoFF & 
tiMM 2020: 159f.). Security measures, such as barbed 
wire fencing and advanced surveillance systems, are 
implemented to limit access (weeKs 2020: 3). Given 
the restricted entry, even for customs officials, it is 
speculated that freeports also serve as repositories for 
illicit art and other luxury commodities (KoldehoFF 
& tiMM 2020: 183).

Furthermore, freeports have increasingly be-
come venues for transactions among affluent indi-
viduals, utilizing the freeports’ own showrooms for 
sales and thus circumventing regulatory oversight 
or associated fees due to their extraterritorial status 
(Post & calVao 2020: 12). From the perspective of 
the TPSN heuristic, freeports represent a form of 
place-based territorialization (see row “Place” and 
column “Territorialization” in table 1), functioning 
as distinct locales of inclusion and exclusion with 
their own set of regulations, separate from the host 
country’s national laws. Concurrently, they facili-
tate the globally re-scaled art trade by meeting the 
demands of a specific network of wealthy collectors 
and investors seeking to bypass national regulations 
and taxes (see row “Place” and column “Re-Scaling/
Networking” in table 1). Artworks can be traded di-
rectly within a freeport, often negating the need for 
tax payments on transactions. Therefore, freeports 
exemplify a denationalized global art trade, serving 
as critical nodes within the network of international 
art transactions. There are instances where artworks 
sold at auctions in places like New York are physi-
cally stored in the Freeport of Singapore, illustrating 
freeports as “space-time arrangements” that operate 
as exceptions to national regulations, effectively rein-
stating elite privileges in a contemporary context and 
positioning them as a unique category of special eco-
nomic zones (SEZs) focused on immobilization rath-
er than fluidity (schwarZKoPF & bacKsell 2021: 341).

However, to view freeports solely through the 
lens of regulatory evasion overlooks governmental 
strategies facilitating their existence. Legal frame-
works, such as those in Luxembourg, enable the 
establishment of freeports, positioning them as stra-
tegic infrastructural alliances and zones designed to 
leverage benefits in the global competition for art 
trade hubs through foreign investment attraction. 
Thus, freeports can be understood as strategic place-
based (extra)territorializations, instrumental in the 
functioning of the intricate mechanisms of financial-
ized capitalism (ibid.: 11; dörry & hesse 2022: 165).
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Finding 5: Re-scaled territorializations towards a 
globalised regulatory response to illegal trade re-
main hesitant and limited.

While our discussion has primarily focused on 
aspects of the globalized art trade that appear to cir-
cumvent or challenge nationally based regulations, 
quinones Vila (2021) provides insights into interna-
tional efforts aimed at establishing uniform legisla-
tion to combat the trafficking of art goods. Building 
on an earlier UNESCO convention from 1970, the 
Convention on Stolen or Illegally Exported Cultural 
Objects (unidroit 1995) was introduced as an inter-
national treaty and has since been ratified by over 
50 countries (ibid.: 57f.). This treaty is designed to 
facilitate cooperation among national law enforce-
ment agencies and is supported by bilateral agree-
ments and measures. Through such efforts, state ac-
tors endeavour to implement territorially organized 
legislation on a global scale (see row “Scale” and col-
umn “Territorialization” in table 1), thereby making 
it more challenging for private participants in the art 
market to exploit national legislative discrepancies by 
scaling their operations globally.

6 Conclusion

Within both the art world and its scholarly ex-
amination, two distinct interpretations of the art 
market’s globalization process prevail. Firstly, glo-
balization is often lauded as a unifying force that 
effectively de-territorializes the art world. This per-
spective posits that globalization diminishes the 
dominance of traditional Western centres, thereby 
elevating previously marginalized regions and fos-
tering a genuinely global art sphere (Velthuis & 
baia curioni 2015: 4). Conversely, there is an ar-
gument suggesting that the art market has been 
internationally oriented for centuries, albeit to a 
lesser degree and with a pronounced Western em-
phasis (see ibid.: 5ff.). This viewpoint acknowledges 
the long-standing international nature of the art 
market, while recognizing its historically Western-
centric orientation.

Contrary to such overarching narratives, our in-
vestigation aimed to parse out the socio-spatial di-
mensions of the globalized art market through the 
lens of the TPSN heuristic, using it as an approach 
to systematically investigate a specific globalized sec-
tor from a human geographical perspective. A sys-
tematic exploration of spatial relevance within this 
market unveils rich insights into the characteristics 

of globalization processes both within the art market 
and broadly. This analysis reveals that the art world 
is neither entirely globalized and borderless nor sim-
ply a continuation of past international network-
ing practices. Instead by using the TPSN heuristic 
as a conceptual framework, we were able to identify 
specific socio-spatial strategies structuring and in-
fluencing globalization processes in the art market. 
Nation-states retain significant influence through 
diverse territorially based practices, and disparities 
in development continue to mark the landscape. Yet, 
a novel dimension of global integration is evident, 
characterized by the re-scaled organization of market 
participants as transnational corporations operating 
within global production networks. Concurrently, 
new place-based centres and trading locales within 
the globalized art market have surfaced. Despite 
these developments, Western dominance persists, 
with actors like Sotheby’s and Christie’s maintaining 
a significant share of the global market as they were 
able to successfully use re-scaling and networking 
strategies. This situation underscores that globaliza-
tion primarily benefits the dominant Western actors, 
facilitating their expansion and providing them with 
a competitive edge in new markets over local rivals 
(belina 2020: 55). This nuanced view acknowledges 
the complexity of globalization in the art market, 
conceptualizing it as a field of competitive interac-
tion, oscillating between continuity and change.
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