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An Interview with Don Thompson, author of “The $12 Million Stuffed Shark: The Curious 
Economics of Contemporary Art”

Examining the Market Forces behind the Creation, Pricing and Acquisition of Contemporary Art 
With Richard J. Friswell, Managing Editor, ARTESmagazine.com

Don Thompson teaches marketing and economics in the MBA 
program at the Schulich School of Business at York University in 
Toronto. He has taught at the London School of Economics and at 
Harvard Business School.  He lives in London and Toronto. He is 
the author of the 2008 book, The $12 Million Stuffed Shark: The 
Curious Economics of Contemporary Art. One critic called it “lucid, 
well-researched, carefully balanced and sharp-edged.”  Another 
referred to it as “[an] informative and occasionally hilarious look at 
the surreal contemporary art market…a clear-headed approach to a 
frequently high-pitched issue.”

Professor Thompson parses the contemporary art market, both 
from the perspective of an economist and as a marketing strategist, 
arguing that both elements are essential to creating and managing 
demand in the highly volatile contemporary art market.  He 
constructs his narrative around a pivotal event in the art auction 
world: the 2005 sale of English artist, Damien Hirst’s creation, “The 
Physical Impossibility of Death in the Mind of Someone Living.” 
The frenzy surrounding the appearance on the auction block of this 
two-ton, pickled Tiger shark in a state of deterioration serves as an 
exemplum for Thompson, for all that is misguided about the art 
market today.  “…Stuffed Shark” investigates the role that branding 
can play as a substitute for critical judgment in the frenzy that often 
accompanies the valuation and acquisition of contemporary art.

Assuming the role of investigative journalist, Thompson seeks 
to shed light on the market impact of the various players in the 

complex world of art sales—from the artist, to the art dealer, to auction houses, to art fairs, to the ultimate consumer, the 
collector.  He profiles a number of successful artists and the market forces that impact on how their work is perceived, 
manipulated and traded.  His examination of the ‘value proposition,’ as it applies to contemporary art (and all art, for that 
matter), is eye-opening and should serve as a cautionary note for anyone thinking of entering the art world as a casual art 
investor.

The old adage in the art world, ‘Buy what you love,’ continues to be good advice, according to the author.  But, Thompson 
offers a solid rationale and a harsh dose of reality for anyone purchasing art with the expectation that it will perform as 
a true investment vehicle. Yet, he remains passionate about the role that original art can play in our lives and, in spite 
of the tough lessons that “…Stuffed Shark” teaches, the place that artists from all periods—and their work—occupy in 
contemporary culture, remain a source of inspiration and intrigue for the author.

Recently, I had an opportunity to direct some questions to Don Thompson:  
   
Q: Tell me about your personal interest in art? At one point in the book, you mention that you are a collector.

A: I collect a very eclectic mix of art, much from different countries I have lived in. The commonality with each work is 
that I enjoy getting up in the morning and seeing it. Each work somehow touches my soul. 

The book came about because I was perplexed by two questions: who chooses the artists who make it to the pinnacle of 
the contemporary art world, evening auctions at Christie’s and Sotheby’s in New York and London? And why does work 
sell for 10 or 100 times what I think it should, particularly for living artists where scarcity is not a consideration? The 
answers are an economist’s answers to “why does this happen?” Nothing in the book should imply I have a great eye for 
art, or any talent or role as an art critic.   

Q: Has your enthusiasm for collecting in any way been dampened by what you learned writing this book?

Researching the book has expanded my horizon a bit on the range of art that I like and appreciate.

Q: A principle theme in the book is the strategy of branding at all levels within the art sale and re-sale arenas.  It can 
be a powerful force in shaping and controlling consumer attitudes. What is the dark side, or risk, of branding in the art 
field, as you see it?

A: One of my first great insights came from auctioneer Howard Rutkowski, of Bonhams, in London: “Never underestimate 
how insecure buyers are about contemporary art, and how much they need reassurance.” The insecurity is not about the 
cost, but about “will my friends laugh if I hang this spot painting on the wall and invite them over”. Branding—of the 
artist, where the art came from, who had previously owned it or shown it—offers some of that reassurance. 

Q: Was the time-honored notion of ‘talent’ bulldozed by the contemporary art market or can it be found in the creative 
ways contemporary artists re-frame the social dialogue, using unusual visual metaphors? 

A: How do you measure talent?  There are two ways of measuring quality. By selling price, “value equals price”, or by 
the number of citations and reproductions a work gets from book writers and critics. Neither is very satisfactory.
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Q: Is the biting social commentary of the contemporary art movement made less relevant by all the money that is chasing 
it at this moment in its short history; i.e.- does commodifying it only serve to emasculate the artist’s message?
 
A: Is there a biting social commentary to art? I’m always surprised by the idea that art has a commentary. It evokes 
emotions, but does much art have a message? A lot of the “meaning” of works is created by a dealer after the fact, or 
I suppose, is in the eyes of the collector. What high prices do, in part, is substitute for critical analysis; collectors walk 
through MoMA and comment, “This work is worth $5 million, that one worth $10 million.” 

Q: Can their ‘statements’ hold up over time, or does their work inevitably lose relevancy and therefore, value, over time?  
A: Let’s say the major contemporary artists are Warhol, Hirst, Koons and Murakami. Warhol is arguably more relevant 
today than during his own lifetime. Will Hirst be relevant 25 years from now?  Some statements hold up over time, some 
don’t. 

Q: Do you believe that the real cream would rise to the top of the art market if the contravening marketing forces would 
leave it alone, or are they a necessary evil to bring truly experimental artists into the public eye?

A: What is cream? And what are contravening forces against cream? All art has a gatekeeper. In the past it was patrons: 
kings, noblemen, wealthy merchants and prelates of the Church. Today it is branded dealers and to a limited extent, those 
curators who create biennales, create museum shows, vet work for high-end art fairs, and advise prominent collectors. 
A work rises to the top because it sells for $800,000 rather than $8,000. Would “better” work somehow rise to the top if 
there were no gatekeeper? How?

Q: You are an economics professor. The irrational exuberance of the ‘collector-in-heat’ seems to be more a study in 
psychology, than economics. How do you integrate the two dynamic models in ways that budding young economists can 
understand. Can there be lessons learned from the Dutch Tulip Bubble of 1637, the Dot-Com Bubble?

A: Collector in heat is a term referring to passion for art (and, I suppose, psychology): “I have to own a Jacob Kassay, 
right now, today.” No relationship there to Tulips. Those who say “I must buy 10 Kassays because they will be worth four 
times as much in two years” are more analogous to Tulips (and economics). They learn soon enough: contemporary art 
is not (in a portfolio sense) a good investment. Individual works of art, may be, sometimes (usually in hindsight); but a 
broad portfolio of art…no. 

Actually – full disclosure – I am an economist, but what I do is teach marketing and strategy to MBA and PhD students 
in a graduate business school. Part economics, part behavioral science.  

Q: On another historical note, is the Hunter-Gatherer syndrome and the search for social dominance (21st century-style!) 
at work, as we see the commerce of art so dominated by male personalities…or is that just where the money happens to 
be?

A: Every auctioneer will tell you that in a high-end auction, it is the man who raises the paddle, but they do so with the 
agreement of the spouse sitting beside. When the auctioneer says: “All done now, no regrets” or “Are you back in,” he 
addresses it to the female, not the male.

Better question – why are the top 25 artists in the world male, on almost any list you ever see?  (Only an occasional 
female inclusion—Cindy Sherman, for photography, as an example).

Q: As you point out, contemporary art is just that: con-temporary. One radically important underlying premise of art 
being produced in the post-modern era, is that it need not last, in perpetuity, in order to matter. Much of what is now being 
produced doesn’t fit on a hook on a museum wall, any longer. Is all the money currently being thrown at contemporary art 
an inherent validation of that underlying premise of transience? Hirst and others may be on to something that shatters 
old paradigms!

A: Most contemporary art is “temporary”. How many of the works offered in Sotheby’s evening contemporary auction in 
November will be important 50 years from now? Five? One? Which – who knows? Art lovers don’t purchase art because 
their grandchildren will love it, but as a passion investment for now and next year. 

Q: Is the ‘disruptive innovation’ of contemporary art forms fueling a resurgence of more traditional studio art forms and 
the emergence of the next generation of true ‘painters?’

A: Not that is visible. Painting is probably not dead, but it is not the dominant art form at the Frieze Fair. What are true 
painters?

Q: Is your cynicism about contemporary art rooted solely in the market manipulation surrounding it, in particular, or is 
the deck stacked against all mainstream art-as-investment strategists, regardless of the period from which they collect?

A: The book was never intended to convey cynicism about the market, and I did not intend it to convey market manipulation. 
The high end art market has wealthy and well informed buyers. The sellers who succeed are those who have a good eye 
for what buyers want (Gagosian, White Cube!). Willing buyers, willing sellers, negotiated prices. Is art as a long term 
asset class a valid idea? Remember that with trading costs; storage; insurance; advisory fees; etc., the entire art portfolio 
needs to appreciate at least 15% a year, just for the holder to break even. It has to double in price every seven years, 
forever. That can’t be done. The one fund that seems to have beaten the “can’t be done” rule over a number of years—
Philip Hoffman’s Fine Art Fund—does it by short term trading and taking advantage of market imperfections (death, 
divorce, financial disaster, lack of liquidity) rather than through a long term buy-and-hold strategy.  
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Q: You employ some fun and fascinating terms to describing the art auction buying experience.  Two terms from the 
book that might share a connection are, “buying with your ears” and the Velben effect.  Can you discuss the group 
dynamics of the auction in terms of how the potential buyer may be influenced by group dynamic factors having little-
or-nothing to do with the inherent value of the piece on the block at the moment?

A: Auction specialists will tell you that buying behavior is determined in part by the group membership to which an 
individual aspires. The group “collectors of important art” requires important art, probably best purchased publicly, 
which is best done at auction.

The idea of a work of art being “burned” is interesting. Burned means rejected, offered at auction within the past two 
years and unsold. If no one else would buy it then, no one should buy it now, goes the idea – even independently of 
price. 

…Or how about competitive bidding, when you know who your competitor is – sitting just across the auction house 
aisle, two rows ahead. He outbid you a few lots earlier, and wants to take this lot away also. If you never willingly lose 
a battle in your day job as a financier, should you permit someone to defeat you in public, in the auction room? The 
auctioneer’s admonition, “are you out, no regrets…are you sure,” plays on this.

The other idea is the “endowment effect”; once you are high bidder, the lot is momentarily “yours”; then someone takes 
it away with a higher bid. You feel regret at losing a work you momentarily had. The reference point of having it and 
losing it is different from having the money and deciding to bid. You will spend more to avoid the regret of losing “your 
work”.

Buying at Christie’s or Sotheby’s might mitigate the post-purchase regret you might feel if you bought, at a mainstream 
dealer, or at a lesser auction, for far more than you intended  If you say “I bought this painting at Christie’s evening 
sale”, friends are much less likely to criticize the work or how much you paid.  

The Velben effect is the idea that a higher priced item has higher status and perception of exclusivity, thus making 
the good preferable. When art sells for $8000 it is of interest to a few. At $80,000 lots of collectors pay attention. At 
$800,000 there ten collectors in the world who will call their dealer to say, “I have to have one.”

Q: “…Stuffed Shark” appeared before the recent Recession. How did those events of 2008-to-present impact the art 
market from your point of view; and where is it going from here?

A: The recession started (we concluded later) in December 2007. Contemporary art prices peaked about May 2008.  By 
early 2010 the contemporary art market had lost 20% of its value at the high end, 35% in the middle and 40-60% at the 
bottom. 15% of galleries closed, and auction houses cut back dramatically on the number and value of works offered. By 
October 2011 the market had rebounded to 70-90% of its 2008 peak, with the top of the market performing best.

Q: Like patterns of repeated violence or deeply-entrenched cultural angst have the effect of numbing a society, will 
contemporary art’s edgy message fatigue its audience sooner or later?

A: Again, do most people think there is an edgy message in art? Do many collectors care that an artist is producing 
sculptures of a drawer pulled out in a mortuary, with human feet sticking out (offered at Frieze this year)? The meaning 
is supposed to be that death is inevitable; is that edgy? 

Q: Does the rising tide of high-profile auction prices float all boats and make vicarious collectors of us all?

A: Seven of the top 10 Warhol auction sales by value have been made since 2008. The most expensive Picasso, and world 
record for a work sold at auction, the 1932 Nude, Green Leaves and Bust from the collection of Mrs. Sidney Brody, sold 
at Christie’s May 2010 sale for $106.8 million (to a member of the Qatar royal family). 

The highest price ever paid for a work of art came early in 2011, when the estate of the late Greek shipping magnate 
George Embiricos sold one version (of five) of Cezanne’s The Card Players (1892-93) privately, to an anonymous buyer, 
at a price variously named at $175 million (several British papers), $250 million (the newsletter Bairfaxt), and “even 
higher than that” by the Financial Times. 

At the other extreme, first and second show prices for emerging artists in mid-level NY galleries are about the same now 
as they were in 2007. The two price levels seem to be driven by different things.

Q: Finally, would you like to provide readers with a perspective on your upcoming book?  

A: The forthcoming book is a sequel to Shark, developing the ideas of how an artist gets to the exalted position of 
having their work offered at an evening sale at Christie’s or Sotheby’s; why work is as expensive as it is, with no 
scarcity factor; and what happened to the art world after the 2008 crash.

RF: Thank you for your perspective on this complex subject.
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One could say that artist Chuck Close’s works are 
oxymorons: a study in seeming contradictions. 
Suffering from face blindness, he is unable to 
recognize faces. Yet he has used faces as his subject 
matter for over 40 years. He uses the control of a 
grid to produce his works. Yet free-form shapes 
frolic within this geometric restraint. Although 
the scale of his portraits is monumental, they are 
composed of miniature mini-works within the lattice 
of the squares. Each piece is a balance of contrasts: 
between the formal and informal; the abstract and 
the real; the ascetic and the sensual. Starting from 
a photograph, Close’s large faces are formally 
frontal; literally in your face. Unlike the tradition 
of portraiture through the ages, there is no attempt 
to flatter. His portrait process is straightforward. 
The artist superimposes a grid onto a photograph, 
choosing a horizontal-vertical or diagonal grid 
according to the shape of the face. This structured 
formality removes any spontaneity as he transfers 
it to the canvas or print surface. But the resulting 
artwork is far from dispassionate.  Each little square 
of the grid becomes Close’s creative space, full 
of vibrant colours and abstract shapes. Lozenge-
like dabs, blobs, squiggles and swirls dance in 
opposition to the strictness of the square. This is the 

point counterpoint of Chuck Close’s protean talent. Each piece is a joyous oxymoron.  Within the ‘cool’ grid, ‘hot’ 
squiggly shapes coalesce into the realistic image of a face. Whether an etching, silkscreen, a linoleum cut, mezzotint 
or woodblock, his colours have an emotional intensity that counterbalances the controlling grid. Although the use of 
a geometric framework ensures an accuracy to the original photograph, within the grating the artist maps his world. 
His means of re-generating an image is a grid. But within that minimalism, Chuck Close presents the maximum of 
creativity.  

INTERVIEW WITH CHUCK CLOSE. 
By Veronica Redgrave

VR. You work in a myriad of mediums.  Do you have a favourite?

CC: Most of all I love oil painting.  I do work in many print mediums, but if I had to choose only one, I would 
choose painting.

VR: How would you describe your work?

CC: It is photo-derived or photo-based, of course. But I have always shied away from terms like Photorealism 
because after using a photo, then the similarity ends. I have found other ways to translate the photo to another 
surface. I am interested as much in the ‘artificial’ as I am in the real. I put the emphasis on the live experience 
of what I call ‘ripping back and forth’ between the flat surface of the image and what it portrays. It is rather like 
standing on a Roman floor mosaic. You are aware of the flat surface of the floor. Then it warps into an image, 
say, of a lion’s paw. Then it flattens back again. The experience rips between the two conditions, and it is this 
‘ripping’ that makes the art so interesting.

VR: To what extent do you visualize the final result when you start ‘filling in the squares’, as it were?

CC: I know the result will look like the photograph, but not the route I will take. The route is often the 
experience. The iconography is the head, but I don’t know how I will get them.  I am always surprised making 
shapes and colours that I have never made before. You can compare it to going to the Met in NY, for example. 
You can drive, take a cab, walk or take the subway. Each experience along the route is totally different.

Close Encounter

Self-Portrait, 2007
Screenprint with 203 colours
68” x 52¼”, edition of 80
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Edward Burtynsky’s ‘journey’ started 
more than 30 years ago. ‘‘I was 
always inspired by nature. In the late 
‘70’s, I saw open pit mining  - and 
the void left behind. My work is, in a 
way, a long and prolonged lament at 
the loss of nature as a result of human 
success.’’ 

That world-renowned photographer 
Edward Burtynsky studied graphic 
design is more than evident in OIL, the 
current exhibition of his photographs 
at Montreal’s McCord Museum. 
The works show his unerring eye 
for composition.  Organized by the 
Corcoran Gallery of Art, Washington, 
D.C., the 56 large-scale colour 
photographs portray petroleum 

development. And therein lies the aptness of ‘a terrible beauty’, the poet W.B. Yeat’s powerful phrase. The 
splendour of Burtynsky’s scenes is balanced by the subject matter: his landscapes depict the corrosion of our 
environment, ‘‘contemplations of a world reshaped by the cumulative effects of the industrial evolution.’’ 
The beauty is, indeed, terrible. Burtynsky takes gorgeous shots of oil sands and refineries, car racing tracks, 
and abandoned planes, to show us an up close and personal look at how we are affecting our environment. 
‘‘We are a culture of cars and transportation. We celebrate speed and beauty. But this collective using of 
materials often results in a greater act of destruction.’’ It is when we see how a once-wondrously expanse of 
nature - Burtynsky’s photo Alberta Oil Sands - has been transformed into vast oil sands, shimmering with an 
oily residue, that we feel a frisson. When we see his immaculate image of a twisting, looping LA freeway, we 
cannot help but also note the multitude of lanes: the millions of cars. ‘‘What kind of detritus will they leave 
behind?’’ There is a photograph of an astoundingly massive mound of ‘‘40 million tires, collected for over 75 
years. What will become of this accumulation and how will it affect our land?’

The constant contrast in this show of contemporary culture is a tenuous balance between Burtynsky’s intuitive 
talent at finding the shot most pleasing to the eye, and his subject matter. Throughout the exhibit his graphic sense 
is unmistakable. He frames his shots perfectly, often with a sense of visual depth – fore-, mid-and back-ground - 
drawing the viewer into the image. He finds a compelling glamour in a gleaming pack of motorcycles lined up at a 
KISS concert. He catches the silvery shapes of hundreds of abandoned planes lying like leviathans on the sienna-
coloured sands of the Arizona desert. There is no doubt that the images are stunning. But so is the message they 
convey: we are not taking care of the earth we have inherited. Like LIFE magazine, his camera records the facts; a 
testimony of today - which will soon be a remembrance of things past.  

A Terrible Beauty is Born
By Veronica Redgra

Veronica Redgrave

AMARC #5, Tucson Arizona. U.S.A. 2006
Credit: Photo courtesy Nicholas Metivier Gallery, Toronto
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The Art Market Moves Online 
By Sergey Skaterschikov

By now, most retail trading has moved online. From books to luxury clothing, retailers across all market segments 
have been forced to adjust their business models to the digital age. Some have gone the way of Borders and no 
longer exist; others like Blockbuster and Netflix continue to evolve in this new landscape. Exceptions are few; 
perhaps the largest two segments whose trade takes place primarily offline are food and art.

Nevertheless, there are two well detectable market trends as far as art is concerned. First, art galleries are moving 
online, investing in their websites and experimenting with new platforms. Second, consumers are increasingly 
turning to sites devoted to the art trade, which is giving rise to a myriad of a new online art trading platforms. My 
company, Skate’s Art Market Research, is now tracking 16 online trading platforms on a global scale. All of these 
platforms are experiencing growing volumes, albeit at different rates.

For years the online art trade had only a few incumbent players: eBay, artnet and world’s two largest auction 
houses, Christie’s and Sotheby’s. Following its failed partnership with Sotheby’s and much publicized scandal 
involving works falsely attributed to Richard Diebenkorn over decade ago, eBay has transformed its art and 
antiques category into something resembling a flea market rather than a proper art trading marketplace. Both 
Sotheby’s and Christie’s have chosen to focus on high-end pieces, thus avoiding the most competitive lower end 
of the online art trade. To date their online offering has been limited, and their websites simply serve as yet another 
channel for clients to place bids and access catalogues. 

artnet, who was the pioneer of internet applications in the art trade, should be a great beneficiary of these trends, 
although a recent analysis we performed suggests that other platforms are gaining traction much faster. VIP Art 
Fair, which acquired over 100 galleries for its second edition in February 2012, is one example. Another is a 
marketplace model that is currently being tested by Saatchi Online, a project launched by the legendary London-
based Saatchi Gallery in 2006. This initiative recently received backing from Balderton Capital, one of the most 
deep-pocketed and savvy e-commerce investors globally.  

Despite the rise of other players, artnet continues to enjoy significant competitive advantages such as its price 
database and ability to manage risks pertinent to art dealing online (e.g., wrongly authenticated artworks, art with 
compromised title, etc). The firm continues to have a clean track record in the space thanks to its long-established 
relationships with dealers who act as vetting agents for works sold on artnet’s online auction. artnet has every 
chance of securing a market leadership position in the online art trading space, but it will have to move quickly 
to compete with the early achievements of Paddle8 and Saffron art, two additional successful online platforms, 
along with well-funded competition like Saatchi Online.

Regardless of which firms eventually emerge as the leaders in the online art trading space, one thing remains clear: 
the art trade’s movement online is a positive development for all market participants. Artists, buyers and sellers 
of art, as well as service providers, to name just a few, stand to gain immeasurably by the increased transparency, 
lower transaction costs and easy access afforded by online platforms. 

**
Sergey Skaterschikov is CEO at Skate’s Art Market Research, a firm that provides high net worth individuals and 
institutional investors around the world with reliable and unbiased research supporting art investment decisions. 
More information can be found at www.skatepress.com

Sergey Skaterschikov 



16 17

For the Sake of Image – Corporate Arts Sponsorship, the Right Way
By Adam Fuss

With Occupy Wall Street protests spreading across America and now other parts of the world, it is difficult to 
imagine a time when large corporations, especially those in the financial sector, have been less popular. Add to 
this stubbornly high unemployment and at the same time record levels of cash in corporate coffers, and it’s not at 
all difficult to see why so many companies have a serious image problem. 

Reputation management and image repair come in many shapes and colors, and throughout my career, I have 
watched numerous companies devote considerable resources—financial, human and otherwise—to such efforts. 
Some of these efforts have been quite successful, but unfortunately, many of them have been for naught. 

One key public relations endeavor that I have followed particularly closely is corporate cultural sponsorship. 
Along with other types of sponsorships, support for the arts has the potential to enhance a company’s standing 
in society and thus pay considerable dividends over the long term. Yet for all its benefits, cultural sponsorship is 
rarely a clear-cut endeavor. The more I observe companies’ efforts to support the arts, the clearer it becomes that 
there is a right way and a wrong way to engage in arts sponsorship.

To understand this point, it is worth considering a tale of two companies, both in the oil and gas industry and 
both active in cultural sponsorship. Several years ago, Company A, an oil pipeline operator, made the decision to 
provide financial support to a large national museum and sponsor an exhibition on the history of a major pipeline 
project that it had played a key role in developing. The ensuing controversy was hardly surprising; environmental 
groups and other independent observers criticized the exhibition as a biased display that failed to mention the 
pollution and other perceived social ills associated with the project. Not only was Company A criticized for using 
a cultural institution for what were clearly public relations aims, the museum’s judgment was called into question 
for allowing Company A to influence the nature of the exhibition. 

Company B, a company that manufactures equipment used in the oil industry, opted to take a completely different 
approach with its arts sponsorship efforts. Its executives, some of whom are art collectors and some of whom sit 
on boards at cultural institutions, chose to make unrestricted donations to youth programs devoted to the arts and 
to offer scholarships for young people who spend summers studying at performing arts academies. Furthermore, 
many of Company B’s production facilities also offer support to middle- and high-school students by offering 
them the chance to paint or sketch manufacturing processes or products and then displaying their works in public 
areas on-site. With its manufacturing operations located in small communities across the United States, it was 
important for Company B to maximize the local benefits obtained through its sponsorship efforts. 

When it comes down to it Company A and Company B are not that different. In all likelihood, one company is a 
customer of the other. Both take the same general political stance on issues like expanded oil and gas exploration 
and production in the United States. For all intents and purposes, these two companies should enjoy a similar 
reputation in society. Yet Company A found itself embroiled in controversy after going for the big win, a cultural 
exhibition designed to garner considerable media attention and generate public support for its business activities. 
From a public relations standpoint, the strategy was a failure. Company B, on the other hand, took a much 
more modest approach, deciding instead to focus its sponsorship efforts on local communities and building good 
relationships with people in those communities. While Company B’s strategy did generate some media coverage, 
it was far less. Yet the residual benefits were far greater.

For companies looking to incorporate arts sponsorship into their corporate social responsibility and public relations 
efforts, some approaches are better than others, as the two cases discussed above so clearly demonstrate. To most 
people, the arts in some form or another are sacred. Instead of going for the big PR kill, companies would be far 
better off going for slow-but-steady relationship building in their communities. Supporting the arts for the sake of 
the image, i.e. for art itself, often has the remarkable effect of building corporate image as well.

**
Adam Fuss is founding partner of ABF Strategy Group, an advisory firm that provides written communications 
and business development support to clients across industries and cultures. More information can be found at 
www.abfstrategy.com.

Adam Fuss 
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A.I.R Gallery
111 Front Street  #228 

Brooklyn, NY 11201
T: 212-255-6651

www.airgallery.org

A.I.R. Gallery was founded in 1972 as the first artist-
run, not-for-profit gallery for women artists in the 
United States. A.I.R. Gallery's Mission is to advance the 
status of women artists by exhibiting quality work by a 
diverse group of women artists and to provide leader-

ship and community to women in the arts.

Ann Pachner, Installation view of solo exhibition 
"Burning Wood in Endless Night, Where is the Moon?”

Joan Snitzer, Installation view of Circle Drawings, from her solo      
exhibition “Momentarily”

Susan Bee, “Drive By”, 2009, oil on linen, 14”x18”
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B o n n e r D a v i d G a l l e r i e s
Traditional � Contemporary

7040 E. Main Street / Scottsdale, AZ 85251
www.bonnerdavid.com / art@bonnerdavid.com

480.941 .8500

Michael Carson
November 10–30, 2011

Robert LaDuke
December 8–28, 2011

Peregrine Heathcote
December 29, 2011 - January 18, 2012

Afrosupernatural combat—In African cosmology, the ancestors live in the present and therefore are central to my work. 
Throughout my work, I am searching and excavating fragments of identity and memory—both individual and collective. 
I am involved in a process of mapping and recreating a cosmology inspired by my heritage. In my varied work, I use the 
rhythms of building, stitching, cutting, painting and collaging to develop a language that is at once personal, ancient, cosmic 
and contemporary.

Afrosupernatural Combat, 2011
Mixed media: oil stick, oil-based crayon, water-soluable graphite, ink, and 
acrylic on paper.
79" X 60"

Leonardo Benzant
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J O N A T H A N  P R I N C E
A R T  M I A M I  2 0 1 1  /  5 9 0  M A D I S O N  A V E  A T R I U M ,  N E W  Y O R K

c y n t h i a - r e e v e s . c o m   2 1 2  7 1 4  0 0 4 4   i n f o @ c y n t h i a - r e e v e s . c o m

Contemporary African Art Gallery
330 West 108th Street (at Riverside Drive)

New York, NY 10025
T:  212-749-8848
By appointment

www.contempafricanart.com

Ouattara   Spirit King   Pastel    26” x 40

Krispen Matekenya   Male Torso   Serpentine  
32” in height

Fode Camara   Notice    Acrylic on Canvas   
20” x 20”
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Paul-Émile Rioux, “HOPE”, 2011, from the Landcuts Collection, archival digital pigment print mounted under plexi, 30 X 90 inches.

Art Project.Digital- - com 1.888.674.4045

Rioux, “LEAD” from the Landcuts Collection, 2011, 40 X 60 inches.Rioux, “TOWARDS” from the Landcuts Collection, 2011, 40 X 60 inches. Rioux, “CLIMB” from the Landcuts Collection, 2011, 40 X 60 inches.
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Elisa Contemporary Art represents a portfolio of emerging thru mid-career international contemporary artists. 

 
We are dedicated to promoting the collection of art as a way to enrich and heal our lives, communities and world.   

Every sale supports charities helping underserved children heal through art. 
 

Gallery artists include:  
Carol Bennett, Kimber Berry, Pete Cabrinha, Amy Cheng, Yasemin Kackar-Demirel, Ray Donley, Sharon Gordon, 

 Allison Gregory, Marie Danielle Leblanc, Rosalind Schneider, Suzan Woodruff, Daryl Zang,  

 
Corporate and Resident Art Consulting services also available. 

Gifted    Opening November 11                                                                                                

5622 Mosholu Avenue  Riverdale  NY     www.ElisaContemporaryArt.com    Lisa@ElisaArt.com    212.729.4974 
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Alice Dalton Brown “Day Lilies” 2010, oil on canvas, 66 x 60” Christopher Evans “Mossy Tree Trunk” 2009, oil 
on canvas, 20 x 14”

Dennis Mickilowski “Peaches with Copper 
Buckets” , 2001, oil on panel, 22 x 25”

Hours: Tuesday-Friday: 10 to 5; Saturdays: 10 to 5:30
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GAIALIGhT
ILEX Collection
curated by Deanna Richardson

www.ilexphoto.com
info@ilexphoto.com

Ilex Photo Art Editions
Rome, Italy

Showroom
10:00 - 13:30
Monday - Friday
and by appointment
+ 39 333 3047434 Photo Art Editions

ArtLeadership_GaiaLightAD.indd   1 31/05/11   17.52
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20th Century & Contemporary Painting and Sculpture

45 East 78th Street, New York, NY 10075  +1 212 861 0020
660 Venice Boulevard, Venice, CA 90291  +1 310 821 6400

www.lmgallery.com
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Robert Kipniss, “Hillside with White and Dark Trees,” Oil on Panel, 14”x12”, 2004

Linda Adato - Nikhil Bhandari - Tim Cahill - Alberta Cifolelli

Mary Close - David Dunlop - Jane Filer - Sergio Gonzalez-Tornero  

Susan Halls - Joan Jardine - Rain Kiernan - Robert Kipniss 

Martin Kremer - Paul Meneses - Robert Natkin - Shelly Parriot

Besty Podlach  - Penny Putnam - Kim Radochia - Pavel Roucka

Luis Soltzman - Adam Waimon

The
White

Gallery
F IN E  A R T
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       Henry Moore 
       Working Model for Mother and Child: Hood, 1982 
       Bronze, light brown patina 
       30 x 16 x 16 inches 

  
Robert Motherwell    Luo Brothers 
Collage in Ochre with Blue and Red, 1973       Welcome to the World Brand series, 2007 
Acrylic, crayon and collage on board   Lacquer on wood 
25 ½ x 29 inches    18 x 15 ½ inches    
      

 
200 East 72nd Street Apartment 3F 

New York NY 10021   
T: (212) 628-6110 

info@lhfineart.com   www.lhfineart.com 
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THE MANHATTAN ART& ANTIQUES CENTER
WWW.THE-MAAC.COM

1050 SECOND AVENUE AT 55TH STREET NEW YORK, NY 10022
TEL: 212.355.4400   |   FAX: 212.355.4403   |   E-Mail: info@the-maac.com

Yuri Krasny, “Candy Floss and Ice Cream”.  Oil on canvas, 52" x 46".
JO VENTO    |    T: 917.251.5217

Emille Bernard, “Nus de Dos”.  Oil on canvas, 36" x 28".
PAUL STAMATI GALLERY    |    T: 212.754.4533

The Art Leadership:2011  5/11/11  12:06 PM  Page 1
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c o m m o n  t h r e a d s
www.prestonsampson.com

P R E S T O N  S A M P S O N

family circus, mixed media on tar paper, 51x47
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Agró/Glickman STEP (1)
72 1/2 Irving Place

New York, NY 10003
212.433.0878

www.step1art.com

Summer Lights  2008  24” x 36” (60.96 x 91.44cm) Oil on canvas

627 Route 23, Craryville, NY 12521  T:917-548-6929  tunstullstudio.com  

Golden Dawn  2011  36” x 36” (91.44 x 91.44cm) Oil on canvas Rose Dawn  2011  36” x 36” (91.44 x 91.44cm) Oil on canvas

TunstullStudio
F i n e A r t
Pa in t i ngs .by.G lennTuns tu l l
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 Satis House
53 Tower Hill Road  East
Tuxedo Park, NY 10987

T: 845-351-2339
 

  By Appointment at:
  208A E 78th Street
 New York, NY 10075
      T: 212-288-9712

www.robertsimon.com rbs@robertsimon.com

Balthasar Denner
(Altona 1685 – 1749 Rostock)
Portrait of Catharina Denner, the Artist’s Daughter
Signed and dated, lower left: Denner 1728
Oil on copper, 10 7/8 x 9 1/8 inches (27.5 x 23.3 cm)

Balthasar Denner
(Altona 1685 – 1749 Rostock)

Portrait of Jacob Denner, the Artist’s Son
Signed and dated, lower right: Denner 1734

Oil on copper, 11 1/2 x 9 1/2 inches (29.2 x 24.3 cm)
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WALLY FINDLAY

Leonard Nelson
(1912 - 1993)

three decades of masterworks 1960 - 1990

WA L LY  F I N D L AY  G A L L E R I E S
N E W  Y O R K  •  PA L M  B E A C H  •  B A R C E L O N A

124 EAST 57TH ST • NEW YORK NY 10022 • 212-421-5390 
W W W. WA L LY F I N D L AY. C O M

Look a Little Longer, 1981 •  60 x 70 in. • Acrylic on Canvas
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In New York City and around the country,  UNCF 
has a critical role to play in making sure that 
deserving low-income students of color get the 
education they need to go to and through college.  
This has been UNCF’s mission since its founding 
68 years ago, and it is our mission today.   

As our signature fund-raising event, the 
UNCF “A Mind Is…” Gala is central to our ability 
to carry out that mission. 

For more information on sponsorship opportunities or to purchase tickets, please contact UNCF at 212.820.0146 or go to www.uncf.org/anniversary.

THURSDAY, MARCH 1,  2012
NEW YORK MARRIOTT MARQUIS, NEW YORK CITY

Visual arts Gallery 

601 West 26 Street, 15th floor

New York, NY 10001

212.592.2145

gallery@sva.edu

www.sva.edu/exhibitions

since its inception, the Visual arts Gallery has presented the work  

of emerging artists whose careers began at the School of Visual Arts. Many 

highly acclaimed artists – including Renee Cox, Inka Essenhigh, Toland 

Grinnell, Keith Haring, Alexis Rockman and Lorna Simpson, among dozens  

of others – made their New York City debut with us before they obtained 

gallery representation. 
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Collectrium is a breakthrough online collection management system that enables you to se-
curely organize, assess, and enhance your art collection 24/7 from anywhere in the world. With 
Collectrium’s private and secure features, customizable for the collector’s individual prefer-
ences, managing an art collection has never been so intuitive and convenient. Collectrium in-
corporates every recent innovation for organizing, visualizing, and securely accessing art online, 
bringing you these exciting new technologies in an elegant turnkey solution.
Collectrium is available immediately by subscription at http://collectrium.com or by calling 
+1.212.796.5887.
Mention the Art Of Leadership event for an Exclusive Trial Offer.

http://collectrium.com
122 W. 27th St. ,10th Flr.
New York, NY 10001

ph: 212.796.5887

http://www.collectorservices.com
116 Pleasant Street, Ste 301 

Easthampton, MA  01027 
ph: 877.527.0102

www.galerievandenakker.com
vandenakkerantiques.com 

210 East 58th Street 
New York, NY 10022 

ph: 646.912.9992

http://manhattanridge.com
1325 Avenue of the Americas, 27th Flr   

New York, NY 10019
ph: 212.370.1111

Manhattan Ridge Advisors is a financial group that specializes in strategies for building, protect-
ing and transferring wealth efficiently. Our goal is to grow our client wealth through outstanding 
long-term investment results.  We are committed to the highest level of service to the clients 
objectives in accordance with their financial needs, acceptable risk parameters and investment 
timeframe.

Securities offered through First Allied Securities, Inc. A Registered Broker Dealer Member 
FINRA/SIPC

Collector Services manages the cataloguing and valuation of high-value possessions, including 
fine arts, antiques, rare books and manuscripts, jewelry, textiles, antiquities, wine and virtually all 
other areas of serious collecting.
Our staff includes appraisers who are certified by the Appraisers Association of America, na-
tionally recognized subject matter experts who regularly appear on the PBS television series 
“Antiques Roadshow,” former major auction house specialists, museum curators and university 
art history professors.  We also have an extensive network of nationally and internationally 
known professional experts and specialists to call upon whenever the need arises for specific 
knowledge, experience or authority in an individual field or expertise.

Galerie Van den Akker offers a unique collection of pieces ranging from the early 20th through 
the early 21st centuries, hand selected from across Europe. The collection offers a wide variety 
of the most prominent names in 20th century European design as well as showcasing European 
designers that are emerging in importance in the United States.  

about our sponsors

http://www.observer.com
915 Broadway, 9th Floor

New York, NY 10010
ph: 212.755.2400

http://www.skatepress.com
575 Broadway, 5th Floor

New York, NY 10012
ph: 212.514.6010

150 W. 26th St. Studio 301
New York, NY 10001

ph: 212.206.1800
http://www.studio-301.com

http://www.surroundart.com
63 Flushing Avenue, Unit 154

Brooklyn, NY 11205
ph: 718.852.4898

The New York Observer speaks directly to the ultimate New Yorker in a straightforward, hon-
est manner that’s typifies  conversation in this town. For more than 20 years, The Observer has 
delivered an in-depth analysis of the city’s most prominent issues and power players.   We take 
our audience behind the scenes of the city’s most influential players in Politics, Media, Culture, 
Fashion, Finance, Real Estate and Society and deliver a combination of unbiased reporting and 
insightful writing that has become an addiction for our readers.   We deliver the top of the mar-
ket: a well-educated, affluent audience of highly influential consumers.  The New York Observer 
significantly expanded its art coverage, and appointed Alexandra Peers as an Editor-at-Large, 
and David Gursky, as VP of Sales & Marketing.

For the finest in art and architectural design, let us help you realize your dreams.  Studio 301 is 
inspired by the founder’s vision of design as an art form.  The firm focuses on creating personal-
ized and innovative environments that engage the human senses, creating positive experiences.  
For a consultation, contact us at info@studio-301.com

SurroundArt is a full service fine arts company specializing in logistics, project management, ex-
hibition design, fabrication, mount-making, art installation, packing, crating, shipping and storage. 
Our museum-trained staff has extensive knowledge and experience handling all types of art-
work and antiquities.  SurroundArt works with the largest and most respected institutions and 
private collections in the world. 
SurroundArt has facilities in Brooklyn, NY and Washington DC.    Our storage facilities offer 
climate and non-climate controlled storage.  Our trucks are equipped with air-ride suspension, 
dual drivers and each truck has a lift-gate.

Established in 2004, Skate’s Art Market Research provides individuals and institutions around 
the world with reliable and unbiased research supporting art investment decisions. 
Unlike art dealers and auction houses, we do not derive income from trading art. Our aim is 
to excel in the field as a source of independent information, becoming over time as central a 
resource to the process of art investment as credit rating agencies are to the process of ex-
tending credit. 
Skate’s mission is to develop and commercialize products and services that will help shift the 
balance of power in the art investment world from intermediaries to collectors, investors and 
artists themselves.
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Past Speakers
Senior V.P., International Specialist Head of Contemporary Art, Christie’s 

Chief Curator of Drawings and Curator of Painting and Sculpture, MoMA

Artist, Reeves Contemporary

Director of Studies, Christies’ Education, NY

Artist, George Billis Gallery

Artist, Christine Wang Gallery

Artist, Reeves Contemporary

Artist, Yancy Richardson Gallery

Sondra Gilman Curator, Whitney Museum

Artist, Phthalo Gallery, Bay Harbor Island, FL

Artist, Forum Gallery 

Photographer and Director, Renaissance Press

Art Advisor Victoria Anstead co-sponsor

Artist, Reeves Contemporary

Director, Gerald Peters Gallery

Artist, at the National Academy of Design Museum

Goldberg Collection, Mt. Kisco, Candace Taubner co-sponsor 

London art dealer
 

Artist, at the National Academy of Design Museum, Reeves Contemporary

Art+Auction magazine Editor-in-Chief

Artist 
Art Advisor

Talk on Contemporary Chinese art at the Max Protech Gallery
 

Associate Curator, The Metropolitan Museum of Art,  Talk on works on paper at the home of 
Patrick Dawson in Sagaponic, Long Island

Photographer, presentation at Reeves Contemporary

Attorney, Presentation of legal issues affecting the collecting, owning and disposition of art

Architect, Presentation regarding the installation of art and the design of residences 

Director of MoMA

Sep 24, 2002

Nov 4, 2002

Jun 26, 2003

Jun 30, 2003

Aug 27, 2003

Oct 15, 2003

Oct 22, 2003

Nov 5, 2003

Nov 19, 2003

Dec 6, 2003

Apr 13, 2004

Apr 21, 2004

Apr 22, 2004

Sep 22, 2004

Nov 23, 2004

Feb 10, 2005

Apr 17, 2005

Sep 13,15, 16
2005

Oct 6, 2005

Nov 1,8, 10, 
11, 2005

Mar 20, 2006

Apr 6, 2006

Jul 22, 2006

Sep 28, 2006

Nov 3, 2006

Nov 15, 2006

Feb 21, 2007

Amy Cappellazzo

Garry Garrels

Daniel Kohn 

Dr. Chagnon-Burke

Stanley Goldstein

Wenda Gu

Eric Aho

Andrew Moore

Sylvia Wolfe

William Hillman

Robert Cottingham

Paul Taylor

Bryan Hunt

Doug Trump

Alice Duncan

Wolf Kahn

Gallery Tour

Lunch with Ray Waterhouse

Eric Aho

Lunch with Bruce Wolmer

Lunch with Wenda Gu 
and Laura Whitman

Max Protech
and Laura Whitman

Samantha Ripner

Shuli Sade

Dean Nicyper

Mark DuBois 

Glenn Lowry
 

Lunch with Lisa Dennison

Marianne and 
Dr. Isidore Cohn

Brook Mason, 
David McFadden, 
John Barman 
and Louis Wexler

Lunch with Simon de Pury

Lunch with 
Martin Z. Margulies

Ann Temkin

Melissa Chiu, Ingrid Dudek, 
Max Protetch  and Laura Whitman

Paola Antonelli

Lunch with Chuck Close

Michael Eastman

Nicolas Dawes

Anna Umland

Russell Flinchum

Nancy Harrison, Renee Vara
and John Cahill, Esq. 

Andy Augenblick,  
Amy J. Goldrich,
Paul Provost, 
and Sue Stoffel

Carol Squires and Vince Aletti

Sergey Skaterschikov

Interview of Andy Augenblick

Interview of Alexandra Peers

Director of the Guggenheim Museum

Katrina confronts New Orleans collectors

Museum of Arts & Design and SOFA Panel Discussion

Principal of Philips De Pury & Company

Collector

Curator of Painting & Sculpture, MoMA

Contemporary Asian Art Panel Discussion

Senior Curator of Architecture & Design, MoMA

Artist presentation

Photographer, Vanishing America-The End of Main Street, Rizzoli Book Launch

Spokesperson for co-sponsor Lalique, Art Glass in Europe and America, a 150 Year History

Curator of Painting & Sculpture, MoMA

Author of American D esign, co-sponsored by Art Table, held at the D&D Building

Panel Discussion, Expertise & Objectivity in a Turbulent Art Market, co-sponsored by the 
Appraisers Association of America

President of Emigrant Bank Fine Art Finance, LLC; Fine Art Asset Management, LLC
Law Offices of Amy J. Goldrich
Sr. V.P. Dir., Trusts, Estates & Appraisals, Christie’s 
International Contemporary Art Collector and Consultant; member of IAPAA. 

 Authors of Fashion Avedon 1944-2000 co-sponsored by the Appraisers Association of America, 
the International Center of Photography and book publisher, ABRAMS 

Chairman, Skate’s Art Market Research and author of Skate’s Art Investment Handbook,  
Talk: “Art Investing Now: Pulling TheTrigger In A New Landscape”   
 
Former president of Related Companies, current president of Emigrant Bank Fine Art Finance 
and Emigrant Bank Fine Art Asset Management

Newly appointed Editor in Chief of the expanded art section of The New York Observer.   

Apr 4, 2007

May 24, 2007

Oct 15, 2007

Nov14, 2007

Feb 20, 2008

Mar 4, 2008

Mar 12, 2008

Apr 1, 2008

Apr 29, 2008

May 14, 2008

Jun 24, 2008

Nov 19, 2008

Feb 10, 2009

Mar 26, 2009

Jun 29, 2009

Sep 15, 2009

Nov 17, 2009

Feb 25, 2010

May 17, 2010

Oct 5,  2010 Interview with Benjamin Genocchio Editor-in-Chief Art+Auction
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The Art of Leadership Lecture Series was created in 2002 by 
Lawrence Klepner, Esq., Managing Partner, Manhattan Ridge Advi-
sors, New York, NY. The hugely successful series of talks features 
guest speakers who present their expertise on art and the art mar-
ket at evening events or over lunch.  As a growing number of entre-
preneurs and hedge-fund managers are collecting, art has become 
an important part of a lifestyle, and everyone wants to learn more 
about this exploding field, especially during such dramatic economic 
times.  Cutting-edge art, emerging artists and the international art 
market are all covered in Art of Leadership talks.  The presentations 
have attracted some of the major players of today’s art world, all 
of whom are leaders in their fields.  Recent speakers include Glenn 
Lowry, MoMA; Chuck Close, Artist; Lisa Dennison, formerly with the 
Solomon R. Guggenheim Museum, now with Sotheby’s; Simon de 
Pury, Phillips de Pury; Paola Antonelli, MoMA; and Sergey Skaters-
chikov, Skate’s, LLC.  

About The Art of Leadership Lecture Series 
Interview with Boaz Vaadia

Interview with Peter Frank

Interview with Chiu-Ti Jansen

Interview with Don Thompson

Sculptor 

Art Critic 

Founder of CHINA HAPPENINGSTM

Economist/Author

Nov 22, 2010

Mar 7, 2011

Jun 22, 2011

Nov 10, 2011

Past Speakers


