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This study aims to investigate art foundations as a potential venue for luxury fashion
brands to provide a transformative experiefeeviding experiences has become one of

the main strategies forghion brands to engage with their consumers. Yet, because of
the proliferation of brand experiences, consumerstantirg to perceive brands as not
authentic anymorelransformative experiences are believed tarimee authentiand
meaningfu) andluxury fashionbrand€© imagenight benefit from offering these kinds of
experiences to their customergloreover, this is important in the perspective of
strengthening the brandsO relationship with their consumers, and increasing loyalty
towards the brand.

According to the literature, ransformative experience is a Giifmnging® experience;

an experience which might lead a person to gain new knowledge, increase self
awareness, perceive a sense of renewal. These kinds of experiences are considered of a
more pofoundimpactthanother experiences. Hendbgey might facilitate the brand in
creating adeeper bond with the consumers, and strengthen consumersO loyalty towards
the brand. Art is considereda powerful facilitatorin prouvding transformative
experiencs; although, in the luxury fashion context art collaborations and brand
experiences permealavith arts have become commadrhus, here are some brands

which have decided téurther invest in art bgstablishingart foundations characterised

by a philanthropic scopéhis study look at these foundations as potential venue to

provide transformative experiences.

Based orrapid ethnographyas methodology, data were collected through participant
observation, twodcus group, and indepth interviews, and were analysed utilising

Template Analysis.

The findngs suggest thahrough a few implementations and improvemettis, art
foundationowned bythe luxury fashion brandoud facilitate the fashion branth
providing transformative experienceshese resulthave informed the creation af
conceptual framework which luxury fashibrandgnayimplement in theifoundationsO
strategies tdacilitatethese kinds of experiences.
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This research regards luxury fashion brands and their ownership of private foundations
dedicated to the art§he focus is o understandingow people experience such venues,
and in particular, ifthese venues could be consideneabductive to provide a
transformative experienc8rands are apparently losing their allure of authenticity by
providing experiences not deemed significant by the consumer, and the idea is that
transformative experiences could restore this a(Miermiri, 2009) The interest for this

topic originated at a point between the end of 2014 and the beginnB@L5f when

Louis Vuitton and Prada opened two venues dedicated to exhibiting contemporary art
collections.

At the opening of the foundatiorBernard ArnaulandMiuccia Pradayespectivelythe

Chief ExecutiveOfficer (CEO) ofMo‘t Hennessy Louis Vuitta SE(LVMH Group b

Louis VuittonOs parent comparmy)dthe CEO of Prada,stated to the media that their
foundations were going Oto change the relationship between luxury, fashion, and artO
(Kinsella, 2014, p. 3andtheywere going to be different from anything e{€atherine

Shaw, 2015h)a new institution to engage with people and share (@&stherine Shaw,
2015a) Thesestatemergimply three significant points

First, there is the idea that fashion brands are attemptingnot@erelevanby creating

a deeperconverstion with a broader audience through the art, as a contrast to the
conventional idea of fashion being superfici8lecond, by considiexg the term
engagement in the art context éxamined in detaih section 17), thesestatemergare
presupposig that the brandswill initiate an inclusive conversation with the audience
aiming to generate some benefits for the parts involved. Hexatesivity shouldbe at
the centre of these projectsconcept that igery distant from the coreharacteristiof
luxury, and luxury fashiorbrands &s examined in detailn section 1.4) of being
exclusive, unique, and difficult to acce$snally, these brands are challenging other
cultural institutions by stating that they walifer a different experience, and by doing so,
they are attempting to position themselvea dsfiner of culture.



These statements initigethe process of investigating concepts such as public
engagement (section 1.7), engagement in a marketing and fashion context gsBgtion
luxury fashion brands (section 1.4), and experiences in a-cpo$sxt ofthe luxury

fashion indusy and art envybnments (section 2)2 Moreover, the interest in the
phenomenon increased by noticing that in the last 30 years there has been an escalation
in art investmentsby luxury fashion brands (as explored in sect@. However, it
remains unclear whether fash brandsO customers are aware of this phenomenon, and
research on how customers think with regards of these foundations has yet to be
determined. Anore detaitontextualisation of this research, and the implication that this
phenomenon might have onethuxury fashion industries, are provided in the next

section.

People are increasingly demanding brands to provide them with emotions and
experiencego live, more thansimply goods toconsume(Dunn, Gilbert, & Wilson,
2011) In 2009 Gilmore and Pin@nitiated a conversation with regards to &xperience
economy and on how providing experiences wa become progressively crucial for
brands aiming to establish a deep relationship with their consuera result,
providing experiences has currently become the normality for brands in many different
industries(Leigh, Peters, & Shelton, 20086) is with regards to brand experiences that
Atwal and Williams(2009) recalling a concept previously discusse®Bbyman(1999)
described the DOsneyfication of the postmodern society their works as the

transformation of everyday life in a theme park (Gilmore & Pine, 2009).

Hencejn the continal progressin of marketing studies over the yeaasthenticity, ceo
creation, and transformatiphave becomeonceptsdeemed pivotalor brandsto stay
relevant to the consum@severland, 2005; Gilmore & Pine, 2009; Malthouse, Calder,
Kim, & Vandenbosch, 2016; Mermiri, 2009; K. W. Miller & Mills, 2012a; Tynan,
McKechnie, & Chhuon, 2010)n particular theseconceps$ need to be considered in
view of satisfying those consumers that are seeking to develop a deep bond with the
brand (Beverland, 2014; Dwivedi & McDonald, 2018; Mermiri, 2009; Tynan et al.,
2010)
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Creating a relationship with the consumer might be harder and maybe even more
important in the fason industry, which involves custeers who are gettingcreasingly
sophisticateddue to an easier access information (AntZblian, Filser, & Roederer,
2013) The fashion industrynight be considered faster than other sectamnsl often
involves purchaseswhich are mainly relatel to selfimage and selperception,
appearance, social inclusion, and sal€eptancéBanister & Hogg, 2004; Giovannini,
Xu, & Thomas, 2015)Even more specifically, the ownership of luxury fashgmods
generates some effsabn consumersO setincept(Belk, 1988) and on the consumersO
ideaof othersO perceptiofiennis, Pruyn, & Maasland, 2008eople, ultimately, might
notneedthefashionproduct butthis product bringattacledsocial and culturaheaning
for thefashion consumr (Easey, 2002; O'Cass, 200Mood, 2005)

Hence, it is possible to consider the fashion purchases ashgfiement purchase
and the luxury fashion purchases even nso&chmitt, Brakus, & Zarantonello, 2015)
As a consequence, building a relationship based on authentieibgasatiafor luxury
fashion brandswhich need to consider th&iigher involvement means loyaltpyalty
means longdasting relationshipand longlasting relationships magad to stable profits
for the brand, and endorsement and advocacy by the conddaven, Bernoff, & Glass,
2007)

Specifically, in the luxury fashion contet,is important to highlight that brands are
concerned byosing their allure of exclusivity and difficult acce@sapferer, 2015;
Radon, 2012)Luxury fashion brandare concentraton their production in massnd
affordableproducts, suctas accessories and cosmetitgireover,they are exploiting
marketing strategies such as celgbendorsement in conjunction with social media
platforms, like any other neluxury fashion brandKapferer, 1997; Kastanakis &
Balabanis, 2012) They are focusing o addressing those categories afstomes
interested in showintheir new acquired capabii of buying luxurygoods such as the
middle classor the so-called Onew rich’; thustands areselling affordable and mass
productsto generatesomeliquidity (Tyrnauer, 2008)In some caseghis has caused
some brands to be perceivectasilyaccessible and less exclusive. In particutdikely
thatthe wealthy customewhois buyingbespokenuxury products and can afford haute
couture,will not beinfluenced bystandardmarketing strategiesuch asadvertisement

11



andcelebrity endorsemeffrmstrong, 2015; Jones, 2016; Solca, 2008) the contrary,
a different nvolvementin eventsorganised by the branduch asponsorship events, or
art exhibitionsin the flagship storemight bevaluablemears to addresghe luxury

fashion consumgKapferer & Bastien, 2012)

It is believedthat he wayin which luxury fashion brands promote and communicate
themselveshas evolved to become specific to and distinctive from the marketing
strategies employed by mainstream fashion br@Rdpferer & Bastien, 2012)t could

be argued thahe ains of a luxury fashio brandOs communication stratsguld be:

to generate awareness asithultaneouly to maintain an allure oéxclusivity (Catry,
2003; Phau & Prendergast, 2000; Radon, 2012; Yeoman & McMRéeattie, 2014)to
create desire fothe brand and the lifestyle suggestethy exploiting transmedia
storytellingin creatingmyths based oits historyor heritage(Espinoza Petersen, 2014,
RigaudLacresse & Pini, 2017})o continually enhance the bchimage and to generate
brand valu€Anido Freire & Loussaf, 2018) OThe function of luxury brands is to create
dreams, not to answer to problems and needs. [E] it sells promotion emotions (self
elevation, pleasure, recognition), not prevention emotions (risk reduction, absence of

problem and discomfort(Bastien, 2015, p. 7)

Marketing has often been the way in which brands could differentiate themselves from
their competitorgVaradarajan & Jayachandran, 1998jhough,it is notthe purpose of

this researchto discuss allof the different strategiea brand might implement to
communicate with the consumer, it is possible to argue that many of the tactics which are
utilised by luxury fashion brands, after an initial period of exclusivity,tlaea often
implemented also by mainstream bra(@are, Ostillio, & Leone, 2017; S. Main, 2017)

In Chapter2, explicit referenceare madeo the flagship store and fashion exhibisas
strategies implemented by luxury fashion bmanthese are examined specifically
becausehey arefunctionalto thisresearch, and they akey examplesn the context of

luxury fashionbrandsO experiences, bramgthenticity, and consumer engagement.

Furthermore,luxury fashion brandstrive to appear bettemore sophisticatedand
different than any other brand3heir relationship with the arts, as a form of
differentiation can be consideredn exampleof this attemptWhen brands started to
intertwine with artit was a simple collaboration that was allowing brands to be perceived
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asmore luxurious due to theproximity with artists or avrorks (Hagtvedt & Patrick,
2008; Lam, Lee, & Holland, 2014However, over time, and as often happen with
successfumarketingstrategies, mainstream brands sucla®, H&M, Toast, Rag and
Bong started to implement the sanaetic and to collaborate with artists. Hence, some
of the luxury fashion brands which were pioneers in exploitiegrts for promotional
purposesand for which art mirrartheir values and image decided to transform this
art/brand collaboration in sathing more profound. They chose to present themselves
as patromof the arts, as active influencers of the art landscape, not only as psoafucer
fashion good¢Mendes & Reefoberts, 2015; Ryan, 2007y particular, this research
focuses on the phenomenoinuxury fashion brands establishiag foundations; and it
doesthat, by concentrating on thepotentiaity for being a productive venue to provide

transformative experiences.

It is possible thathe decisionto createa dedcated venue to exhibit contemporary art
was madeoy luxury fashion brand® create a legacy, @o contrast the conventional
thinking that fashion is superficial while art is not, or to avoid tax paynreespective

of the main reasqnthis prgect is not investigating themotives inspiring this
phenomenonSmall attention has been given to the phenomenon of luxury fashion
brandsO art foundaticas brand experienc&®m the consumerOs perspectBaholars
analysed this phenomenas: art investmerg to increase brand valu€odignola &
Rancati, 2016; Zorloni, 2016a phenomena of Corporate Sociadponsibility(CSR)
(Rivelli, 2017} a mean to enhance brand authenti¢i@are et al., 2017) sponsorship
phenomenéArnaud & Attarea, 2017)elementso define a new luxurfMendes & Rees
Roberts, 2015)or simply,another example of #brand relationshigWu, 2016) Yet,
little attentionhas been giveto this phenomenoftom theconsume®s perspectivand

on how the brandis supposedlyengaging with individuals through thesedicated

venues.

Moreover, here is an increasing trend amongst brands to initiate adioleborations
with consumers in the attempt of being more engaging and authéentit be explained
that luxury brands cannot embrace tactics that other mainstream brargtarang
utilising, such as caesignand ceproduction without incurring tle risk of endangering
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the allure of the luxury product or the luxury brand. As a consequandédo avoid this

risk, this project suggests luxury fashion bratmlgonsider alternative strategiescts

create value with the consumer. In particular, luxtaghion brands couldonvey
transformative experiencésthe consumers by exploitipgtentialengaging venue such

as the art foundationBideed, it vll be explainedhattransformative experiences might
facilitate the consumer/brand relationship bypeating loyalty and a deeper bond than
other brand experience, hence create more value for the brand, while providing meaning

to the consumer.

The term luxury has always been considered as a subjectiveptoaroe currently, there

is no overarching consensus in defining wahhitxury fashion brand is (Fionda & Moore,
2009; Kapferer, 1998). At this section is not aiming at filling this gap, there are some
elements which are identifiable in the literatuned are deemed significant to

contextualise the concept of luxury fashion brands which undermines the entire project.

There might be a number of reasons responfblne inability of defining what luxury

fashion brand meangirst, there is somebstaclein determining what the term luxury

itself meangKovesi, 2015) Second, it is apparenthardidentifying unique aspects that
arespecific tofashion brandss distinct from the wider luxury mark@. W. Miller &

Mills, 2012b) Third, the dynamic nature of the fashion industry complicdtes
understanding olvhat can be considered luxurious and why (Kapferer, 1998)y| tst

large range of goods produced, such as accessories, cosmetics, and clothes, generates
confusion with regards to what is actually a fashion pro(Bain & Company, 2015)

Noneheless, scholars agree that the identification of distinguishing key factyshey

be objective elements or subjective perceptions in customersQ(Niled® & Quelch,
1998) could help in finding a unanimously agreed definition (Fionda & Moore, 2009;
Okonkwo, 2007)Luxury fashion brands are typicaligcognised as beirgharacterised

by: a clear brand identitymarketing communication, icanitems, the quality of the
product and the craftsmanship as part of what is called product integrity (Fionda &
Moore, 2009), global reputation, premium price, high visibility, innovative and unique
products (Okonkwo, 2007¢xclusivity (Phau & Prendergast, 2000).
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Albeit the specific characteristics that might define a luxury fashion brand, what
generally distinguishes a luxubyandfrom otherbrands is that the simple display of it
might increase the sense of sedteem prestige,and societal belonginigp the owner
(Vigneron & Johnson, 2004kor luxury poducts, the aesthetic, artistic, and symbolic
aspect are more characteristic of the brésbmpetitive advantage than the functional
utility of the good itself(Amatulli et al., 2016) Of all the éements aforementioned
exclusivity is one of theexemplificationsthat might strengthen th concept ofthe
recognisedsymbolismof the brand, and preferrdny the luxury consumerfyver the
functionalutility (Yeoman & McMahorBeattie, 2014)In thefashion industryis rare to

find objective exclusivity irterms of scarcity of the product, while it is mocemmon

that brandgive the consumer the illusion of scargi@atry, 2003) Luxury brands aim

to sell every year a broadgortfolio of products, in order to earn the highest most
possible revenu@ain & Company, 2015However, at the same time, they also want to
maintain the idea of scarcity and exclusivity of their products (Phau & Prendergast,
2000).

Therefore, tallow consumerdo perceivehis exclusivity, brandsexploit soplsticated
marketing techniques aiming iticreag awareness of thebrand in potential customers;
while amultaneously, they keeptightly controlled distribution of their product, using
forms sich adimited ediion offers(Heine, 2010; Radon, 2012)his generates a high
desire forthe product, andan allure of elitismMoreover, there may beparadigmshift
occurring, whee exclusivity is considered less in relatiortiie numberof peoplewho
can accesa lrand and more in context dhe type and level of access to the brand
allowed to different individuals and groug$riefus, 2017) Finally, luxury fashion
brands are characterised by the idea that while they are selling a product, they are also
selling the culture anthe heritagef the brand The Business of Fashion, 201®&his
aspect is critical in the context of consumers seeking brand autheateotycept that is
contextualised in sectioh5, and pivotal in this project.

In conclusionand for the purpose of this projeist,considered a luxury fashion braad
brand which by using sophisticated marketing and communication strategies
(Beverland, 2004; Fionda & Moore, 2009; Christopher M. Moore & Birtwistle, 2005;
Nueno & Quelch, 1998)its heritage(Christopher M. Moore & Birtwistle, 2005;
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Nueno & Quelch, 1998; Okonkwo, 200ahdits identity (Atwal & Williams, 2009;
Okonkwo, 2007; Phau & Prendergast, 2Q08)ble to evoke an authentic perceived
idea of exclusivity(Catry, 2003; Phau & Prendergast, 2Q0tigh quality(Fionda &
Moore, 2009; Yeoman & McMaheBeattie, 2014) and a distinctive brand image
(K. Keller, 2009; K. W. Miller & Mills, 2012b)n customersO mind.

As luxury fashion brang a concept with nanivocal definition, alsdrand authenticity

is a term withdifferent connotations/Vhile is not the aim of this project to attempt
definingthe conceptthere are some commalities which are possible tdantify in the
literature, and whiclwill help to contextualise what brand authenticity might signify
when its lack will be discussl in sectior2.4 of the literature reviewBrand authenticity

can beconsidered gubjectiveconcept, which relates more to the perceptibiich the
consumer has of authentic, than an objective characteristic of the brand or the product
(Beverland, Lindgreen, & Vink, 2008; Gundlach & Neville, 2Q12)

In philosophy, a person is authentic when their attitudes, values and motivations reflect
the waythey have decided to liv=aden & Beauchamp, 198@)iving authentically
might bea synonyn of being true with the se{Gtarr,2008) and true, genuineeal and
uniqueare just a few of the definitions of authentic that is possible to find on main
English dictionarie§Cambridge Dictionary, 2018; Oxford Dictionaries, 201%d) these
termsand concepts might be readily applied to the idea of brand authentizifbly,
whenbrand anthropomorphism (or humanisation of the braralr®wing phenomenon
(Portal, Abratt, & Bendixe, 2018a) Considered as &ey aspect of brand image
(Ballantyne, Warren, & Nobbs, 200@nd an element that might influence the credibility
of a brand identityBeverland, 2005)authenticity is increasingly deemeducial in
brandsO marketirsgrategieS. Brown, Kozinets, & Sherry Jr, 2003; Morhart, MalSr,

Guevremont, Girardin, & Grohmann, 2015)

Continuity and consistency are twotical characteristicgvhich by leadingto credibility

and reliability might enhance the brand authentighyrtal, Abratt, & Bendixen, 2018b)
More specifically, continuity means that a brand is offering the consumer attributes
which are stable over tim&challehn, Burmann, & Riley, 2014 onsistency refers to
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the ability of a brand of reflecting its values and image across a#lémeens of its
marketing mixin a complementary mannéPark, Jaworski, & Maclnnis, 1986By
being consistent in all gt features, such as the product, the pemprand the
communication strategy, a brand is facilitating consumers' trust and I¢iajgers,
OODwyer, Kraus, Vallaster, & GYldenberg, 20A8)previously mentioned, continuity
and consistency are facilitators of credibility and reliahiléggd generallyan elevated
sense of credibility and reliability is associated with brand authentiedytal et al.,
2018b)

To conclude, for the purpose of this project, a brand is considered authentic, when
through brand consistency and continuiBortal et al., 2018bit is perceivedto be
unique(Cambridge Dictionary, 2018yenuing Oxford Dictionaries, 2018)nd true to

its values and imag@everland, 2005)

The importance of brand authenticfty luxury fashion brands (and brands in general)

is discussed in sectidh4.

For the purpose of this projeetiransformative experience of teelfis considered@ny
kind of experienc®commercially or negtommerciallyorientedbthatmight profoundly
influence a personOs perceptioa liong-lasting way (Mermiri, 2009). In particulaare
deemedastransformative allhose experiencashichmightincrease sel€onsciousness
self-awareness, and salbnfidence; might leageopleto asense of achievement, Oself
renewal, personal growth and sdiécovery@Arnould & Price, 1993)or mightprecede

a behavioural metamorphosis by shifting a person sentiment towards a situation, a belief,
or another perso(Kozinets, 2002)Section 3.3.2will provide a number of examples
which will emphasis&ey aspectsvhichmight faciltate transformative experience inside
or outside a brantelated contextHarmeling, Moffett, Arnold, & Carlson, 2017;
Schouten, McAlexander, & Koenig, 2007; Soren, 2009)

The term public engagemeistanother termvhich hasno univocaldefinition (Smith &
Gallicano, 2015; Taylor & Kent, 2014} he concept of public engagement is namgd
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repeatedly in this projediene, it needs to be contextualised. In sec2ds) the concept

of public engagementill be compared to the similar concept of consumer engagement
which isoften used in marketing studigsshley & Tuten, 2015; Gambetti, Graffigna, &
Biraghi, 2012; Sashi, 2012; Vivek, Beatty, & Morgan, 20H)wever,it will be shown
thatfor the purpose of this projedhe concepbf consumer engagemeistconsidered

not comprehensiveParticulaly, in next paragraphghere ae specific reference to
examplesvhich derived from art studie®eingthe relationship brand/adnd the effect

of this relationshipn the consumepivotal tothisresearch

There isan agreement in considerieggagemendsa shift from a oneway reception of
messages tanactivetwo-way relationship or conversation that mightolve a person,
or a group of peoplan reactng to, generang, andshaing information (Smith &
Gallicano, 2015) Specific references are made to usersO behavioswca@i media
(Conroy, Feezell, & Guerrero, 2012; Paek, Hove, Jung, & Cole, 20d3%ergenerated
content on social med{&hao, 2009)or Corporate Socialésponsibilityactivities which
involve stakeholder@Noland & Phillips, 2010; Taylor & Kent, 2014 thosestudies
which are focusing on the relationship betare a brand and its stakeholgem a
Corporate Social &ponsibility context engagement is deeah @ mechanism to
achieve a number obbjectives including consent, control, -operation E] for
enhanang trust or as a substitute fioue trust, as a discoee to enhance fairness or as a
mechanism of corporate governa®@ORiordan & Fairbrass, 2014, p. 123)

Alternatively, engagement is defined asm@chanismthat obliges corporation&o

involve stakeholders in identifyinginderstanding and sponding to (sustainability)

issues andconcerns, and to repgorexplain and be answerable stakeholders for
dedsions, actions and performand@@countAbility, 2011, p. 6)What emerges from

both the definitionsibovels the idea that engagement should be aviap convesation

for addressing issues or achieving shared goals, and that this conversation should operate
in a spirit of trustworthineséMen & Tsai, 2016) Engagement is a tool to generate
inclusivity between a firm and its stakeholdéiscountAbility, 2011)

Although these definitionsiight be considered amit of topic becausarereferring to
stakeholders and CS$RBnd not to art, public, or consumetds fundamental to remind
that consurars are in fact brandsO stakeholdEighett, 2005) Hence consumers
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should be involved in the conversatidfurthermorepy widenng the conversatiomo

the publi¢ theactions andhedecisionamade in this caperative spiritmight contribute
to thesocial capitabf the brandBurt, 2000; Taylor & Kent, 2014 Focial capital ihere

intendedas the benefivhich derives from Opossessing a durable nétwbmore or less
institutionalised relationships of mutuatquaintance and recognitidBourdieu &

Wacquant, 1992, p. 119)

As mentioned irsection 1.1this project is cenéd on exploring art foundationswvned

by luxury fashion branddience it is important to consider the concept of engagement,
and public agagement, also in the art context. In this cordextfor the purpose of this
project public engagemens an active participation of both producer and receiver of art
(Edmonds, Bilda, & Muller, 2009; Edmonds, Muller, & Connell, 20065 two-way
conversation(Higher EducationFunding Council for England, 2006; National -Co
ordinating Centre for Public Engagement, 20d4th regards tainderstanding the arts
and with the scope of generating beneditsl weltbeing (Belfiore, 2002; Eisner, 2002;
Hoey, Zutis, Leuty, & Mihailidis, 2010; Kay, 2000; Phinney, Moody, & Small, 2014)
Finally, this conversation has befree from power stretures and hierarchietbiepeople
involved have to achsand perceived to be equdBelfiore, 2002; Jancovich, 2011,
Koskiola, 2014; Lanz & Montama 2014; Men & Tsai, 2016)

The aim of the study is to investigate art foundations pstentialvenue for luxury

fashion brands to provide a transformative experience.

This aim is achievedtough the following objectives:

1) To better understarile main characteristics of luxuigshion brands#®t foundatios,

with an emphasis oRondation Louis VuittomndFondazione Prada

2) To determine theharacteristics and thenportanceof brand experiencein the
context ofthe luxury fashion industry

3) To establish whattransfamation is in the brand experience context.

4) To explore thempactof atransformation as determined by different experiences and

expectations.
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5) To conceptualise a model for alternative marketing strategies for luxury fashion
brands.

As previously explained, there is a gapthe knowledge regaiidg possible strategies
that luxury fashion brands might implemeatmaketheir experiences beirngerceived
more authentic, in the spirit @stablishing a deepeelationshipwith the consumer
Hence, the research question that this project is attempting to answer is the following:

How luxury fashion brands' art foundations could be considered as an alteroati

providingconsumers with a transformative experience?

The purpose of this study is to conceptualise a strategy modeprémiding
transformative experiences to the luxury fashion consumer, hence to strengthen the
brandconsumer relationshify exploiting luxury fashion brandsO art foundations and

deepengagement

Chapter 1 introduces the context of this study. It presents the background of the research,
the contextualisation of specific concepts which are mentioned and discussed throughout
the entire thesis, the aim and objectivthe research question, and the purposeeof th
research are also covered inapterl.

Chapter 2 is dedicated to the first part of the literature review. The chapter provides a
discussion and examples of the importance of brand experiences inside (and outside) the
fashion industry and the luxury sector; identifies specific elements whiahflancing

the brand experience in the luxury fashion context; explains the need for the project to
be focused on transformative experiences by discussing concepts such as brand
authenticity and consumer engagement; provides the justification for sglecti
Fondazione PradandFondation Louis Vuittoms the focus of this research.
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Chapter 3s dedicated to the second part of the literature review. The clexpieres
and analyses transformative experiencesO characteristics and examples.

Chapter 4 preents a theoretical framework of the research. It shows a graphical
representation of the literature review and provides a quick summary of the central

concepts discussed in the chapter.

Chapter 5 describes the methodology undermining the entire stutifh@mmethods

selected to collect and analyse the data.

Chapter6 presents all the findings of this study and discuss them. The chapter is divided
into three parts. The first part is dedicated to discussing the four main themes derived
from the analysi®f focus groups, participant observation, and interviews with people
from Fondazione PradandFondation Louis VuittonThe second part is dedicated to
report and discuss the results of a foHopremail sent to the focus groups' participants

a few monthsfter the discussions took place. The last part discusses the findings derived
from interviews conducted with experts in public engagement and luxury fashion brands
and investigates common practices in cultural institutions with concerns on engaging
with the public. At the end of the chapter are presented graphic representations of the

experiences lived by the focus groups' participants.

Chapter 7 presents the conceptual model, and outcome, of this research.

Chapter 8 discusses the salient conclusionth@fresearch by summarising the main
findings addressed ay crossreferencing themwith the literature review. The chapter

alsoidentifies limitations and possible further development of the research, and presents

the main implication and contributiasf the study.
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This chapter aims to provide the background for this project, in the context of experiences
and with some specific reference to the luxury fashion industry. Each spotvides

an indepth analysis of different aspects which are essential to understanding the nature
of the art foundations established by luxury fashion brands, in a marketing and branding

perspective.

BrandsO experiences are considered very importaohbyroers, but they are no longer
perceived as authentic and significé@@timore & Pine, 2009; Leigh, Peters, & Shelton,
2006) People require and need an honest and engaging relationship with the brand,
where due to this engagement tbasumer will feel on a par with the brand. Dedicated
venues, and the proximity with the arts, are facilitators in providing more significant
experiences. Especially in a luxury context, and in particular in the commercial setting,
where the consumer stiéippreciates a certain level of social distance, art foundations
might be the perfect venue to provide datiént experience. Further, imh@pter3, the
concept and the importance of transformative experiences, as an alternative to the usual
brand experieres offered, will be explored. By providing a transformation of the self,
the brand may be able to guarantee a perceived authenticity -lasting relationship,

and a deeper level of loyalty towards the brand.

This section explores the reasons behind the increasing implementation of experiences
in brangOcommunication strategiesSpecific characteristics of the luxury fashion
industry in the context of consumption experience are investigated, amthlzemnof
experiential projects organised by luxury fashion brands are proagledamples

Brand experienceare part ofan evolutionwhich is happeningn the conspicuous
consumption. The conspicuous consumption, tedmch refers to the purchasing of
luxury goodsgenerdly made by the leisure clag¥eblen, 1899) has always been
considered by scholars as a social consumgpBatsiaouras & Fitchett, 20123 context
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related purchas@=rank,2007) Historically, the luxury purchase has been used to show
affiliation to specific social categori€Burante & Griskevicius, 2016More recently,
luxury fashion goods as highly branded products are purchased more by the middle class
or the Onew richO to show their negquaredstatus Tyrnauer, 2008%han by the leisure
class. Ths is especially true in countri@gere luxury fashion brands are expanding due
to the deep significance that displaying brands means, such as China anq\Rasgia
2015) Moreover, many luxury fashion brds have become more accessi@atry,
2003) due also toecenttrends suk as renting luxury good¥eoman, 2011)andthis

is leading to a redefinitiomf luxury from what is now OmakscuryO(Yeoman &
McMahonBeattie, 2014) By producing accessories and affordable items to facilitate
liquidity for the firm, luxury fashion brands have readh level of overexposure with

is undermining their perceived exclusiv(tgastanakis & Balabanis, 2012)

It is to redefine luxury as the Oreal luxuryO that braeds@ving from providing goods
to provide new forms of life style and experienfésoman, 2011)Luxury consumers
are moving towards a deeper social awarenelsgh is transforming also the wéyey
livether luxury consumptiorfYeoman, 2011)important aspectshich consumersesk

in their new way ofexperiening luxuy are intelligence, health, and ethical lifestyle
(Steedman, 2007 characteristics which consumers consider attractive, authemdic
aspirationalYeoman, 2011)Moreover, the use of time has become more essential than
the use of commoditieSteedman, 2007)n this scenario, creative consuiiop and
well-beingare beingprioritised by the luxury consum@Di Giacinto & Ferrante, 2007)
and it is the reason for many luxury brands for diversifying theerdbly providing
numerous brand experiences in the leisure and culture indy&remer & de Hoog,
2018) Finally, the rise of social media has accentuated the soemhing that living
experiences ha@Hodalska, 2017)which is becomingsimilar to thesocial meaning
which displayng conspicuous consumption had when Veblen (1899) theorised it.

Experiences and pchases are often compared in the attempt to define which one is more
important to be deemed by the brand. However, to compare the purchase of a good with
a lived experience might be thought as incorrect, especially in the case of purchases being
evaluatedo provide only pleasure, and experiences being considered to always provide
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meaning(Schmitt et al., 2015)An interesting example reported to discuss that not all
purchases are providing only pleasure and not meaning, is the purchase of luxury goods
(Schmitt et al., 2015). Often, by purchasing luxury items a deep meaning of status
recognition, social identityand social inclusion is conveyed to the custo(@appeta

& Gioia, 2006; Husic & Cicic, 2009; Schembri, Merrilees, & Kristiansen, 2010)

Moreover, in the fashionindustry, purchases mainly relate to seifbige and self
perception, appearance, social inclusion, andaseiéptancéBanister & Hogg, 2004,
Giovannini et al., 2015)rhe ownership of luxury (fashion) goods generates some effects
on consumersO setincept(Annie Jin, 2012; Belk, 1988and on the consumersO idea

of othersO perceptioffeennis et al., 2005l of these characteristics are considered to
influence the decisiemaking proces&Zheng, Baskin, & Peng, 2018y wearing logos

or carrying widely recognisable luxury items, such as Rolex watches or Birkin bags, the
consumer might feel settalised, and integrateato a particular social circl@Banister

& Hogg, 2004; Grubb & Grathwohl, 1967; Zhang & Kim, 2013)

It is interesting to note that all the aforementioaédibutes, which might influence a
purchase, together with the increasing need of pefml other peopl@ attention

(Derber, 2000; Hodalsk&017; Reed, 2002)might also influence the process which
leadsa personto decide the kinds of experiences to l{@»lton, 1987) Indeed, leisure
activities and truism destinations areocatdéten chosen based on the symbolism and the
meaning attached to them, and on the effect which is generated on the othersO perceptions
(Colton, 1987)

Hence, on the one hand, the purchase of an item is not conveying only pleasure, but also
a deep meanin@chmitt @ al., 2015) On the other hand, it is not possible to sustain that

all experiences are conveying meanings and not only ple@rtots & Widner Johnson,

2013; Schmitt et al., 2015)In this dichéomy between pleasure/meaning and
purchase/experiencéhet brands arguably seens the perfect intermedia($chmitt et

al., 2015) Furthermore, Schmitt et al. (2015) argue that a more acceptable cihality
purchases/experiences, might be the juxtdipos between materialism and
experientialism and in this scenario, the brand is deemed to be the one abteviaepr

both pleasure/meaning anthterialism/experientialism.
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A brand experience ithe Osensations, feelings, cognitions, and behaviouralssg
evoked by brandelated stimuli that are part of a brand's design and identity, packaging,
communications, and environmentsO (Brakus, Schmitt, & Zarantonello, 2009, Ip. 52)
general terms, providing experiences has become fundamental for jfanwads &
Williams, 2009) People are considered not to be interested in buying only products
anymore, but that they are more happy to spend on experi@dges et al., 2011)
Interestingly, what differentiasea brand experience from other forms such as brand
attachment or consumer delight, is the possible lack of motivation of the consumer
(Schmitt & Zarantonello, 2013Apparently, arexperience might happen even when the
consumer is not interested in the bramchas no personal connectionitdSchmitt &
Zarantonello, 2013)Moreover, a brand experience is not neadysédased o an
emotional responsét can be based, as previously mentioned, on Odynamic sensations,
feelings, cognitions, and behavioural respong8stmitt & Zarantonello, 2013, p. 36)

In the late 1990s, marketers and academics began to suggest that brands shift from
traditional marketing strategies to experiencented approaches by implementing their
communication and promotion tactigcSchmitt, 1999)HolbrookandHirschman(1982)

were the fist to introduce the notion of experience in studies dedicated to consumption.
However,it is SchmittOs (1999) seminal work which suggested to brands that everything
should be considered as a means for communicating and entertaining the consumer, thus
setthg the foundations of experiential marketiigcCole, 2004) In particular, by
engaging in a meaningful communication with the consumers, brands would benefit from
a deeper understanding of consumers' diegguowards the brand or its product. Hence
they would be able to tailor a more meaningful and memoeatgeriencgSchmitt et

al., 2015)

Luxury brands have usually employed communicatido underline the creative
credibility, the exclusive allure, thecultural significance of their produc{&twal &
Williams, 2009) and also to achieve the brand resonance level of KellerOs Brand Equity
Model (K. Keller, 2013)by constructing customersO attachment and lofltieller,

2008; McAlexander, Kim, & Robits, 2003) To reach the level of brand resonance, and
together with more commadrighly visible forms of communicatigisuch as advertising

and sccial media campaignsuxury brands are increasingly implementing brand

experiences in their communication strategfgsval & Williams, 2009)
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Currently, it is possible to encounter brand experiences or experiential marketing tactics
everywhere. In particular, there are two main elements which most of the brands utilise
to develop experiences for their consumers, and which make themreasiyisable:
Strategic Experiential Modules (SEMS) and Experience Providers (Ex&csnitt,

1999, p. 60) Experiential modules are frameworks composed of éieenents: sense,

feel, think, act, and relate. These elements need to be considered in modelling the
experiential marketing strategy, for example by providing an interactive environment in
the retail, or by creating emotional advertisements. ExperiengePrs, instead, are the
means which a brand might exploit to provide the experience, such as communication,

co-branding, people, environments (Schmitt, 1999).

In section2.4, it will be explored that customers do not perceive brand experiences as

autheric anymore. This lack of perceived authenticity is due to the excess of experiences
provided by a number of brands which continues to rise. The next section includes a list
of examples to highlight the variety and increased presence of brand expemnsrdzes i

and outside the fashion industry.

There are several examples of experiential marketing and brand experiences, some highly
recognisableand some other less. Starbucks is considered to be ther regample of
experiential marketin@rakus, Schmitt, & Zarantonello, 2009he brand has been able

to transform the coffee experience worldwide by ptmg unique environments,
theatrical coffeanaking and branded cupSilmore & Pine, 2009)Other brandsvhich

are deemedstrongly oriented towards providing experiences are LEGO, VictoriaOs
Secrets, and AppkBrakus et al., 2009)

With particular reference to thfashion industry, in cganction with a continued
development of the product offered and the materials utilised, luxury brands are
continually focusing on proving the consumer with a distinctive service, a diverse
shopping environment, higher qualifiedrgennel, and an involving and innovative
digital encounter to meet consurs®needs(Schmitt & Zarantonello, 2013)n this
scenario, marketing has always been used by brands for differentiating themselves from
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their competitors(Varadargan & Jayachandran, 19999r for helping the brand in
providing customers with a reason to buy things which they do not actuallyfessy,
2002) Hence, over time, luxury fashion branbave developed strategies which are
different than the ones implemented on the tsybet or by fast fashion brand&pferer

& Bastien, 2012)

In the context of providing experiences, luxury fashion brands tend to diversify their offer
by presenting to the consumer an entire range of sensorial opportunitiesgesechlly

are not connected to the commercial core of the brand. The following is an illustrative,
but not an exhaustive list of luxury fashion brands' experiential strategies.

¥ Chanel offers a culinary experience at the top floor of its Tokyo flagship sto
(Hazinedaro!lu, 2012)it provided an art experience in different cities thanks to
a mobile art pavilion built by the star archit@etha Hadid Etherington, 2008)
and it has recently ingurated a membemly club in New YorkBray, 20178)

¥ Tiffany has openedrhe Blue BoxCafZ in New York, and promoted it by
exploiting tre welkknown OBreakfast at Tiffany's' fili. Ward, 2017)

¥ Versace and Bulgari have invested in the hospitality industry by branding a
number of hotels around theovid (Gervasio, 2016)

¥ The ArmaniOs headquarters in Milan offers a whole experience from having lunch
to a night partying at the Armani Cafe, while shoppitigge entire range of
products designed by the brand, and the possibility to spend the nightoteits
nearby(Flaccavento, 2017)

¥ A number of luxury brands, such as Hermes, Ermenegildo Zd@raala, Louis
Vuitton, tend to utilise their retail and flagship stores as exhibition spaces for art
installationg(Ong, 2016)

¥ Brands, such as Burberry and Tiffany, are exjplgitthe digital world as a
platform for cocreating content with the consumers, such as the OArt of the
TrenchO and OBurberry Kissag@riencesand theOWhat Makes True Lovat
(Bunz, 2009)

¥ Brands aralsoproviding educational mportunities, such as: the LVMH Group
by sponsoring a professorship at Bocconi Business School in Milan; Gucci by
sponsoring a degree at Polimoda School of Fashion in Florence, and by
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inaugurating a fashion lab in partnership with Bocconi Business Schivblan
(Berezhna, 2017; Wallace, 2017)

¥ The LVMH Group will open the doors of some of its brands' places of origin
during a threalay event called.@s Journees Particulief@andthe purchase of
ticketsfor the event opened one yearadvance@Diderich, 2017)

¥l Balenciaga, Alexander McQueen, Dior, Chanel are just a few of the brands which
have decided to exhibit their garments in museums and art ga(l&kiesreian,
2015; Lowthorpe, 2015)

¥ Valentino and Dior opted for the production of documentary films to let a wider

audience access the brari8sott, 2015)

All of these examples are the demstyation of how luxury fashion brands are attempting
to provide their consumers with a various number of opportunities to make contact with
the brandand to feel part of the brari@olin Shaw & Ivens, 2002)

A critical aspect which might influence peoples' experiences is the place where these
experiences are livgdalpas, 1999)The following section investigatehe importance

of the place for manipulating experiend€hristopher M. Moore, Doherty, & Doyle,
2010) Specificaly, the importance of the flagship store, and the fundamental and
particular relationship between the luxury consumer and the brandsO salespersons
analysed in the luxury fashion conteXhese two aspects are crucial to understanding
why one of the parameters used to select the art foundations investigated in this project
is the type of venue which brands are dedicating to them.

This section is dedicated to exploring the importance which ishattiaio the physical
place in the fashion industry, especially in the luxury sector, and albeit the unrestrainable
digitalisation of the society. Explicitlthis project deems the place as a pivotal element

for brands in providing significant experiences

The placehas been recognised to bekey aspectto manipulate the consumption
experiencgMencarelli, 2008; Christopher M. Moore et al., 20IHe product itself is

a small component of the entimnsumption experienceand the place and the
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atmosphere where the purchagecurare a very influential component of the process
(Kotler, 1973) The atmospherand the environmergrovided in the retail storarean
intangible aspet of the branda significant element of its identity and of the experience
provided to the consumeand the reasons wityistomers are still enjoying accessing the
physical environment, wherever the actual purchase might ¢Ccuknderson, 2004;
Dennis, Harris, & Sandhu, 2002; Tice, 2012)

In the luxury fashion context, the flagship store is considanatique touching pit for
the brandBray, 2017b; Ferrier, 2018; Triefus, 201@he ofthe main opportunities
understanchow the consumer interaotvith the product and with the brargdtwal &
Williams, 2009; Mencarelli, 2008)andthe main venue to provide a memorahlel
significantconsumptiorexperiencgKozinets et al., 2004)rhe most common reasons
to invest in the construction of a flagship stare:to enhance the brand identity and to
cultivate a relationship with the customers (Arrigo.15); to effectively enter in a new
market C. M. Moore et al., 2010)The flagship store can be defined a brand
communicatorwhich throughimpressive architectures and important art installations
mighthelpthe brand t@mphasisés association witlhigh statugHanserHansen, 2014,
Mase & Cedrola, 2017; Naletelich & Paswan, 2Q18)

More accurately, as Oa larger than average speciality retail format in a prominent
geographical location, offering the widest and deepest product range within the highest
level of store environment and serving to showcase the brandOs position, image and
values@Nobbs, Moore, & Sheridan, 2012, p. 92P) emphasise thassocation of high
statusmentioned by HanseHansen (2014)uxury fashion retaiktores and boutiques

are often located adjacenttigh ratechotelsand restaurantayt galleries andrtdealers

and jewellerqJacobs, 2013)Furthermoreluxury fashion brandsontinue to invest in
transforming their retil stores into shopping cathedrals, eg¢ching structures designed

by star architectsto enhance thérandOsllure of luxury and xclusivity (Fionda &

Moore, 2009).

The characteristics othe brand generally permeatds flagship store These
characteristics form what is called the store personality, which is the way people perceive
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the store image, allowing a level of differentiation, satisfaction, and loyalty towards the
brand(Willems et al., 2012)Furthermore, people tend to assteitore personalities

with human personalities, and this facilitates a transfer of those same human traits to the
brand(Willems et al., 2012)Notably, the humanisatiorf a store, and as a consequence

of a brand, positively influences people evaluation of the bi&whrwal, 2014)
especially for the consumer who migispire toown a piece of the favourite brand
(Arrigo, 2015; Hansefdansen, 2014)

There are different ways in which a flagship store can influence the consumer experience:
by generating or increasing interest aedire for the bran@Arrigo, 2015) by providing
significantexperiencewhich, by conveying the brandOs values, might let the consumer
exceed the produd@ntZblian et al., 2013)by facilitating the achievement of Inch
recognition(K. Keller, 2013) by enhancing the exclusivity of the bra@liang, Gao,
Huang, DeWall, & Zhou, 2014}y giving specit access to the brand through the
salespersons considered as the brandOs knowledge bEilkerg005)

In particular, the store can be an effective way to facilitate the consumers' ability in
retaining the brand, and to influence tragcisionmaking proces@orter & Claycomb,

1997) Moreover, the store is a perfect place for the additional promotion of the brand;
advertisements anderchandising in the store are an effective way to attract peoplesO
attention and influence their choices while purchagigKeller, 2013) The store can

also be the venue for specific PR initiag\and events organised by the brand to promote
new products or to provide the loyal customers with something which goes beyond the
products, such as cultural initiatives and art exhibiti@mgZblian et al.2013; Y. Lee,

2014)

As mentioned at the beginning of this chapter, customers are striving to buy more than
products; they require luxuriowenvironments whictare comprehensive of an entire
range of leisure offers (Jacobs, 2018lore imporantly, the line whichdivides the
shopping experience with the research for cultural offegsaiduallybecominghin and
blurred (Moss, 2007; Sisson, 2017; Templeton, 201which is why brands are
increasingly associating with the arts, also in hramercial environmer{Crewe, 2Q6;

Y. Lee, 2014) Finally, the store could be considered as a perfect venue to better

understand the consumer and the way in which the brand can continue to be relevant
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(Triefus, 2017)Collecting data on customersO purchases might help in understanding the
customerOs preferences and in providing a better service, or a better (WodBct
Brown, Malott, Dillon, & Keeps, 1980; Selligent, 2017)

The location is another important and powerful element, which may influence consumers'
perceptios of the brandArrigo, 2015; Christopher M. Moore et al., 201@eople
normally visit citiesO fashion districts, such as Ginza, Avenue des Champs ElysZes, Bond
Street, Via Monte Napoleone, to find all the most famous luxury brands loogtttier

Urban brandscapie the term utilised to describe the experiencingrahds whereas a

city is experience@Bellini & Pasquinelli, 2016) This concept derives from the more
general definition of brandscape, as the uttergnded life that people are currently
living by experiencing brands which, wittingly or unwittingly, are shaping their identities
(Sherry, 1998) By participatingin an important network of retagtores brands are
benefitng from the agglomeration effects, an effect which also has positive influences
on the instore decisiormaking proceséOppewal & Holyoake, 2004)

Moreover, when the flagship store is located i bhandOs city of origin, the brand and
the city are positively influencing each other, regpectivelyauthenticating the brand

and creating value for the ciffPasquinelli, 2017)This effect isstrangerin cities like

Pars, Milan, New York, or London, whiclre historically considered as fashion capitals
(Jansson & Power, 2010; Mart'nez, 2007; Rantisi, 2004; Steele,. 201&f) history ad

tourist attractivenesBcalled Oplacenage®are positively affecting the brarf@iokatli,

2012) while fashion gents are increasing awareness towards the city and are developing

tourism(Evans, 2007)

In the perspective of the dichotomy of accessibility and exclusivity which permeates a
luxury fashionbrand, the flagship store might be considered as the exemplification of the
two concepts coexistingvhile concurrently the alluref luxury which characterised the
brand is not undermimle The flagship store is a valid instrumentéaohancehe brandOs
exclusivity. In particular, the details of the store layout can strategically help the brand
in addressing different people in diféat waygJiang et al., 2014Although people are
attracted by the architecturatructure or by the name of the brand, they might be
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intimidated by entering the stofeanders, Harrison, & Gillison, 2016; Vu & Jensen,
2010) Moreover, he store might introduce a certaimeasure of social segregation:
ground floor br some, first floor for othersadvertising and promotion is for albut
public relations arearefuly targetedsuch as @ersonal invitations to meet the designer,
the brand perfumnose, or the head wine buy@@@ye, 2009, p. 1)

Part of the consumersO perceived acdkitysib the exclusive luxury brand through the
flagship store, is provided by the salespeople who are considered as the brandOs
knowledge brokergCillo, 2005) They represent the brand's qualities, and they are
trained to understand the begys to approach and interact with each consiyhét.

Kim, Ju, & Johnson, 2009}t is interesting to note thatholars argue that the way in
which luxury consumers perceive the salesperson can influence their attitude towards the
brand, but differently if compared to Alotxury purchase¢Amatulli & Guido, 2012;
Fassnacht & Sdarwey, 2015; JE. Kim et al., 2009; Maxham, Netemeyer, &
Lichtenstein, 2008; Scharwey, 2017; M. K. Ward & Dahl, 20T4pether, these studies
indicate that luxury customers are more willing to buy and pay the price if they feel
inferior or superior tdhe salesperson, the average luxury customer does not appreciate
to beequal to the salespersdhg idea of a friendike attitude is apparently appreciated

by nonluxury customers instead.

These studies also outline thajaction generallyeads peopé tovardsan increased
aspiration for the brand arelevate their perception of the brand. This happens even
when the person (generally not a luxury customer) isadlgt complaining ofthe

rejection and tend to be afraid of entering the luxury retaibse (M. K. Ward & Dahl,

2014) Thus, reflecting on luxury consumersO preferences for a certain degree of social
distance within the commaal setting, it might be worth considering that situations
outside the commercial domain, such as sponsorship events or brandsO foundations, may

encourage the luxury consumer into a deeper relationship with the brand.

Finally, by creating and designinget flagship store in association with star architects,
or by decorating and conceiving the retail setting and windows with artists, the
consumersO perception of the brand may be positively inflyemekthis could generate
valuefor the brandCrewe, 2016; Hansedansen, 2014; Y. Lee, 2014 rguably, any

form of marketing if strategically combined with a form of art imigender the
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perception of the brand and strengthen its luxury status, allure of exclusivity, and prestige
(Gilmore & Pine, 2009; Jelinek, 2018; Mase & Cedrola, 2017; Naletelich & Paswan,
2018)

Whereas the debate regarding the relevance of the physical store in the modern era
continues, luxury fashion brands, above all, have clearly understood that the flagship
stae is a compelling communication channel and an essential aspect of the brand
(Christopher M. Moore & Birtwistle, 2005For the most, brandsO products are easily
accessible online, in department stores, or in licenced shops, whereas the flagship store
needs to be considered as a meaningful place where the customer is seeking a unique
experence and a point of contact with the brand (Triefus, 2017). By providing
experiences not entirely commerciatlyiented, luxury brands might generate new
feelings and emotions in their customers, and a renewed sense of loyalty and aspiration
for the brandJiang et al., 2014)

Brands have to completely reinvent th@ghbing experience to attract consumers and
provide what they are seekifgolca, 2017)One of the main expertsO suggestions for a
renewed experience is to understand how the customer journey is structured and to
modify or to improve all the different components of this struc(8tephens, 2017The
following examples are highlighting luxury fashion brandsO efforts to provide
experiences which are excegglithe mere purchase of the product. Luxury brands are
discerning that people desire to visit their flagship stores is not strictly connected to the
purchase of a good anymdgntZblian et al., 2013)

An excellent example of the brandsfeavouin shifting the flagship store paradigm
and in reforming the shopping experience is Burberry. Since 2012, thd hes
particularly invested in the digital integration of its London flagship store by providing
the consumers with a number of new featyetnerMorley, 2012) They introduced

QR codes on #hproducts' tags which allow the consumers to access the information of
a product immediatelgnline The brand installed smantirrors in the fitting rooms for
clients to browse a differeméinge of products digitally, while physically trying a model.
Finally, they provide an interactive environment where certain products activate the
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nearest walbcreen, and this will show specific contents such as the history of the
product, catwalks involving ghproduct, the making procegsicBride, 2014; A. Moore,
2015)

The Burberry successful example arguably shows how a brand can completely rethink
the sh@ping experience for its customers, by understanding the customerOs desire for an
authentic and akncompassing experien@éotter, 2013; Shannon, 201 Restructuring

the flagship store based onthenking the customer journey is an expensive practice, but
apparetly enables the brand to attain an effective and integrated communication strategy
(Stephens, 2017Pther examples of renewed flagship stores which are worth mentioning
are the new Louis Vun flagship store in Paris, the new Prada flagship store in Miami,

and the new Gucci Garden in Florence.

The renewed Louis Vuitton flagship store in Paris is led¢#@t Place Vend™naesquare

with a high concetnation of luxury brand stores, and ittlee same building where the
brand opened its first retail store, so strategically linked to its heritage. Petao Mas
redesigned it, a famous OretaithitecOwho has designed, amongst others, stores for:
Dior in London and Seoul, Bulgari in Londamd New York, and other Louis Vuitton
spaces in Los Angeles and Soho. The new Parisian flagship store provides the customer
with the latest and customised products, and coherently with the most recent image which
the brand is conveying, the display of anher of artworkgBray, 2017b) PradaOs new
store in Miami, inaugurated during tAet Basel Miami Beachwhichis one of the rost
famous art shows in Americalthoughnowadays is interestingly considered mainly a
fashion event than an art ofieiseau, 2017)The store has an afecainspired design

which attempts to appear coherent with the surroundings of Miami Beach. The brand is
trying to become moregpsonal for the consumer by providing different countries with a
dedicated and coherent offer which reflects their culf@ranks, 2017)

The concept of cultural coherence is also part of the new strategy applied by Geacci. T
brandOs new store in Florence, called Gucci Garden, is located in Piazza della Signoria,
in the refurbished building formerly known as Gucci Museo, iamsl a flagship store

which provides a unique offer to its custom@suters, 2018)n the new storghere is

the possibility to customise GucciOs products, there are all the pieces of the latest
collections, and there are memorabilia sold exclusively in this store, in an attempt to
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incentive visits and to enhance exclusiyityiefus, 2017)Moreover, part of the flagship

store has been interhadecorated by artists who have collaborated with thadsince

2015, and who have been discovered by the brand on social media. Finally, to provide a
unique and encompassing experience which enhances the brandOs Florentine heritage and
culture, the new store has a-&at restaurant run by astar Michelinchef (Triefus,

2017) It is interesting to note thain the perspective oéllowing the brandto be
accessible without undermining its allw&exclusivity, the restaurant has unexpected
affordable pricegFerrier, 2018)

Art exhibitions and cultural initiatives inside the store (Louis Vuitton, Prada, Gucci), the
transformation of the store spaces in interactive spaces where products are not at the core
(Nordstrom), digital integration of the physical space (Burberry)athrendeavours of
rethinking the store in the modern era. People strive to live sensorial and intellectual
experiences, to connect with people and the brand, and the store is still considering by
many as a suitable place to create a relationship with dhsumer(Arrigo, 2015;
Manlow & Nobbs, 2013; Triefus, 2017} is notable that several brands have a specific
interest in exhibiting contemporary art-store, arguably intrigued by the idea that
scholars consider the proximity of a brand with art as a way of being perceinexteas
luxurious and authenti@Chailan, 2018; Gilmore & Pine, 2009; Hand¢ansen, 2014,
Zorloni, 2016) This relationship between different forms of art and business is called
OartificationMas+ & Cedrola, 2017)

According to Amatulli and Guid@012) by dedicating part of a brand's flagship store

to cultural and artistic experiences and by hiring experts and educated personnel, the
association between the brandldhe cultural values should be more straightforward in

the customergninds. Nevertheless, the loga the market whichs permeating the
modern societys undermining the authenticity of the artistic offgfozinets, 2002)
Furthermore, if artification is not coherent with the brand identity, there is the risk of
deteriorating the situation and of losing credibi(idglinek, 2018) The exhibition of art

within a commercial venue has becomereasingly frequentience it might start to be
perceived aprogressivelyess authentic.

This perceived lack of authenticity might impair the cultural value conveyed by the art
to the brand, especially considering that also-fiashion and higistreet brands, such
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Zara, H&M, and Rag and Bone, havarged to implement artistic collaboration in their
strategieqCare et al., 2017) Thus, itis not clear yet, the effect which a not entirely
branded and neoommercial experience provided in a bramahtrolled environment
might have on the perception which the consumer has of the authenticity and the allure
of luxury of the brand

This section explores how the exponential growth of experiences provided by brands is
making consumers distrust the authenticity of the experience, and to what extent this lack
of authenticity might undermine costumers@itg.

A brand which is providing experiences or is utilising experiential marketing, has often
been the exemplification of hypeegality, or the sealled Disneyficationb or
Disneyization(Bryman, 1999) of the postmodern societjtival and Williams, 2009)
Disneyfication is a term which derives from the assumption that Disney witheine

parks has been the first brand able to capitalise on the hypothesis that by experiencing a
brand people are happier to spend time and money in its proximity (or pld@esgn
Verbeke, 1991)Most of thebrand which have provided, or are prowid, experiences

have applied the same paradigm, and therefloeexperience economy often is referred

to as the Disneyfication of society, as the transformation of everyday life in a theme park
(Gilmore & Pine, 2009).

However, consumers are changihgit habitswhich puts to question the authenticity

and the reality these brands offer Owhere it once seemed unique and authentic, it now
seems ubiquitous and inauthentig@Imore & Pine, 2009, p. 5)Uniqueness and
authenticity are something pivotal also in the fashion landg@dp®ur & Sabzikaran,

2018) Recently, and mainly because of easier access to technology, the consumer
attitudetowardsthe shopping experiendeasdramatically changed. In particular, the
fashion consumer h&ecomadncreasinglyinformed and sophisticated; thisrequiring

brands toexpresanore authenticityhrough eactone of theifforms of communication
(AntZblian et al., 2013Whereas authenticity has become a customer's requirement, it is
essatial to consider the following aspects. Not all consumers are keen to experience the

brand in a commercial environmefKozinets, 2002) not all consumers accept
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experiential marketing and brand experience as a trait of authe{@dityore & Pine,

2009) and there are studies claiming that consumers who mostly seek experiences in
commercial settings are commonly less keen to spend n{®uosgnbaum, Otalora, &
Ram’rez, 2016)

Therefore, it is still not clear if, in the luxufgshioncontext, branslshould focus on
tailoring sophisticated commerciatiented experiencesor should attempt to
differentiate their strategies. Nonetheless, by focusing on less comnrwererded
circumstances, brands might facilitate the engagement wetltdhsumers in a more
authenticallyperceived, and meaningful connotat{®mne & Gilmore, 2016; Reenbaum

et al., 2016)Engagement whh migh translate in positive Word of Mouth (WOM), or
Electronic Word of Mouth (EWOM), which is generally deemed one of the most
effective way a brand has to promote itself freely and in a more authentically perceived
manner, due to its consurded natureE. Keller, 2007; Ng, David, & Dagger, 2011;
Subramanian, 2018)

Besides, gperiential marketindhas started to be deemadother agmpt of affecting
marketing whichs no longereffective towards customers. Together with other forms of
marketing strategiesexperiential marketingmight be considered as a failure in
understanding that consumers are now immune to the message brands are sending
through their implementatiofGilmore & Pine, 2002)By suggestinghatbrands should

start tocreae an experiencéogethemwith the customersGilmore and Pine2002)have
anticipated a current trend of brand/consumer collabosat®me brands have adegt
techniques of value ecreation, or product edesign, with the consumer, as their
primary marketing strategieSxemplificatiors of co-creation and calesign as a tool to

provide transformative experiences|l be explored more in depth in secti8r8.1

The nextsection analyseanotherspecific aspect consideredtical in providingbrand
experiences: consumer engagemengagemenis aconceptdeemecdhardly definable,
andthe next sectiowill investigate ifrom two different perspectives. Qine one hand,
it is analysed how the term engagementtifised in the literature related to brand
experieres and consumption experiences. On the other bHamdpncept of consumer
engagement is compared to the similar orublic engagement, whichesntextualised
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in sectionl.7. The lack of a tweway dialogue in the commercial context will be
highlighted as the maireasons fothe seeminglymisuseof the term engagement.

Consumer engagement is particularly relevant in the context of the relationship existing
between luxury fashion brands and their consumers. Historically, this relationship has
been based on the need for the brand of controtlegway in which the bral is
presented to the public and the way the brand is experi¢Dogte, Moore, Doherty, &
Hamilton, 2008; H. Kim, 2012)lagship stores have been the most utilised channel for
brands to exercise a level of control which would have been difficult to achieve through
other channel&Christopher M Moore, Birtwistle, & Burt, 2004However, as explained

in section2.2, the conspicuous consumption is evolving by mgvaway from merely
experiencing commodities, towards experiencing culture and-bsgly (Bronner,
2018). This evolution is leading consumers towards experiencing the brand outside the
conventional Obrand placesO sasgthe flagship store, and as a cansence, the level

of control exercisdy the brand in orientinthe consumeon how to live the brand

experience will be harder to achieve.

Luxury fashion brands should consider this evolution in the conspicuous consumption as
an opportunity to evolveheir relationship with the consumer. Specifically, through
consumer engagement brands could rethink their relationship with the consumer as a
relationship between pediBriefus, 2017)where transparency in communication might
facilitate the consumer contribution in creating the br@gtatch & Shultz, 2010) By

doing so, brands might restore their authenticity and might create a new form of loyalty
which will result in strengthening their relationship with the consurbsviedi &
McDonald, 2018).

This section is dedated to investigating the importance that consumer engagement plays
in providing authentic experiences. In particular, when engagement is considered not as
entertaining the consumer, but as a-twmay dialogue aimed to build a relationship

brand/consumer.
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In the context of creating an experience along with the consumers, Consumer
Engagement (CE) is a pivotal aspect which might facilitate the experience to be perceived
as more authentic. Consumer engagement can be considered an evolution of relationship
marketing (Gambetti et al., 2012)r more appropriately, a fundamental component of
relationship marketingVvivek et al, 2012) Hitherto, CE is mainly mentioned in studies
dedicated to online brarmbnsumersO relationshi@shley & Tuten, 2015; Dessart,
Veloutsou, & MorgarlThomas, 2015; Malhotra, Malhotra, & See, 2Q018)considering

online channels, such as social media or website, one of the easiest tool to connect and
interact with the consuméHudson, Huang, Roth, & Madden, 2016)

Interaction, challenges, and engagement are pivotal to succeed in providing a positive,
and possibly significant, experience to custom@shmitt & Zarantonello, 2013)
Scholars through online ethnographic studies have understood that consumers are
inclined to shape their consumer culture through social media or brand communities
(Schmitt & Zarantonello, 2013)Nonetheless, this researth interested in brand
opportunities of CE offline, as stores and other ObrandOs placesO are still considered
fundamental to generate great connections with consyffieegus, 2017) On the one

hand, offline venes are still advantageous to streegthttachment and loyalty towards

the brandJ. Kim & Kim, 2014) on the other hand, they facilitate informing the brand

of the customerQOs preferences and att{uabatulli & Guido, 2012)

Brands are focusing many of theirezgies in providing experiences, and they have been
suggested by marketers and academics to initiate engaging more with the consumers,
where engagement is seen as a way to facilitate @edegnd more effective
consumetdrand relationshigGambetti et al., 2012 onsumeengagementevelos at

the moment thatonsumerestablisha deep emotional borwdth the brandVivek et al.,

2012) Through CE, the consumersO role is enhanced by being involved in the process of
value cecreation(Dessart et al., 2015Moreover, CE transforms the consumer into a

fan of the brand, due to the strorgationshipscreated, which may bring him/her to
energetically promote thbrandand its products(Sashi, 2012) These are the main
reasons why engagement is essential to take into account while planning marketing

strategies.
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Brand resonance is one of the most desirable states a brand migatt@spithe
customersO mirfi. Keller, 2013) At this stage, the bond betarebrand and customer

is deep and psychological; it has been transformed brand loyalty which then
translates int@ relationship with the bran@rand resonance is deemed composed of
four factors: loyalty, attachment, community, and engage(Keiteller, 2001) Of these

four elements, the engagement one is often used to describe the interaction which the
consumer has with the brarot not the other way arourtld. Keller, 2008; J. Kim &

Kim, 2014) as a onavay relationship and not a tweay dialogue, as defined in section

1.7

By consideing the consumer as a person, there should be no difference between the
notion of consumer engagement and public engagement. The word Oengagement' often
has been employed in a basic and literal manner as a vehicle to provide pleasure, more
than in a deepnd significant manner as a tool to provide meaning. The consumer should
be considered as being ammducer rather than simply a Ota(yéttgo & Lusch, 2004)

as a pivotal actor in a twavay communication with the brand, and oriented towards
generating bends in a spirit of cecreation of knowledgéGiannachi et al., @14).

An illustrative example which considers engagement from the consumerOs contribution
point of view, more than considering engagement as a mutual dmberais the
OEngagement Metric§Baven et al., 2007)epresented ifTable 1 This model is
conmposed of four elements. First, Involvemewhich is a measurable aspect of the
relationship that a person has with a brand: for example, thengeesf a person in a
brand's toulepoints. The second element is Interacteperson's activities with a brand,
such as creating content or asking for infation. The third element is Intimaayhich

refers to a person's affectionrfa brand. The lagtlement is Influencewhich is the
likelihood of a person's advocacy of the brand, such as word of mouth. This final stage
is the one which can be measured considering a person's brand awareness and loyalty
(Haven et al., 2007)

All these elements are valid to describe the consumer relationship with the brand;
however, the model is missing to introduce elements which describe the brand
relationshipwith the consumer. It should be considered not only what are the benefits
which the consumer is bringing to the brand, but also the benefits which the brand could
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bring to the consumg(Triefus, 2017) To evaluate the depth of the consumer/brand
relationship, an improvement of the product or the service provided should not be
deemed aghe only way a bmd has to contribute to this relationship. Values,
authenticity, and meaning, for example, should be considered in the model as part of the
brand's input and contribution to the relationst@@lmore & Pine, 2009)this will
facilitate to recognise an-tepth engagement, as definedactionl.7.

Tablel - Engagement MetricsAdaptation Haven et al., 200).

The term OengagementO in its deeper connotation is present in some online brands
communitiesO studigDessart et al., 2015nd in Corporate Social Responsibility
studies(OORiordan & Fairbrass, 2014; Tang, Hull, & Rothenberg, 20L2Yarely in
consumer engagement studies and even more rarely with regards to luxury fashion
brands The successful implementation of andepth engagement ithe online
communities and CSRircumstances might encourage brands to pursue avayo

communication also in other cases.

With reference to online brands communitiesO studies, it is possi#atity the use of
the term engagement as contextualised in sedtionA number of aspects have been
identified by Darmody and Kedziof2009) as explanatory of the success of online
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communitiesO engagememndas detailed belowBy being able to recreate the same
conditions, a more profound engagement might occur offline as it is happening online.

¥ Online environmenfacilitates gople to act as they are someone else, or to
interpret a characterhis acting mighteadpeople to reduce their inhibitieim
interacting ad connecting with others. In secti@3.2.2 it is explained that
playing roless also a facilitator ofransfamative experiencegny constructed
experience provided by brandsuch as workshapin retail stores, sensorial
experiences, cdesign eventsmight easily reproduce the same environment
where people feel free to experimenttlasy areawarethatthey wil probably
never reencounter the participa(snould & Price, 1993)

¥ Building relationshis among consumersnight happen easily in virtual
communitiesin part because people feel sdteengage witlother peopldehind
a screenandalso because virtual communitiese dedicated to specific and
shared interest8Vorkshops or interactive experien¢esdin environments such
as brandsO headquarters, flagship stores, museums, or public places, might
generate the same feeling of safety in peophe sharednterestin interactng
with the brand and other peopte,for gathering new knowledgea key element
to facilitate engageme@®milansky, 2017)

¥ Social networks are altering the way people merge thelmafand online lives,
and this is leading to a general changing insetfsciousness and in relationship
managemeniThis aspect is influencing the online engagement, but it could easily
be eyloited to influence the offline engagement.

With regards to the CSR implementation of engagement, there are CSR international
standards dedicated to stakehod@®ngagement conceived as atway process. These
standards refer to trustworthy relationships with the stakeholders, which can be built
through engagement with tlémsof: improving the community in which a company is
operating; involving different stakelders in different managerial phases; being
connected with the encompassing reality; and knowing needs of all the parts involved
with the company (AccountAbility, 2011) Thus, considering the successful
implementation of engagement in its more profound connotation online aG&Rn
activities, luxury fashion bramsanight consider broadening their engagement techniques
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outside of these boundaries and transform consumption and brand experiences from mere

forms of entetainment to opportunity for a twway exchange with consumers.

Next section investigates brandsO use of art as a stratagem to be perceived as more
authentic and to maintain the allure of luxury which permeates the brand. In particular,
the section fouses on two main trends of-aelated experience provided by brandhe

first is the tendency of organising fashion exhibitions in significant cultural venues and
well-known museums. These exhibitions are a likely attempt to exploit a brarovagill

from the Osolemn' art world to the Osuperficial' fashion worlde@dedsis the trend of
establishing art foundations. The section dedicated to this latest aspect explains why art
foundations are the primary focus of this project, and the criteria applied to decide of

concentranhg the analysis oRondazione PradaandFondation Louis Vuitton

Consumer engagementimsportantto allow an experiencéo be perceived as authentic,
and as mentioned in secti@rp, art is a powerful tool to render authenticity to the brand.
Moreover as anticipged in section 2 nonbranded or notommercial venues might
facilitate the brand in overcoming the lack of authenticity perceived by consumers in
living the brand experience. The following sections will explore two luxury fashion
brandsO attempts to provide their conssnvéth alternative experiences: fashion
exhibitions in museums, and the ownership of art foundations. These experiences are
both not commercially oriented, they are taking place in venues which might facilitate
consumer engagement, and they are relatégetarts. Hence, they might be perceived

as being more authentic than others. Finally, it will be expla@sdbeen decided to
focusthis projectonly on art foundations, as potential venues to provide consumers with

more meaningful experiences.

Very little has been dedicated by scholars to investigate the effectiveness which a fashion
exhibition in museums, or art galleries, might have on enhancing the brand image
(Skjulstad, 2014; Steele, 2008gspecially considering the perspective of a-non

commercial, and not entirely branded experience, provided in an environment which is

not controlled by the bran@@elinek, 2018) For the purpose of this project, fashion
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exhibitions are considered as a very etiweacommunication too(de la Haye &
Horsley, 2018; OONeill, 201 )articularly in the context of éhplace as an experienceOs
influencer. Moreover, theoalescencef luxury fashion brands with art museums might
convey the cultural cachet, and creative significance of art to the bneendephisticated
manner, and might enhance the exclusivity ofgheluct by transforming the fashion
item in an artefagtChoi & Lewis, 2018)

Museums of costume or design have always exhibited fashion garments and accessories
by considering them as tools for historical resear¢BeMiller, 2007) Lately, there is a
difference in the kinds of exhibitions provided to the public, and @she types of
venues which are granting space to fashi¢ada & Glasscock, 2014Most of the
exhibitions dedicated to fashion items are now retrospectives of a singenfasénd,

instead of thematibistorical displays involving several designers. Often, brand
dedicated exhibitions have been controversially received and judged as an outrage and a
not very sophisticated form of advertisem@at Anderson, 2000; Kimmelman, 2005)

Most of the critics were oriented towards the museum and the curatorial team in the
broader context of considering fashion, not a®ran of art, but just a commercial
businesqCraik, 2003) Of fashion being or not a form of art has always been a lively
debate, howevdashion exhibitions in museums are not fiercely judged anymore; on the
contrary, the great affluence of audience, and the favourable attention of media, have
made fashion exhibitiongrowing at a rapid rat@beeny, 2017; Lowthorpe, 2015)

Fashion exhibitions ight be a very active form of communication for the brand which
can associate its image with the sophisticated and intellectual environment provided by
museumsChoi & Lewis, 2018) Furthermore, at the same time, they have been an
instrument for museums to augment their footfall, to attract different audiences, and to
reach those people who regularly do not attend musébDeiaye & Bergvelt, 2012;
Skjulstad, 2014)Moreover, ashion exhibitiongareattractng touriststo visit museums,
which generallymay be not a first choice, sucts ahe FIT Museum in New Yorkhe
MusZe des Arts DZcoratifsParis, theSaatchi Galleryn London just to mention a few.

In this winwin situation, brands are enhancing their allure of exclusivity, uniqueness,
and sophistication by exhibiting in museuam&l by being adjacent to artwoihailan,

2018; Choi & Lewis, 2018; de la Haye & Horsley, 2018; Jelinek, 2018; Mase & Cedrola,
2017)
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As previously mentioned, there has been an increasing number of successful fashion

exhibitions, and the trendasbeen growing at a rapid ratearticularly, since the big
success oAlexander McQueeds exhibitiofbavageBeautyatthe Victoria and Albert

Museumin London in 2015andatthe New York Metropolitan Museum of Atiefore

in 2010 which welcomedapproximately 493,043 visitor§Victoria and Albert

Museum, 2015)Since then, several other brands have takiargage of the public

appreciation for fashion by organising retrospectives in collaboration with relevant

institutions. The following is an illustrative, but not an exhaustive listtiod most

popular exhibitions of the last three years.

¥

Orves Saint Lawent: Style is Etern@lat The Bowes Museum Durham in 2015
which counted more than 70,000 peoffeennedy, 2015)

Mademoiselle Privdat Saatchi Gallery London in 2015 regarding Coco
Chanel origins and work haal significant media coveragaudiencenumbers
are hard to quantify because of free entranae)l the peculiarity of being
curated byChanelcreative director Karl Lagerfelahdnot by a curatorial team
(CartnerMorley, 2015; Silva, 2015)

O'he Fashion World of Jean Paul Gaultier From the Sidewalk to the C&twalk
exhibition which has beemn aworldwide tour since 201 knd whichattracted
more than a million visitor@Hart, 2015)

Victor and Rolf exhibitionat the National Gallery of Victoria iivielbourne
(Guilbault, 2016)

An exhibition dedicated to Missoni, his textiles and artwaakthe Fashion and

Textile Museum in LondofCochrane, 206).

(Balenciaga: Shaping Fashidaxhibition at the Victoria and Albert Museum
in London(White, 2017)

0-years of Dio®in the MusZe des Arts DZcoratifis Parisb sponsored by
Swarovskas the McQueeaxhibition(Marriott, 2017)

Qe Suis Couturi€) a homage exhibition tdzzedine Alasdeld in the building

which has been his home and studio in RMisnkes, 2018)

By happening in a neoommercial and engaging environment like a museum, for

example, the brand is providing an experience which might be more meaningful and
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memorable for the conser than the one offed in the flagship stor@Choi & Lewis,

2018; Kozinets, 2002)Yet, by being held in an art institution, there might be some
confusion on the extent of the brand's involvement in the decisions regarding the
exhibitions; even if brands in this situation usually operate in concert with the museum
(Harper's Bazaar UK, 2013jence, these fashion exhibitions might affect more people's
perception of the museum than their perception of the brand.

Moreover, the display of fashion products might recall in the public a direttoreto

the commercial environmentience these exhibitionsnight riskto be perceived as a
mere form of advertisement, particularly if the OQartification’ is not part of the brand
identity (Jelinek, 2018)Here it is not questioned that fashion exhibitions migheleav
potentially positive impact on the consumers or the public,whétherin a brand
experience context, the shadow of a commercial scope might affect the opportunity to
enhance a sense of authenticity of the brand and of the experience.

Next section imestigates another example of brand experience provided by luxury
fashion brands: the ownership of art foundations. By being dedicated exclusively to the
arts and not to the fashion product, and by exhibiting in different venues not related to a
commercialenvironment, art foundations might be perceived as being more significant

and more authentic experiences.

As mentioned in the previous section, another alternative experience provided by luxury
fashion brands is the opponity for consumers to enjoy art exhibitions or performances.

In particular, this section focuses on art foundations owned by luxury fashion brands, as
noncommercial and art related venues to provide experiences. These are different than
fashion exhibitbons in museums, which are dedicated to the fashion product. Art
foundations generally are sponsoring or hosting exhibitions or performances devoted to
various forms of arfMase & Cedrola, 2017)Similarto fashion exhibitias organised

by museums, the art foundations considered in this project usually are holding their
events in norcommercial venues, or in specifically dedicated venues. Finally, brands
typically justify investing in the arts, and establishing foundatiosspat of their
Corporate Social Responsibility poli¢Kottasz, Bennett, Savani, & AChoudhuy,

46



2008) By showing an apparent involvement within communities, and a grade of social
concern, brands are attempting to manifest a higher sense of responsibility and a deeper
degree of authenticitfAnido Freire & Loussacef, 2018)

As mentioned in section 2.@rt has to be considered as a tool to render authenticity in
the brandGilmore & Pine, 2009)Private foundations owned by brands, as well as any
other adjacency of brandOs places and products to any form of art, might enable the brand
to be perceived as being more authe(@are et al., 2017) Thus, a group of major
players in the luxury fashion industimavesubstantidy increased their invesient in art

(Mendes & Reefoberts, 2015; Saca, 201i8)a variety of forms: byommissioning
emerging or welkestablished artists to create customisadaks(Codignola & Rancati,

2016; Ryan, 2007)y refurbishing historical sites and buildiniggsmajor capital cities

(Amed, 2015) or by creatingdedicatedvenues for exhibiting their ownart collections

(Rivelli, 2017)

To better understand the difference between art foundations and any ottedatad
projects which fashion brands might invest in, it is useful to look at how Z¢a6m6)
framed theart/brand relationship in her work. The author differentiated brands' projects
according to two elements: frequency, which is defined as the duration of a project or
commitment; the role of art, which is described as the purpose of implementing art into
the business. Based on these two dimensions, the author identified the following possible
scenarios:
¥ Art Interventionsb a very short (2/3 weeks) collaboration in the form of
workshops or specially commissioned works, such as Marc Jacolisakashi
Murakami for Louis Vuitton spring/summer collection in 20Q3ina & Viscardi,
2009)
¥ Art Projectba programmed and integrated collaboration which tends typically to
produce an artistic output that can be tangible (Chanel exhibition pavilion design
by Zaha Hdid (Etherington, 2009)or intangible (Hugo Boss art prize composed
by a monetary reward and the opportunity for a solo exhibition and the
Guggenheim in New YorkZorloni, 2013);
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¥ Art Programmeba longterm initiative which encompasses a variety of projects
and initiatives, such as Louis Vuitton usage of art that is imbuing entire areas of
the brand hence becoming parttsflhusiness modéZorloni, 2016)

¥ Art as a Caus® the business support to the arts is independent of the core
commercial business, such as Cartier foundg#onloni, 2016)

¥ Art as a Marketing TodDartistic projects and concepts become part of the core
of the marketing strategy to enhance the brand performances, such as Montblanc,
and Gucci latelyBerlinger, 2017)

The aforementioned scenarios are then framed and summarised by Zorloni (2016) in an
easyto-read graphthat is shown inTable 2 This model is consdtcted on the two
dimensions ofthe scale of commitmentand the business purposéhe author has
identified four main categories which are summarising the art/brand relationship,

inclusiveof but not limited to thescenarios previously mentioned.

Table2 - Art/Brands relationshigp Adaptation(Zorloni, 2016)

According to this model, art foundations owned by luxury fashion brands have to be
considered as a lotgrm commitment of the brand towards the art, and theramity.
Moreover, they are regarded as characteristic of brands which are exploiting art not only
for business purposes, but also for cultural purposes. This model strengthens the idea that
artrelated and nowgommercial experiences might be different nthather brand

experiences provided, such as exhibitions of art in the flagship store. The cultural purpose
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of the brand expressed through these initiatives might beallbats these experiences
to be perceived as more authentic.

As mentioned in section.@ the usage of art to render authenticity has to be coherent
with the brandOs values. This project focuses on two main hwéicts have long
invested in art Prada and Louis Vuitton. These two brands have distinctive
characteristics and diversities, whi they express in their products, and usually
throughout their art choices for their brand experieBd@isasso for Louis Vuitton, and
William N. Copley for Prad@§Costa, 2017; Neuendorf, 201&n the one hand, Louis
Vuitton is a branebriented towards heritage, and a mix between classic and modern,
and it is considered simphlnd mainstrearnBiography Editors, 2014; Catawiki, 2018;

N. Main, 2017) The brandOs declared main values aréq@e savoifaire, a carefully
preserved heritage and a dynamic engagement with mod¢Hjity reativity and
innovation deliver excellencecultivate an entrepreneurial sp@{t.VMH, n.d.).

On the other hand, Pradakisenerto challenge the consumer and to be pesteas a
complex brand (citation frorrondazione Pradanterview in section6.1.2.1.). Its
declared values are: uricompromisedjuality, freedom of creative expression [Bh
innovative approach, which draws inspiration from an omeational analysis of
society [E] style statements born from the passionate examination of disciplines that
are, at times, apparently far from fashion, such as art, film and photography, resulting
into creations that reinterpretality from unusual perspective@@radaGroup, 2018)

It is interesting to note that Zorloni (2016) provides a representation of values,
personality, and opportunity traits which brands calma@ce through the exploitation

of different forns of arts (tab3). By considering this representation, and the brandsO
values mentioned above, it is possible to say that Prada and Louis VuittonOs exploitation
of art is coherent with the brand, and whkit usual form of communications; although

it is still unclear if the consumer perceives this coherere.exploring the
characteristics of brandsO foundationsext sectionsit will be made clear why Prada

and Louis Vuitton foundations have been stdd as core samples for this project.
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Table3 - Different traits which brands can enhance throdifferent kinds of arts

The majority of the foundations analysed have identified their missions in: the promotion
and enhancement of the arts and the cultural heritage; the facilitation of accessibility to
the arts and engagement for the public; the fostering of creativity gedientation
(Fondation d'Entreprise Hermes, 2015; Fondazione Ferragamo, 2013; LVMH, R914)
promoting the arts and preserving the cultural heritage, these brands are attempting to
connect with their communities, to appear socially responsible, and to become inclusive
towards a wider public by maintaining the allure of exclusivitthefr commercial core.

As previously mentioned, most foundations are accounted for by brands as CSR activities
(PradaGroup, 2015)

By exploring their programmes and characteristics, it is possible to determine some
shared elements and some specific differences among the most known luxury fashion
brands' art foundations. Three main aspects which are commonly present in cultural
organisations, are presealso in the brands' foundations. Hence, differences and
similarities have been framed within the following three aspects: the artistic programme
which they are promoting towards the public; the educational activities which they
provide, as part of their secondary programme; and the space utilised to facilitate a
wider audience to access to their program(iég British Museum, 2017)his final
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aspect, as explained in sectdB, has also to be considered crucial in the evaluation of
brand experiencse The following sections are dedicated to exploring art foundations'
main characteristics according to each of these three elements. In the end, it will be
highlighted thaFondation Louis VuittomndFondazione Prad&as been chosen as the
only two shamg the same characteristics in all of the three aspects considered.

The next sections investigate whether particular aspects of art instituabng (can

also be recognised in luxury fashion brands' art foundations.

Table4 - Art institutions' aspectisivestigatedn analysing luxury fashion brands' art foundations

The majority of cultural institutions have their artistic prognaes structured according

to a threeelements Oformula’, even if not always all the elements are present in all
programmes. The brands' foundations have been analysed according to this Oformula’,
andFondazione PradandFondation Louis Vuittorare the only two to apply it in its
totality. The three elements part of this OformulaOtteeewnership ofa private
collection of both famous artworks and specially commissioned pigbhesgconstant
sponsorship of new art pieces through the patronage ofestablished or emerging
artists; the organisation, during the year, obpecial exhibitions generally in
collaboration with other wekstablished art institution@Korn, n.d.; Moriarty &
Weight, 2008)

Examples of special exhibitions afeondation Louis Vuittorexhibition Keys to a
passio) which ishostingpaintings temporarkanded by théluseum of Modern art in
New York (Verner, 2015) Fondation Louis Vuittonexhibition of the Russian

51



Chatchoukine pyate collectiorOc™nes De LOArt Modethexhibited for the first time
outside RussiéNeuendorf2016) Fondation Louis Vuittoexhibition &tre Modern€)
dedicated to the MoMa and organised in partnership with the New Yorker institution
(Stirling, 2017) or the William N. CopleyOretrospective, organised liondazione
Pradain collaboratiorwith the Menil Collection of Housto(Costa, 2017)

As anticipated, in the attempt of grouping the foundations according to some shared and
comparale characteristics, most of the luxury fashion brandsO art foundationsO
programmes were analysed to identify theeeelements part of the Oformulad above
mentioned. Only two foundations were recognised as structuring their programmes
according to that @mulaOFondation Louis Vuittorand Fondazione PradaOther
foundationsO programmes are presenting one or two elements of the OformulaO, but not
all the three elementsondazioneZegnaandFondazione Nicola Trussardi Trussardi

for example do not own a private colledion, but they are commissioning adrks
(Fondazione Zegna, n.d.)

As previously mentioned, this Oformula’ is generally usesusgums and art galleries

to set their artistic programmes. Hence, by adopting it, these brands' foundations are
appealing to the audience and to the media as trustworthy art organi@@&en2018)
Moreover, by collaborating with wedistablished institutions, they are enhancing their
credibility and their image as defiseof culture on the & scene, and this is also
indicated by the recognition they are receiving from highly qualified art magazines,
such as Frieze or ArtN¢Casavecchia, 2017; Childs, 2017)

To concludeand for the sake @lompleteness, the primary forms of art promoted by the
luxury fashion brands' foundations are fine art and visual arts in a contemporary context,
albeit there are other forms of art or artistic expressions promoted by brands'

foundations igurel).
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Figure 1 - Artistic expressions promoted by luxury fashion brands' art foundations

Together with their main artistic programme, a number of foundations are offering
secondary activities which have anuedtional end. Generally, these activities are
dedicated to children and young scholars. These secondary programmes are worth
mentioning because they are often implemented also by museums and other art institutions,
with the aim of generating and dissenting knowledge and skills in the light of being

inclusive towards the wider audience possible.

In this spirit, foundations such &ondation Hermes Fondation Louis Vuittonand
Fondazione Pradhave claimed that their educational programmes are aimstgriulate
creativity, curiosity, and to cater new skills by providing workshops and classes which are
addressing the youngéBiondation d'Entreprise Hermes, 2015; Fondazione Prada, 2015)
However, different than other foundatiolspndazione Pradaand Fondation Louis

Vuitton have organised these programmes in a similar \Bgyinvolving children,
schools, and families in a series of activities they want to be recognised as cultural leaders

and to be considered as legitimate competitors of any other art institutions.

As previously mentioned, the place is a critical factor in designing an experience. In
light of this, the third and final element that has been considered in this exploration, is
the venue which is dedicated to the foundations. As for the previous two fatsors
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this caseFondation Louis VuittomndFondazione Pradare to be considered similar.
They are the only two brandsO foundations with a specific dedicated venue. The
buildings that are hosting the two foundations have another characteristicnmopm

they have been built (Fondation Louis Vuitton by Fran&h(y) or redesigned
(Fondazione Prada by Rem Koolhaas) by-atahitects(Barnes, 2017; Ouroussoff,
2012)

As mentioned in sectioB.3, during the years, impressive architectural projects have
been implemented by a number of brands agategly to provide consumers with
significant brand experiences in the retail stPkenaud & Attarea, 2017; Luna &
Viscardi, 2009; Ryan, 200.7The same strategy has been applied by Prada and Louis
Vuitton to enhance the experience of visiting their foundations, and interestingly, by
commissioning the projects to architects already very familiar with the brands
(Galinsky, 2005; Neuendorf, 2014)

By contrastfor exampleFondazione Trussarcdiad a dedicated venue from 1996 t
2003, and then decided to exhibit commissioned installations in Milan's streets and
buildings. These buildings are specifically chosen and renewed according to the
particular installation committed at that momedihe of the most famougaffronting
artworksthe brand hasxhibited in areaf Milan, which is subjected to heavy traffic,
was the@sychological lab in real lif® by Maurizio CattelaRjazza XXIV Maggio
(Fondazione Nicola Trussardi, 2010Another common venue for hosting the
foundationOs art collection is the flagship store, amiibrsuch aBondation Hermes

or Fondazione Zegnéave capitalised on their flagship stores worldwide to host their
collections(CPP Luxury- Business of Luxury, 2012; Skinner, 2014)

In light of this explorationi-ondation Louis VuittoandFondazione Pradare the only

two foundations among those analysed, that are sharing all the following characteristics:
the artistic programe structured according to the thements OformulaQ;
educational activities dedicated to school and children; and a speciftatdeldvenue

to host the foundations. As previously mentioned, these are key characteristics of many
art institutions. By structuring their foundations according to these characteristics, Prada
and Louis Vuitton are attempting to be accredited as properauinstitutions; not

only as brands which are investing in &t alsoas brands with a cultural purpose
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(Rivelli, 2017; Zorloni, 2016) Thus, by deciding to present a cultural offer under the
form of a contempanry art museum, both Prada and Louis Vuitton have the opportunity

to provide the public (and the potential customer) with a unique experience.

The two brands have continuously insisted that the art foundations are entirely
unconnected to their core commi@l business. However, through their institutional
communications, it emerges that the foundations are part of the brands' Corporate Social
Responsibility activities, hence not totally unrelated to the biawMH, 2014;
PradaGroup, 2015Moreover, part of their private collections has been often used in
the brandsO flagship stores to provide a particular and sophisticated ¢mmsump
experience to their customef®lyArtGuide, 2016; Rock & Progetto Prada, 2009)
Furthermore Louis Vuitton has hosted an exhibition dedicated to the foundationOs
building in its flagship store in Veni¢®uzzi, 2016) Finally, Fondation Lous Vuitton

has been used by the brand to host its fashion sfdmdah, 2014)Arguably, they are
attempting to keep the concept of the brand and the foundation separate, so to be
considered as serious players e art scene, but it is a conundrum yet if the
foundations are still being judged by many as a brandOs marketi(fptdkes, 2014)

Most of this chapter investigated how the consumer mdjfierently perceive
commercial © noncommercial experiences. However, distinguishing between
commercial and cultural offer might become difficult if cultural experiences start to be
described as consumption experiences, and museums are starting to employ marketing
strategies generallynplemented by corporatioi€hronis, 2005; Kemp, 2015Jhere

is a thin and blurred line between what is considered commercially oriented and what
is not, or what can be considered mainly meaningful or only pleasurable. To regain
auhenticity, and to overcome these dichotomies, brands might consider providing a
different kind of experience: transformative experienbespitethe correlation or not

with the fashion brand, these types of experiences might facilitate brand loyaly and
deep relationshigby enriching the consumer of a new sense of th€delfmiri, 2009)

Brand experiencesarconsidered very important; by providing a memorable experience
to their customers, brands are increasing their clsanogreate a deep relationshimys,
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they areincreasing consumers' loyalty and reaching the most desired level of brand
resonance. Hoewer, due to an excess of experiences provided by any brand, brand
experiences have started to be perceived as not authentic. Luxury fashion brands which
have always strived to communicate with their consumers in alternative ways, have
attempted to regaiauthenticity by associating their initiatives with the arts, and by

providing these experiences also in fommmercial venues.

In the seminal work of Gilmore and Pine (2009), which anticipated the need for brands
to invest in experiences, the final part is dedicated to the provision that experiences would
have been soon insufficient in the optic of appearing authentic and @agplyingwith

the consumer. Mermiri (2009), in the same book, argues that by exploiting arts, brands
should focus on providing experiences which are transformative for the person.
Experiences which are not only being memorable, but which ralgblead theperson

to a change of the self. According to the author, these kinds of experiences might create

a more profound bond with the brand.

Next chapter focuses on investigating the meaning of transformation of the self, and
provides examples of transformagivexperiences. By understanding what a
transformative experience is, it will be possible to identify which of the existing brand
experiences could be transformative for the consumer. It is anticipated that art
foundations, because of their perceived autbigy as cultural institutions, and their
distance from the commercial environment, might be the venues which facilitate the

brand to potentially provide transformative experiences to the luxury consumer.
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This chapter exploreexperiencesvhich are called transformatiyehose experiences
which might convey an inner change to the person involved, such as an increased self
awareness, a sense of gelhewal, the gaining of new knowleddges explored in the
previous chapter, consumerse asking brands to be more authentic, to stand for specific
values, and to permeate their business with those values. Long lasting and deep
relationships might be buithrough consumer engagement dndprovidinga more
authenic kind of experiencePeoplewho, by living an experiencere improving their
knowledge, or are feeling a sense of achievement, tend to create a deeper bond with the
provider of the experience. Furthermaiteg effect of these experiences might be more
profoundwhentheyhappen in a naoommercial environment, aaenot strictly related

to a specific productinally, the use of art as part of the experience is considered as
beingone of the most effective ways to provide@ansformationAs mentionedn the
previous chapter, a naommercial environment and the proximity with the art are
facilitating the experience to be more authentic. In this chapter, it will be explained that
these two elements are among those which might facilitate an experiebeeatso

transformative.

As mentioned in the previous chapteansumers are increasingly happier to spend
money on experiences than on productseyl are looking for nmaorable events or
situations which might helfhem to build longasting memoriegGilmore & Pine, 2009)
However, because of the exponentnareaseof experiences provided by brands, there

is the needo ensure thawhat is deliveredo the consumers can be perceived as authentic
(Atwal & Williams, 2009; Portalial., 2018b)Notably, authenticity is pivotal to develop
brand trust and brand love, which are initial components to build consumersO loyalty
(Chaudhuri & Holbrook, 2001Many brands are attempting to provide experiences and
to enhance authenticity through their products and promotion activities. Nonetheless,
Gilmore and Ping2009)in their seminal work suggesitat braands should take a step
further byproviding not only authentic experiences, but alsmsformatre experiences
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Transformatiorthrough an experience might bequired when the business is offering
not only a product or service, but when the wtedperiences providing a meaning in
which the consumer can identifiylermiri, 2009) Once the experience is percaivas
meaningful, it might lead the consumer to an inneange,and consequently, to a
transformationlt is notable thathe artsmight facilitate this procesqGilmore & Pine,
2009) By providing maning through the experience, brands might facilitate the
consumerQs transformatidermiri, 2009) This derives from the idea that by providing
mearing, consumeymight satisfy the need of selttualisation suggested by MaslowOs
hierarchy of need@viaslow, 1943)therefore, they mighive a transformation of the self
(Mermiri, 2009).This causeeffect process leeen providing meaning, satisfyirige
need of sekactualisation, and being transformed is represented in Fy(viermiri,
2009)

Figure?2 - "Hierarchy of Business Imperatives and Consumer Sensibilitikdaptation (Mermiri, 2009, p.78).

Experiences, which might be particularhtense, psitive, and enjoyabl€Arnould &

Price, 1993) have been classified as: peak experien@daslow, 1964) peak
performancegPrivette, 1983)flow experiencefCsikszentmihalyi, 1990gxtraordinary
experiencegArnould & Price, 1993)and transcendent experien¢&houten et al.,
2007) Shared characteristics among all these kinds of experiences are the involvement,
the peceived value, and the absorption which a person might feel while living them
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(Privette, 1983)How experiences are considered to be more transieréssithsting in
the lorg term,and more related to furfPrivette, 1983) while peak experiences are
supposedo bemore powerful and able to lay in the deepest part of the gestierally

associated to a religious evéhaslow, 1964)

However, for the purpose of this project, it is not essential to distinguish between peak
experience and flow experiend@n the contrary, because in a specific event a person
might live both a flow and a peak experiefleavette, 1983)for this project it is deemed

more critical the impact caused on the person by these experiences, than the specific type
of experiencehe person might have live@ihe reason for deciding to focus on the impact

and not on the kind of experience derives from the idea that all these kinds of experiences
might be transformative of the setbnsequently, the distinction between the flow, peak,

or transcendent is not crat for the purpose of this proje€Arnould & Price, 1993;
Schouten et al., 2007; Soren, 2R09

The next section explores the characteristics which an experience needs to present to be

classified as transformative of thelf.

It is possible to framéhe impact which an experience might generate on paupla
threedimensional representation which might facilitate the identification of
transformative experience§he three elments to consider are: the nature of the
experience, the duration of the experience, and the effect or the meaning of the

experence, as represented in Figur@vgrmiri, 2009)

The transient transformation has to be considered as an authentic expetgic
generates some emotidout its effect does not last long enoughcause a significant
life-altering, or a shifting in the personOs way of thinktiyette, 1983)Hence, at this
stage, the experience cannot be considered as transforghégirmairi, 2009) Hitherto,
mostof the brand experiencesovided by brands, @xemplified in the previous chapter
might be viewed asransient hence no#transformative(Mermiri, 2009) Thought
provoking experiences (Fig) may or may not be transformative, depending on the
duration ofthe effect generatd@lermiri, 2009) However, thedeal stageo achieve, to
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ensure a transformative experience, is thediteringone(Fig. 3). Brandsinterested in
creating a deeper bond with their consuraed characterised by beingeaningful and
long-lasting, should aspire to provide lifdteringexperience$Gilmore & Pine, 2009)
In paticular, the transformation is strong&hen the experience is interactivand by

being a stronger transformation, also bwoed generatedvith the brandmight acquire
strength(Gilmore & Pine, 2009)

Figure3 - Transformation Miix - Adaptation (Mermiri, 2009, p. 81).

Society is moving towards an economy where the consusshifting from being
passive tobeing an active contributor tilve businesgHarmeling et al., 2017)This
paradigm shift aso be deeme@n opportunityto create a londasting and engaging
relaionship with the consumdgHarmeling et al., 2017)To this extent, a number of
attempts to involve the consumer in brandOs core processes have beéor exataple,
through cecreation of values or content, -pooduction, or transformative desigim
particular, transformative design is a discipline which can be associatethevithain
scope of public engagement,wasll as to many CSR standar@s, reported irsection

1.7. A number of scholars kia collected a series of examaglon how transformain
design could help in changing the societal way of thinking by moving towards a more
sustainable, moral, ethical, inclusjvand valueoriented economyBentham, 2017;
Brand & Rocchi, 2011; Care & Cova, 2007; Cottam, Burns, Vanstone, & Winhall, 2006;
Jonas, Zerwas, & Anshelm, 2016; Sangiorgi, 2011)

Moreover, 8 these studies refer explicitly to the transformation economy as explained
by Mermiri (2009) as well aghey refer to the concepts ob-design and careation
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with the consumerg:inally, transformation design should bring consumer and producer
together in cecreating a different market aimhéo generate public welleing(L. Miller,

2015) However, a transformative experience might be provided not only as a result of
implementing forms of transformative design, but also as a result of a consumer/brand
collaboration which involves the entire process, the whole brand, suctar&eting
choiees, communicatio strategies, branding tacti¢slermiri, 2009) Consumers are
more and more attéme to what aérand stands for, hencealues should be at the core

of the brandsO business madmlore than everandthey should enhance the provided
experience¢Triefus, 2017)

Hitherto, brandsO attempts at providing transformative experiences arersiaiaty to

the codesign of the product, or the-coeation of promotional content. With reference

to the first, dfferent brands have started inviting consumers to participate in the exclusive
process of designing a product or a ser{iCare & Cova, 2007) One of the main
examples is Adidas latest businessplahichis considering Oopen source' strategies as
a pivotal part of its future developmeiifdidas, 2017) According to the branahis
strategy is a collaboration on the product, or on branding and marketing practices, with

partners, celebrities, athletes, and also custo(Aelidas, 2017)

Another example which is interesting to note is Maison MargielaOs initiative to involve
students in calesigning and decorating the interior of its new store in Mi2arosi,
2018) Other examples of brands, whiahe considering the positive effect of creating
usersO communities aimed at sharing ideas aogkate products or servigese: Lao,

DHL, Madecom, and Manchester City Football Cl(Milbrath, 2016) Co-design and
co-creation experiences can be catered mainly as transformative because of the
profound effect which participating in these projects might have on the consumer
(BorgersonSchroeder, & Wu, 2014; Care & Cova, 2007; Harmeling et al., 2017; Trotto
& Hummels, 2013)

There are alsonteresting examples of transformatialue to brandsO initiatives in
collaboration with the artsSelfridges and other brds, with the collaboration of

institutions such as tHEate or the Royal Albert Hall, hawowly transformed peops®
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perceptions towardyaffiti, and the art landscapey association their brands with urban
artists (Mermiri, 200). Nissar©s collaboration with th€ate Modern haded the
youngstersto engage in exploring East London art scenebéing transported by a
QashqgaiEdding Pens organisation of an Oart battle® among underground artists have led
to the development of aweproduct(Mermiri, 2009)

Nokia had organised two different initiatives to generate interest in their conswamers

to consolidate one of the brand core value, which is of Oconnedijpig p@ne campaign

was called Secret Cinem@ and it was a trease hunt dedicated to cinema enthusiasts

who, by following a text message received on the day of the event, were guided towards

a secret location. Similgr, the brand had encouraged Londoners to become
photographers of the city and of other Londonersasisiative to launch a brardew

store. By challenging the consumers in following text clues, or in becoming
OprofessionalO photographers, the brand has encouraged people towards a transformation
due to selrenewal, while enhancingsitvalues and genetiag publicity and brand

awarenesgMermiri, 2009)

Another common practice to inl@ consumers in creating brande@ue, while
providing a potentidy transformative experience, is Uggenerated Conterft/GC).
Burberry and Tiffany campaigre generte digital conént and brand value aweation,
mentioned in the list of brands® experiences of section &&.8vo in a long list of
examples (Blanchard, 2017; Watson, 2017%enerally, because of the specific
characteristics of the luxury product, luxury brands tend to collaborate with consumers
to create brandOs value more than4esign product®and thais how it should remain
(Fuchs, Prandelli, & Schreier, 2010; Tynarakt 2010)

Nonetheless, UGC is a practice whibhs been implemented by many mainstream
brands hence not a unique strategy for luxury brag&lsMain, 2017) Some examples

of mainstream brandsO successarhpaigns are: D@Os OReal Beauty@npaign,

which involved consumers and Onormal peopleO in the creation of communication
material for the brantDove, n.d.) Loews HbtelsO contest #TravelForRedhich asked

people to share their real travel experience and used the material provided to develop
advertisementg§Gianatasio, 2015)LevisO campaign OLive in Levj@stxh involved

people and celebrities in sharing their everyday stories while wearing Leviglje&ns
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2016) All these brand/product related examples e€oation and calesign might have

facilitated a transformative experience for the consumer.

Next section discusses some examples, which are deemeidlto define some main
characteristicsof transformative experiences. Among other key aspects, will be
highlighted thathe more an experience is commercially driv@nbrandedthe less it
might betransformative (Kozinet£002), and that arelated initiatives might facilitate

a transformtve experiencéMermiri, 2009)

Several studies have dedicated attention to transformative experianddbeir effect

on people.There are different aspectghich have been considered bghslars in
identifying an effective transformative experier(@enould & Price, 1993; Kozinets,
2002; Mermiri, 2009)Nonetheless, two are the points of referambe&eh most of these
studies consider explicative of what is a transformation. The first is the figure of the
pilgrim who, through religion lives an introspective journewhich turns into self
discovery and an acquired awareness of the self (Maslow, 1964).€toad is the rite

of passage, as any phase of a pddsife which implies a significant change, such as

childhood, puberty, marriage, or pregnaiean Gennep, 1960)

These two examples are considered as a cornerstommansformative experiencesO
studies different situationsareanalysedand their effects on peopégecompared to the
effects generated bylaslowOs and Van GennepOs situatiomould & Price, 1993)
Most of the examples in the literature exploiadthe bllowing sectionsare less
momentousnd most of the time lead to a milder transformatyet;they are considered
significantfor the purposef this projectAny of the following examples amxamired

in the light ofrepresentativeelementswhich are significant to determine whethan

experience is transformative.

In Arnould and Pric€1993)seminal workthe participation in extreme sports, such as
rafting, is discussed and considered as a potenttafigsformative experienc&he
authorsclassifythese king of experiences as extraordigaexperiencesgharacterised
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by beingfacilitated by the presence of interpersonal interactionthese situations, the
transformation occurs due to the damation of a number of factors. Firdte prolonged
contact with nature. Seconthe presencefoan experienced guideho, through a
specific narrative helps participants to transcend the commercial aspect of the
experience. Lasthe intensity of the experienocghich challenges some aspects of the
perceived self, such as the sense of control samareness, or the feeling of power
(Arnould & Price, 1993)

Rafting experiences might generate a sense ofedfwal, of personal growth, of self
discovery, & awareness, and of achievemeant| outcanes which distinguish a
transformative experience from other experie{éeaould & Price, 1993; Bosangit &
Demangeot, 2016; Kozinets, 200 profound change might occur to the people
involved because the experience provides absorption and integration, personal control
over the situation, and newness of perceptadhfactors which facilitate to forget the
commercial side othe experience, and allow people to remember it in the-tiemg
(Arnould & Price, 1993)

Another kind of experience called transcendent miiggadl toa transformatiorwhether
commerciallyorientedor not. In particularSchouten et al.@8007) study focuse®n
experiencedived inside brand communities. The authepgcifically explored evets
dedicated to Jeep carand HarleyDavidson motorcyclesEven if most of these
experiences have to be considered flow experiences, during the events stomeiii
experienced a peak, whitdd to a transformation due to sednewal, an increased self
confidence, or seldawarenesqSchouten et al., 200.7Moreover, by living these
transcendent experiences within a brand community, customers have strengthened their
relationship withthe brand and within each othdiMcAlexander & Schouten, 1998;
Mermiri, 2009) A prolonged interaction with a product can bring the consumer to master
the product(Schouten et al., 2007lrurthermore, by sharing the experience with other
consumers, challenges, interaction, excitement, and new discoveries have led the
consumers to a sense of acquired knowleddech made them feel different, and in

some case transformé8chouten et al., 2007)
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Noteworthy, in these kirglof situations, the brand as an entity becomes an abstract
concept in the lekground of the experience, and this helps the people involved to
perceive the experience as authentic. Yet, connections which are deriving from these
kinds of experiences are seen as more lasting and stronger than the traditional approaches
aimed to genate brand loyaltfMermiri, 2009; Ourahmoune, 2016)his strength is

also due to the positive effaghich derives by humanising a bra(feburnier, 1998)and

the stronger satisfactiowhich results by sharing an experience with ameunity
(McAlexander et al., 2003)or by being part of a community with shared values and
interests(SyrjSIS, 2016)Sharingpositive ornnegative experiences with other people
might facilitate identity construction and seivelopment, botloutcomesdeemed
phases which constitute a transformatiBosangit & Demangeot, 2016)

Furthermore a direct participation in branded (or product related) activities might
stimulate two feelings: the feeling of emotional ownership of the brand (It is mine); and
the one deriving frona more lasting experienc&hich leads towards a transformation
of the mrticipant (I am{Harmeling et al., 2017). This feeling ©f ami®more profound

of any kind of feeling derived by owning somethibgcausét is generated by living an
experiential initiativewhich requires an emotional investment, and a psychological
responsdHarmeling et al., 2017)As mentionecat the beginning of Kapter2, botha
product andan experience might generate meaniagd both might provoke a certain
level of transformatiofSchmitt et al., 2015)However, becauste changecaused by

an experiences not depending on the presence of an external objectrofat@roduct),
thetransformation, or change which occurred, might be more profound anthkimy
(Harmeling et al., 2017).

Another notable example of transformative experience is #@hlkt and Cost41998)

have analysed durin@p¢ reenacing of a specific historical event (or cultural tradition)

with a community According to the authors, the feeling of freedom that derives from
living a fantasypr by interpreting a character, might sometimes lead to a transformation.
Althoughother researchers do not ag(€ehen & Taylor, 2003Belk and Cost&1998)
ethnographic research has identified in this kind of experiences a way for people to
pursuing meaning, sometimes with significant similarities to rites of ggsaad b
pursuing meaning ia pivotal aspect of a lifehanging experiencéMermiri, 2009)
Moreover, the idea of impersonating someone else, or hiding the self behind a costume,
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is something which for some people, in specific contexts, is liberatthtgamsformative
(Velocci, 2018)

It is ggnificant to highlight thatto provide transformative experiences is important an
environment perceived as noommerciallyoriented (Arnould & Price, 1993and
critical to this regard ithe example of the OBurning Maa@nt analysed by Kozinets
(2002). During this event, peopdee invited to gather in the desert and to bring some of
their belongings to be burnt during a final cathartic moment. Thentezn permeates
the event is that belongings can be considered as an extended self, and through this
experiment of burning therpeople can live a moment of selbnsciousnes@ozinets,
2002). Moreovera norcommercialnonbranded experienaeight be perceived asore
authentiowhen lived with acommuniy which isbased on shared ideals and objestive
The ideals of sharing anémng which are at the origin of these communitiasd the
noncommercial environment, might lead to a ldagting transformation (Kozinets,
2002)

As discussd in section2.4, the currentmarketis morefocusdon extracting value than

on creating vale(Grsnroos, 2004)while consumers angleadingorandfor the opposite

to happen(McKinnon, 2017) Hence, a direct linkwith the marké might make an
experience appear wes than acommunitybased experienc&vhich is consideredo

be driven by anutual benefi{fKozinets,2002. Furthermorebrand communities might
forgetaboutthe brand while iiing a very powerful experience; abgl being based on
sharing and caring, brand communities are more likely to generate strong and authentic
relationshipgMuniz & O'Guinn, 2001; Schouten et al., 200&hother critical element

is the idea thad place considered merely as a placfcationand notas a market or as
related to markeelements andhechanismsmight facilitatetransformatios and social

experimentatios (Kozinets2002.

FromKozinetsO (2002) study the OBurning Manévent, deriveslsothe idea that art
could be a very effective tool to lead towards a transforméliaring the event, people
are encouraged to -create and expredheir identity through the arts, arait is
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distractingpeople fromany commercial aspect because it is al tor selfexpression
and not a produdKozinets,2002.

"The market logics of productivity and efficiency had undermined
people's ability and motivation to engage in authentically transformational
self-expression and artistic creativity [E] Art musemain outside the
market in order to remain fertile, genuinely creative and capable of serving

as an agent of seffansformatinO (Kozinets, 2002, pp.-33).

With reference to art as a tool for seipressionElliotOs(2016) work dedicated to
crafting reports on the effectiveness of art as a transtive tool, and how the making
process might also be considered as transformative. By experiencing, theoate

might live a transformatiowhich could be erational, cognitive, or spiritual, and this
derives from the idea that artworks are an instrument for introspection, reasoning, and
personal growthiThe making of art reflects the peréddesire for authenticitygndallow

the person to reflect on the shial and intuitive aspects of his/her subconsci@ikot,

2016) By considering the idementioned in sectiof.5, that people tend tbumanie
brands(Fournier, 1998), art, as an enhancer of human qualities, might be a powerful
means tccreate a deep bond with people, and this might also happen when the art is

simply Oconsumed' in a museum, instead of cré&tedn, 2009)

Consumers are seeking brandsO authenticitgde€ign and cereation are considered

by many as a genuine way to appaathentic at the eye of the consumer. In all the
examples of careation and caesign mentioned in this chapter, people were
encouraged in different ways to develop new skills, and to improve the&ms8y
collaborating with the brand in the creation of a new product, or promotional materials,
most of the people involved have lived a transformative experience due-tersaifal
(Mermiri, 2009)

Consumers are continuing to be involved in any gbmhitiatives with the final scope
for the brand of strengthening a bond of trust and loyalty. In the luxury contelésam
is inadmissible because of the specific characteristics of the luxury p(édebs et al.,
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2010) whereas value eoreation is an affordable and effective prac(iTgnan et al.,

2010) However hitherto,many of the initiativetaunched by brandsre not uniquig of

the luxuryfashionindustry. Hence, br luxuryfashionbrandss fundamental to focus on

new and Hernative strategies to provide consumers with a transformatianaintain

an advantage on competitors and mainstream brands, and to enhance their allure of

exclusivity (Gilmore & Pine, 2009)

To be transformative, an experiengeeds to convey a deep and ldasfing change in
the people involved. This change might be in the way of thinkingcbng towards
something, or in the way people feel with regard to themseAggeported in this
chapter, tdacilitate a transformatigrihe experience shoutdquire a level of interaction
with a purpose; shouldappen outside a commercial environmehbuld be lived with

a group of people whshaescommon interests; should involve emotions more than the
sense of ownership; and it should happen in the proximity to the arts.

Next chapter provides and describes Figure 4 which is the graphical ré¢ptieseof
Chapter 2 and Chapter 3 in the form of a theoretical framework.
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Figure4 BTheoretical FrameworkGraphic representation of the Literature Review
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Figure 4 graphically represents the literature revieigcussed inChapter2 and in
Chapter3. The central rectangle represents the relation between the brand experience and
the transformative experience. In particular, if one of the four conditions shown in the
middle of the rectangle occurs during the experienoasequentlythe experience can

be considered as transformative, as discussed in s&8dh (and its subectiors).

While, it is not guaranteed that an experience generates one of the four conditions
necessarnyit is quite definitive that each one of the conditions geaexdransformation

of the self. Hence, the brand experience in the rectangle is connected to the conditions
with a dashed line; and on the contrary, the conditions are linked tattsformative

experience witla straight line

On the top left of the central rectangle, there are listed three main influencers of the brand
experience which, as reported in sectd, and 2.3 (and its subksections) could
generate either a positive or a negative effect. Even when these elements are influencing
the experience in a positive way, this could be not sufficient to make the experience being
perceived as authentiV!ith this regard, on the top right of tiramework the disruption
between the brand experience and the brand authemsicgpresented by a red arrow.

As explained in sectioR.4, brand experiences are losing their authenticity mainly due to
the Disneyfication of the society. Everything hasdime an experience, a theme park,
and people are starting to demand brands to provide them with more authenticity and
meaning. As highlighted in sectidn5, brand authenticity is pivotal to generate loyalty

in the consumersand eventually strengthen thelationship with them, and this Ochain

reactionO is shown in the top right rectangle of the framework.

To overcome the lack of authenticity, brands should start to provide transformative
experiencesan experiencewhich is considered more authentmd meaningfulthan
others, as discussed in sect®@ This positive effects represented in the framework

by the dotted arrow which connects the transformative experience rectangle with the
brand authenticity circle. However, this line which links the isva dotted line, since it

is not guaranteed for a transformative experience to always lead to brand authenticity
On the bottom left of the framework instead, there are listed the elements which might
facilitate a transformative experience to happen. Hneyalled facilitators because they
generate a positive effect by helping the transformation to happexamamel in section

3.3.2 (and its subections)
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Finally, by considering all theefacilitators(section 3.3.2)and by analysing some of the
main brand experiences provided in the luxury fashion indu&hapter 2) luxury
fashion brands' art foundations were identified as a potential venue to provide
transformative experience. Finding how these venues could provide this kind of
experience is theesearch question of this study, and is graphically represented in the
framework by a dotted arrow which connects the art foundations with the transformative

experience.

Next chapter provides the details related to the methodology and the methoeld utilis
this study.
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This chapter outlines all the methodological choices made during thestprbhis study

is based on a rapethnographic approach. Participant observatmaepthinterviews,

and focus groups were the methods selected to collect the data, and Template Analysis
was the method used to analyse them.

The first section of the chapter provides an overview on the theoretical choices at the
base of this project, such dsetreason for usingapid ethnography, or the reason to
analyse the phenomenon throwgtualitative data collection.

Further sections explain the sampling and the choices made, method by method, while

the final section illustrates the technique usedn@alyse all the data collected.

The study aims to investigate art foundations as a venue for luxury fashion brands to
provide a transformativexperienceo their customers. A qualitative approach based on
rapid ethnography waapplied. The following list summarises the methods utilised for
the data collection.
¥ Four semustructured irdepth interviews with experts in public engagemant
professbnals from the fashion industrgndastructured interviewnade by email
with an epert in public engagement. Thisitial set of interviews aimed to
validate the definitions of luxury fashion brands and public engagement provided
in Chapterl, andto provide concrete examples of public engageraetivities
at the end ofChapter6. Reaons for the necessity of providing these examples
will be clarified in sectiorb.2.2.

¥ Participant observationThe researcher observed for two years on different
occasios both Fondation Louis Vuittorand Fondazione PradaParticipant
observation wasokusing ona number ofaspecs. The first wadosptality, as
explained in section 2.2 (and its sséxtions)an experience can be positively or
negatively influenced by the moment peopleaedcomeal. The second aspect
observed washe kind of audiencenet while visiting the foundations, in an
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attempt at understanding their Ocustomers'. Third, the kind of art exhibited, and
the amount/quality oihformation provided during the visitspnsidered both as
fundamental to let the audience feel engagedirhh and final aspect observed
wasthe promotioal strategies applied by the foundatipasdthe existence of

an eventual connection with the fashion braithis final aspect was mainly

observedhrough social medjdrandsO websites, and newspapers.

¥ Two interviews with employees dnassociates of the foundations, aiming to
better understand the phenomenon.

o! A semistructured irdepth interview wittbotha manager and a curator
of Fondazione Prada

o! A semistructured interview with an associaté=oihdationLouisVuitton.
It is important to highlight that the person intervievepecified since the
beginning thatshe was not speakingin the name of the foundation to
preserve theher client's privileges However, by having aong
professionakxperience in wding and collaborating with museums, her

opinion is considered of value for this research.

¥ Two focus groups, each one composgtfive participants. One group was asked
to visit Fondazione Pradahe second group was invited to visgndation Louis
Vuitton. During their visits, they had to follow guidelines containing a list of tasks
to achieve. These guidelines were created on the base of the observation exercise,
to ensure that all participants were visiting the place by noticing and observing
details. These guidelines aimed to facilitate the discussion and help the
participants to recall their memories during the focus gréulpdetails with
regards to théocus groups and thegeidelines will beprovidedin sections.2.3.
Finally, a followrup emailwas sent to all the participants a few months after the
focus groups had taken place. This email was constituted of two questions only,
and it aimed to evaluate the duration of the impact which the experience had
generated on people.

All data, except fothe first set of interviews, were dpsed through Template Analysis;
the first set of interviews asanalysed through a qualitative content analysis method.

73



From a philosophical perspective, thisdstus looking at people as 'social actors' who

are creating meanings, not as phenon{&aanders, Lewis, & Thornhill, 201Zor this
reason, Interpretivism is the philosophy underpinning this research. This phyjoiso

based on the idea that people and their worlds cannot be studied as physical phenomena,
and that it is not possible to explain the reality with universal and definite rules. Any
human being is creating and experiencing a specific social world vamghime is
different from other people's world. Therefore, different backgrounds, beliefs,
circumstances, and times are shaping different realities, and any person is giving to this
reality a specific and distinge meaning(Saunders, Lewis, & Thornhill, 201&)ence,

the methodology and the methods applied in this research are considering any single
person as a unique contributor to the evaluation of theskafdexperiences which
Fondazione PradandFondation Louis Vuittomare providing through their foundations.

This project utilisegapid ethnography as methodologiandwerkerOg2001) work

argues the need for more efficient ethnographic tactics which may require a shorter
timeframe than traditional ethnograplt approaches. The needkeriving from the
velocity of the societyOs pated the author to develop rapid ethnography as a
methodology which applies ethnographic methodsadopts a shorter and weléfined
timeline As for traditional ethnography, also rapid ethnography wsay of conductig
research where the main aim is to understand the social meaning and experiences of
people in a specific settingput ina shorter timgHandwerker, 2001)Due to the nature

of the phenomenon investigated in this project, rapid ethnography has been considered

the best methodology to apply.

Rapid ethnographgllowed the researcher to exploit ethnographic approaches such as
participant observatiofutin a shorter timeframe than traditional ethnography generally
requires. Hence, this methodologjowed the researcher to reach an intense and deep
knowledge othe phenomenofPink & Morgan, 2013yia amore suitabléimeframefor

the PhD process. tBhography hs been extensively utilised im@uiries orientated
towards evaluating peopleOs experiences, and also to analyse organisatinilspas
explainedin section 5.2.1. Moreover section 5.2.Wwill showthat significant results on

the matteof organisation researchean be achieved also in shorter timeframe utilising
rapid ethnography tactics.
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This project is based on an abduction approach, an approach which continues to move
back and forth between theory and d@aunders et al., 2016nd the theory forms
togethe with the data collectio(Flick, 2014) The first participant observation happened
immediately at the beginning of this project, with a little knowledge with regards to the
foundations. After every observation, there has beema@aeasing knowledge of the
theory regarding brand experiences, experiential marketing, consumer engagement,
public engagement, and transformative experiences. Once the observation exercise
ended, it was possible to set the focus groups. During the fooussy the participantsO
experience of visiting the foundations was discussed; visits which fdlepecific
guidelines created on the base of the participant observation. Hence, the two focus groups
have to be considered not only as a form of experf@esaluation, but also as a form

of validation of theparticipant observation (Saunders et al., 2016).

All the data collected for this study are qualitative, and they were obtained through
different methods, as listed at the beginning of this chapter, and fddteekd in the
following sections. Quantitative data were considered not valuable to ev#heate
quality, the impact, and the characteristics of people experiencing the luxury fashion
brands' art foundations. Tabk shows how the methods used to collect data are
instrumental to achieviie objectivesset in section 8.

Table5 - Methods utilised to dtgeve the Objectives set Chapter 1.
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There is a continuous debate with regards to the appropriateness of qualitative methods
in generating reliable and validated dé&aunders et al., 2016} is often considered

that a esearch which is not reliable (replicable to the purpose of obtaining the same data)
is not valid. However, all data collected for this research are reflecting "reality at the time
they were collected(Saunders et al., 2016, p. 398)d they are not meant to be
replicable. The detailed description of all the choices made with regards to the
methodology applied, and the reasons behind those choices] welp others to
replicate the study. However, because the focus of the research is on a flexible and
dynamic phenomenon, it is possible that future results will differ from what reported in
this thesis.

This project investigates specific phenomenowhich is happening in a particular
moment intime, and for this reason, with regards to its OtiorezonO, it is deemed a
crosssectional study (Saunders et al., 2016)

Participant observation is one tife fundamental methods utilised in this project to
collect data, and it is the method most used in ethnogréBhaever, 2000)and rapid
ethnographic studigglandwerker, 2001)he two foundations sected, as the focus of

this observation, were selected according to specific criteria which are explained in the
following section. The exercise lasted fao yearsfrom September 2015 to April 2017,

and during this period, both foundations were visiged times each. During the
participantobsenation, detailedhotes,and a number of picturesd videoswere taken

The focus of the exercise was to observe the foundation as a whole, from the public
perspective. By being part of the public, the researcher observed different aspects of
experiencingFondation Louis Vuittorand Fondazione Pradasuch asthe venue,the
location, the atmosphere providetie kinds of exhibitions held the attendantshe
information provided, other peopleOs interaction with the foundations, facilities and

services provided

The use of ethnography, and in particldapbservation and pacipant observation, is

not new to evaluate visitorsO museum experief@eslding, 2000; Warren, 2011)
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researchersO experience of art installagidlasvkins, 2010) peopleOs interaction with
placeqO'Toole & Were, 2008)or social interaction in an artistic contef®mpatsiaris,

2014) Ethnographyb sometimes called embedd®dnd observation are also used by
academis, and nomacademic communities, in marketing researgi@sulding, 2005;
Visconti, 2010)and orgaisational studie@Coles, 2012; Lewis & Russell, 2011; Pycock

& Bowers,1996) Finally, rapid ethnography has been used for business studies regarding
entrepreneurshifRanabahu, 2017prganisationsO stud{®ndrola-Padros & Vindrola
Padros, 2018)nternational managerial case studiBaines & Cunningham, 201.3nd
corporate environmentgsearchedsaacs, 2012)

The main reasons to chodsendazione PradandFondation Louis Vuittoas the focus

of this studywere presented in secti@6.2 (and its suBections) The current section
summarises the main aspects which led to that cheemndary reearch has been used

to analyse art foundations ownedvgll-establisheduxury fashion brands hisprocess
wasnecessary tadentify shared characteristics and main differences in the attempt of
comparingthe foundations. At the end of the procef®ndation Louis Vuittorand
Fondazione Pradaesulted in being the only twavhit very similar features and
organisatioal structures, andere choseifor this research

The first distinction made was between private foundations (i.e. permasgstahlished
physical and noiphysical entities with an opeanded operation and perhaps vague
purpose) and lonterm art/cultual projects (i.e. permanent and segmarmanent
initiatives serving a specific and limited operation and purp@s@)joni, 2016) To the

first categorybelonged brands such &3alvatore Ferragamddermes, Louis Vuitton
Prada, and Loewe. In the second categtgre are projects such a®©Fendi for
Fountains@nd GGucci Muse®(today called OGucci Gardgn@xamples of the first
category were deemed most relevant to this study due to their ongoing operation, higher
prdfile, and the consequergresumably more significaninancial and human capital
employed by the brands in their establishment.

Once this distinction was made, the second part of the selection process examined the
type of art which brands are promoting. For example, some of them focus on
contemporary art (Louis Vuitton, Trussardi, Prada); while some other brands are focused
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on phoobgraphy and poetry (Loewe), or cinema and music (Fendi and Cartier,
respectively). Brands which are sponsoring contemporary art were preferred, and the
reasons are twofold. First, contemporary art is brandsO most frequent choice when they
decick to sponsoartistic projects, both longor shortterm (as exemplified in section

2.6). Second, is a form of art which is often utilised to promote fashion initiatives and
projects, inside and outside the retail store (as exemplified in s€c@omhis second

aspect might allow potential comparisons between the commer®@akted experience

and the culturabriented experience.

A third level of analysis involved examining the educational programs which are
supported by these foundations. The most commoreigrdmation of specific projects
dedicated tochildrenOs education, such as OAccademia dei BarimbiR@ddazione

Prada or HermesOs projects. This element has been considered important because
providing educational programs is one of the main aspects sgums, and some of the
brands' foundations are aspiring to be recognised as museums by the public opinion, as
reported in sectiof. 1

The final step of this enquiry, and the one which determined a significant difference
betweerFondazione Pradg@-ondatian Louis Vuittonand the other foundations, regards
the existence and/or the kind of venue utilised by the brands for their institutions. As
explained in sectiof.3, the place is a very powerful influencer of peopleOs experiences,
particularly in the luxuy fashion contextHence evaluating the kind of venue which is
typically used or is dedicated to the foundations was deemed pivotalazione Prada
andFondation Louis Vuittonesulted as the only two foundations with a dedicated venue.
Moreover, in bth cases 'star architects’ were selected to design the buildings: Frank
Gehry forFondation Louis Vuittonand Rem Koolhaas féfrondazione Prada

To conclude, secondary research allowed to decide to focus this study on art foundations
owned by luxury fasion brands which are aiming to be perceived as museums by
promoting contemporary art in dedicated venues. The result of this analysis led to
focusing onFondation Louis VuittomndFondazione Prada.
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Semistructured and hdepth semstructured interviewgN. Lee & Lings, 2008)were
conducted on different occasions and with different scopes. The usedeptim
interviews is considered very effective to investigate peopleOs experiences and opinions
(Taube & Warnaby, 2017A set of four indepth semstructured interviews, together

with a structured interview by email, were conducted by involving expebistiofluxury
fashion brandsral public engagemenihe scope of the first set of interviews was to
validate the definitions of public engagement and luxury fashion brands provided in the
Chapterl, as well as to discuss experts' opinions with regards to the increasing trend of
art foundations established by luxury fashion brand$iese interviews were
concentratingon three mairgquestionghemes: what is a luxury fashion brand, what is
public engagement, and what is the participantsO opivitbnregardsto private art
foundations owna by luxury fashion brandsVhat emerged from the interviews will be
reported in sectior6.3 (and its suisections) Furthermore, these interviewsere
providing an overview of how cultural institutions operate in an inclusive and engaging
perspective, caidering this perspectiveof inclusivenessas a facilitator of
transformative experiences. Expéesamples and professiosknowledge will be a
prompt to create the conceptual model of this prd¢jebapter 7~ fig. 40).

An in-depth semstructuredmterview was conducted with two employeefohdazione

Prada a product manager, and a curator. This interview aimed to better understand the
foundation as a phenomenon, its organisation, and its correlation with the fashion brand.
With the idea of achiemg the same aim, a seistructured interview was also conducted
with an associate dfondation Louis Vuittoithis was the only possible contact related

to this foundation). As explained in the introduction of this chapter, this associate never
spoke in he name of the foundation, but a broad professional knowledge of museums
and public relations made the participant being considered valuable for this project. This
set of interviews has been analysed tbhgewith field notes (section®1), and the data
collected thragh the focus groupsection 52.3), aiming to provide a detailed picture

of the service the foundations are providing compared to what is the visitorsO perceptions.

Interviews were recorded and transcribed for analysis. To avoid losegmyedue to a

different language, those interviews which were conducted in Italian were not integrally
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translatedParts of theeconversations were translated to providagaificant number
of citations in Chapte®.

Participantsof the first set of interviews/iereselected via a multistage cluster sampling
(Hair, Celsi, Money, Samouel, & Page, 2016)

First, a list of possible clusters in thiK was selectedby scoping the Internet and via

other professional networkssuch as fashion magazines, museums, art galleries,
association dedicated to public engagememmbers of the National @wdinating

Centre forPublic Engagement, fashion brantlse British Fashion Council, fashion
bloggers and influencers, fashion academic journals. Second, one person per each cluster
was selected randomly, or based on the possibility to access an email addresanThird,
invitation letter was sent by email td e people selected. This letter explained the aim

of the project, asking for a meeting of 20 minutes length, and it contained the two
definitions (section1.4 and 1.7) highlighting that that would be the main topic of the
interview. Finally, interviewavere conducted with those people who replied to the email.

Except for one of the participants, all were delighted to appear in this research renouncing
to anonymity. The participants in the-depth semstructured interviews werehe
director of a fasion museum in London, thBublic EngagementManager ofthe
Whitworth Art Gallery in Manchesterone of the co-curator of the @Vhat is
Luxury?exhibition at the Victoria and Albert Museum in 2Q0&&dthe Head of Events

atthe British Fashion CouncilThe participant to the structured interview by email was

the Deputy Director of the National Gardinating Centre for Public Engagement
(NCCPE) Due to theirstatus their working contextand professional expertise, all the

participants were considered esgarfbr contributing to this project.

Finally, the participants of the second set of interviews, people directly or indirectly
associated td-ondazione Pradaand Fondation Louis Vuittonwere selected via a
convenient samplin@Hair et al., 2016; Saunders et al., 2016)
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As previously mentioned, participant observation sometimesnsidered a method too
subjective and at risk of being biased. In the attempt of minimised these effects, two
focus groups were organised with a twofold aim: to collect people impressions and
feelings which emerged by visiting the foundations; to eddicr refute the observations
made. To achieve this aim, the focus groups were organised by implementing the mystery
shopper technique in the participantsO visits, a method utilised in marketing and service
evaluationgWilson, 1998)

In the last thirtyyears, the mystery shopper technique lsnusedin various sectors

and with different scopeso evaluateservice qualityand useicustomer satisfaction in

the public secto(Jacob, Schiffino, & Biard, 2016Y0 measure theffectiveness of
training programme@Morrison, Colman, & Preston, 19970 checkon equal treatment

of consumergMorrall, 1994) to evaluate employeesO performafteBouglas, 2015)

Most importantly, it has been used also to evaluate peopleOs experiences in: retail stores
and hotelgWilson, 1998) restaurantgLiu, Chou, Gan, & Tu, 2015)public libraries
(Calvert, 2005) public interactions during science eve(Reterman & Young, 2015)

and especially visitorsO services in museiiitshberg, 2000) Finally, it is important

to highlight that, generallyexperts and researchers are being used as mystery shoppers.
However, there are few examples where-agperts were employed, people who could
easily be part of #n phenomenon studied, such stsidents to evaluate universitigs
Douglas & Douglas2006),teenagers to map alcohol sales to undef@gesselt, van

Hoof, de Jong, & Prinsen, 200And alswolunteesto evaluate public servicé€alvert,

2005)

It was decided to apply theystery shopper techniquén this research for different
reasons. First, it is a technique extensively used in services and experiences evaluations,
as above mentioned, which is the main reason for the participantsO exercise. Second, it is
a technique based on participant obseovathence the data derived by the participantsO
exercise might validate, or not, the data derived by the researcherOs participant
observatior{Saunders et al., 201@)loreover, mysteryt®pper is proven to be a suitable
method for measuring performances a@stensively exemplified in the previous
paragraph. Finally, this technique allows different people to observe specific situations
with the idea of achieving a determined aim, but without influencing the behaviour of
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the observegGosselt et al., 2007; Peterman & Young, 2015; Van Der Wiele, Hesselink,
& Van Iwaarden, 2005)

Hence, ive participants were asked to vistbndazione Pradan Milan, and five
participants were asked to viibndation Louis Vuittoin Paris, as Omystery shoppersO,

or better as Omystery visitorsO. Ten participants might be considered a small number, but
as previously said, this research is based on a philosophy which recognises each
experience as valid to shaiee reality and not generalizalaunders et al., 2016)
Moreover, the right size of a focus group has always been debated, albite five to eight
participants has been recaggd as a right numbgBloor, Frankland, Thomas, &
Robson, 2001; Krueger & Casey, 2014)

During the observation exercise, interesting patterns were noticed, such as the difficulty
for people to find the bathroom or a path to followromdazione Pradaor the general
unawareness (of the researcher as well) or carelessness with regards to the role played by
the attendants in th&ondation Louis VuittoDs rooms. Thus, to verify if these
observations were shared, and to ensure that the participantssitang the two places
thoroughly, guidelines providing a list of tasks were sent to all the participants (Appendix
1). These guidelines were created also to avoid the typical risk of participants forgetting
details(J. Douglas, 2015has a prompt for the focus group discussion, to ensure an high
level of attention in designing the process for data gathering and the reporting process
(Wiele, Hesselink, & Iwaarden, 20Q3nd to avoid the risk of having participants not
trained adequately, or trained with biafleseds, 1992; Wilson, 1998Jhis list of tasks

with evaluation questions was not used as a saéom tool for gatheringlata. All the

notes which participants wrote on the paper were used only as a prompt for the
discussions. These guidelines were simple notes to guide the visitors during the exercise,
and then they were used as an aid for recall theimories during the focus groups.
Appendix 2 shows an example of how the participants utilised the guidelines during their

experiences.
During the focus groups, the questions asked were aimed at understanding peopleOs

interaction with the foundations, d@in previous experiences with museums and art

galleries, and their opinions regarding the fashion brands and how (if) the existence of
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the foundation influences their perception of the brand. The general line of enquiry
during the focus groups was primgirdoncentrating on investigating three main aspects:
¥ Peopl®®verall experiace of visiting the foundation#:they arewilling to visit
again, and if yes, why; if they have enjoyed it and why; if they had
positive/negative comments on the experience.
¥ PepleDgprevious knowledge of the fashion brarsl the foundationst they
have been there befongrior opinionof the brandtheir perceptiorof the brand
or the foundations; specific changes in their percepéftar the visit
¥ Peopl®general expeence of art galleries and museyrasd opinion on luxury
brands
Focus groups were recorded and transcribed for analysis. To avoid losing meaning due
to a different language, focus groups which were conducted in Italian were not integrally

translated, except for the quotes provided in Chdjpter

Specific outcomes were not anticipated by being the nature of this exercise that of
collecting peopleOs feelings and thoughts with regards to the founditaesver,
based on the interpretivist philosophical approach adopted in this sthahy any
human being is creating and experiencing a specific social world which at any time is
different from other peopleOs worlds, by having specific expectation on the outcome,
would not only bias the exercise, but it would be against the philosophical principle of

this research.

Finally, to further evaluate the impact generated by the experience, a-tgdlemail

was sent to all the participants a few months after the focus groups.

The amplingutilisedfor both focus groups was a conveniemhpang methodHair et

al.,, 2016; Saunders et al., 2018he group show homogeneitywith a sufficient
variation (Krueger, 1994jo allow differentiated opimins and facilitate a dynamic and
inclusive discussiofBloor et al., 2001)All 10 participants received an email with the
same attached document which contains the guidelines on how to conduct the visit. The
document containing the guidelines was accompanied with a cover letter which explained

the scope of the exercise to all pagamts in a consistent way. One of the primary
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purposes of the guidelines was to facilitate the discussion which took place after the visits
in the form of a focus group.

As first thing during the focus group, the participants were asked to presentltiesmse
telling their names, age, professions, &me number otimes that they usually visit
museums or galleriesO exhibitions during the ydhthe 10 participants were Italian,

and th& characteristicsmentioned aboveare described in the followinggure5 and
Figure®.

Fondazione Prad@s visitors:

Figure5 - Graphic representation Bbndazione Pradparticipants' characteristics

Fondation Louis Vuitto®s visitors:

Figure6 - Graphic represeation of Fondation Louis Vuittoparticipants' characteristics.
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Benefits of the approaches applied include:

¥

Participant observation allowetb explorewhat people do or say in their
everyday life environment. In particuléine observation allowed the obsert@r
investigate among other things, how the foundations' employeesactwith the

public in a reallife situation.No sensitive data or peoplere observed that could
bring to ethical issues.

In-depth interviewswith experts allowed the validation of this projectOs
contextualisation of the concepts of public engagement, and luxury fashion brand.
Moreover, they strengthened the understandirtjesfe two concepts, and of the
professionalsO opinion regarding the art foundations. These interviews were also
facilitating the construction of the conceptual model presentEthapter?7.

In-depth interviews alload a deep insight into the foundatiorstructure,
activities, strategies, and mission. The iterative process of interviews and
observations let the researcher strengthen the understanding of the foundationsO
dynamics.

In-depth interviews alloed avoidingbiases in the observatipwhich might be
generatd from reviewingthe literature, and allosdabetter understamag ofthe
context in which the foundations are operatirand how they perceive
themselves. This perceptiathen combined with all the other data gathered to
answer the researcjfuestion.

Focus groups alloed the researcher to compare tbata derived from the
participant observation with other peofdsperception ofthe foundations
Moreover, this comparisomight beconsidered as #ool of validation of the
observation resultand a way of limiting biases

The guidelines created for the participants' visit are based on the res®archer
observation process. Being tha@idelines very structured alloweke researcher

to avoidparticipants' bias.

Limitations to this methodologyclude:

¥

A more formal and ceperative access to tlieundations due téhe brand®
collaboration could have provided an easier access to a bigger sample of
participants for a deeper evaluation of peopleOs experiences due to a major
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number of focus growgpossible
¥ The phenomenon investigated is neand fluid implying that further
investigations over an extended period of time could return a different outcome.
¥ Participant observation and-trepth interviews do not allow to generalise the

findings, as wk as the philosophical position of this study.

The first set of interviews conducted with experts in fashion and public engagement were
analysed usinga qualitative content analysis procgss Brooks & Waters, 2015;
Bryman, 2016) The interviewees were approached to discuss their opinions on the
definitions of the concepts provided in the Introduction chapter (sedtiérand 1.).

luxury fashion brand, and public engagement. Moreover, they were asked to express an
opinion regarding the luxury fashion brands' art foundations. Hence, the data were
analysed following these three main themes to derive experts' views, and as a sort of
validation of thedefinitionsmentioned above.

Interviews with managers and associates to the foundations, field notes, and focus groups
transcriptions where all analysed applyitigg Template Analysianethod Template
Analysis is a form of thematic analysis. The main characteristic of this methiogl is t
development of a coding templatéhich is typically created on the base of a small subset

of data. The template is then applied to all the other(da&rooks, McCluskey, Turley,

& King, 2015) The template in this project was created on the basis of the field notes set
of data, and then was refined and revised during thgsasalf the other data. Template
analysis is a flexible approach which differs from other thematic approachest by
suggeshg in advance a set of coding levedsdnot insising on distinguishingoetween
descriptive and interpretive themés Brooks et al., 2015)inally, this method of
analysis can be applied to different sets of data, from interweavgcriptions to diary
entries and focus groups. All these characteristics made the Template Analysis the
preferred method of analysis for this project.

NVivo software was used to facilitate the coding process. Examples of the coding process
are presemd inAppendix3.
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This research is designed througlpid ethnography, as methodology. As explained in
this chapter, data were collected through different types of methods and by involving
different kinds of people. Participant observatiordepth interviews, focus groups were

all essential to derive the results of this study. Finally, template analysis was chosen as
the method for data analysis, especially for its flexibility. Next chapter is presenting the
findings, and the discussion tifem, as a whole. The analysed data, and the literature

review are informing the discussion.
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This chapter is divided into four parts. The first is an extended analysis of the data derived
from the following data collections: ¢hresearcherOs participant observation; the two
focus groups conducted after the participants® sample visited the two foundations; the
interviews conducted, one with two memberBomndazione Pradananagement, and the

other with the associate managerFandation Louis Vuitton The analysis aims to
provide a deep evaluation of the experience of visiting-tmaation Louis Vuittomand
Fondazione Prada

The second padf this chapter presesithe resulb of a follow-up email sent to albf the
participantgo establish the depth of the effefthe transformatiomyccurred during the
experience, and the duration of the impact.

The third part of the chapter reports what emerged from therftaiwiewsconducted
with expertan both fashon brands and cultural institutionsh@purpose of this last set
of interviews was mainly to understawtiat public engagemeittin the art contexgnd

to collectkey examples of activitiesvhich museums implement to initiate a tw@y
dialogue with theoublic. This partof the chapteaimsto determine a point of reference
to establish ithe foundations aractually engaging with their public, or if they could do
more togenerag new knowledgeor benefits Indeed, a deeper engagement with the
public mght facilitate the experience to leadindividual to be transformed.

The final part of the chapter is the graphic representation of the experience which the
focus groupsO participants livedAandazione Pradgfig.38) and Fondation Louis
Vuitton (fig. 39). These models aim to provide a visual mapping of the participantsO
journey in reference to the theoretical framework present&hapter 4fig. 4), in the
attempt of answering the research question.

To conclude, the whole chapter is ardepth aalysis which aims to evaluate if luxury
fashion brands are already exploiting their art foundations as a venue to provide a
transformative experience to the public; or if they are unaware of teat@ which

those venues haver they are aware, thougiot taking advantage of this opportunity.
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The first part of this chapter isrganised according to the four themes which have
emerged from the template analysis, as reported in sesttband exemplified in

Appendix3. The themes are as follow:

Il PERCEPTIO® This theme collects all the data regarding any previous (to the
experience) knowledge or thoughts regardtogdazione PradandFondation
Louis Vuitton thebrands theart, and the luxury sector.

Il PLACED This thene collects all the data referring to thecation and the
accessibility othefoundationsgeneraimpressionsegardingthe structure, and
the presence and quality of employees and informative materials inside the
foundations.

Il BEHAVIOURD This theme ctlects all data regardinthe way people live and
experience the place

Il IMPACTDThis theme collects all data regardihg kind(if any) of effectwhich

the experienclas generated on the participants.

Each one of the abovementioned themes is presented in this chapter according to other
essential subhemes which emerged during the coding phase of this project, as shown in
Appendix3. As a gneralrule, each one of the stibemess discussedy consideing
Fondation Louis Vuittonand Fondazione Pradaexperiencestogetter. Hence the

findings are generalised for the twonlesssome specific and important diversity
emerged during the analysis, and it is considered worth discussing it by separating one
foundation from the other. Moreover, the findings are presented by following the
chronological order which occurs during an ordinary consumption experience, by

considering the visit to a museum as s(&bulding, 2000)

The consumption experience is generally divided into four main prdig@isg the first
phase, the consumer is retrieving information (before); during the second one, the
consumer is buying the product, or the experience (during); in the third phase, the
consumer is enjoying the purchase (during); and in the final one, the consumer might
remember the experience as positive and initiating to become loyal (Aftéfplian et
al., 2013; Arnould, Price, & Zinkhan, 2004; Schmitt & Zarantonello, 20d8hce, the
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findings ae discussed starting from the ObeforeO the experience; then there are sections
dedicated to the OduringO the experience phase; and finally,Géctisndedicated to
the OafterO phase. This structure of the analysis facilitates the understanding of th

experience, and how people are consuming it, as a whole.

Finally, it is important to highlight that the researclefore startinghe participant
observation was sharing some of the participantsO characteristics, sucha as:
predisposition to not undganding ontemporary art, rarely visitinghuseums,and
rarely accessg a flagship storeThese are all aspects which were discussed during the
two focus groups. However, on the contrary to all the participants, the obsenar had
in-depthknowledge wih regards to fashion, fashion exhibitions, the brands, and the art
foundations Albite this acquiredknowledge the observation exerciseasnot biagd.

The fact that many aspects derived from the focus groups, from people witbout th
researcher@ameknowledge, were very similar to what emerged fromdhservation,
might be deemedsa validation othelack of biases.

To facilitate the presentation of the resutismesn the chapter are coded as follows

Il The two participants t6ondazione PradOsnterview are coded as P(int1) and
P(int2).

I'l' The interviewee associated wHondation Louis Vuittoms coded as LV(intl).

Il The participants tdcondazione Prad@s focus group: D(FP), C(FP), P(FP),
Q(FP), M(FP);

Il The participants té~ondation Louis Vuittos dcus group: B(FLV), V(FLV),
M(FLV), F(FLV), L(FLV).

Next section is showing and discussing the findings related to the first theme derived
from the analysis.

The first section of this clpger is dedicated to the theme labelled as ORiemn®, and
aims to investigate the relationshyghich participants havéif any) with the arts, the
fashian industry, museums visitdhe luxurysector, andheir preexisting knowledge of

thebrandsO foundations. The analysis of peopleOs knowledgeliags tewards these
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topics, allows to better understand the participants' attitude before and during the
exercise; and likely, to better interpret the possible impact caused by this kind of
experience. Furthermoreyofiling the participantsnight help inidentifying potential
elementswhich characterisa particularpredispositiontowards beig transformed by

this type of experience. Finally, this section contains also some elements which emerged
during the interview withFondazione Prad@s management. éde elements are
discussed in the light of providing some examples on the way the foundation sees itself

compared to how people perceive it.

The main subthemes analysed in this section aresiderationsgegarding thearts;
considerations towards thexlury sector; preexisting knowledge regarding thexistence

of luxury brands@rt foundations potential opinions on Prada and Louis Vuitton as
brands; possible existing expectations and biases before the visit.

The firstthing asked all the participants at the beginning of their focus group was to
introduce themselves to the others, by telling their names, their ages, the sector they are
working in or the kind of job they have, and the frequency with which they visitumsse

along the year. This information was considered fundamental to capture a potentially
biased attitude of the participants towards the experience. Of all the participants, only
D(FP) and M(FP) admitted to appreciating contemporary art; while V(FLV) teaid
loving art but definitely not contemporary art. F(FLV) instead, enjoys art, and although
she said to prefer other styles, she did not entirely exclude contemporary art. One of the
main reasons which the participants discussed while admitting to dysti@mtemporary

art, is the apparent difficulty which they are facing in understanding it. Moreover,
because of this feeling, most of the participantsigiitthat contemporary ars elitist,

and accessible only by intellectuals.

During the discussion garding people feelings towards the arts, some preconceptions
emerged. First, the idea that the meaning of a Van Gogh or a Monet is very clear and
accessible. This bias possibly derives from the fact that all participants have studied art
history at schogla subject always taught in Italians high schools (as prescribed by the
law (Miur, 2009). Indeed, all participants declared to having studrgstie movements

like impressionism or romanticism during high school. Although they may not remember
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all of the details regarding Van GoghOskwor the real meanings behind PicassoOs blue
period, it appears that the simple memory of having studied the subject makes them feel
more confident towards that kind of art, and apparently makes them appreciate it more.

On the contrary, the majority tie participants consider contemporarynaote difficult

to understand, potentially because they did not previously study it. This incomprehension
of the subject is what apparently lead them to dislike this kind of art. Moreover, due to
the inability toeasily unveiling contemporary artOs meaning, some of the participants
consider it even hard to define as art, as expressed by C(FP) during the focus group:

OThere was even the ustmack painting with the red line that you saycan
do thattooO, thee kinds of things (astorks)O

- C(FP) from Fondazione Prada focus group

D(FP) and M(FP) were the only two participants who openly admitted to appreciating
contemporary art, and are also the two people who usually attend museums more
frequently durilg the year. The appreciation for contemporary art and a more frequent
museum attendance cannot be considered as a-efeskesituation, but perhaps by
frequently visiting museums a person may acquire particular knowledge which might

facilitate an open md towards any form of art.

As previously mentioned, and with regards to a personQOs feelings towards contemporary
art, another critical aspect which emerged from this initial phase of the focus groups.
B(FLV) and M(FLV) admitted of disliking art as a wleadue to the mere fact of not
understanding jtand here art was referred by the two as paintings, soegptand artistic
installations despite the styl€rom this admission, a second notable preconception
emerged regarding the way these two partidggpagenerally look at the art lovers,
meaning someone who is particularly appreciative of the art. Not minding that in the
room F(FLV) and V(FLV) just admitted loving art, M(FLV) described that in his mind

he pictures art lovers as follows:
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JE] | see themas a group part, with a lifestyleverydifferent from mine.
Maybe is a stereotype, but | see the intellecta&iit snobbish, posh, dressed
in the right way, that maybe it is wealthier than me, that maybe can afford a
Louis Vuitton. | do this associatipvery basi®©

- M(FLV) fromFondationLouis Vuitton focus group

As previously mentioned, F(FLV) and V(FLV) were in the same room and had just
admitted appreciating art. They are two people with similar habits and interests to
M(FLV), and apparently not particularly OsnobbishO or OposhO. Thus, it is possible to say
that, M(FLV) is slowing a bias regarding art lovers, by considering these kinds of people
very differ from himself, although likely they are not. Seemingly, because M(FLV)
considers art very distant from the types of things he likes, he is consequently considering
also thepeople who like it as very different from himself.

This particular aspect is important to note because, further in this chapter, it is shown that
preconceptions towards the art, or the fashion world, like the one shows by M(FLV), are
not necessarily arhitation to a transformative experience. Likewise, the appreciation for
art, or fashion, or the analysed brands, is not an essentiebpadédion to guarantee a
transformation to happen. As discussed in seciénany kind of experience which is
providing a transformation of the self, due to the acquirement of new knowledge, or an
increasing of selawarenesd)as to be considered as a transformative experience. There
is no evidence that some characteristics of a person might facilitate or limit this
transformation to happea priori.

Continuing the conversation, M(FLV) alsdmittedthat:

O1Om not telling you thatéQisited the MoMa in New York.
IOm telling you that IOve seen the Starry Night (Van GoghOs) because is a
famous painting, and that Kseen the WarholOs because they are famous, and
thatOs it.0

- M(FLV) from Fondation Louis Vuitton focus groép
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As reported in section 21, as it happens with regards to the fashion consumption, also
with regards to choosing leisure activities offEople base the choice on the attention
which they could receive from others, and on the othersO perception. People like to
conform, to feel socially accepted, to be part of a community or a group, and they do not
like to be judged by othe(section2.21). Hence, what M(FLV) shared, the act of visiting

a museum only for seeing a very famous work of art, is not strange. People want to be
able to show others that they are not different, that they can be part of their group. This
attitude, which normally dracterises peopleOs clothing choices, is also increasingly
characteristic of peopleOs cultural and experiential choices, and is often fuelled by social
media(Hodalska, 2017)t does not surprise that people stimes do things even if they

do not like, only to share it on social media. To some extent, differently than
preconceptions, this kind of attitude might facilitate a transformation. For the person who
is living the experience, knowing that visiting a sfiecplace or living a specific
experience peopleOs perception might be influenced or might change, could be a possible
trigger towards a sense of renewal, or a feeling of increaseessedm.

As previously mentioned, all of the participants are Italian, and in Italy, the fashion
industry is still one of the most profitable industrial sectors of the co(Muici, 2017)

Hence, the name of brands such as Armamf some famous designer such as Donatella
Versace, or the idea of what is considered a luxury product, are all part of peopleOs
common knowledge to some extent. Therefore, it is not a surprise that when asked if
anyone knew Prada or Louis Vuitton, accogdin the group, all the participants said

yes; that they know the brand by name, and that they are luxury brands. Specifically,
Vuitton is known by all the participants mainly as a producer of leather goods, its
garments are not so well known, while Pregllanown for garments and accessories. All

of the participants associate both brands with concepts such as highly luxurious and
expensive. Moreover, Prada is considered by the participants as a very classic brand,
although historically Pradéend to attemp to be perceived asnainnovative brand
(section2.6.2. Yet, when naming Prada, people generally think about suits and the

colour black, and this leads them to consider the brand as a classic brand.

The conversation with thHeondation Louis Vuittogroup, regarding their knowledge of
Louis Vuitton as a brand, revealed the participantsO attitudes towards the luxury world.
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F(FLV) for example stated that she has never visited a flagship store for the pure fear
that, once inside, she would be judged by #iesspersonnel.

N Ol have this thing (opinion), | have my shoes full of mud,
IOm getting in Vuitton (retail storg)where are you going?0

OwasnQt in Milan that & store they didnOt recogn@erah and they got her
thrown out?0O

Obut even in Romspmetimes you have to be dressed in a certain manner to
get into some retail storgs

- F(FLV) and L(FLV) from Fondation Louis Vuitton focus group

As previously reported with regards to contemporary art, also with regards to peopleOs
feelings towards the luxury sector there is the idea of it as a very distant world, as an
exclusive and elitist world. In the participantsO minds, art and luxury aideread to

be difficult to reach, to access, and to understand. It is probably due to this perceived
distance, that most of the participants were unaware of the existence of fashion
exhibitions in museums, or of artistic projects organised and sponsadredibyfashion

brands. Art and fashion are both perceived as being very remote worlds. Hence, people
appeared not inclined to seek information, or to get involved in these worlds. Unless one
or the other is a passion, people know that fashion and att lexisthey tend tamot
explorethem. Yet, with regards to fashion, there is still a tendency to ensure of wearing
the right outfit for the right occasion, or the latest trends, or at least what is thought to be
what the others are expecting you to weactfsn 2.2.1). However, as discussed in
section 2.2.1, this tendency is arguably deriving more from a fear of being judged and
not conform to the society, than from a genuine interest in shapes, materials, colours, and

patterns.

Except for C(FP) and P(FP), who visitEdndazione Prad@nce before, all the other
participants in both groups were not award-ohdazione PradandFondation Louis
Vuitton@ existence. On the contrary, it is of interest to note that batlal&diens consider
themselves to be internationally w&hown, as emerged during both of the interviews
with P(intl) and P(int2), and with LV(int1).
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OI...] and you know Fondation Louis Vuitton is already very much anchored in
the cultural landscape, inteationally [E] its loans for this particular
exhibition that is on at the moment come from the Hermitage Museum, from
the Pushkin Museum, form the MoMa, from the Centre Pompidou [...] so, you
know, sort of all these major international museums [E] it isiaseum within
the cultural landscape, internationally, and itOs very much devotedQo art.

- LV(int1) fromFondationLouis Vuittoninterview-

It is fair to think that the participants were unaware of the foundationsO existence due to
their lack ofinterest towards both fashion and art. However, since their opening, both the
foundations have implemented a promotional strategy which appears more focused on
influencing art channels and art magazines than a wider audience. As admitted during
the intervew with Fondazione Pradathey did not have a marketing office; they base
their promotions on press releases, anctlementary use of social media. Yet, it is
notable that lately, the foundationsO social media activity is slightly improved. For
example, ecentlyFondation Louis Vuittolaunched an Instagram contest, also promoted

on the LVMH GroupOs Instagram account, where people were asked to share their
pictures of the foundationOs struct(#®lyFLV). The contest allowed some of the
participants to beandomly selected for being officially posted as a feed dftimelation

Louis Vuittol®s Instagram accouRtgure 7 shows the Instagram post dedicated to the
contest.

Figure7 - Instagram post ahe#MyFLV contest(Fondationlv, 2018)
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Always with regards to promotion strategy, since the opening of the foundations, both
brands have applied a firm policy of entirely disassociating thedftions from the
fashion brands. During the interview with LV(intl), it was highlighted how the
foundation was not owned by Louis Vuitton but by the LVMH Group. As well as during
the interview with P(intl) and P(int2), it was stated that the foundatianpisrsonal
project of Miuccia Prada and Patrizio Bertelli, while Prada as a fashion brand is their job.

Regardless of these declarations, and of the foundationsO communication strategy, it is
natural that by calling the two foundations with the brands@® peoples are associating

them with the fashion world and not with the @&ssociation even more facilitated if
people related to the fashion brands ateracting with the foundatiof®~igure8 shows

Marc Jacobsa former Louis Vuitton designer, aitle the foundatiompparently, this
tendency of disentangling the brand from the foundatias the scope to allow the
foundations to be perceived as proper cultural institutoiynthe public, and especially

by art experts and the media. However, this same policy has also generated the negative

effect of limiting the publicity and the wide audiencesO awareness of their existence.

Figure8 - Instagranpost published by Marc Jacobs angbosted byFondation Louis VuittoifFondationlv, 2015b)

Although this disassociation between the brand and the foundation might be
understandable, there has been an unexpected lack of promotion of theidmsndat
Especially considering that they are 100% funded by brands which base all their business
on communication and promotion (as contextualised in sett®nA unique example

of this lack is a recent exhibition held Bgndazione PradaAlejandro Gonzkez I-frrity

an Oscamwinning director, created a Virtual Reality project cal&aine y Arenavhich
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was exhibited at thEondazione Praddrom June 2017 to January 2018. Most of the
Italian and international newspapers dedicated some articles to the event, mainly when

the director was awarded a special Oscar for this specific project.

Nonetheless, the kind of promotion which the founaetiedicated to the event can be
considered basal, and composed of press releases and very simple use of social media.
Starting in March 2018, the same exhibition has been hosted in a refurbished church in
Washington, after being shown at tk@®ndazione Prda. For the occasion, the
universally known actor Leonardo DiCaprio, who worked wAtlejandro Gonzalez

I-%rritu, decided to promote the event on his own Instagram account which counts 23.2
million of followers (against the 259,000 Bbndazione Prada The dedicated post was
viewed 876,115 times and received more than 1300 comments, while all the posts which
theFondazionaledicated to the exhibition (10 posts) received 17,913 likes in total.

Although it is not possible to access the numbers regardéfgptidazion®s footfall for

the event, it is plausible that the Washington event might have attracted a different
number of people. Celebrity endorsement has typically worked very well in fashion as a
promotion tool. Although, here is not suggested that&rand Louis Vuitton have to
promote thefoundationghrough this mean, yet, they could exploit some of the brandsO
communication capabilities to better promote the foundations to a broader audience.
Figure9 shows one of the Instagram posts publishe#drydazione Prad#&o promote

the exhibitionand thepost published by LeonardaiCaprioand mentioned above.

Figure9 - Instagram postpublishedby Fondazione Praddleft) and Leonardo DiCaprio (right) to promote the
exhibition "Carne y Arena" by Alejandro I-FrrigdondazionePrada, 2017; LeonardodiCaprio, 2018)
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Finally, it is noeworthy to appreciate how a combination of lack of promotion,
disassociation from the fashion brand, and the use of the brandsO name for the
foundations, has generated confusion also among fashion practitioners and academics.
Indeed, this project has bepresented at international conferences dedicated to fashion,
marketing, or luxury industries on different occasions and under different forms. In
almost all of the occasions, the audience showed one between the following two reactions
while the project wapresented. The first immediate reaction was of curiosity, due to the
lack of awareness regarding the foundationsO existence. The second reaction was of
surprise, due to the discovery tlaindazione Pradand Fondation Louis Vuittorare
contemporary art oseums and are totally unrelated to the fashion brands. Hence, it does
not come as a surprise that also the participarttee focus groups, who are unfamiliar

with both fashion and art, were unaware of the foundations, or were expecting to visit
somethirg regarding clothes and accessories.

All the participants in both groups were expecting a fashion museum, or signs of fashion,
or signs of the brand, or its history, or unveiling of fashion brandsO Osexcefs@or

C(FP) and P(FP) who had already visitedFoadazione Prad@nce. The participants

were expecting something philanthropic because of the use of the term OfoundationO,
which they normally associate with health projects, or environmental praettsman

rights projects. F(FLV) said she would have appreciated a fashion museum enclosing
some secret of the brand. Yet, as previously said, most of the participants are not even
aware of the existence of fashion exhibitions. Hence, it is unlikelyltbgtwould have
appreciated more a fashion museum. Moreover, there is no concrete reason to state that
by showing aspects of the fashion brand, the foundations would attract more people or
people would be more interested.

OEa museum of contemporary arthink everybody reseen one before. But
something specific in that sector, in fashion, no [E] maybe you can exigain
me the rason why a bag costs 5000£. Tell me.
Could it be from that point of viewE Because | choose a cow that eats that
grass and for that reason, it haetter skin, you know?
Could be something, my bag costs 5000£ because of this, this, and this.O

- F(FLV) from Fondation Louis Vuitton focus group
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All participants were also expecting a very well curated and very welhtsed venue
because of the name the foundations are carrying. As said, by utilising the name of the
brand it is impossible to expect that people do not associate the fashion brand with the
foundation. Hence, the participants were anticipating a senselagwity, attention to
details, and a distinctive venue to visit. During the interviews with associate®atbm
Fondazione PradandFondation Louis Vuittonit has been made very clear that there

is no direct association, correlation, and collabonatieetween the brand and the

foundation.

O[E] for them, art is a passion, fashion is a j&b

- P(intl) from Fondazione Prada interview

Once people have visited the two places and noticed that they show a very limited
(Fondation Louis Vuittonor no Fondazione Pradgsign of the fashion brands, most of

the participants said that any brand or cultural association with no particular distinction
could have owned the foundations. The only aspect that according to all the participants
could have recalled &uxury brand, yet none specifically, is that there is a clear
investment of money in the institution. The participants drew this conclusion by
observing the venues and the kind of art they were exhibiting. In particular, this final
consideration was madeith specific reference to thEondation Louis Vuittods
exhibition dedicated to the New York MoMa Museum.

The participants in thEondation Louis Vuittoriocus group believed that to organise

such an exchange would have required an important amouwdafrces. As previously
discussed, the idea of hindering peopleOs association between the foundations and the
fashion brands might generate both positive or negative effects. For example, during the
Fondazione Pradanterview, P(intl) said that Prada ix@amplex and very conceptual

brand through its design, and the art proposed in the foundation is mirroring this aspect.
Those similarities were apparent for a person who knows the brand very well, but they
were entirely unnoticed by the participants infith@us group. Thus, the effect that such

a cryptic association between the two might generate on pedplered.
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Nonetheless, a more explicit association between the foundations and the fashion brands
could generate some positive effects, at leasring of publicity. From thEondazione

Prada interview clearly emerged that the foundation(s) is fearing to appear as a mere
marketing tool of the fashion brand, instead of a credible cultural institution. However,

if the association could be carried ouhastly, it may bring benefits for both, by
strengthening the brand values, and by bringing more visitors due to a foundationsO
greater visibility. Not necessary the commercial association does diminish the value
provided by a cultural experience; espeygidlthe experience due to the interaction with

art could be transformative for people. However, this experience needs to be cleverly
promoted to highlight the benefits which could derive from it, and apparently, a simple
disassociation from the main braisdnot properly working. B(FLV), at the moment he
discovered the existence of the foundations, and even before vistmaation Louis
Vuitton immediately thought of the foundations as a very bright commercial strategy and

compared it to other immersiexperiences into brands

O[E] such as the O2 #t owns the O2 arena in England.O
O[E] The brand is for an elite, that museum is something falite full of
elitist pieces.O
O[E] It makes you talk about the brand.O

- B(FLV) from Fondation Loui¥uitton focus group

None of the participants was aware that there are other brands which are sponsoring art.
Once revealed this aspect during the conversation, the participants had considered very
positively the idea thata significant amount of resaes are being reinvesed in
something for everybody to access; especially if these resource@veng from a
businessand especially if the company is operating in the luxury se&sdfondazione
Pradamanagement stated during the interview, the dationOs mission is to be useful

to people. Hence, a greater emphasis on the philanthropic aspect of the fashion brand
could be pivotafor the brand and the foundationOs promotional strafégyidea of

giving back to people by guaranteeing access tarthis generally positively assessed.
However, if people are not awaretbéfoundationsaandtheir existence, the canbution

to the communitycould be restricted to a tiny groumcehe feeling generated might be

of exclusivityand difficult access nstead of philanthropy and inclusivity.
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Two main aspects are worth highlighting from the analysis of this first theme. First,
peoplesO preconceptions regarding art, luxury, or fashion cannot be identified as a
limitation or a strengthen in consideration of their opportunity to be transformad by
experience. Loving art might not guarantee a transformation, and vice versa, and this will
be clearer at the end of this chapter. Second, people are not fully aware of what
Fondazione PradandFondation Louis Vuittorre, or their reasons to be. Thesan
apparent miscommunication or lack of promotion which surrounds the two venues. A
stronger promotional strategy which might benefit of the main brandOs skills, could
encourage people to visit the foundations, and maybe live a transformative experience

regardless their interest in art or the fashion brands.

In section 2.3the importance which a place represents for a fashion brand is analysed,
and in particular for luxuryashionbrands. Different aspects of the brand are enhanced

by tho® places which are used as a point of contact with the customers. Social distance
is represented by salespersons and, in some cases, by the layout of the flagship store. For
most of the time, brands consider flagship stores as a pivotal point of corttattein
consumers to understand and evaluate their preferences and attitudes towards the brand.
Moreover, flagship stores can be considered as a point of entry in new markets.
Furthermore, to make their stores unique and attractive, not only for conshoteaiso

for tourists, staarchitects have been increasingly involved in the design of the layout

and facades of the flagship stores.

As reported in sectioR.3 (and its susections) Louis Vuitton and Prada, amongst other
luxury fashion brands, aran indicative example of significant investments to create
important structures to showcase their products. Recently, to provide the consumer with
a significant experience, their flagship stores have also hosted art exhibitions.
Noteworthy, the architeatvolved in the concept behind PradaOs most emblematic retails
stores, the Epicenter, is the same architect appointed to desigiazione PradaAs
previously mentioned, the attempt of keeping the fashion brands apart from the art
foundations is not of gnuse for the brand, especially when there is such a number of
factors which might generate a natural association between the two in peopleO s minds.
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Art foundations, in contrast with the idea of social distance embodied by the luxury retail
store, shouldbe a gathering point, an inclusive space for any person interested in the art
and/or in the brand. They should represent an engaging and open space, as any other
museum should be, especially considering how hard these foundations are attempting to
be viewed as bona fide cultural institutions, also through their declared mission of being
useful for people. The museumsO peculiarity of being an inclusive and engaging space
for people is a crucial element to consider when thinking of the foundations asteapoten
venue to provide the public with a transformative experience. For this reason, the place
is one of the main four themes analysed in this chapter.

Several tangible and intangible aspects of the foundations have been analysed: from the
ease of locatip and accessing the place, to the presence of symbols and features which
might recall the fashion brand; from the people who work in the venues, to the
information provided to the public during their visits. Furthermore, also specific
observations regardinthe presence, or not, of public engagement activities have been
made and coded in this theme. However, for the sake of completeness, and in the spirit
of constructing this chapter following the specific logic flow explained in se6tihnhe

public engagement aspect is discussed in se6tibfand its sulsections)

One of the first elements to consider during the observation exercise was the way in
which people could reach the place. Was it cemdréhe city, or not? Was it possible to
reach it with public transportations, or not? Were there proper signs to indicate the
direction to take along the way, or not? Could people find the place, or not? All these
guestions were forming part of the firstadysis, considering them as basal questions
which a place should address to ensure attracting and encouraging people to visit. From
this perspective, there are a couple of significant differences befoselation Louis
VuittonandFondazione PradaThe frst is the presence of signs, and the ease of finding
the place. The second element regards the simplicity of entering the site and of
understanding how to visit it.

Fondazione Prad#s located in a part of the city of Milanhich is not central, and Largo

Isarco is the name of the road. There is an extensive railway which separadagione
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Pradafrom the metro station which is indicated on the foundationOs website as the right
stop to take to reach the place. Walking frdma station towards the foundation, the
neighbourhood is not attractive, and the only things on the way are a Trattoria (old

traditional Italian restaurant) and a number of Chinese shops.

Ougly area.O
Opretty ugly, yes.O

- D(FP) andP(FP) fromFondazione Prada focus group

Figure10- Fondazione Prad@seighbourhood. The walk to reach the antre (leff and the view of the railway
from one of theFondazion&s windows (right).

The metro is the most straightforward public transport to use to reach the foundation,
especially if visitors are not from Milan and they arrive in the city by train at the central
station. During the data collection for this project, Prada inaugurat#teaispace which

is still part of the foundation but is dedicated only to photography. This space is called
Osservatorio(fig. 12) and is located in the heart of the city centre, in the most famous
arcade in Milan, Galleria Vittorio Emanuefiégg. 11). It is at the # and " floor above

the Prada store and near the Pasticceria Marchesi (part of the PradaGroup).
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Figurell- Galleria Vittorio Emanuelén Milan city centrewhere is located th@sservatorio

During the interview with P(intl) and P(int2), it emerged that the space was part of a
public bidding which the brand had won. Requirements for the firms involved was to
offer a retail space together with a hospitality space, and cultural initiatives. The
foundation considers tl@sservatorias a possible catalyst for tourists who are shopping

in the arcade, where most of the products sold are luxury products. According to P(int1),
the idea is that by visiting thHeésservatorip people might decide to reaakso the main

venue in Largo Isarco. A current promotional strategy, applied by the foundation to
encourage this catalyst effect, is to make people pay for one ticket and have the possibility
to visit both places. Although this strategy might be effe¢tu®ing people from a more
central space to a location which is not on touristsO routes, it is interesting to note that

also theOsservatoricentrance is quite hard to locate the first time visiting.
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Figurel2 - Inside theOssevatorio.

At the time of the first visit dEondazione Pradammediately outside the metro station,

and facing a junction, it has been challenging to orientate and find the way towards the
entrance. Fundamental, also for all the participants, has been the help of Google Maps (a
navigation system for mobile phone$)uring the focus group, it emerged that all
participants encountered the same difficulties to reach the place. In particular, two of the
participants discussed their frustration of discovery too late that the foundation had a
parking space.

Owe discovered after (thasit) that there was a car park.O

Owealso discovered it after (the visit) [Ehe most annoying thing
aboutgoing to Mlan is the parking.O

- C(FP) and D(FP) from Fondazione Prada focus greup

The second time, outside thestro station, there was a road sign reporting the name
Fondazione Pradavhich indicates the direction to follow, and which was not there the
first time, or maybe there was, unnoticed, as some of the participants confirmed. Some
others noticed the sign amollowed it. Along the road, there is, and always has been,
another sign.

Gloomy weather, or sunshine, are giving two completely different aspects to both the
neighbourhood and the entrance of the place. On the one hand, the foundation is looking
like
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OAsquared grey fascigtyle structure with a predominant black iron gate in
an anonymouseighbourhood

- Field notes from Fondazione Prada observation

OAlso our (day of visit) was very gloomyE give you a bit of that feeling of
Germany, all greyE a li Berlin. Do you know those palaces in Berlin where
you can find in some artists that are working with iron and that look like
gutter punksE a bit like that [E] they (the buildings) are not occupied, they
are given by the city.O

- D(FP) from Fondazione ada focus group

Figure13- Fondazione Prad@sntranceon a gloomy day.

On the other hand, the foundation could appear like a modern and innovative project to

requalify an old distillery in an area which could be gentrified thanks also to this project.

OAbout venues, | was wondering if there is some specific idea ofigatitrif )
related to your choice to open the foundation here.O

OThis space in this neighbour has been a bit of a godsend. | mean, this was a
venue that the Group bought several years ago and that was used on one side
as a storage facility, on the other sidg offices and showroom. Then, after a
reorganisation of MilanOs venues, this space was part unused. This coincided
with the decision of providing the Fondazione Prada with a permanent venue,
hence here we areO

- Interviewer and P(int1) from Fondazionedéa interview-

107



Figure14- Fondazione Pradaourtyardon a sunny day. One of tfi@ndazion®s buildings reflects the main
building where the reception and the ticket office are located (under the gold tower)

Another importanaspect related to the ease of visitingkbaedazionas that participants
complained of feeling lost once inside the gate, as there is no sign showing where to find
the ticket office, or the reception. A guard walking on an upper deck, dressed alkin blac

is not an encouragement when seeking to ask for information. Most of the participants
tried to find their way, while Q(FP) preferred to ask where to go. Even C(FP) stated that,
although this was her second visit, she could not remember where theftiidestvas,

which made her feel even more frustrated than the others. Confusion and frustration were

the frequent terms most used during this part of the conversation

According to what emerged during the interview with P(intl) and P(int2), and although
the foundation has a declared intention of being a challenge for the visitor, confusion and
frustration are feelings which they would like to avoid generating in thoniSiheir

idea is of being different from other museums, by not providing-dgtermined path to
follow, or signs and maps everywhere, instead they would like the audience to explore
the structure and find their way to visit the exhibitions. It is arcd&ategy which might

be intriguing for some individuals, but could be difficult to understand and appreciate by
people less oriented towards challenges, or people who do not see in the incapability of
finding the toilet, a challenge.
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OFirst of all, thepublic gets lost. That is somethingiathyou should
absolutely nevedo.

You should take (the public) by hand, show him(/her) 500 arrows and never

make him(/her) feel lost, inadequate for the context he(/she) is in.
So, what does Fondazione Prada? ids@listen, visitor, contemporary art, the
world, the fashion industry, it is not all sunshine and rainbow.

Come on! Switch on your mind and get in this amazing arenaO.

You public need to make an effort and look around, read the space in which
you are,and decide to talk to someone.O

- P(int2) from Fondazione Prada interview

Figurel5- Another view of thd=ondazionés courtyard.

As above mentionedsondazione Pradanterviewees declared that one of the aims of
theFondazoneis to challenge the public, and not to make the public feel frustrated. Yet,
during the focus group, as above mentioned, frustration was the term used by all
participants when describing how they felt while trying to locate and then visit the
foundaton. Difficulties in finding the reception, challenges in finding the bathroom,
some of them did not know or see that there was a bar inside the venue, and all felt tired
by exploring such an extended surface. According to the interview with P(intl) and
P(int2), there are 11.0G@uare metersf exhibition space, comprehensive of 10 different
buildings, one of which was finished and inaugurated in April 2018 and is hosting a
restaurant.
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During the interview, it emerged that the availability of a vast space, and ten buildings

which are all designed in different shapes and with different scopes, is giving the

foundation the opportunity to explore different kinds of arts, from cinema torpetive

arts. However, unless being a frequent visitor, who can enjoy a part of the foundation at
the time, such as night openings for film projections and filmmaker talks, it is hard to

appreciate the space without feeling lost and tired after a fevg bbuwisiting.

A jotted on the guidance paper that | wa§th able to get in. IOve asked three
different people Ogo thereO, Ogo that wayO, Ogo over thereO and incthe end
in the bar (not the ticket offic&)

Olt is very bed located in Milan, atite path to follow wasnOt clear. Any time
you get out a building you didnOt know where you were or where to goE Any
time | got out in the main square, | said: Oand know what?0.0

- Q(FP) and C(FP) from Fondazione Prada focus gréup

In all Fondazionethere is no reference to the fashion brand, anywhere. The only two
things which might recall the brand are: its name; and this concept of challenging the
visitors and urging them to leave their comfort zone, as expressed during PradaOs
interview. However,the latter might be clear only for a person with ardepth

knowledge of the brand.

QPrada delivers) fashion collecins whichare inspired by some complex
conceptE obviously, there is a huge coherence with the foundationOs activity
[E] it has to be challenging for the visitor [E] (the foundation is a)
strengthening of some fundamental values of the brdmchare coherent
with our (the foundation) activitiefE] (For Miuccia Prada and Patrizio
Bertelli) art is a passion, fashion is a job.O

- P(int1) from Fondazione Prada intervieiy

Louis Vuitton appears as quite the opposite of Prada, as a brand and as a foundation.
Fondation Louis Vuittons easier to find and easier to visit, even the art is easier to
understad. Not in the centre of Paris, but located neatGhamps Elyseesn the east
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side of the city, in one the most famous parks of Paris, and in one of the wealthiest
neighboursfFondation Louis Vuittomooks very different thaffondazione Pradalt is
possible to reach the place by car, by metro, and there is dusithat brings visitors
directly from theCharles De Gaullairport.

On the platformsO walls of the metro station, it is already possible to notice signs for
directions, and agaiautside the station. There are a couple of cafZs at the corner, and
then to reach the foundation, there is a walk to take in a residential area which is adjacent
the Bois de Boulogneark (the second largest park in Paris). Part of the foundation lies

in a garden calletle Jardin De L'acclimatationwhich is part of th&ois de Boulogne

park. These gardens are share owned by the LVMH group, and apparently, they will be
part of another project of the French Group soon.

Once in front of the structure, thest impression is entirely different than the first
impression generated Byondazione PradaFondation Louis Vuittoms hosted in a big
structure made of glass, and which welcomes the visitor with a white and silver polished
entranceFigure 16 shows tle front of the foundation. In the specific period when this
picture was taken, the structure was covered with coloured panels, as part of an art
installation called OObservatory of LightO by Daniel B(ivemby, 2016)

Figure16- Fondation Louis Vuittos front. The coloured panels otke structure are part of Daniel Buren's
installation OObservatory of LightO
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Above the ticket office, there is a visible silver 3D logfoLouis Vuitton. There are
security checks at the entrance, in airgbyte, and two different queues for tickets (to
buy, online reservation). It is impossible to miss the entréiigeel 7), or being confused

on where to go. In the first period since the opening,security controls were located
immedately after the door, and they were simpler by consistirgpaison checking the

bag withaportable netal detector. More recently, and probably due to terrorists attached
happened in the citythey decided to install a proper security ¢heefore the ticket
office, whichis very similar to an airport security chedkiis level of security seems
excessivand gives the idea of being more of a strategy to appear like a sensitive target
in Paris. It seems excessive, especially if comparé&halazione Pradavhich has no
controls at all, and especially if considered hiittde the foundation is known in

comparison to other places, such aslLihevreor theTour Eiffel

Figurel7 - Fondation Louis Vuittds entrance.

F(FLV) visited the place during a raining morning. She complained that the footpath in
the direction of the foundation was muddy, and noticed that all people in the queue had
dirty shoes. V(FLV) complained that the park surrounding the foundation ismyotet
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preserved, a little wild, especially compared to English parks, which she loves
particularly. These two comments implied the idea that, by going to visit a place owned
by a luxury brand, people expect a sort of perfection and attention to desaitsuddy

with wild grass, even though both the park and the pathway are probably not Louis
VuittonOs properties. It is perhaps to rectify this impression that when the participants
visited the foundation, they were provided with an umbrella while quedrgmall
attention for the consumer which has been added recently, and which was not applied by

the brand during the participant observation exercises.

Another element, noted by the participants while approaching the venue, was the lack of
cafes and restaants in the area except for a couple, characteristic Wkocilation

Louis Vuittonis sharing withFondazione PradaThe reason whyrondation Louis

Vuitton participants noticed this lack might be related to the fact that they were tourists

of the city atthat time, some of them were visiting Paris for the first time. They were
tourists who were visiting a museum at lunchtime and had the impression that eating in
the restaurant of the foundation could have been very expensive. The PradaOs participants
instead were not tourists in Milan but knew the city quite well; they went to visit the
foundation only to participate to the exercise, and then left the city; and moreover, they

visited the foundation not at lunchtime.

It notable that, except for the bigglo at the entrance, the restaurant is showing the only
other element which links the foundation to the main brand. Indeed, on one of the walls
at the entrance of the restaurant, there are four old monogrammed trunks, a distinctive
mark of the brand. The sgurant service might be deemed as another opportunity to
provide a different brand experience, but most of the participants did not notice it. Some
of the participants stated that by seeing a queue forming in the hall to enter what they
know only now tabe the restaurant, they thought that that was the queue for collecting

audioguides.

Cconsidering how many people get in that place every day, it is so strange that
outside there is no cafZ, bistro, and even insidecivmisplicatedo find
something teeat.O

- B(FLV) from Fondation Louis Vuitton focus group
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Ol noticed that there was a kind of restaurant inside because therq was a
queue.O

- M(FLV) from Fondation Louis Vuitton focus group
OYes, rightE there was a restaurant.O
- L(FLV) from Fondaton Louis Vuitton focus group

OBut is very hidden. There are walls in front, and you canOt understand that is
a restaurant.O

- M(FLV) from Fondation Louis Vuitton focus group
OWhere did you see a restaurant?0
- V(FLV) from Fondation Louis Vuitton focus group

ONear the exit. There is almost nothing... we look on TripAdvisor, and the
nearest restaurant was far more than 15 minutes by foot.O

- B(FLV) from Fondation Louis Vuitton focus group

OWell, there is Burgerig which is where we went. But still, you need to go
out and walk.O

- M(FLV) from Fondation Louis Vuitton focus gro@p
OThere is one just outside the metro station.O
- The Facilitator from Fondation Louis Vuitton focus group
OYes, but it has badviews.O

- B(FLV) from Fondation Louis Vuitton focus group

Figure18 BThe aqueue to enter thEondation Louis Vuittos restaurargleft). The restaurant OLe Frar(kight).
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Same concept, an art foundation, but a very different developf@amiazione Prada

and Fondation Louis Vuittomot only have two structures which are looking totally
different, but they are also in two neighbourhoods which appear to be entirely at the
opposite. They are both located in two of the fashion capitals of the world, as mentioned
in section2.6.2 whichhappen to be also the places of origin of the fashion brands. Yet,
their approaches towards the visitor are different. Louis Vuitton has some clear element
which enables anyone to recall the brand, such as the trunks; while Prada makes several
efforts to dfferentiate the foundation from the brand, although it allows some
associations for those people who genuinely know the brand. One is easy and does not
create any significant contrast in feelings, while the other generates confusion,
challenges, and frusttion.

However, regardless these differences, there is one main thing which the two places have
in common, and which all the participants particularly appreciated, and this is the
distinctive and particularly curated design of the structure. In bo#s ¢hs participants

were impressed by the buildings which are hosting the foundatt@mstation Louis
Vuittonand its terraces from where you can se€Tlina Eiffel Fondazione Pradand

its bathroom which appears unrelated to the rest of the struahdeyhich one of the
participants stated looking like

Ocybetpunk from the 80s.0

- M(FP) from Fondazione Prada focus grobp

Figure19- Fondazione Prada bathroom.
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The white and polished hall &ondation Louis Vuittoand ts particular front fountain
makes the structure appear like a sailing boat; the Bar LuEendazione Pradas

almost more famous than the foundation itself, because it was designed by the filmmaker
Wes Anderson.

Qt is clear there is a huge investmédaathind the place. Theilis such attention
to details.O

- M(FLV) from Fondation Louis Vuitton focus group

OBecause is Fondazione Prada, | expected a very curated and luxury
environment, and so it was.O

- D(FP) from Fondazione Prada focus group

As well as for the flagship store, the work of shéachitects, in designing the buildings
which are hosting the two foundations, is strongly influencing peopleOs experience, and
their opinions towards the foundations. Immediately after the opening, Loui®iVui
decided to host a fashion show outside the foundation, probably due to the positive
comments from public and media received by the building. A decision that is not easing
the separation between the brand and the founddtigare 20 shows celebritiesand

Louis VuittonOs endorsersho wereinvited to attend the show organised in the

foundation.lt is interesting to note that all are wearing Louis Vuitton products.

Figure20 - Celebrities (and endorsers)the Louis VuittmOSpring 2015 showwhich wasorganised aFondation Louis Vuitton
Picturesweretaken infront of the poolwhich islocated ortheground-1 of theFondation
From the left: Jennifer Connellyefena Gomez, Michelle William@ouis Vuitton, 2015)
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Finally, during this part of the analysis, some intangible aspects have been considered as
elements of the place, and will be discussed in the next sections. In se8t@rthe
importance of social distance as an intangibleufesof the flagship store was discussed.
Similarly, there are critical intangible elements present also in a museum environment,
such as inclusivity and accessibility. For this reason, it was a requirement for the
participant to ask for information regamg anything they preferred. This task aimed to
evaluate peoplesO perception of the foundationsO personnel and of their availability to

help the visitors.

Generally, in museums, the ability of attendants to engage with the public by providing
information and the informative material released during the visits, are deemed a first
important step towards inclusion. Through these two simple instruments museums are
able to bring people closer to the elitist world of art. Considering that the foundations are
defining themselves as museums, and in the spirit of assessing peopleOs experience of the
foundations, this project considered pivotal to evaluating the existence, the quality, and

the appreciation by the public of the aspects mentioned above.

Both focus groups considered the foundationsO attendants as kind, gentle, and helpful.
All wearing black, some more prepared than others to answer, but all very well trained
to address any curiosity the participants had-dndation Louis Vuittorthere are two

types of personnel who walk the rooms: one is wearing a black suit with a white shirt and
a red tie; the other is dressed all in black with a badge pinned on the jacket which shows
a big question mark (first two visits) or a lighlue badgeinned on the jacket (all the
other visits). The difference between the two is that the first is a security guard, while the
second is an attendant who people can ask for information related to artists, artworks,
and even the place. In secti®ri.4.2 it is mentioned that the participants were confused
with regards to the right person to ask for information when these two figures were not
in the same room; while iIRondazione Pradathere were only attendants in the rooms.
They were either careful thatqqde do not go too close to artworks, if not permitted; and
they give explanations regarding the exhibitions.

Notably, as for the security check at the entrance, also in thiskcasggzione Prada
looks more OrelaxedO towards security problems. Tindaat®in the room sometimes
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were talking with each other, and the visitor has the feeling that, by asking for
information, he/she might disturb their conversations. However, due to the scarcity of
public for most of the days, it is comprehensible that theuld talk to each other. As in
Fondation Louis Vuittonalso Fondazione Pradattendants are all dressed in black.
During the interview with P(intl) and P(int2), P(int2) said that they have approximately
100 attendants who work at the foundation. Tiesployees are selected based on their
specialisations, not only art related but also history, architecture, or geography.
Moreover, all the attendants are trained directly-bypdazione Prad#o ensure a high

level of preparation, and the quality of thevéee provided.

Ol think that the attendahtnet was a less prepared than yaQrs

- Q(FP) talking with D(FP) who has just explained an artwork they both asked
for information, from Fondazione Prada focus greup

QAn any roomthere is someone ready il you about the exhibitions.
| ask the first girl | meet and shed@dightedto explainto me the artistOs
history and tle meaning of some piece of woffhe also tells me to ask

aroundbecause theyOre there for tiat.hep the public to know more.O

- Field notes from Fondazione Prada observation

Figure21- Attendants irFondazione Pradaduring William Copley exhibition.
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In further sections dedicated to public behaviour and the impalkt @xperience, it is
reported that observation allowed to notice that people tend to not ask for information
while visiting; or, as emerged from the focus groups, they do not know they can. The
social distance created by the salespersons in a flagshepcatoreasily be compared to

the OfearQ that people have to ask for explanations regarding the art. They perceive the art
world as an elitist world. As people do not enter in flagship stores fearing to be judged
by their dress, or by their inability to aftbthe luxury product; similarly, people think

that by asking information regarding a piece of art they are admitting a level of ignorance
and inadequacy This is probably the reason why one of the attendants, during the
Fondazione Pradabservation exercise, actively encouraged the researcher to ask her or
her colleagues for information, highlighting that that was their reason to be there. It
appeared as she was implying that commonly people were not used to asking anything
to them.

As previously mentioned, these employees are a vital element to guarantee the public
with the first level of access to the art, and to new knowledge. However, because some
people, as said, do not like or know that they can ask, the second crucial factor to
encourage the public to enjoy the visit, and to guarantee a first access to the arts, is to
provide an adequate number of informative materials, such as maps, brochures, and

informative tags. Next section is analysing this aspect.

OListeing to conversations around meE that woman is clearly looking for a
tag, a name, some informationE the man with her lodikappointed. a
second man arrives and points a wallE Othe tags are thereOE the woman now
looks even more disappointby the facthatthere aretagsand they ardar
from the pieces of grthan by the lack of the@

- Field notes from Fondation Louis Vuitton observation

What is reported in this quote, also emerged during one of the focus group discussions.
Both Fondazione Pradaand Fondation Louis Vuittorare using tags to provide small
details of any piece of work. During the conversation withRtyvedation Louis Vuitton
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group, V(FLV) complained, for example, that the tags were too far from the paintings
and theywere difficult to understand. According to her, when there is more than one
sculpture or painting in the same corner, and tags are far away from the artworks, it is
more difficult to understand which painting the specific tag refers to. M(FLV), on the
contrary, appreciated that the tags were far from the paintings. He considered that in this
way, anyone could read the tag without preventing others from seeing the painting.
Moreover, for most of the exhibitionspndation Louis Vuittorprovides long written
explanations on the walls at the beginning of any floor, or at the beginning of each room,
if the main theme changéBg. 22 and 23 These explanations normally contextualise
the central theme of a storey, or a room, and give some information withgegaad

specific period or artist.

Figure22 - Description of the roomaritten on some of the walls ¢fondation Louis Vuitton

On the one hand~ondation Louis Vuittorparticipants did notice the writings on the
walls, butadmitted that after a few lines they stopped reading. The participants claimed
that they are not interested in reading lengthy explanations, as well as are not interested
in long guided tours. They would prefer short tours which can give them basic
information to understand a room, or a floor. Fast and Immediate. On the other hand,
Fondazione Pradparticipants highlighted the lack of these kinds of writings during their
visit. Figure 24 shows one of the few walls explanatiorfsoindazione Prad@rovided

for anexhibition which was ended when the participants visited the foundation
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Figure23- Fondation Louis Vuittds walls with explanatiaof the rooms' theme

The participants stated that they are used to seeing those walls in other museums and, for
the type of art whiclrondazione Pradahows which was considered by the participants
quite challenging, they were expecting to see them, and almost felt the n¢ledst
explanations. This need probably derives also from the lack of details in the brochures
provided. This lack sometimes is justified by the attendants as a lack of explanation
offered by the artist, hence the foundation does not want to speculategatds to the
meaning and prefers to allow freedom of interpretation for the public. However,
explanations of the historical context, or of the artistOs life, might facilitate the publicOs
interpretation, as some participants highlighted. On the cgntFandation Louis

Vuitton provides brochures full of content and explanations.

Figure24 - Brief explanation ofrondazione Prada wall before entering William Copley's rooms
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During the observation exercise, it was notitteat a very detailed and useful brochure
given at the entrance of a room which was present one day, had disappeared the day after.
The day before, the number of visitors was minimal, it was a Friday morning, and there
was a small stand where it was possital collect this brochure containing explanations

in different languages. The day after, a Saturday morning, with a more significant number
of visitors, not only had the brochure disappeared, but also the stand. It was not clear if
that depends on an urmected footfall, or scarcity in printing; however, it was a

disappointment not to find that piece of informatagain.

Finally, Fondation Louis Vuittomrovides an app for visitors to use as an agdiade,

and to gather some more information regarding the Obehind the sceneO of a specific
exhibition (fig. 25). Participants athe Fondation Louis Vuittorhardly noticed the
existence of the app. The ap@dvertised in the brochure which is given at the entrance
and which contains the main map of the building. However, the specifications with
regards to the app are at the bottom of the brochure, and they are easy to miss in the other
writings. L(FLV) noticed an advert on the wall, noticed that there was fre&ivib
download the app on the mobile, he downloaded it, but then for lack of interest, he did
not use it.Fondation Louis Vuittorsometimes even provides tablets for visitors who
want to use the ap@B(FLV) did not even notice that there was free-Fi While
discussing with thé&ondazione Pradgarticipants, the idea of an app for visitithge
placegenerates a good discussion on lkmmdazioneand the public could really benefit

from the app, and o some specific interactive content would increase the quality of

the experience &ondazione Pradaand make it better than a number of other museumsO

experiences.

Figure25- Screenshot dfondation Louis Vuittomobile applicabn from Google Play
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People should know that they can rely on explanations to increase or improve their
knowledge towards the art. A piece of paper, or a person, are two equally valuable means
to provide information, according to the pu@is preferences for human interactions.
Although both foundations are mostly following the basal rules for brochures and
attendantsO availabilitfFfondazione Pradais maintaining the level of challenge
previously mentioned, also with regards to providinfpimation to the public. This
continuous challenge sometimes frustrates the public, as emerged from the discussion,

although the brandOs intentions are not of frustrating its audience.

The neighbouring, the surroundings, the building, the availabilitgfofmation, every
tangible and intangible aspect encountered during the visits was recalling, overtly or not,
the characteristics of the fashion brandsO image and identity. As previously said, it might
be ineffective to continue attempting to distinguigte fashion brand from the
foundation, instead of exploiting the brand to promote the foundation, and the foundation
as a prompt for the brand, its image, and its brand values.

OThey (Miuccia Prada and Patrizio Bertelli) actively participate in the
selestion and definition of the projects. They both have operative roles [E]
They attend meetings where we decide the exhiboment [E] Ms. Prada
select the invitation, or rad or the writing materials whicthen would be in
the exhibition or send thé pres

- P(int1l) from Fondazione Prada interview

The reason for analysirthe databy consideringhe audience for its characteristics and
behaviours is twofold. First, through participant observaiitohad been noticed a few
patterns and common attitudesnong the audienceHence, investigatingf the
participantsO behaviswand attitude were coherent with whaivasobserveghas been
consideredf some interesfThe second reason derives from the review of the litexatu
As explained in sectio.3.2 the flagship store has to follow some specific &ylsuch
as maintaining &evel ofsocial distancé&rom the consumerdence, has been considered
relevant to verifyif this kind of attitudewaspresentlso in the foundatian Especially
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in light of the inclusive naturevhich museums and art gallerieshould show; and
consideing the foundation® missiornes reported at the beginning of the Introduction
chapter.

As shown in Appendi®, one ofthe main tasks for the participants was to ask for at least
one piece of information with regards to an artist or a specific piece of art of their choice.
The need for this task derived from the observation exercise where it was noticed that
most of the phlic was not asking anything to the attendants; and before starting this
project, even the observer was not aware of this possibility of asking for information. As
previously mentioned, providing information to the public should be one of the first steps
amuseum takes in consideration of being inclustaticipantadmitted to havingsked

for information only because it was requiredtbgir tasks Furthermore,ltiey declared

to be not interested in askifgr morethan what requiredhecaus@one of thart piecs
exhibitedfurther capturedheir attentionexceptfor the one they asked fddowever, a
positive note emerged from both focus groups, and is tteatdans were considered
very kind and prepared. B(FLMvhois not afrequentvisitor of musems and galleries,

said that when he does,used to ask for explanationsly if there is something which

in his opinion is really wortlaskng.

O[E] vyes, ifthe thing (piece of art) is so absurd that | donOt get why is art, yes
(1 ask)O

- B(FLV) fromFondation Louis/uittonfocus group

All other participants are not used to iagk Generally, becausmn the rare occasions in
which they did visit exhibitions, these weself-explanatory or show less complicated
pieces of arfreferring toFondazione Prada Only D(FP) during his exercise asked more
than once for informatiorand he isa person who generally attencsntemporary art
museums and exhibitiondHe admitted that compared to other contemporary art
museums, the complexity of the piecegposed inFondazione Pradavould have
probably required to ask information for all of thdvioreover, the informative material
provided by the foundation was limited, giving mainly the name of the authors and the
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title of the artworks but nothing more. iShaspect has been analysed in the previous
section, and as reported, has to be considered a critical negative element in the
perspective of an inclusive strategy.

Evaluating how the participants relate to the attendants is essenhialcontext oftie
level of social distance which luxury brands strive to maintain with their custoasers,
explainedn section2.3.2 As mentioned in sectidh 1.2.3 havingto ask for information
together with thedeathat the attendant hasvare profounknowledge on the subject
has generated in the participatite same feelingf distance which the brand instils in
its stores;althoughthis kind of feeling might also be perceivead other museums.
Moreover,as explained in sectidh1.1.1 art is consilered by most of the participants as
aimed at an eliteas well asuxury fashion Hence,the perceiveddistance between the
visitor and the attendahtasenhancd the dea ofart being exclusiven the attempt to
diminish this distance, museums and g#&ke have started to implement public
engagement and educational activities.

These kinds of activities, and the benefits which derive from them, are discussed in
section 6.3 in the spirit of evaluating how the foundations could improve their
inclusivity. As a confirmation of the importance which clear explanations and real
inclusivity might have for the publigarticipants stated that beingl@lbo understand a
piece of ardueto the explanatiogiretrieved, made them feel good. Even if asking
information cannot be considatasa public engagement activityroviding information

is a tool which museumsseto guarante¢he firstlevel of access to the arts.

Sharing the experience online with others, or taking pictures, is another aspect of public
behaviour deemed significant for this study. Especially, as discussed in sedtion

the light of a possible generation of word of mouth; hentepontaneoudree, and
perceived more authentic promotion for the foundations. During all of the, iisits
participants voluntarilyfook pictures and videos of their experiencesreif in a small
guantity. The main subject of their pictures waesoutside of the vaue even if,in both
foundationsthey wereallowedto takephotosinside of most of the roomavi(FP) and
P(FP)said to have shared a couple of pictures on social media, choosing Instagram as
the preferredone M(FLV) createl an Instagram story, a veryilised feature of
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Instagram which consists @f concisecontentto sharein a dedicated section of the
personal pagevhich can be altered with filters and stickeaad lass foronly 24 hours.
Finally, C(FP)admitted that the first time she visittdndazione Pradathere was a
particularpiece of arwhich she considerggerfectfor sharing on heinstagram feesl

It was located in a hanghke room, and it was composed ofc8iling-high bronze
statues, each one OwearingO a particular fashioitatestwhich during the months have
changed, from a hat made by books bagared shoefrom a huge pink bow to a crinoline

(Fig. 26). In this second visit, according C(FP), there was nothing worth sharing

Qthe installation of statuesyas definitelyOInstagrammabl€D

- C(FP) from Fondazione Prada focus group,
mearing something that is worth publishing éinstagram-

Figure26 BThe ulptures mentioned by C(FP) ("The Giacometti Variatialdhn Baldessari). Her phasbared on
Instagranduring her tvisit (left). The Observer's picture (right)

An impressive angeculiarbuildingis an excellent todio capturevisitorsO attention and
facilitate some Electronic Wordfdviouth on social media¥et, as emerged from the
discussions with the participants, not only a fancy building, disd some small
curiosities,might influence peopBiecisiors to share their expiences. Examples are:
a pinball in théFondazione PradaafZBar Lucewhich recallstie man character of Wes
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AndersonOg@e Life Aquatic with Steve Ziss@¥fig. 27); or a pile of candies exhibited

in Fondation Louis Vuitton

Figure27 - Pinball mentioned by D(FP) and which is located inSideLuceat Fondazone Prada
D(FP)wicture, which he shared on Instagram

In an increasing number of cultural institutiorsgicial media have started to gain
importanceand to be used as a natural tool for engaging with people and promote the
place Since the advent of social medieople are more and more obsessed with sharing
any aspect of their lifeas mentioned in sectidh2.1 There is a sort of hidden rule,
especially among Millennials, that an experience not sharad experiencaot lived.

The continuous need fatocumenting anythingimsto demonstratéo the OfollowersO
thatthe life lived is better than thejrthatthe experiences enjoyed are better than theirs
As reported in the literature reviewocial media are more and more shgpthe
consumer culture, ansrandsare continuingo invest indigital innovationsnside and

outside the flagship store.

As previouslymentionedthe foundations are slowly improving their use of social media

as promotional tools, but theyould be adlised to alsamplementthe use of these tools
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as part of the visitorOs experience. Social medifuadamentain the perspecti of
encouraging people to shateeir experiencedo stimulate a sense of community, and
for the brand to gain free publigitAs widely recognised, EWOM is indeegatent tool
for promotion ands a free toal As for the original Word of Mouth, also EWOM
considered by peopl® be more authentic than any other form aidrporatedriven
advertisemenfHarmeling et al., 2017; Subramanian, 2018)

Another noteworthy observation is related to the kind of people who, on different
occasions, were part of the audience of the two foundations. As for the structures and the
art exhibited, also the audience was very different betieadation Lous Vuittonand
Fondazione PradaAt Fondation Louis Vuittonmost of the audience was generally
French, although onifferent daysthere weredifferent audiencesas it is normal to
expect in any museunburing the collaboration with the Pushkin Museum, it was
possible to spot some Russian people in the public-i@ay morningit was full of
couples of different ages, but generally otrezir 40s. All very well dressed, women
wearing furry cod, flashyjewels,andsome even carryingduis Vuitton bags.On the
Wednesday morning, before the foundation opening hours, there wergthups of
studentsexiting the building.

Figure28 - Lady walking toward$-ondation Louis/uittoncarrying a Louis Vuitton bag.
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It is plausible that the foundatigerefers to conduct educational activities before the
public enter the spac@n the Saturday at lunchtima]argegroup of Japanese tourists
arrived by bus and stopped in front betentrancemainly women, mainly ovetheir
50s.Groups of women are frequent to notice, and they are genevahtheir 50s or
60s.For all the visits, during the observation exerciberehas always beea queudo
enter There are usually many visitors but, as previously reported, there asealsiy
checls slowingdown the procedure to ent@specially when two unrelated couples (two
women and two men) over their 60s are trying to enter the place with a Swiss Afeny kn
each. The second reason for queues, is due te@enectly-organised way of managing
the entrance according to the kinds of tick2ts buy or already booked online.

Figure29- Queue to entdfondation Louis Vuitton

The OmainstreamO kind of art usually exhibitEdratation Louis Vuittonsuch as the

Van Gogh, the Monet, and the Picasso, might be a reason for an older audience.
Noteworthy, the 18 Arrondissement in Paris is one of the wealthiest districts in France
for average household income. It is the district whereTibwr Eiffel is, and other
museums such as thiealais de Tokyare. It is known for prestigious schools and
gorgeous buildings witlart nouveau stylentrances. Moreover, the district is mostly
populated by women, and the average age of its inhabitants is 43 years old. However,
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more than 35% of the women are over 55 year®diated 2014Srl, 2014) It might be

a coincidence, but the audience of the foundation typically mirrors these characteristics.
On the contraryi-ondazione Pradanost of the time seems desdtaybe because it is

a very big structures previously reportedr perhapsecause there is no security check
slowing down the entrance to the builditgit it always looks emptyDuring the first

visit, aFrench familywaswalking from the metro station towards the plaged that was

the only timesomeone was headingwards the foundatiotogether with the observer.
Generally the visitors are Italians, probably due to the distance from the city @adtre

the lack of promotion of the place, as discussed in segtidh5. There are no particular
characteristics in the way people are dressed which might capture the eye. The
atmosphere appears more relaxed and less posh fhamdattion Louis Vuittonit seems

less of a catwalk and more of a cultural moment. There is no evidence to sustain that
Prada consumers are or are not visiting the place, yet, the less posh atmosphere is
reflecting part of the brand image.

Usually, it is possible to notice some shgroupsof young visitors(3 or 4 peopls,

around their 20Rotentially, the younger age in comparisofrémdation Louis Vuitton

might be due to one of the few public engagement activities viAdodazione Pradas
carrying, and this particular emedyeluring the interview with P(intl) and P(int2).
Asking for characteristics of their audience, the answer was that they have no target
consumerbecause a museum is for everyboagdit will be against their nature and
scope to targea specifiaudienceThis answer was not a surprise, almost what expected

from a cultural institution.

However,continuing the interview, they started describing educational activities which
the foundation is carrying around Milan. Particularlye foundation runs activite
addressinguniversity studentsn different universities. UsuallyFondazione Prada
organises seminars in MilanOs universities wénietailored according to thparticular

course they armvitedto, for example for a media andramunication course, ¢y send

a member ofhefoundationOmedia office to tallkwith the students and describe the kind

of job required from that office in that specific industry. While P(intl) was describing
these activities, both P(intl) and P(int2) admitted that these ssmmad be theeason

of attraction for a younger audience. For the sake of completeness, they also highlighted
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that these were empirical datd;that timethey were just starig to organise a survey
of theiraudience.

A final consideration regarding the characteristics, and differences, of the two audiences,
is that regardless the brandsO features or the art exhibited, there is a big difference also
between Milan and Paris as cities. Although both are very famous aitidsdoth are

vital cities for the fashion industry, the kinds of tourists who are normally attracted by
Paris might be potentially different than the tourists in Milan. Both cities are renowned
shopping destinations, with the most prestigious brandshendchost impressive retail
stores. However, Paris offers many landmarks which Milan does not have. Tourists in
Italy are generally looking for history and museums, and might be more attracted to
Florence and Rome, than Milan. This is a city which in Itahd around the world, is
considered to be the commercial capital of the country; although it is very rich of history,
this is an aspect which has never been intensely exploited by the city. As previously
mentioned, there are not many Atadian touristsat Fondazione Pradaa fact which the
foundation probably has noticed, and one of the reasons for investing in the Galleria
Vittorio Emanuele space, as reported in seddidn2.1.1

OWweQd like the place (Osservatorio in Galleria Vittorio Emanuele)dn b
incentive for visitors whdecide maybe to start visiting the Galleria, obviously
also for access reasons both logistics and of content, to then come over here
(the foundation)O

- P(intl) from Fondazione Prada interview

During the first visit aFondation Louis Vuittona few months after the openingost

of the visitors werenoticed for sitting and walkingn the terraces outsideather than
looking at the collectiorexhibited inside The building, as mentioned, is a eat
attraction, and at that moment with only the foundationOs private collection displayed,
wasprobablythe mainone. It was possible to hegaassionat@eople explaining to their
friends the architectural structure, the details of the design, the wayareponent is
fundamental to generate that final effect of amazement. Before the opening, the building

was the most advertised thing on newspapers, and even if still today many people are
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unaware of the nature &bndation Louis Vuittonthe Frank GehrgQiesign is already

quite popular. Architects and enthusiasts were attracted by the building, although the part
of Fondation Louis Vuittordedicated to the architectural project is usually with no
visitors. It is not only for the structure that the tersalcave always been crowded; from

there, there is a unique view on theur Eiffe| the Grande Arche de la DZfensand

Paris skyscrapers. The sun and the warm weather are another reason for people to spend
time on the terraces, and in tlardin De L'acclmatationimmediately outside the

foundation.

Figure30- Views fromFondation Louis Vuittos terraces.
The Tour Eiffel(left) and theJardin d'Acclimatatior(right).

During another visit, while an impressionisesibition was held, there were too many
people to be able to move quietly around the rooms, sometimes impossible to enter in a
room or queues to enter, sometimes too crowded to see the artworks. Where there were
the most famous paintings, groups of peayee gghering: in front of CezanneOs OMan
Smoking a PipeO, or Van GoghOs OPortrait of Dr. Felix ReyO, or Manetis® on

the GassOlt appeared like most of the public were gathering in front of these paintings,
not because they are famddthey ae impossible to see unless already in the crbwd

but because there is a crowd, and this generates curiosity on why there is a crowd.

During the focus group, some of the participants clearly confirmed this thought, saying
that they were very attracteovtards a corner in the foundation because there were a lot
of people, and without knowing why people were assembling in that particular point. The

crowd attracted the participants, and the crowdOs behaviour generated curiosity in the
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participants. For exapte, in one of the most crowded points in the foundation, there was
an installation with a pile of candies (fig. 3@section6.1.4.3, some of the participants
were attracted by the assembling of a crowd around this artwork. Moreover, by observing
peoplewho were taking some of the exhibited candies, the participants noticed a sign
near the artwork which was encouraging the public to take the candies. Finally, motivated
by curiosity, some of the participants decided to ask one of the attendants to aeplain
installation and the reason why they were allowed to take the candies. Details with
regards to this specific explanation, and its effects on the participants, are provided in
section6.1.4.2

With regards to attendants and audience behaviour, in thoged cases in which
someone was asking something, it could have been about anything. Someone asked about
a specific painting or sculpture, and listened very carefully to the explanation provided,
as some of the participants did and was able to reptatleld descriptions during the

focus group. However, one of the most frequent questions which were possible to hear

during the visit was

CExcuse me, could you please tedl where the bathroom is?0

- Field notes from Fondation Louis Vuittobservation

Another common behaviour noticed in both the foundations regards people and their
smartphones. As previously mentioned, taking pictures, and sharing them on social
media, is the normality nowadays. Hence, it was not a surprise noticih@fgpkeople

taking pictures, navigating Instagram and Facebook, writing on WhatsApp. Notably, a
number of them were not only photographing paintings and sculptures, but also tags and
descriptions, in a sort of archival attitude towards the exhibitionnfest of the visits

the places were very silent, as often happens in museums, almost to show some kind of
respect towards the art and the other visitors. During one of the visiia@dation Louis
Vuitton, there was a curious man wearing a red robe. Hamjasssible not to notice

him, not only for the unique selection of his outfit, but also because he was the only one,
together with the observer, to take notes on a small notebook, room by room as he was

studying the situation.
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Ol tried to take part ithe microguides, short tours whidiake place floor by
floor every half an hour, and | discovered tliag¢y are only in French.
What adisappointment.
An international brandin one of the most famous citiaghe world.
They provide all the informate material in English, and thesee only in
French? | can feedll ther French national pridéiere, novie something
good, but just for us.
IOm leaving the spwhen a 60 years old lady whas there waiting and
followed what just happened starts to talkme: ODonOt you speak French?0
ONo, madam, sorry, only Italian and EnglishO OOh, well, you donOt need this,
you just need your eyesO
E ah, thanks. Why are you there, then?0

- Field notes from Fondation Louis Vuitton observation

The most the observevasreachng upper floorsin Fondation Louis Vuittonthe less

were the people present. It was possible to notice that following the path indicated for
the exhibition, and reaching the first floor, and then the second, more and more people
were sitting orbenches, chairs, and a sofa. It was possible to hear people complaining
that the seats on the lower floors were too crowded, people were complaining of being
tired. During the visits ifrondazione Pradadue to a constant smaller number of visitors,

it was not possible to analyse the public in such details, as instead, it was possible in
Fondation Louis VuittonHowever, significant differences emerged even with a smaller

crowd.

Q asked info to an attendargndnear mel see a guy whis listening tathe
answer 10m receivingven if he is not approaching thteemdant or me. In the
room after | seethe same guyheis nowasking anotheattendant for
information. IOve got the feelitigt he is doingt because he saw me doing
it.O

- Field notedrom Fondazione Prada observation

During the interview ifFondazione Pradat emerged that the foundation is organi®ed
space and exhibition® to OforceO people to explore and ask questions, although the
intention is not to frustrate the visitor. me previous section, has been analysed how in
reality all of the participants considered this way of organising the foundation frustrating
and extreme. The idea of challenging the public in principle is clever and stimulating.
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However, it seems that sothang is missing in conveying this message to the public.
The foundation and the public are not speaking the same language, or maybe the way the
foundation is presented to the public makes the message unclear.

A common topic emerged from both the focusups regarded the interaction with the
art. The part of the exhibition most remembered and most enjoyed diomuation

Louis Vuittonexercise was the one where the participants were allowed to interact with
the piece of art. A pile of candies which isspible to take, sitting in the middle of a set

of speakers which is reproducing a choir, video games consoles to play with. In
Fondazione Pradaeven if there was no interactive piece of art, the participants clearly
said that they would have appreciasetnething more interactive.

There is a parallelism worth noticing between the interaction with the art and the
commercial environment. In the last, consumers are more and more interested in
contributing to the brands, its productions,ctsnmunications; they want to be part of

the brand. In the foundations, being an observer is not enough for visitors anymore. They
want to interact with a piece of art, they want to create, they want to know more, they
want to share their experiences, dney want everything to be fast. This might derive
from the kind of society we are leaving in. Everything is fast, interactive, customisable,
personal, shareable, OlnstagrammableO, and consumable. People want to experience and
to consume, being that a prad or a piece of art, and this might be one of the reasons
why participants declared that they would prefer to do something during the visit instead
of only looking at the art.

This section analyses the most important theme in the contextabfating peoplesO
experience of the foundations as a transformative experience. As reported in Ghapter

an experience to be transformative has to generate ddstigg impact. Furthermore,

the experience has to affect peoplesO perception of thesysaid this effect can have
different forms, from new knowledge acquired, to a feeling of renewal or increased self
awareness. As a consequence, the analysis reported in the next sections is organised
based on these subthemes:
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¥ the effect of visiting thedundations in comparison to visiting other museums and
art galleries;

¥ the impact of receiving explanations with regards to specific pieces of art or
artists;

¥ the eventuality of having gained new knowledge from the visit;

¥ the impressions on the overakperience analysed as the desire of revisiting;

¥ the way in which (if) the participants have talked to others with regards to their

experience.

As shownin Appendix 1 one of the tasks people had to complete regarded the collection

of information duringtheir visit. As previously anticipated, the majority of the
participants, as well as the researcher, were unaware of the possibility to ask for
information regarding an exhibition in a museum, or felt no need to ask. Hence, it has
been considered fundamehto analyse the effect generated by receiving information,

and the eventuality that some new knowledge was acquired from the explanations. As
previously mentioned, gaining new knowledge is one of the main factors which can
trigger a transformation. Inighsection, it is reported that among other things, being able

to understand a contemporary piece of art, art mainly considered as difficult to
comprehend, emerged as a central aspect, and an aspect which made the majority of the

participants, and the obser, feel different, and feel better.

The impressions on the overall experience were analysed considering to what extent the
participants would be inclined to visit the place another time, or how the participants
refer to the foundations while talking about it after the visit, and if thegesi¢érated any

kind of word of mouth. Generally, the evaluation regards the final effect caused by the
experience. Finally, in sectidh2.1 and 6.2.,Zhe results of a follovap email sent to all

the participants are reported and discussed to analysedghtial duration of this impact.

During the interview with LV(intl), it emerged th&bndation Louis Vuittoms aiming

to excel as a cultural institution and that, according to the interviewee, the foundation can
easily be compared to other weltablished museums, such@antre Pompidowor

Palais de TokyoLV(intl) said that, as for the fashion brand, also the foundation aims to
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provide the highest quality possible, and one of the means to ensure it waStz &imee

PagZas artistic director, formddirector of theMusZe d'Art Moderne de la Ville de Paris

for 20 years. During the interview with P(intl) and P(int2), very similar statements
emergedFondazione Pradaan be compared to other cultural institutioost at the

same time, they do not consider the others as direct competitors. However, considering
that to access both foundations there is a ticket to pay, it is reasonable to believe that a
higher number of visitors is preferable, and especially toglrextent of other museums.

Ols not that wera stealing visitors each otheWe are happy if people go to
visits also other museums. ttre more museumseople go, the happier we
are.O

- P(intl) from Fondazione Prada interview

As a consequence of the interviews wkbndazione Pradaand the associate to
Fondation Louis Vuittonone of the questions asked during the focus groups was if they
have spotted any particular difference between the foundations, and the experience they
are providing, and other museums. This question aimed to understand if the foundations
are being perceived as museums, considering that as fashion brands they could offer a
unique and distinctive experience, but as foundations, they want to be only museums.
While a few identified in the peculiar structure and the quality of the interiors a distinctive
element, the majority did not notice anything or felt in any way differently than visiting
other museums. The buildings have been identified as a very pexspiact, and as
previously mentioned the place is an important influencer while living an experience.
However, once inside people could not distinguish any brandsO feature, could not say that
there was a fashion brand responsible for the foundation, arld oot identify

something memorably different from other experiences in similar circumstances.

Most of the participants are not frequent visitors to museums, but they have all visited
some famous museum; hence, they can have an informed opinion egtnd. MNotably,
Fondazione Pradgarticipants discussed their experiences in other museums which are
not dedicated to the art, such as science museums. From this discussion, it emerged a

sense of general enthusiasm more for those kinds of museums cahsodbs2more
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interactive, thus more interesting for the participants. Science museums are generally
very oriented to teach difficult concepts to anyone by utilising different and engaging
strategies, and this might almost guarantee the acquisition ofmeweddge on a larger

scale. This could be one of the reasons why the participants appeared much more
impressed and enthusiastic to discuss those experiences than other experiences in art

museums.

One thing identified by the participants as differentrfrall other experiences lived
before, has been the lacknd difficulty, of finding information and explanations in
Fondazione PradaD(FP), who is a frequent visitor of museums with a particular
appreciation for contemporary art, said that the most sgnif difference which he
noticed by comparingondazione Prad# other museums he has visited before, is that

in those museums he had always found artworks easier to understand.

OAt the MoMa there are different forms of art, but even the most madern o
most contemporary is easier to understand in comparison to the art in the
foundation. [E] 10d like to visit the foundation again, but 10d look for more
information about the exhibition before going [E] Well, there (at MoMa),
there is Andy Warhol, the p@pt, you know... there is no need... you donOt
need a guide to tell you what Othe tinO represents [E] (in other museums) if |
have to ask for explanation it might happen once in all the visitE in the
foundation youOd need explanatidor all.O

- D(FP) from Fondazione Prada focus group

As explored in sectio®.1.2 (and its subections) specific references to the fashion
brandsO image have become clear after several months of observation. The attention to
details, the polished white interiors, theirtess and organised space, together with the
polite and smart personnel, were all recalling a sense of luxury which is hard to perceive
in other museums or galleries. However, in general, especially after one single visit, it is
hard to find evidence dafistinctions from other cultural institutions, and references to the
brands are not so evident for an untrained eye. The rules of hospitality applied by the
foundations are not different from the ones applied by other museums. There are
attendants in theooms ready to provide information; security personnel to control the

rooms and the artworks; tags and brochures, more or less explicit, in almost every room;
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bar or restaurant; toilets; elevators; benches or chairs to rest, or in the rooms to admire
the at; cloakrooms for jackets and backpacks; enjoyable spaces outside to relax and
enjoy the place and the city. Not even Busdation Louis Vuittods idea of providing a
mobile application for guided tours is something innovative. At the moment, several
museims are offering the same service, and one of the first to do so has been the London
National Gallery in 20009.

Finally, another element which could have been distinctive of the foundations, compared
to other museums, is the association with aatehitect to create the spaces. Yet, not
even this characteristic is unique and different. In particular, Frank Gehry, the architect
who conceivedrondation Louis Vuittonis a prolific OmuseutesignerO, and probably

this is the main reasons why he was chosethie foundationOs project. A few examples

of other projects he designed are: theggenheimn Bilbao; MASS MoCAnN North
AdamsbMassachusetty/itra Design Museurm Weil am Rheirb Germany Weisman

Art Museumn MinneapolidMinnesotaand theeEMP Museumn SeattlebWashington.

The inability of participants ofdentifying peculiar characteristics, unique to the
experience they have lived, is something which might be taken carefully into
consideration. The difficulty in differentiating the foundasdrom any other museums
might be positive for the brand which want to conform to other institutions, but at the
same time might be detrimental in the perspective of increasing the possibilities to
transform people. People might receive more positivelyd amember longer,
experiences which are impressive and different. This could open people towards
something which is considered difficult to understand and elitist, as contemporary art is.
This might also facilitate the acquisition of new knowledge, byingakverybody feel

equal to the experience and to the art; as the science museums make people feel adequate
to technology and science, even if they have never studied it before.

Participants were asked to interact witle attendants by looking for information
regarding anything they preferred. Most of Bendation Louis Vuittoparticipants, for
example, were attracted by the same artwork, a pile of candies representing the AIDS
disease and the artistOs relationship ivifig. 31 Dsection6.1.4.2) During the focus



group F(FLV), in particular, explained enthusiastically the information received from the
attendant with regards to the artwork.

OWe asked information about that (candies installatiam) the girl
(attendant) ansared perfectly. She explained theyliithe reasons behind
any colour of the candies packaging, the quantityefcandies whiclvere in
the corner in kilograms, 136 | think, that it (the installation) was about AIDS,
the artistOs history. It has befascinating and there | completely changed m
opinion. If you look #it (the installation), it ha no effect. | was curious
because you say, Ocome one, candies in a corner?!O E and the fact that you
could also take them. She &ped that that (taking the candies) for the artist
representeddIDS whichhe gof and the fact that everybody could take the
candies because everybody couldigitctedE The 136 kilograms which he
and his partner were weigig together, when they botlere sick. So, there
was a lot of history behind that. So coolE the fact that someone exptains
you exactly what you are looking at changes everything.O

- F(FLV) from Fondation Louis/uittonfocus group

Figure31- The 'Candies’ installation (Felix Gonzalearres- "Untitled"). The pcturewastaken by F(FLV).

Other participants who wanted to have the same explanation, wrongly asked a security
guard who apparently sent them to read a mysterious explanation which did not exist.
They confused the security guard for a guide because, as explained in&dcfi@the

only thing which distinguishes one from the other is a red tie instead of a blue badge on
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the jacket. F(FLV), who asked the right person, appeared deliglitie the explanation

received.

OShe started a bit unsure, maybadjust her English. BuhenEO

- F(FLV) from Fondation Louis/uittonfocus grou®

Once F(FLV) finished explaining the meaning of the artwork, the others reacted

ONow is making senge

- V(FLV)from Fondation Louis Vuitton focus group

Olt is clear that | donOt gefébntemporary art) because nobody had ever explained it
to meO

- L(FLV) from Fondation Louis Vuitton focus group

ONow, itOs (the piece of art) making me fink

- M(FLV) from Fondation Louis Vuitton focus group

It is worth noticing that, this specific artwork required a level of interaction from the
audience, even if minimum, and as previously mentioned, this is an element which all
participants identified as being attractive and essential. Specifically, itagable for

the audience to take a candy from the installation, as B(FLV) and F(FLV) explained

OAccording to the guidéhis means bringing thiestallation at home with you.O

- B(FLV) from Fondation Louis Vuitton focus group

OYes, because is jost belonging to the author, but to everybody [E] being
able to understand it (the piece of art) made me fegl vappy [E] all the
others (artvorks) around had lost a bit of appeal [E] letOs say that it
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(receiving an explanation) made me think, as {tie candies) has an
explanation, surely all the others have onek grdbably even very
interesting.O

- F(FLV) from Fondation Louis Vuitton focus group

Nonetheless, as reported in sectfoh.3.1 even if enthusiastic about having received a
clear and interesting explanation, neither F(FLV) or the other participants decided to ask
for further information during their visit. However, F(FLV) stated that her initial idea
regarding contemporary art slightly changed after having received such an infermati
explanation. Even if she still cannot say to be passionate of contemporary art, now she
said of feeling more opeminded towards it.

As mentioned in the introduction to this theme, understanding a piece of art due to a clear
explanation has resulted being one of the main factors which have influenced the
participantsO experience,Fondation Louis Vuittoras well as inFondazione Prada
During the interview with P(intl) and P(int2), it was clear thatdazione Pradgives

much importance to highuality trained staff. As showed by the satisfaction of the
participants, derived by receiving very clear and detailed information when asked, the
attendants in the rooms are vital to provideE

JE] an experience useful to a personal growthO

- P(int2) from Fondazione Prada intervieiv

Eas Fondazione Prad#s aiming to provide according to the interview.

OYou canOt force utiligndyou canOt even explain it (utility)E you make it an
experience. So, If is not YOUR experience, istruseful. This is what we do.O

- P(int2) from Fondazione Prada interview
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The attendants are helping the public to live a useful experience, but unfortunately, as
previously mentioned, it is not clear to everybody that the people in the room are not
there only to control for the audience not to touch anything, as emerged by the focus
groups and the observatioRondazione Pradas aiming to provide a significant
experience, and as previously explained, part of the process to reach this aim involves
challenging the visitor through the space, and through peculiar, and sometimes OstrongO,
exhibitions(fig. 32 is an example)rhe deliberate lack of some information, such as the
way to visit the exhibition, or a sign for the entrance, is part of this challeiogesver,

most of the time, as explained in sect®t.2 (and its subections) this is generating

the opposite result of frustration, and might prevent the visitor from enjoying the

experience.

Discussing the lived experience during a focus group receiving quick but detailed
explanations with regards to the artworks, is something which significantly engaged the
participants and made their experiences more than significant. From this exercise, it
derived that by implementing the foundationsO stestegjth activities which require a
higher involvement and interaction of the visitor with the art or the place, might increase
the chance for the public to live an experience which can be defined as transformative.

Figure32 - One of theFondazione Prada installations which the participants remember the rassgported in
section 6.2.ZRobert Gober, Untitled, 1998994)
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As previously mentioned, one of the main elements which might trigger a transformative
experience is the acquisition of new knowledge. It can be established that all of the
participants during the visit, or during the focus group, have learnt something new
Moreover, someone felt particularly good once able to understand something which has
always been considered or insignificant, or too complicated. Some of them through this
experience have acquired a sense of renewal, or increaseavaediness, all eleznts

which define an experience as transformative. However, as has emerged from both the
focus groups and the observation exercise, not all people are used to, or know that it is
possible to ask for information during a museum visit. Hence, it could bedathat the
transformation which the participants have lived has happened only because they were
OforcedO to ask for information in the exercise.

As a consequence, it is not possible to conclude that the simple act of visiting the
foundations brings pgdte to live a transformation. From the primary research emerged
that discussing the visit with others, and asking for information, generated new
knowledge and awareness which cannot be guaranteed in other circumstances. This lead
to deem that, the foundatis would be advised to organise more specific activities to
encourage discussions, or to generate curiosity towards their exhibitions and collections,
if they want to maximise the chances for a person to live a transformative experience
while visiting thefoundations. Asit will be discussedn section6.3 and as it is
contextualised in sectiod.7, public engagement activities implemented by many

museums often allow reaching this result.

The importance for brands to provide transformative experieasesid, lies in the idea

that an experience which provides a stronger impact, and a transformation of the
perceived self, can facilitate the generation of loyalty and the achievement of a state of
resonance. As explained in secti®r?.1 these are bothevy desirable states which
brands actively aim to achieve in consumersO minds. Even if the fashion brands are
detaching themselves from their foundations, people automatically associate the two
names. Hence, a transformative experience lived in the faandatuld also influence
peopleOs perception of the fashion brand. Yet, it is still not possible to determine if the

foundations, as they are at the moment, are providing a transformative experience or not.
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When directly asked if the opinion on the brand has changed after their visit, all
participants said no. Moreover, for those not inclined towards the art, the experience left
them indifferent or did not change the opinion they had of contemporary artveiowe
through other questions, it emerged that participants remembered the explanations asked
during their visits with specific details, even after a few months. This means that the
experience actually did not leave the participants indifferent. As prédyisaisl, these
memories could also depend on having participated in the exercise, and having
undertaken actions which they usually would not undertake. Still, this does not diminish
the effect of the experience as a whole. On the contrary, this suggestsrtte specific
activities could make the experience more significant and the effect more durable.

During the discussion regardifk@ndation Louis VuittonL(FLV) stated that even if his
overall opinion on the arts and museums has not changed, byctimgraith some
artworks and by being able to understand a piece of contemporary art due to the
explanation received, he felt the experience as very pleasant and significant. He now feels
more inclined to consider that contemporary art is not ridiculaisieaonce though

After having understood thedbdies installationO, L(FLV) has been the only one to admit

to having started to look at other installations differently. This can be categorised as a

significant transformation which was derived from thguasition of new knowledge.

Again, L(FLV) spontaneously admitted that before visiting the foundation, as reported
by all the participants, he was expecting to see a fashion exhibition, or at least something
dedicated to the brand and its history. Yedcdvering that this was not the case, left him
with the curiosity to know why a fashion brand needs to invest such an amount of
resources in the arts, a thought shared by F(FLV) and V(FLV), and M(FLV). As
mentioned in sectiof.1.1.3 this confusion withegards to the nature of the foundations

is something which occurs almost every time that the foundations are mentioned to
people, even in academic environments dedicated to the fashion and/or luxury sector.
This might derive from a natural association lesw the name of the brand (and the
foundation) and its core business. As mentioned in se6tibi.5,this is a significant

lack in the foundations® communication strategy which is suggested to address.
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Prada and Vuitton are attempting to maintain assp image between the brand and the
foundation. Yet, the two entities are influencing one another in different ways, and by
doing so, they are generating confusion. The foundations are being used to host fashion
shows; they have been designed with ghecHic intent of recalling some of the main
aspects of the fashion brand; they are managed by the people that are owning the fashion
brand. Brands appear to have this idea that, by maintaining the two realities detached,
the public, and even more the meedinight consider the foundations more seriously as
cultural OdealerO. They probably think that by intertwining the foundation with the brand,
the Osuperficiality® of fashion might undermine the value of their cultural programs.
However, it is absurd to ptend that the fashion brand and the foundation are not sharing
any ground, instead of taking advantage of the peculiar skills and abilities which are

making the luxury fashion brands such successful businesses.

As previously said, most of the participantondered why fashion brands, which are
successful and universally recognised, feel the need to invest in the arts (except for tax
deductions), and especially by creating a museum. They think there are enough museums,
but in their opinion, there are nat@igh venues dedicated to the fashion world, and the
secrets behind the luxury brands.

Owhy am | spending 5000£ for a bag instead O£26r one that looks the same [Ei'if]
would be very interesting visiting that kind of exhibit@n

- F(FLV) from Fondhtion Louis Vuitton focus group

It is also true that, when asked if the participants were aware of the existence of fashion
exhibitions hosted by famous museums, such as the Victoria & Albert Museum in
London, or the Metropolitan Museum in New York, they admitted their ignorance on the
matter. Hence, is not by changing the nature of the foundation, that people could be less
confused, but a different communication could change their perceptions. As previously
recognised, there is an evident lack of communication from both the brand and the
foundation if people, after three years from their opening, are still confused with regards
to their existence and their nature, and has already mentioned, this aspect did not emerge
only during the focus groups. Probably, the foundationsO target atudieeteaware of
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their scope. Although, by considering the inclusive nature which a museum should
display, being well known by a small elite should not be the desired state for an art

foundation.

As explained in the literature, people mostly associdtarat especially contemporary

art with the idea of a niche world, of an elite of perceivedllectuals which is hard to
access. However, L(FLV) considered that to access the foundation is very easy and not
excessively expensive. He realised that it isiG thing that a brand such as Louis
Vuitton has decided to invest in giving access to the art world.

As introduced at the beginning of this section, other two important aspects which need
to be considered in evaluating the impact of an experience are: people will of repeating
the experience, and their desire of talking about the experience. The majahty o
Fondation Louis Vuittonparticipants said they would not revisit the foundation.
Considering another trip to Paris, they would probably have other priorities and other
things to visit. F(FLV) said that, if she would have some spare time durind,anagbe

she would be back, based on the art exhibited. L(FLV) during the visits noticed an
auditorium, and said he would probably check what the music programme is. In the
Fondazione Pradgroup, D(FP) said that he would visit again; C(FP) by knowingef t
existence ofFondation Louis Vuittorsaid she would be more curious to see that
foundation, than coming back to visibndazione Pradaalready visited twice.

In general terms, most of the participants did noticed anything so exciting and
unforgetable to feel the need or the desire for another visit. However, the experience
they lived will be remembered for a long time, due to the tasks they were asked to
complete, and to the conversations they had during the focus groups. Concerning WOM,
all theparticipants claimed that they would mention the foundations to people who they
know would appreciate it, because interested in the art or the building. Finally, after their
visit, some of the participants discussed the experience with a few colleaguas, bu
general terms. Most of them did not address any details of their visits with anyone. The
reason why participants did not share their experience with other people lies in the fact
that they do not know many people who might be interested in theseokiexjseriences

or dialogues.



It is true that there is already a significant number of museums which are letting people
access the art, and probably there is no need for luxury brands to create contemporary art
museums and invests in the, dout this is not the focus of this project. Regardless of the
reasons behind a brandsO investments in the arts, what emerged from the analysis is that
the outcome is considered positive for both the brand and the public. Yet, the foundations
could provide even a better service, and enhance their image further if they would be

more publieoriented, as the brand is being more constonented.

The main findings which have emerged from the participant observation and the two
focus groups can be summarised as follows:

I'l' Preconceptions are not a limitation or strength to the possibility of living a
transformative experience. There are no characteristics which allow determining
if a person is more likely to be transformed than analiyeliving a specific
experience. This will be more evident in the next part of this chapter, due to the
analysis of the followp emails.

I People like to understand the art, especially contemporary art which is considered
very elitist, but they prefer a gk and immediate way to access information.
Generally, they do not like to ask for information, or read too long explanations.

Il People prefer the interactions with a place and with the arts. They also like to
share images of peculiar things on social mddibuilding, an installation), but
they usually do not discuss their experience with other people, unless they are
sure this person is sharing an interest.

I The place, together with the people associated with it, is a powerful influencer

for any experiene.

The effect whicl-ondation Louis VuittoandFondazione Pradaxercises generated on
people is a very subtle effect. Advertisements, movies, concerts, usually are producing a
substantial impact on people without requiring them to be passionate; \dgitilegva
museum when art is not a passion, might affect less or even not affect people. By forcing
people to leave their comfort zone, and to complete specific tasks which differ from their
standard way of behaving, they all have lived a transformatperexce. It is not about
changing ideas with regards to the art, or starting to love museums. It is all regarding the
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acquisition of new knowledge, or discovering an unknown side of the seitreasing

the selfesteem, by challenging the self. Coesidg that people who were not interested

in the arts had this strong reaction because the visit included some challenges and an
involving discussion, lead to conclude that, through a-plathned engagement strategy

the effect on arénthusiasts and pe@pinterested in cultural challenges could be even
stronger.

Finally, Louis Vuitton and Prada are exclusive brands which are managing a place which
has to be perceived as inclusive, but which is still maintaining an allure of exclusivity
due to the namis carrying and the art is exhibiting, considered as complicated and elitist.
It is true that the foundations are apparently not providing anything different than other
contemporary art museums, but this contrast between exclusive and inclusive is
somethiy which is causing a significant impact on peopleOs mind, and is enhancing a
positive image which other ordinary museums are not. A positive and considerable
reaction which is deriving by the fact that names, generally associated with concepts of
exclusivty, closed doors, difficult access, can now be associated also to the contrary
ideas of open access and inclusivity. This impact is something which brands would be
advised to exploit better.

First, dissociating the fashion image from the cultural imageeless and an implausible

effort which might damage both. Second, significant lacks in engaging with the public,
and generating a twway dialogue, are preventing the foundations from creating more
opportunities for transformative experiences to hapgoth the brands and the
foundations will benefit from addressing these two main points: the first will significantly
enhance the foundationsO image and skills to attract more people, and creatively interact
with the public; the second will enhance som&eatial brand values, the brand image,

and potentially might result in new loyal consumers for the brand.

The next part of this chapter reports the results emerged from a-gl@mail which
was sent to all participants, with regards to tleegperience. This last data collection
aimed to evaluate the duration of the impact generated by the experience, and to confirm

if they have lived a transformative experience or not.
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As reported in the Methodology chapter, & faonths after the focus groups took place,

an email was sent to all the participants, as a follow up on the discussions. The emalil
asked each participant, individually, if they still have some memories of their visits, what
kind of memories, and the reaswhy they thought to hawmaintainedthat memory.

This final exercise aimed to evaluate if the entire experience had a profound and long
lasting impact on the participants, and to confirming or not whether their experience had
been transformative. By askj them to explain why they think to remember something

in particular, it might be possible to identify specific factors which may have triggered a
transformation. All of the participants replied almost immediately, and all remembered
something.

Between thé=ondation Louis Vuittoriocus group, which happened immediately after
the participantsO visits, and the follo email, three months have passed. All of the
participants replied to the email, and everyoneeraivered one or more things which

have happened, or which they have seen, during the visit. Gadilews what each

participant remembered, and the reason they gave for this memory.
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Table6 - Results of the followup emails sent to tHeondation Louis Vuittoparticipants.
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From the followup emails, some significant aspects have emerged. First of all, all of the
participants have one or more particular memorigheif visit to theFondation Louis
Vuitton Most of them distinctly remember the structure, due to the peculiarity of the
shape and the view of Paris. This strengthens the concept that the place is a significant
influencer of a personOs experience, and by designing an impressiveFoemiagion

Louis Vuittonensured to be recalled in peopleOs minds.

Another relevant element, which emerged from this final part of the exercise, is that
everyone clearly remembers one particular installation, of all those exhibited in the
foundation, the OCandies§allation. The main reasons why they said to remember this
installation so clearly are twofold: the majority of them asked for an explanation of that
specific installation; the installation has been at the centre of the conversation during the
focus grop for a long time. With regards to the first reason, most of the participants
stated that they appreciated understanding the meaning of som#tbingleemed
curious and hard to conceive as art. Moreover, some of the participants even changed
their opinionwith regards to contemporary art due to the explanation received. The new
knowledge acquired, and the sense of-gelfireness are apparent. The second reason,
being part of the focus group, highlights another aspect which in the literature has been
namedas a possible influencer of a transformative experience, and it is the sense of

group, of community, in living the experience.

This follow-up suggests that the experience has transformed all participants. They show
that the experience producadonglasing impact, and also that living the experience
led them to a change. However, the most critical aspect is that what caused people to
remember precise details of the experience, is not the visit itself, but some Oforcedd
actions they were asked to takekig for information, and discussing the experience
with a group of people, were both elements of the exercise organised for this project. Yet,
knowing that these two aspects had influenced the participants more than any other thing,
is confirming that:
I'l' visiting the foundations is not a transformative experience in itself;
Il having conversationsand gathering information regarding the amght
generate new knowledge, a sense of renewal, an increasesvasthess or
self-esteem, henamight facilitate atransformation.
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In section6.1.5 it is explained thabothhaving conversations ameceivinginformation,
might be considered as part sbme basapublic engagement activitiesn the same
section, it is concluded thet facilitate the opportunityol people to live a transformation
while visiting the foundations, thessmuld be advised tocrease the number pliblic

engagemeat activities in their strategy

Between thé&ondazione Prad&ocus group, which happed one and a half months after

the visits, and the followap email, six months have passed. All the participants replied

to the email, and everyone remembered one or more things which have happened, or
which they have seen, during the visit. Tab#nowswhat each participant remembered,

and the rason they gave for this memory.
!
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Table7 - Results of the followup emails sent to tHeondazione Pradgarticipants.

As for theFondation Louis Vuittorparticipants, also the majority of tik@ndazione
Pradaparticipants are clearly remembering the building which is hosting the foundation.
In this case, as fdfondation Louis Vuittonthe peculiarities of the structure, together
with some unexpected déga such as a futuristic bathroom and an anachronistic cafZ,
made the architecture one of the most distinguishing features of the participants'
experience. The place is influencing not only people experience, but also their memory
of it. By remembering # impressive building, they recall feelings and other memories
related to their visit. Hence, it is possible to say that the building, in this case, is also
prolongng the duration of people's memories. Moreover, except for P(FP), everyone
remembers at lsh one installation. Someone because of the feelings provoked by the
piece of art, but the majority because of the explanation received, and the derived
opportunity of understanding the artist's work. The building is facilitating memories,
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while rememberig an art installation, with its details and meanings, it is a sign of new

knowledge acquired.

For Fondazione Pradaas forFondation Louis Vuittonit is possible to say that all
participants have been transformed. However, the same conclusions drawn from the
Fondation Louis Vuittofollow-up emails can also be drawn from Bendazione Prada

ones. Thus, most of the transformations happened weeadieg on the completion of

the tasks required by the exercise, or were depending on the conversations had during
the focus groupsAs a consequengcehe foundation would be advised to focus on
providing people with more opportunities to interact, haveraversation, and share, to
facilitate their transformations. Noteworthy, only P(FP) did not mention any installation
as a memory, and he is also one of the two participants who \isitethzione Prada

twice. He highlighted that one of the most positivd anpressive things for him was to
discover that the foundation was exhibiting art, and not fashion. He emphasised how
discovering the nature of the foundation surprised him, and this happened during his first
visit in 2015, just after the opening. By remigering this detail, and by highlighting how

nice it has been to make this discovery, he is showing some new knowledge acquired
with an impact which has lasted three years. Hence, it might be possible to deem P(FP)'s

transformative experience as the ontgavhich was not forced by this project's exercise.

The next part of this chapter reports the results of a few conversations had with experts
in public engagement, combined with participant observation, intesvéew focus
groupsdatawhich are regardng public engagement activities actually present in the
foundations. Experts' opinions on what is public engagement, why it is crucial, and their
specific examples, compared to what is happening in the foundationsdediaing the
following conclusion Fondation Louis Vuittorand Fondazione Pradaare still not
properly engaging with their publidy implementing more engaging activitighey

could increase their chance to provide transformative experiences.
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The final part of this chapter provides conceptualisations, exaanples, of public
engagement and public engagement activities, mainly in the museum context. This part
aims to better understand Fondazione Pradaand Fondation Lous Vuitton are
successfully implementing their strategies with public engagement activities, or if they
should focus more on this as a tool for including the consumer, and as aforease
transformative experiences; having extensively discussed the importérec deep

engagement in the literature review.

In the Chapterl, the concept of public engagement has been defined, for the purpose of
this project, asan active participation of both producer and receiver of art in avayo
conversation with regasdto understanding the arts and with the scope of generating
benefits and welbeing This definition has been discussed with five experts in public
engagement during a set of interviews. Some notable aspects have emerged, together
with a number of specific examples of activities which these experts usually organise to
engage with their galic.

Most of the experts defined public engagement as a spectrum, and this is a concept shared

in different areas where public engagement strategies are being implemented.

QAt one end of the spectrum is Oinfor@immd/ or Qinspiringd pe@ie
dominant engagement purpose that sees researchers sharing their research
processes and outputs.
At the other end of the spectrum are more collaborative appro&ivbsre
the purpose may be to develop research togetheo oo-produce activities
relevant to the research.
These different purposes are animated by the participants having a variety of
agenciedPfrom passive role®.g. as audience members to more active roles
such as careators of knowledg®

- S(PE) fromExpertsO interviews
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O10m the Engagement Manager sit within the broader learning and
engagement team which encompasses everything from formal learning, so
schools, colleges, universities, to informal learniBy
in terms of people are not coming with agademic pursuitsA life-long
learning, a weHbeingapproach. [E]
Sq it goes from the welcomaght the way through to quite bespoke tailored
events for certain groups.
Then youOve got everything in thedhei which is social engagemegbur
music nights, your eproduced engagement projefig
weOQre not just producing these prograamsl weOre just asking people to take
part, weQOre having a more tway conversation with groups to make sure the
programmebest reflects the people and what they want from this sort of
organisation And then whatwe can do to inspire other peopteat donOt
participate as well.O

- E(PE) from ExpertsO interviews

Both Fondazione PradandFondation Louis Vuittolmave demonstrated full capabilities
in implementing welcoming and formal learning activities. The first example is the

organisation of learning activities for schools or children.

QAccademia dei Bambini decides quitbraadtheme every trimester, that
could be: the seand the waves, the numbers and maths, robotsE
and developed something special for the children through the involvement of
an expert in that speatfisector.
These events are fregou just need to book. Partsrhave to stay with the
little ones and leave the old ones, but usyditgy all love to stap

- P(int2) from Fondazione Prada intervieav

Figure33- Post published bifondazione Pradan its Instagram page to promote the children culpnagram
called "Accademia dei Bambin{FondazionePrada, 2018a)
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O[E] any museums want to reach out as larger public as possible, because
thatOs their vocatianYou know, | wrkedat the Pompidoufor example, and
we hadrelationships with schools, school children, from the age of 3/4 to
graduates, that come to see thxhibitions. and they hay@romotional)
packages with families, we have exhibitions that were done for ch[idfen
you really try to reach oute largest audience as possible.O

- LV(int1) form Fondation Louis Vuittomiterview-

The foundationsra also organising music events, or special opening eventsevor
exhibitions. For exampleigure34represents an Instagram post written in Italian which
is inviting peope for two free screenings of thestored version dd.ast Tango in Par3

at Fondazione Prad®scinema. The film was introduced by its director, Bernardo
Bertolucci.

Figure34- Instagram post promoting a free screening of the newly restore@fist Tango in Par@at the

Fondazione Pradaandintroduced byts director Bernardo BertolucffrondazionePrada, 2018b)

Night events are something both foundations usually orgdfipare 35 shows a
Fondation Louis Vuittonstagram post which promata night event.

Figure35- Fondation Louis Vuittos Instagram post to promote evening evéftsmdationlv, 2017)
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Moreover,Fondation Louis Vuittorstructure includes an auditorium which is usually
hosting concerts, prinndy instrumental music, with some exception such as Kanye West
four shows for charity held a few months after the ope(figg36).

Figure36 - Fondation Louis Vuittds Instagram post to promote Kanye West's concerts Botidation
(Fondationlv, 2015a)

What both Fondazione Pradaand Fondation Louis Vuittonare missing in their
organisational strategies, are those activities at the other end of the public engagementOs
spectrum. Those eproduction activities which, on the one bdawould allow the brand

to be more inclusive without undermining the exclusivity of the fashion product, and on
the other hand, might facilitate people to live transformative experiences. These co
creation and c@roduction activities usually are moreardctive and involving, than

simple talks with artists or curators; that kind of interaction which all the participants
said was missing during their visits, unless required by a specific piece of art, and which
they would have appreciated.

A good examp# of interactive activities, which are very easy to organise, is the Victoria

& Albert Museum example. During tH@Balenciaga: Shaping Fashi@xBibition, the
museum was providing a sheet of paper to fold into the shape of one of the most iconic
coats crated by the designer. Once created the coat model, the person could have decided
to bring it home as memorabilia, or to let it there at the museum together with other
peopleOs models as part of the exhibiffigure 37shows some of the paper coats left

in the museum.
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Figure37 - Paper coats which people menvited to build during the OBalenciaga: Shaping Fashkidtifiition at
the V&A (Dom, 2017)

Another similar example is the one shared by Q(FP) during the focus group, while talking

about interaction, and which refers to his own experience in a museum in Oslo.

OFor example, | bnig my experience.
In Oslo, at the national museum, there was a room where anyone could draw a
sculpture, and there were a lot of people in the room.
Then, all the drawings were hung on the wall, and also those were becoming a
sort of art.
IOve spent &ast an hour in that room; the idea impressed meE | would have
appreciated something like that (in Fondazione Prada)O

- Q(FP) from Fondazione Prada focus group

An example of a more intense-pooductive activity, and an activity which is slightly
more challenging to organise, is the involvement of the public, or part of the community,
in arranging and curating exhibitions. During the interview vHtindazione Prda
interviewees, they clearly stated that this is not something they are interested in doing.
They consider the foundation more oriented towards the freedom of the artist, than the
involvement of the public in the curatorial line. However, there are ggnifbenefits

in involving people into tB heart of something which, aspeatedlymentioned is

generally considered elitist.
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OWe had an exhibition [E]
| worked with a small group of men who liveda care home.
So, they would work with an artistcaratorial team and a conservation team
and look at works in the (our) collection, have conversations about how they
felt about that work and the audience that would appeal to.
Then they curate.ifE] they didnOt have free reign of the collection beeau
sometimes | find [E] ineffective saying you can use anything, sometimes itOs
scaring [E]

They worked through the oil paint collection.

An artist and a curator put together a long list of the elements searching fifty
thousand objects [E] Then theyorked with this really long list to then
develop the exhibitiqrso we let them decide everything, the way they were
hung, the relationship between the works and their own stories, how they

wanted to do ifE] even down to the titlén the branding [E]

It was seen by over 50,000 people through the gallery. [E] a lot of different
organisations found it a lot harder to get older men to participate [E]
So this idea was that we would put on a show more accessible to older men
who maybe didnOt see gallsrés places for them. [E]
A lot of the men thought that a gallery would be somewhere you would go as a
family or your children (now theyOve changed their midds)

- E(PE) from ExpertsO interviews

One ofthe main aspesbf public engagement te facilitate apersonal development

the people involved, do cocreatea level ofwell-being.The foundations are aiming to

be socially useful, and public engagement activities should facilitate them in reaching
this aim. In particular, the OstretlogchO activities exemplified above are allowing a 2
way conversation which is not always possible to facilitate through -@ligttO
activities. By implementing the foundations with OsttonghO activities, the benefit
could be twofold. On the one hanldetconsumer might live a transformative experience

by acquiring new knowledge by doing, or by achieving a new level chgalfeness, or

by feeling a sense of renewal due to having been an active part of the foundation and the
exhibition. On the other hdnthe foundation might attract more visitors, and, because of
the interactionwith people, the foundation could also acquire a deep insight into its
audience. Moreover, there will be a subtle transfer of positive perception between the
foundation and th&ashion brands which will enhance the brand values.
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Af youOre not involved in public engagement, if you donOt actively seek out

opportunities to do things [...]

At the heart of engagementeOre looking at social&o, looking for new

connections, finaig new ways to interact with new people, developing
yourself[E]
luxury foundations see public engagement activities as an extra that it is not a

necessity. They could really help and do a lot with thenéitin that they
usually gather.O

- E(PE) fromExpertsO interviews

Public engagement has to aim at gpcoduction or a cereation which is generated by

a twoway conversation. In the context of offering a transformative experience, acquiring
new knowledge, sefiwareness, or a senskrenewal, are the key. As explored in the
previous sections, some lacks have been identified through the focus groups and the
participant observation exercise. Lacks which, if appropriately addressed, will improve
the foundationsO engagement with teliic. Finally, due to this engagement, there will

be some increasing opportunities for transformative experiences to happen. The
following quote exemplifies the link between public engagement and transformation of

the self.

JE] formal education, you understand it completely.
YouOre interested in something, you start sometinaat the end of it you
have a new skill or a formal qualification [...]
In the commercial sideeople get i{product) because it has this quality
performance, costs this ammat of money [...]
Engagement often sits in the space between a lot of those things, so you may
develop yourself furthebut you donOt get a certificate at the end of it.
Or you donOt have an accredited gkilit youOve pushed yourself and
develmed yur personal development.O

- E(PE) from ExpertsO interviews

As previously mentioned, that kind of developmentn be achieved, or it is hata
achieve, through OligtduchO activities. Hence, foundations would be wise to invest

more resources iDstrongouch® activities to increase their opportunities to provide

162



transformative experiences to the public. All of the examples provided in the section
6.3.1.2, are not meant to suggest that that is what the foundations should do in the exact
same maner. What is suggest is that, by exploiting the parenting advantage derived by
being part of a successful fashion bré@tristopher M. Moore & Birtwistle, 2005)he
foundation could capitalise on, and transfer, the creative skills of the brand in shaping
new, interactive, and attractive activities for the public, as well as the communication

skills, to better promote their nature.

Next section is providing graphic representation of the experience lived by the focus
groupsO participants based on the theoretical framework prese@tegptar 4

Figure38 and39 graphically represent the findings derived by the two focus groups run
for this project. Each figure is formed by the central part of the thednetacel (ig. 4)
presented in sectioBhapter 4 The model was modified in the spirit of answering the
resarch question (sectidh09. Hence, at the top of the rectangle there is not the general
terminology of brand experiengas in fig. 4) but thespecific focus of this study, luxury
fashion brandsO art foundatiofabbreviated to brandsO art foundatiars graphic
purposes)The rectangle representing the possible effects deriving from a transformative
experience is maintained. The purpose of this model is of mapping the journey which
each participant has lived during the exercise. Thithés reasonboth figures are
containing a number of rhombi which show the initial letter of the name of each one of
the participants to theondazione PradéFig. 38), or Fondation Louis VuittoiFig. 39),

exercise.

More specifically, there are four colours of rhombiiethare aiming to represent four
different phases of the study. The green rhombus represents the status of the participants
before being sampled for the exercise. This status was derived from the answers which
the participants gave to the first questiokeasduring the focus group. The fuchsia
rhombus represents the participantsO status during the exercise, while they were
achieving the tasks required (Append)x This status was derived from the focus group
discussions, same as for the status represémtélde blue rhombi. The blue rhombus
represents the status the participants reached after having completed the tasks and which
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emerged during the focus group discussions. Finally, the yellow rhombus represents the
participantsO final status, and it wasvee from the focus group discussions combined
with the results obtained from the follewp emails.

At the initial stage of thBondazione Pradaxercise, two participants had already visited
the foundation, as reported sectionl.9. By discussing her previous experience, C(FP)
showed to not remembering anything worth mentioning. On the contrary, P(FP) proved
to have already lived a transformation during the first visits, as reported in s&etign

and as representdyy the green rhombi in Figu@8. The fuchsia rhombi in the model

are showing thatost of the participants gained new knowledge by achieving the tasks
required, except for P(FP), whibjs time, has not lived anything different from the first
visit. D(FP)is the only one, probably due to his previous interest in the arts, to have lived
an increasing of seiwareness while exploring the foundation and asking information,

as discussed in sectién2.2

As represented by the blue rhombi, all pegticipants were transformed, as emerged
during the focus group discussion. Notably, as derived from the focus group and the
follow-up email, D(FP) is the only one who is interested in revisiting the place, showing
to having perceived the foundation asaathentic art experience. Instead, this interest in
revisiting the place was not demonstrated by M(FP), who is an art lover as D(FP). This
is confrming what discussed in section 6.1,1tfat is not possible to pdetermine
characteristics which mightugrantee the experience to generate a specific result.
Finally, all the other participants confirmed the occurred transformation even after a few
months from the experience, as derived from the follpwemails, and reported in
section6.2
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Figure38- Graphic representation Bbndazione Pradaarticipants' experience in relation to the theoretical
framework presented in Chapter 4

The initial stage of th&ondation Louis Vuittorexercisediffers from theFondazione
Prada one, because no one of the participants has ever visited the foundation before.
Hence, in Figurg9, all the green rhombi are represented outside the central rectangle
representing the experience. Another difference, isienteresting to note, regards the
paths which the participants lived during the exercise, and which led everyone to a
transformation (blue rhombi). Two of the participants were transformed by the
acquisition of new knowledge, due to having asked in&bion during their visits, as
represented by the two fuchsia rhombi with M(FLV) and B(FLV) initials on (section
6.2.1).

However, the other participants had all a different experience. L(FLV) lived a moment
of increased seksteem when he realised thduge to the explanations received, finally,
he was able to understand contemporary art (se6tibd.). He was convinced to be
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unable to understand this art style and, as discussed in $dtidr due to the projectOs
exercise he almost changed hisnggn on contemporary art. V(FLV) instead expressed

her apparent dislike for contemporary art (sedfidnl.], but the exercise let her initiate

a process of reconsideration. She felt different by understanding some pieces of art, and
by discussing thexperience with the other participants, and this introspective journey
made her reconsider the idea she had on the matter and her feelings towards it (section
6.1.4.3.

Finally, as for D(FP) in thé-ondazione Pradaxercise, also F(FLV) has lived an
increasing of selawareness. She never explicitly stated to not appreciating
contemporary art, although she might prefer other styles. However, the exercise led her
to clear her doubts with regard to this art style asdreported in sectiod.1.4.5 she
appeared willing to revisit the place. L(FLV) is the other participants who, during the
focus group and the follow up email, showed the same interest, especially with regards
to the auditorium he noticed during the vigection6.1.4.5. Finally, all the other
participants confirmed the occurred transformation even after a few months from the
experience, as derived from the follap emails, and reported in secti®rR.1

Figure39- Graphicrepresentation dfondation Louis Vuittoparticipants' experience in relation to the theoretical
framework presented in Chapter 4.
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In section 6.1.1.5 it was concluded that is not possible to -getermine the
characteristics of a person whiallow thinking that that person might be transformed
easily. By mapping the findings in Figus& and 39and through the visual analysis of
these figures, it emerged a deeper level of assumption compared to what was derived
from the verbal analysis. Altligh it is not possible to determine characteristics which
make people more likely to be transformed, it is interesting to note that, in both exercises,
those transformations which occurred through an increasedvgateness, and in the

last example, alsthrough an increased s&$teem, are the experiences of those who are
also willing to visit the foundations again. A sort of initial phase towards recognising the
authenticity of the experience, hence of the brand. To conclude, it might be possible to
assime that, it may be more likely for a transformation to happen more easily, if it occurs
through processes of s@bnfirmation (increased sedfwareness and sedsteem), more

than processes of change (renewal and new knowledge).

Next chapter is showing conceptual model which addresses luxury fashion brands by
suggesting some improvements to their art foundations. This model is attempting to be a
tool for enhancing the chances of providing transformative experiences to the public, and
to the potentiatustomer, through luxury fashion brandsO art foundations.



Figure40BThe onceptual modealerived fromthis research.
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Figure40represents the outcome of this reshail he theoretical frameworkigf 4) is
reintroduced, and the research questions posed in the theoretical framework is answered.
As explained in sectioB.2.1, almost all the transformations occurred during the two
exercises were forced by asking the participants to act differently thmmn#teral
behaviour. Hence, it is not possible to say yet that the luxury fashion brandsO art
foundations are the perfect venue to provide transformative experiences. However, they
have all the characteristics to be, and this research is proposing spno@ements

which might facilitate transformations to occur, as discusses in séc8dand its sub
sections) These improvements were derived from the combination of the findings and
the literature review, they are three and are represented by the mttnagle bordered

in red. By implementing these suggestions, art foundations could increase their chances
to provide transformative experiences teittaudiencehence to facilitate the brand to

be perceved as more authentic

In the theoretical framwork it has been identified that an evolution of consumption is
happening. In particular, people are not interested in only buying products anymore, they
are looking for meaningful and authentic experiencdsv(Gilmore & Pine, 2009)
However, brandexperiences are losing authenticity for the consumers due to the
Disneyfication of the societgBryman, 1999) Authenticity is a fundamental element
which facilitate brand loyalt{Chaudhuri & Holbrook, 2001}hus helps in strengthening

the brand/consumeelationship(Gambetti et al., 2012Hence, losing authenticity for
brands might signify undermining this relationship. Engageiitaten et al., 2007}he

role of the Obrand placg¥@efus, 2017)and of salespersorfFassnacht & Scharwey,
2015) have been pinpointed as influencers of the brand experience, but alone are not
sufficient to restore brand authentic{{gilmore & Pine, 2009)

Through the literature review, transformative experiences have been recognised as more
authentic and meaningjf experienceg¢Gilmore & Pine, 2009)thus something which
brands should aim to implement in their strategies to reconnect with the consumers
(Mermiri, 2009) These experiences happen when the person involved is living a shift in
the perception of the debr towards somethindArnould & Price, 1993) More
specifically, the following four stages were identified asignifying an occurred
transformative experiencan increased sedwarenes¢Schouten et al., 2007 sense

of self renewal Arnould & Price, 1993; an increased sedsteem Bosangit &
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Demangeot, 20)6and new knowledge acquir@dozinets, 2002)Furthermore, a few
elements were recognised as facilitators which might increase the opportunity for an
experience to be transformative: the expesee should happen in a resommercial
environment(Arnould & Price, 1993)should be artelated(Kozinets, 2002) should
promote interpersonal exchang&kchouten et al.,, 2007&nd shouldbe facilitated by
experts Arnould & Price, 1993)All characteriics which were identified as elements
present in the art foundations owned by luxury fashion brands part of this research
investigation (Fondazione Pradaand Fondation Louis Vuitton By providing
transformative experiences, brands might restore thekceped authenticity and
strengthen their relationship with the consumer.

In the context of luxury fashion brands, the relationship with the consumer in the
commerciaknvironment has always been based on a strong element of control which the
brand exerciss over the consumers in the attempt of educating Bewie et al., 2008)

For being abldo provide transformative experiences, brands have to consider that as
consumption is evolvingYeoman, 2011 )also the dynamics of their relationship with

the consumer has to evolyEriefus, 2017) This study identifies in the art foundations
owned by luxury fashion brands the potential venue for this shift in the brand/customer
relationship to happen.

Data collected and analysed in this research suggest that to provide transformative
experienceshrough the art foundations, thus restore brand authenticity, brands have to
consider implementing some public engagement activities within the foundationsO
strategies. A few examples of these activities might beucatorial activities with
members of he public; walk and talk with experts and/or artists; specific moments
dedicated to careating art and values (more extensivaregles are reported in section
6.3). Moreover, by exploiting some specific skills of the fashion brand, they could
improve the experience provided and facilitate engagement with the public.
Communicating better the foundations, increasing interactive moments and exploiting
technology to provide quick learning tools are the other main suggestions offered by this
study andby the canceptual model at padé8(Figure 40).

These implementations might allow luxury fashion brands to exploit their art foundations
as the perfect venue to evolve their relationship with the consumer by providing meaning
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and authenticity through transformadi experiencegfMermiri, 2009, and without
undermining the luxury produckE(chs, Prandelli, & Schreier, 2010

Next chapter discusses the conclusions which are drawn from this entire study.
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This project aimed to investigate luxury fashtmandsO art foundations as a potential
venue for luxury fashion brands to provide transformative experiences; with a specific
focus onFondation Louis Vuittorand Fondazione PradaThese two foundations, as
explained inChapter2 and 5, were selected aftehaving analysed the main existing
luxury fashion brandsO art foundations (as set in Objective 1). As reported in the literature
review, due to the Disneyfication of the society, there is an increasing need for brands to
create new opportunities to progidheir customers with meaningful and authentic
experiences (as set in Objective 2). In chaptérhas been explained that transformative
experiences can be considered more meaningful than other experiences, and that these
kinds of experiences might Ipebrands regain their allure of authenticity (as set in
Objective 3 and 4).

As a consequence, this may encourage consumers' loyalty, and even lead to strengthening
the brand/consumer relationship (as set in Objective 4). In the same chapter, it has been
shown that there are a number of factors that might increase the potential for an
experience to be transformative (as set in Objective 3 and 4). In particular, these
facilitators are:
¥ the environment, the experience should happen in acommercial contetxto
appear more authentic;
¥ the relationship with the art, the experience by being art related appears more
meaningful;
¥ the interpersonal exchanges, the experience is enhanced if people are sharing it
with others;
¥ the facilitation provided by expertshrough a specific narrative people will

transcend the eventual commercial context, or brand relationship.

All of the above elements are deemed facilitators of the transformation, which can
happen by acquiring new knowledge, or feeling renewed, or incgete seHesteem
or selfawareness (as set in Objective 3 and 4). In se2t®ifand its susections) and
2.6, similar elements to those which are facilitating a transformative experience were
identified as an influencer of the general brand expeeiethe norcommercial

environment, the art related situation, and the presence of an OexpertO (as set in Objective

172



2). This led toan investigaton of existing fashion brand experiences in the spirit of
identifying some potential transformative experietita has already been provided by
luxury fashion brands. In this scenario, luxury fashion brandsO art foundations were
identified as a potential readg-exploit venue to provide the luxury consumer with a
transformative experience (as set in Objective 1)

The data analysed in this project mainly confirmed the idea that art foundations could be
perfect venues to provide transformative experiences, although there are elements which
appeared as in need of some improvemesssdiscussed in Chapter @graphcally
represented in FigurdO, and explained in Chapter. 7Through the participant
observation, the focus groups, the interviews with experts on fashion brands and public
engagement, and the interviews wittofessionalgssociated téondazione Pradand
Fondation Louis Vuittonthis research identified threeitical aspects which could be
better deemed by the foundations, in the spirit of exploiting them as venues to provide
transformative experiences. These aspects are: the communication andigoromot
strategy; the opportunity for the audience to interact, share, consume-eamateothe
experience; the implementation of Ostrong touchO public engagement activities (section
6.3.1.9 in the attempt of creating a twaay dialogue to generate some &#ts.

Moreover, by analysing the phenomerioom a visual prospectivésectiors 6.4.1 and
6.4.2) other than a verbal perspectivie was possible to assume that transformative
experiences might be more likely to occur when they derive from a procestf-of
confirmation, than a process of change. This might be a further specification of the
pyramid created by Mermiri2009) and which the author compared with MaslowOs
hierarchy of needdviaslow, 1943)Fig. 2 - section 3.2). Figurdlreviews part of Figure

2, and graphically represents the assumption that transformations deripedckgses

of selfconfirmations might be considered at the highest level of the pyramid in

comparison to those deriving from processes of change.
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Figure41- Possibleadaptation of the highest part of the pyramid of Maslow [dedniri)'s hierarchy of needs

In the following sections, the conclusions of this thesis are drawn on the basis of the three
elements of improvement which have been menti@ieleand are highlighted in the
conceptual model (fig. 40)

As reported in sectiofi.1.1,most of the participants to this research showed a general
attitude of not being interested in art, specifically contemporary art; and of not having
interests in Louis Vuitton or Prada, or of being their consaniérese two might be the
reasons why participants were not aware of the existence of the foundations. Yet, as
reported in sectio®.1.1.3 it has been quite common for the researcher to encounter
situations where even fashion experts or art lokavenever heard ofFondation Louis
VuittonandFondazione Pradgaor they were sure that the foundations were dedicated to
fashion products and the brandsO history. This confusion with regards to the nature or
existence of the foundatioried to the conclusion #t there is a deficiency in the
communication strategies of the foundations, as discus$e2i5and 6.1.3.5.

As analysed in Baptes 1 and 2, marketing and communication strategies are part of
luxury fashion brands® main strengths. Louis Vuitton aadaRrontinue to insist that

the foundations are separate from the fashion brands, however they are in fact part of the
brand: as Corporate Social Responsibility activities (se@iét2.3, by carrying the
brandOs name, and by mirroring some major aiestheracteristics that are possible to
identify also in the fashion brand (secti®r6.2. Hence, they should exploit better the
parenting effect which is generated by the fashion brand or by the corporate group (in
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the Louis Vuitton case). More preciseaspreviouslymentioned, the foundations should
exploit those specific marketing and communicatioosipetences which characterise
Prada and Louis Vuitton as luxury fashion brands

Moreover, by utilising the same name as the core fashion brand, shére fisk of
generating expectations in peoplesO minds. Participants were not only expecting to enter
in a wellrefined place, but also to encounter a very different experience. Being careful

in communicating better what the foundations are, what thegimiag for, might help

in also attracting those people who are not ordinarily interested in the brand. Furthermore,
a different kind of communication than the one employed by other museums, might
facilitate a dialogue also with those peoptinterestedn artbut who may nonetheless

benefit from the experience alongside art enthusiasts

Finally, an effective communication strategy would increase awareness for the
foundations, and as a consequence, for the main fashion brands. Indeed, as shown in
section6.1.4.6 the idea of such brands investing a significant amount of money in the
art was positively received and commented on by some of the participanisipants

who can appreciate the social and cultural significance of art despite being personally
uninterested in artTherefore, communicating the foundations better could play an
essential role in enhancimgand image and valuesspecially for those brands that, like

Louis Vuitton and Prada, have a long and coherent history of investments and
relaionship with the arts (section 2.$.2

As discussed in th€hapter Zsection2.3.2, the consumption experience that happens

in a luxury fashion brandOs retail store, or flagship store, requires the brand to provide a
certain level of social distance between the salespersons and the consumers. In this case,
the flagship store layout @ften used as a measure of social segregation. With regards to
this apparent social distance maintained by luxury fashion brands, the art foundations are
maintaining a similar attitude, although this could also be thought of other museums or
cultural insttutions. In particular, the idea of seeking information by asking an attendant,
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as the participants had to do, generates a feeling of inferiority, especially in those who
felt unable to understand the art, or generally feel the museum as an alien environme

With the idea that a cultural institution should be inclusive towasdsiany people as
possible the art foundations should find solutions to overcome this feeling of inadequacy
linked to the lack of knowledge, especially for thes#tors whoareunfamiliar with the

arts. Understanding the art through acquired information has been presented as a critical
element of this study. As discussedGhapter 6 participants who wereaansformed

during the exercisamainly experienced the transformation daéaving received some

piece of information.

During the focus groups, it emerged that the participants would have appreciated a more
interactive way of retrieving information while visiting the exhibitions, or of engaging
with the arts. One participamotably suggested that a quicker way of recovering the
more basic information needed to understand a piece of art would have helpad him,
he does ndike to spend hours with guided tours and is not aemitiusiast. As reported

in section6.1.2.4 Fondation Louis Vuittorhas a mobile application that the audience
can download, but this was noticed by only a couple of participdrdslso decided not

to use it; vhile Fondazione Pradawhich has been defined by the participants as very
hard to interpretdoes not have one. As for the communication and the promotion issue,
also in this case, the main brands already have all the skills and creativity, the
technological means, and the financial capabilities to provide a more interactive and
alternative expgence to their audience.

Only a few of the participants declared to have shared the experience on social media,
while visiting the foundations. In particulahosewho decided to share their visits
mainly focused on the buildingghich are hostingie foundationsThis shows thatlso

in this casethe place is an influencer of the experience, and not ortheisommercial
environment. By addingledicated OmomentsO, or OcornersO, in the fourdations
encourage people to share their experiencefdbedations would profit from free
content generated by the audience, and EWOM, as discussed in §etiBoh These

forms of free audieneked promotion activities are generally perceived as being more

authentic than an advertisement.
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An interestingexample of a situation not adequately exploited in this context is the
Takashi Murakamexhibition hosted by thEondation Louis Vuittometween April and
August 2018.Takashi Murakamiis a famous Japanese artist who in the past has
collaborated with theafshion brand on different occasions. His art is renowned for being
colourful, playful, and recalling cartoons, those kinds of characteristics that people
commonly consider Olnstagrammable' (as reported in sécfidh)d. However, by
quickly browsing so@l media, and noticing a minimal number of posts in this regard, it
appears that not even this kind of exhibition was exploited to communicate the
foundation as it could have be@tewton, 2017)

A final consideration regards the fact that, as for the commercial environment, and as
reported in sectiorb.13.5 also during these cultural moments, people would enjoy
participating in producing something or doing something, instead of being only
spectators. As reported by some participants, they felt more involved by interacting with
a piece of art, or in oth@ccasions, by creating something that would have been exhibited
alongside the art in the museum. During the focus groups, some of the participants
remembered some pieces of art because they were those which required some level of
exploration and experiméation. As reported in secti@3.2.2 the will of engaging with

a broader community should be part of a museumOs spirit. As explored in &&ction
there are different kind of activities (lighduch, strongouch) that museums are
employing to betteengage with the public, activities which also the foundations could

initiate to increase their interaction with the audience.

Moreover, as discussed in secti®3.], the cacreation or ceproduction of something

is also a way to increase the engagemépeople with the brand. Yet, luxury fashion
brands cannot risk undermining the perceived value of their products through co
production strategies. Hence, by providing opportunities fgaroduction or cecreation

in the art foundations environment, theguld achieve the same goal of engaging the
consumer, but without endangering the product allure. Furthermore, forms of
engagement in the foundations would involve a wider audience, not only the fashion
consumer, and this might facilitate the brand todase people awareness and desire for

the brand, and maybe gaiew customers.



As shown in Gapter6, and graphically representedkigures38 and 39because of the
exercise conducted for this research, some of the participants declared that they would
like to come back to visit the foundations. Some participants even stated that they had
started to think of the fashion brand in a different, moretipesway. On the longerm,

a more interactive, anparticipative environment in the foundations would facilitate
transformations, but could also trigger a sense of loyalty for the brand, or even generate
a relationship with it, which could turn into arphase.

The exercise conducted in the two foundations has generated a significant impact on the
participants. In particular, the opportunity of being able to understand contemporary art,
generally considered very difficult and elit{section6.1.1.), seems to have triggered a
transformation in everyone. Moreover, the fact that after several months from the
experience people still remembered details of their visits, shows that the transformation
that occurred was deeply rooted, eparted in sectiol®.2 Yet, these transformations

were caused by forcing participants to act Ounnaturally’, or differently than how they are
used to; and by having a long conversation with each other on the topic. Dialogue and
conversations are centralpasts in the context of public engagement, and also one of
the main aspects where the foundations are lacking. This could easily be amended by
implementing the foundationsO strategies with a number of activities that might facilitate
any form of dialogue wh the audience.

Although the tasks and the focus groups might be considered the cause of peopleOs
transformations, the foundations have shown to have already some potential to provide
transformative experiences. Yet, one of the primary facilitatora @fnsformative
experience that is missing in the foundations is the interpersonal exchange. That kind of
exchange which happened during the focus groups, and that could have been started by
the foundations in the venue, or on social media, or underthaylind of form. As for

the interaction and the aweation discussed in the previous section, a key point of a

cultural institution is to make the audience feel involved, part of something meaningful.

By improving the opportunities of interpersonalckange and dialogue with the
foundation itself, the brand will increase the chances of providing some meaning to the
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public through the art. This, together with a better promotion and all the other aspects
discussed in this chapter, might make the luxwaghion brandsO art foundation a
productive venue to provide transformative experiences. By doing so, they would
generate benefits for the audiences involved in the foundations, as well as for the
foundations themselves, and due to a-spi#r effect cread by carrying the same name,
also for the fashion brands.

To conclude, it is not really important if the art foundations are deemed a brand
experience, or a CSR activity, or a proper cultural institul@hetherthe foundations

areto be considereldrard experience or cultural institutiog they are missing the point

of engaging with peopleéOn the one hand,oasumers need to be engageth or to

create a relationship with the brand to feel unique and considgerédenceto become

loyal. On the othehand, he public need to be engaged to learn and appreciate the art, to
create a conversation, and to experience the art at a deeper level ancheathirsg A

more profound and more sincere engagement is the key to provide those transformative
experienes that might lead the brand to be perceia@sthore authentic, hence might

lead to a stronger relationship between the brand and the consumer, or the public.

This research has some limitations. The first limitation & tiuthe scope of the study.

In particular, by focusing on a specific phenomenon which is happening in a specific
moment in time, may be possible that under different circumstances the results and
outcome as they were presented in this thesis might vargthar similar limitation
relates to the nature of the participants. By increasing the number of participants or
selecting people of different ages, or with different interests, the outcome of this research
might vary. The lack of validation of the conoegt model could be considered a
limitation of this study too. Yet, these limitations are coherent with the philosophy that
is underpinning this entire study. A final limitation is due to the lack of direct
involvement ofFondation Louis Vuittoemployeesan involvementvhich might bring

to light some peculiarities that were impossible to gather by other means.



There area number of further developments and future researches which might be
considered with regyds to this study. A new stage of this research could regard the
dewelopment of other modelsidf 38 and fig. 39) of the experiences lived by the
participants. It would be interesting to map people's situations in thetdongto
evaluate the duratioof the impact of the transformation. Furthermore, this research
could be further developed by involving a larger number of participants which might
differ from that of this study, for characteristics of interests, ages, or nationalities. It
would be intersting also to involve brandsO consumers, and evaluate the effect that living
a transformative experience in the art foundations has on their relationship with the
brand. Another further development might be of involving more members of the
foundations anaf the brands studied. A final development might be the validation of
the conceptual model by involving the art foundations.

With regards to future researches, in sect®ob of the liteature review, different
typologiesof experiences that can all beasined transformative have been reported: such

as flow experience, peak experience, or transcendent experience. It would be interesting
to evaluate further which of these kinds of transformative experiences people would live
in the foundations. Another paste future research that could derive from this study
regards the testing of the conceptual model both on existing or new foundations, whether
in the fashion industry or in other sectors. Moreover, it would be interesting to analyse
the results deriving b applying different methodologies and approaches to the same
study, such as a more quantitative approach, or a case study methodology. Similarly, it
would also be interesting to apply case studies or quantitative methods to evaluate
transformative expemees that might occur in other foundations. Finally, with regards

to Figure4l, it would be interesting to further look into the possibility of defining
different stages of transformation, maybe in collaboration with academics in the

psychology field.
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This research has theoretical and managerial implications. As frequently mentioned, this
study aimed to investigate luxury fashion brandsO art foundations as a potential venue for
luxury fashionbrands to provide transformative experiences. By achieving the aim
through the objectives set in the Introduction chapter, this research contributes to
knowledge by investigating luxury fashion brandsO art foundations as a brand experience,
and from the pblic perspective. Moreover, this research opens a conversation with
regards to transformative experiences in the fashion industry, in the luxury sector, and as
marketing strategies. In particular, this thesis determined that transformative experiences
might be a way for brands to regain credibility by providing experiences that are
perceived as more authentic. In the specific context of the luxury sector, these
experiences are allowing brands to engage with the consumercieatove and co
producing actiities without undermining the allure of exclusivity and highality of

their product. The model provided in Figure 46e outcome of this researchas
theoretical implicationd)y suggesting improvements that might facilitate transformative
experienceso occur in the art foundationsO environment. Finally, the same model has
also managerial implications, by being a marketing tool for brands, and their foundations,
that could easily be implemented in their strategies to improve their opportunities of

providing transformative experiences.

A list of publication is available in Appendix 5.
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