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T
he phrase “out with the old and 

in with the new” is a common 

expression when starting a New 

Year. However, the phrase has had varying 

applications to the fine art market over the 

past several months. ArtBanc announced 

the formal launch of its electronic Trading 

Platform in December 2014 to provide a 

new marketplace for estates, collectors and 

other parties wishing to sell artworks rather 

than enduring the hazards, high transaction 

fees and conflicts of interest inherent in the 

old auction house model. A new option . . . 

a new business model . . . and a new day for 

the fine art market as a whole.

During 2014, the overall strong demand 

for the new within the Post-War and 

Contemporary art market continued to rack 

up large sales volumes when compared to 

sales volumes in more traditional markets, 

from the Old Master to the Impressionist and 

Modern. The only exceptions to this are the 

occasional appearance of rare and fresh-to-

market artworks. The art and financial press 

are quick to report big total sales figures; 

however, they rarely delve into the details 

to analyze the implications for the broader 

market. For example, there was much 

ballyhoo surrounding the $1.4 billion (£880 

million) Post-War and Contemporary sales 

in New York in November 2014; however, 

missing from much of the commentary was 

the fact that almost $1.1 billion (£690 million) 

of those sales were constituted by only 24 

artists. Less than 8% of the lots offered at 

auction accounted for 75% of the sales 

value. What emerges from this is a significant 

economic divergence between a relatively 

small number of artists and the wider 

Post-War and Contemporary market. To a 

certain extent, demand for these artists is 

overshadowing the demand for artworks by 

other artists. A pertinent question for those 

involved in the art market is whether this 

divergence in values will eventually increase 

the economic worth of lesser known Post-

War and Contemporary artists.

With respect to the broader art market 

activity, our experts once again provide 

commentary on the most recent sales. 

We are covering several important topics 

in this edition of Market Intelligence. Over 

the past year, we have received significant 

demand from numerous professional 

advisors for our proprietary Collection 

Management Systems (CMS). Thomas 

Wertimer, Managing Director with ArtBanc 

in New York, discusses the functionality 

and capabilities of our CMS. In substantially 
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all areas, the major beneficiaries of 

implementing a CMS are professional 

advisors and service providers to the owners 

of collections. The economic benefits 

from implementing a CMS are significantly 

reduced administration and lower long-term 

holding costs.

Arthur Byng Nelson, Director of Trust 

and Estates with ArtBanc in London, 

discusses the various issues surrounding 

the management of fine art trusts, outlining 

a number of solutions. ArtBanc is pleased 

to provide expertise, as well as integrated 

systems and services, to those trusts and 

trust professionals managing fine art on 

behalf of beneficiaries.

The Chinese art market continues to be of 

major interest. John Finnegan, Director 

of Business Development with ArtBanc in 

London, examines the overall art market 

in China and assesses its place within the 

context of the wider international market.

We are pleased to share another contribution 

from Lance Hall, Managing Director with 

FMV, covering the recent case of the Estate 
of Elkins. For those advising on and carrying 

out valuations for significant estates with fine 

art collections, the appeal court guidance 

given in the Estate of Elkins clarifies the 

critical issue of the valuation discounts that 

may be applied in cases of fractional and 

restricted ownership of the art.

Expert opinion is central to the art trade. 

Several artists’ foundations have recently 

withdrawn from giving opinions on 

authenticity. The well-publicized litigation 

involving the Knoedler Gallery continues 

to reverberate in the market. We welcome 

the contribution by art law expert Jessica 

Franses in London on the value of art 

experts and the importance of securing 

expert opinion.

After several well-publicized scandals in the 

antiquities market, over the past decades, 

Dr. Liz Sawyer discusses the revival in 

the market for antiquities, thanks to the 

emphasis on stricter provenance checks and 

the use of modern scientific techniques for 

the purposes of dating. 

A new year brings new opportunity and 

hope. We welcome your feedback and 

commentary. Happy New Year!

Scott A. Barnes 

Chief Executive Officer

EDITORS 
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ARTBANC
ArtBanc is founded on world-class expertise and systems. We provide trusted 
turnkey systems and independent professional services to collectors, private banks, 
trust and estates and other professional advisors.

VALUATIONS
ArtBanc’s independent experts provide detailed and comprehensive valuation 

reports of artwork and collected valuables. ArtBanc specializes in valuations for 

lending, insurance, sale, litigation and accounting purposes.

valuations@ArtBanc.com

COLLECTIONS MANAGEMENT SERVICES
The ArtBanc Collection Management System is the only comprehensive and 

integrated data management platform designed for private collectors and their 

professional advisors. Our system securely stores all forms of documentation and 

we provide white glove support to each client with professional cataloguing and 

valuing advice. 

collectionsmanagement@ArtBanc.com  

ART SALES
Through our Trading Platform and Private Sale channels, we represent and 

advise collectors and professional advisors to trusts and estates to find the best 

sales route for individual artworks and entire collections. We work on behalf of 

the seller only and charge a 5% to 8% sales commission only. There is No Buyer’s 

Premium at ArtBanc! By doing so ArtBanc significantly increases the net return 

to our sellers relative to traditional routes. 

artsales@ArtBanc.com
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THOMAS A. WERTIMER  is ArtBanc’s Managing Director of Business Development responsible for expanding the 

company’s relationships and networks for providing valuation services, art sales and collection management 

services. Thomas has spent most of his career in client focused roles including 25 years with The Bank of New 

York in a number of capacities focused on the sales and marketing of fiduciary services. Thomas is based in New 

York and can be contacted at twertimer@ArtBanc.com.

N
icholas K. Humphrey, an English psychologist 

based in Cambridge, known for his work 

on the evolution of human intelligence 

and consciousness, suggests that collecting has a 

biological basis and may be an adaption of skills that 

were once necessary for human survival. In his article 

‘The Biological Basis of Collecting’, first published 

in Human Nature (1979), Humphrey outlined in part, 

“Animals that devised precise methods of classification 

and enjoyed classifying became good candidates 

for survival”, and in turn observed on the human 

condition that “people enjoy making comparisons, 

uncovering relationships, and imposing order on the 

world; and here lies the clue to collecting’s function.”

So, if one is to follow Humphrey’s observations on 

collecting, we as humans are drawn to it, or better, 

evolutionarily wired to seek out items to be grouped 

and classified. If one looks into the state of collecting, 

Humphrey would appear to be onto something as 

there is a mindboggling array of collectables with 

extensive “Societies” of well-organized like-minded 

collectors. Think about it; Philately (postage stamps), 

phillumeny (matchboxes), and deltiology (postcards) 

are but a few of the more mainstream options. 

So, when one considers the art world, one would 

expect to find a vast network of well established art 

research databases and facilities to assist collectors 

COLLECTION MANAGEMENT SYSTEMS AND SERVICES: 
TO PROTECT AND SERVE
THOMAS A. WERTIMER, ARTBANC
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with provenance issues. After all the word provenance, 

“the chronology of the ownership, custody or location 

of an historical object” was a term originally used, and 

is still primarily associated with, the ownership and 

management of works of art. But in reality, there are 

few collection systems of note that provide collectors 

with the ability to properly manage their artworks with 

the depth of information needed. Astonishingly, even 

fewer address the subject in the detail it deserves to 

support the committed art collector, even though 

art is perhaps the oldest and best established of 

the collection disciplines, and certainly one of the 

most complex. It could be, in fact, that it is this very 

complexity that has prevented the emergence of a 

dominant cataloguing solution for collectors since a 

simple spread sheet or ledger generally do not suffice. 

Art with its unique conventions, well-documented 

historical conflicts and established histories, simply 

defies any standardization, in the way Mr. Dewey 

applied his decimal system to the world of books. 

Thus, in the art world, cataloguing truly appears to be 

in the eye of the beholder. 

Art has also shown a meaningful resilience to many 

of the standard treatments common to the trade of 

high value items, such as the effective establishment 

of a title system, or regulated ownership transfer 

methodology. When one buys a home, engineers 

inspect it and a title is required for a sale. When one 

buys a car, a title transfer is required. When one buys 

an artwork - in some instances worth far more than a 

car, or potentially the home it resides in - some buyers 

pay for it and hang it on the wall where it can stay 

undisturbed for years. In some respects this makes 

perfect sense since art historically has been well 

supported by the concept of provenance. Thus, if a 

work were well documented with reliable provenance, 

a title would not be needed, the expense would be 

avoided, and, if the provenance is not supportive, the 

title cannot usually be obtained or afforded. 

So, if one holds little more than a receipt for proof 

of the work’s ownership and value, how does one 

stay current and support one’s passion and avoid the 

numerous complications that can arise in the process 

of fine art ownership, collection and sale? To be 

certain, a properly utilized Collection Management 

System (CMS) resolves these issues by taking on the 

day-to-day data management, providing historical 

document control and tracking the on-going 

evaluations that should take place in the proper 

management of a diversified art collection. Fine 

art is increasingly becoming considered an astute 

investment and the proper management of it through 

a CMS will effectively protect those investments and 

will further support and defend its value at re-sale 

or transfer.

The ArtBanc CMS supports several essential users 

whom can benefit from the information produced from 

the system. These include not just the collector, who 

may have purchased the artwork, or the collection’s 

curator, but also the service professionals whom 

advise and support the collector on accounting, 

taxation, estate planning, trust, wealth transfer and 

financial matters. Important issues such as where the 

collector, collection, or given work are domiciled and 

the ownership structure of the collection can have 

significant impact on accounting, tax treatment or 

effect one ‘s long term estate planning. 

At the core of properly addressing many of these 

issues for High Net Worth families and trust structures 

is the ability to produce the necessary location, 

ownership documents and valuation reports. The 

standard of value to be applied and documented 

depends upon its specific application, so in many 

cases the users of the information will be required 

to record and historically track multiple valuations 

within the system. For example, the insurance value 

(generally the replacement value), fair market value, 

historical cost and market value for estate purposes 

can often be different. Also, it is very common 

for artworks to be physically stored in multiple 

residences, to be held in trust or owned jointly 

among family members. Moreover, artworks from a 

collection may reside in different countries or utilize 

off site storage alternatives, such as a Freeport, 

requiring additional flexibility to monitor and track 

tax consequences. Simply put, a CMS can be a tool 

to better preserve family wealth and assist in helping 

“Art has also shown a meaningful 
resilience to many of the standard 
treatments common to the trade of 
high value items”
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make the proper long-term financial decisions with 

regard to a collection. Further, it provides the proof 

statement that decisions were executed, and that the 

subsequent benefit of those well thought out plans 

can be documented and defended. 

Some have approached complex collection 

management needs with ‘do it yourself’ collection 

management software packages and options that offer 

only basic features and simple reporting functionality. 

These platforms and software database systems are 

generally a one-size-fits-all solution. In each of these 

systems, the user is confined to the limitations of an 

out-of-the box solution and customization is limited 

or unavailable. Likewise, these systems require the 

end user to consult with multiple advisors in order to 

complete the implementation, hire external staff to 

properly migrate information and continually chase 

external expertise to properly interpret changing 

valuations. Further, the defense of this information 

can be problematic over the longer term, as it is 

essentially provided by a diversified collection of 

private contractors with no coordinated alignment or 

organized commitment to the collector. 

At ArtBanc, our approach to collection management 

is different and our system allows users to maximize 

the value of data input, report production and data 

storage to their own needs and specifications. ArtBanc 

specializes in fine art, sculpture and jewelry; our 

services also accommodate many collection categories. 

The standard offering, in most cases, requires no 

customization and accommodates unlimited physical 

locations, tax domiciles and valuation categories. 

The ArtBanc CMS provides unlimited data storage 

of documents and high-resolution images, as well as 

the capability to record, monitor and track individual 

artworks on a global basis, including all valuation 

information for insurance, estate planning, collateral 

or any other purpose. The system allows for recording 

and reporting in any foreign currency desired and is 

capable of recording fractional ownership if artworks 

are held in trust, family limited partnerships or any 

other type of multi-ownership structure. The ArtBanc 

CMS also meets the needs of offshore trust owners, 

who require the documentation and information on 

specific collections to be stored at an offshore location. 

ArtBanc’s collection management services are 

available as a ‘white glove’ service, whereby our 

specialists will perform and manage the migration 

of data from an existing collection service or, if no 

prior organization of data existed, the necessary 

documentation will be accumulated and completely 

catalogued for the collector. Here ArtBanc can 

manage an entire cataloguing project from start to 

finish and provide on-going support at the end of the 

process. By maintaining information on a CMS owned 

and supported by the same company that provides 

the expertise used to review and populate the data, 

communication is consistent, clean and institutionally 

supported. Upkeep, maintenance and re-evaluation 

to support changes can be provided at a fraction of 

the cost of a comparably curated collection using 

retained expertise and un-supported software. 

The ArtBanc bundled solution has multiple 

benefits that include complete and quick system 

implementation by experienced specialists, a one-

time migration fee that is based on the time required 

to migrate and/or catalogue the collection - no 

annual licensing fee thereafter - customization to 

users specifications (if any), full system support and 

training, and on-going support to assist in future 

collection management needs, such as updated 

valuations, additions or sales. For some it becomes 

a collaboration - as many of the best solutions are - 

drawing on the collector‘s passion and the advisors 

who have helped along the way and incorporating a 

vision to maintain and protect the collection into the 

future with the sustaining help of a communication 

tool and reporting system specifically designed for 

the task and supported by a corporate partner who 

has structured a diversified group of talents and 

expertise to the user’s best advantage when needed. 

 

Given this description of a supported CMS, one 

might query the cost of such an undertaking, but, 

beyond the implementation, nearly everything 

“Fine art is increasingly becoming 
considered an astute investment and 
the proper management of it through 
a CMS will effectively protect those 
investments ”
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thereafter can benefit from savings following this 

initial organization; re-valuations, insurance review 

or claim, trust planning, loan documentation, art 

for loan, estate gifting, general tax audit and sale, 

transfer or exchange of assets can all be reliably 

accessed in a cost effective way if the information is 

already memorialized and maintained on a CMS in 

advance. Further, the initial implementation can be 

planned and staged for convenience, at a fraction of 

what one might be charged should the process take 

place under duress or in order to meet the needs of a 

supervising jurisdiction or outside authority. 

As a general rule, the input and monitoring of physical 

assets into a CMS represents a fraction of the cost 

of maintaining financial assets, although one could 

argue that the need for monitoring, especially fine art, 

is just as compelling. As a general rule, the input and 

monitoring of physical assets into a CMS represents 

a fraction of the costs of maintaining financial assets. 

While financial assets can cost an investor 0.2% 

annually or 0.5% - 1% for equity and fixed income 

funds, physical assets can be recorded effectively 

once, in anticipation of a variety of future needs, for 

as little as 0.05% to 0.1% of the value.

ArtBanc’s supported CMS has also become a solution 

of choice to address many of the more challenging 

reporting tasks that have grown out of the long and 

successful relationship that art and collecting have 

shared. ArtBanc’s system has been adapted to track 

loans made against an art collection, the loan of 

artworks, provide information flow on the disposition 

of artworks held in Trust amongst fiduciaries, track 

holdings in art-based investment portfolios or 

organize information to accommodate a complex 

settlement. By anticipating such a multitude of 

needs during system development, ArtBanc can now 

work closely with the many different stakeholders 

that may carry interest in a collection; lenders, 

accountants, fiduciaries and advisors can all collect 

exactly the types information and documentation 

they need to support execute their duties in support 

of the collector. 

In addition to providing the leading CMS solution 

in the international marketplace, ArtBanc also 

provides other value-added services that further 

utilize ArtBanc’s foundation of world-class expertise. 

From consulting on complex valuations, or properly 

cataloguing a collection for sale, ArtBanc has proven 

itself to be an effective innovator with solutions 

that help protect a collection’s value and serve a 

collector’s needs. 
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S
eeking expert opinions on artwork may seem 

a daunting prospect to some and unnecessary 

to others. However, doing proper checks on an 

artwork prior to a transaction by either party is not 

just sound business practice, but one that is vital to 

avoid the potential pitfalls of expensive litigation and 

damage to reputation. 

The level of scrutiny required will depend on the nature 

of the artwork and the information that is reasonably 

available for the artist in question. However, for high 

value sales in Modern and Contemporary art the 

problem of fakes and forgeries now demands that 

care is taken in all transactions, particularly as two 

large international art scandals involving forgeries of 

major Modern and Contemporary artists have recently 

shaken the art world. 

The Knoedler Gallery cases in America and the 

Beltracchi gang criminal case in Germany have 

shown that the art experts, top art advisers, dealers, 

auction houses, museums and collectors can be 

duped. Technically brilliant fakes can pass the eyes of 

expert appraisers, where no scientific tests have been 

undertaken and insufficient checks have been made 

on the provenance provided. 

With the benefit of hindsight and the developing case 

law in this area, a glimpse can be seen of the various 

types of expert evidence that could have been 

beneficial at the time, whether it be further evidence 

verifying the provenance, attribution and authenticity, 

due diligence on title, quality or on value. 

In some cases, scientific evidence can be extremely 

helpful in determining whether an artwork is genuine 

or not or for determining the age of the artwork. A 

pigment test of a fake Campendonk painting bought 

for £1.6 million ($3.2m) revealed the painting contained 

titanium white, a pigment that was not available in 

1914, when the work was dated, and crucially led to 

exposing a fake Beltracchi artwork.

Science, however, may or may not be determinative 

of the issue of age or attribution and a combination 

of research may be needed as old material that would 

have been used at the time can be used by forgers 

and fakers. 

In two English cases of negligence brought against 

auction houses, scientific evidence was extremely 

important and extensively considered in determining 

the issue of correct period attribution. It was ultimately 

not determinative and the courts had to assess a far 

wider range of evidence to reach their conclusions. 

The case of Thomson v Christie Manson & Woods Ltd 
in 2005, concerned the Houghton Urns, described 

THE RISING VALUE OF ART EXPERTS 
JESSICA FRANSES, 36 BEDFORD ROW CHAMBERS

JESSICA FRANSES   is an Art Lawyer at 36 Bedford Row Chambers, with 14 years experience as a practising barrister, whom mostly advises 

and assists art dealers, agents and buyers and their international lawyers on high value sales. She has won the 2014 Lawyer Monthly’s 

award for UK Art Litigation Barrister of the year. She is a member of the Professional Advisors to the International Art Market PAIAM and 

the UK Art Mediation group Art Resolve.
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by Christie’s as A pair of Louis XV porphyry and gilt-
bronze two handled vases. There were bought by 

Ms Thomson for £1,926,500  ($3,011,500), who later 

doubted their age and claimed they were 19th Century 

and worth only £25,000 ($43,500). The metallurgical 

evidence was exhaustive but not final or determinative 

of whether the urns were correctly dated. Instead the 

Judge weighed the persuasiveness of several expert 

witnesses and reached the conclusion they were 18th 

Century. In the Court of Appeal, Christie’s successfully 

overturned the trial Judge’s decision that they had 

breached their duty of care. 

The case of William Duke Coleridge v Sotheby’s in 2012 

concerned a dispute over part of the regalia worn by 

Lord Coleridge while he was Chief Justice Common 

Pleas, called the Coleridge Collar. The present Lord 

Coleridge brought a claim for negligence against 

Sotheby’s for failing to advise him that his heirloom 

was probably manufactured prior to 1576 and not in 

the 17th Century. Mr and Mrs Norris bought the collar 

for £35,000 ($69,000) and later sold it in Christie’s 

for £313,250 ($496,500) as a Tudor piece. Although 

extensive evidence was called to argue that Sotheby’s 

failed to undertake scientific tests on the Collar, it did 

not seem that these tests would have assisted with the 

dating and the Judge held that there was no evidence 

that supported the conclusion that the Collar was not 

of post-Restoration manufacture. 

The more sophisticated the technology that exists 

for examining artwork, the more sophisticated the 

fakers and forgers are becoming in creating artwork. 

Alongside a forged painting or sculpture, one is also 

likely to find a range of fake documentation purporting 

to support the artwork, such as forged certificates, 

records, provenance documentation, bogus expert 

reports and possibly entirely fabricated stories. 

In the Beltracchi case, the conspiracy to defraud 

involved two of the gang members, Helene Beltracchi 

and Otto Schulte-Kellinghaus, recounting to potential 

buyers or sellers how their fictitious grandfathers 

had bought the paintings from Alfred Flechtheim 

(a renowned gallery owner and famous source for 

paintings by 20th Century artists) in Düsseldorf. The 

gang faked labels from this gallery and stuck them on 

the back of the art works and staged photographs to 

give credibility to fake paintings. 

Another problem may lie in placing reliance on 

negligent or simply incorrect opinions of sellers and 

their agents. It is extremely important to check the 

quality of the opinions given and consider whether 

it is worth obtaining independent expert opinions 

before buying or selling artwork.

There have been several cases in the UK where 

sellers have sought to rely on the opinions of the 

auction houses and not obtained independent expert 

opinions. Depending on the terms and conditions 

of the contracts between seller and auctioneer 

and depending on the type of auction house, their 

specialism and reputation, it may be prudent to obtain 

other expert opinions where a seller is not convinced 

of the auctioneer’s view. 

This issue arose in the 1989 case of Luxmoore-May 
and Another v Messenger May Baverstock. In this 

case provincial auctioneers failed to identify two 

paintings by George Stubbs, but, on the evidence, 

it could not be said that no competent valuer could 

have failed to spot the Stubbs potential and that the 

consultant relied upon by the auctioneers had not 

been negligent and neither were the defendants held 

to be. 

In the past, some expert art dealers have successfully 

made a living from spotting ‘sleepers’ (the works 

by masters or originals that went under hammer 

undetected by auctioneers). The fact that an 

auctioneer has failed to spot a sleeper does not 

automatically rule the auctioneer to be negligent and 

the auctioneer may very well be able to justify the 

opinion given and the descriptions given in marketing 

and sales documentation. 

A spectacular example of a sleeper was the sale 

of an Egyptian rock crystal ewer dating back to 

the Fatimid rulers in the late 10th Century that had 

“The more sophisticated the technology 
that exists for examining artwork, 
the more sophisticated the fakers 
and forgers are becoming in creating 
artwork.”
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been valued at between £100 - £200 ($195 - $390) 

by Lawrences Auctioneers of Crewkerne, Somerset, 

in 2008. It was thought to be a low value French 

claret pitcher, but, when frenzied bidding revealed 

the error, the artwork was withdrawn from the sale. 

It was later sold at Christie’s for £3.1 million ($5.6m) 

and subsequently granted an export licence on a 

valuation of £20 million ($30.5m). It is now on loan to 

the Dallas Museum of Art. 

While a dealer may very well be in a different 

bargaining position to an ordinary consumer with 

little or no knowledge of the artist’s work, it should be 

remembered that the auction houses have contracts 

with sellers and buyers that include extensive terms 

and conditions and warranties to protect them 

against any claims for negligence and to limit the 

circumstances in which they will provide refunds. 

If a seller disagrees with their agent, auction house 

or dealer, the prudent course for the seller is to 

seek further expert evidence and to challenge the 

auctioneer before any sale takes place.

In the case of Richard Drake v Thomas Agnew & Sons 
Ltd in 2002, famous Old Master dealers Agnew’s sold 

a painting described as being painted by Sir Anthony 

van Dyck and were later sued on the basis that this was 

a sale by description within the meaning of Section 

13 of the Sale of Goods Act 1979, and therefore it 

was an implied condition that the painting should 

correspond with the description. Agnew’s asserted 

that its statements were manifestly statements of 

opinion and did not become a term of the contract and 

successfully resisted the claim as the Judge held that 

there was no term of the contract that ‘the Painting’ 

was by van Dyck and it was not a sale by description. 

He also found that there was no misrepresentation. 

This was a case where the ‘eye’ of the experts was 

the only relevant evidence to the assessment of 

attribution. Mr Justice Buckley in his own words 

was “treated to a masterclass” as he considered the 

expert evidence of Mr Agnew and Sir Oliver Miller as 

to whether the painting was by van Dyck. The Judge 

ultimately preferred the evidence of Sir Oliver Miller 

and concluded that it was not. 

On what the ‘eye’ of an expert meant, the judge 

recorded in his judgment; “From listening to 

them both I understood that to mean rather 

more than just observation. Whilst it is vital to 

have keen observation it is also necessary to have 

knowledge of an artist’s methods and style and to 

be sufficiently familiar with his work to be able to 

recognise his artistic ‘handwriting’. Even that is not 

all. It involves also a sensitivity to such concepts 

as quality, emotion, mood and atmosphere. To an 

extent ‘eye’ can be developed but, like many other 

human attributes it is partly born in a man or woman. 

Were it otherwise there would be many more true 

experts.”

This decision is important to the value of art historians’ 

expert opinions in cases on attributions. In short they 

greatly assist the Courts and this has been reinforced 

by the more recent cases.

Cases of attribution are often extremely complex and 

can involve numerous experts with differing opinions, 

which can make legal claims brought for breach of 

contract, negligence or misrepresentation extremely 

difficult and extremely costly. 

The cases reveal that buyers and sellers cannot 

sensibly rely on opinions by ‘non experts’ who are not 

giving an opinion in the capacity of an expert and are 

not qualified to give that professional opinion. Also 

representations made by parties as to an attribution 

may not be intended to be a term of the contract 

between the parties and also may not constitute 

misrepresentations. 

Another key area where problems arise is where 

due diligence has not been properly undertaken 

and therefore one can end up with an artwork that 

does not in law belong to either the potential seller 

or buyer. 

The Gurlitt case in Switzerland may well have publicly 

highlighted the potential restitution issues that can 

arise in artwork from the Nazi period. 

“To an extent ‘eye’ can be developed 
but, like many other human attributes 
it is partly born in a man or woman”
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Museums as well as private owners have found 

themselves in difficulties when another owner lays a 

claim to their artwork. 

Checking the Art Loss Register to find out whether an 

artwork has been lost or stolen or is the subject of a 

restitution claim may not be enough and there may 

need to be further historical research undertaken to 

be satisfied of the provenance. 

There have been a surprising number of fake 

artworks sold on auction sites such as eBay. For 

example there have been cases of fake Tracey 

Emins, fake Banksys and fake Henry Moores. 

Veronique Wiesinger, the director and senior curator 

of the Alberto Giacometti Foundation in Paris, was 

reported in the New York Times as saying that they 

had counted in one day 2,005 fake Giacometti 

sculptures for sale on just one website. 

Buyers should be particularly careful when buying 

art they have not physically seen or checked. Equally, 

to purchase art without checking provenance, 

undertaking due diligence or seeing any expert 

report documentation is extremely risky. 

A case that may signify just how significant expert 

opinions are is currently being determined by the 

High Court in London. 

In Thwaytes v Sothebys (2014) the dissatisfied 

seller Mr. Thwaytes brings a claim for alleged 

negligence by Sotheby’s for failing to correctly 

attribute his painting The Cardsharps as being 

by Caravaggio. It was instead catalogued as an 

anonymous 17th Century copy of the master’s 

work. This painting was sold to an art historian for 

£42,000 ($78,500) and it is now said that it could 

have been worth up to £50 million ($93.5m). 

Mr. Thwaytes asserts that insufficient tests had 

been undertaken by Sotheby’s and had proper 

tests, such as an infrared test, been done, 

they would have realised it was a Caravaggio. 

Sotheby’s strongly deny any negligence. This 

is a case in which numerous experts have been 

consulted. It remains to be seen how important the 

decision by the appraisers not to undertake scientific 

testing prior to sale is. 

Fundamentally, discoveries after the event of 

misattributions are a costly business and art advisors 

at the outset should be alive to the problems 

surrounding particular artists’ works and can really 

assist a potential buyer or seller by seeking the 

professional opinions of relevant experts with the 

requisite expertise prior to any contracts for sale 

being entered into. The cases show that proving 

a state of affairs after the event without any clear 

terms and conditions or warranties can make claims 

evidentially exceedingly difficult to prove. 

What should be clear is that, when the stakes are 

high, there is an even greater need for expert 

opinions and it may be a very small price to pay for 

the potential protection against legal claims further 

down the line. 

Fake Tracey Emin Sketch on Fabric with Words ‘Love I Pine the Whole 
Day Through All Dreamers Understand’
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“To purchase art without checking 
provenance,  undertaking due 
diligence or seeing any expert report 
documentation is extremely risky”
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ARTHUR BYNG NELSON is ArtBanc’s Director of Trusts and Estates. He is a solicitor experienced in advising individuals and charitable 
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A
rtBanc gives specialised and independent 

advice on the purchase, sale and management 

of individual collections and larger portfolios 

of artworks to a number of trustees and trust 

companies. 

This article examines art as a trust asset, explains 

some of the particular demands on trustees of art, 

provides some suggested courses of action and 

illustrates ArtBanc’s specialised services in this area. 

TYPICAL TRUST ASSETS

The average trustee is most comfortable with an 

investment portfolio of quoted equities and bonds. 

For such portfolios a large, established advisory 

industry exists that can provide advice to trustees to 

enable them to be comfortable that they are properly 

discharging their obligations.

Of course it is possible for trusts to hold any type of 

asset, real property being another example. Surveyors 

and land agents abound to provide the trustees with 

professional advice.

ARTBANC FOCUS: ART AS A TRUST ASSET
ARTHUR BYNG NELSON, ARTBANC

ART ASSETS

Understandably, trustees are sometimes wary to hold 

portfolios of art and other valuable chattels. Art can 

be fragile, easily moved and highly valuable. It is rarely 

under the control of the trustee and it does not act 

like the more familiar assets that generate dividends 

or interest.

Trustees will be aware of the general duty to ensure 

the diversification of the assets under their control 

and will be mindful of the need to eventually realise 

the value of the art if circumstances dictate. There 

can be a tension between the duty to diversify and 

the duty to follow a settlor’s wishes to retain an art 

portfolio intact. 

The art market is a highly specialist area and trustees 

and trust managers who may not be acquainted with 

the market need independent and expert guidance 

to understand the value of the holdings, the subtleties 

of different sectors within the market, and how and 

when to realise best value. The art market is subject to 

changes in taste and fashion in a way that other trust 

assets are not.

What are the potential pitfalls for trustees of 
significant art portfolios?

“The art market is subject to changes 
in taste and fashion in a way that 
other trust assets are not”
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under insured) 

damage

beneficiaries to enjoy the works without proper 

loan arrangements in place

trustees for any of the above for breach of trust 

(failure to discharge their duties as trustees)

WHAT IS A TRUST?  

What is a trust? 

A trust is a legal arrangement normally found in common law jurisdictions where the ownership of someone’s 

assets is transferred to an individual or a group of individuals (‘trustees’) with instructions that they hold and 

use the assets for the benefit of others (‘beneficiaries’). 

The result is a separation of the legal ownership and beneficial ownership of the assets in question: the 

trustees hold legal title to the assets but are answerable to the beneficiaries whose interests they must 

always put first.

 

How is a trust formed?

A trust is created by the execution of a formal written document, usually a ‘trust deed’ and the person or 

persons placing the assets into trust is known as the ‘settlor’ in the UK or a ‘grantor’ in the US. 

 

The trust deed becomes the governing document of the trust. It describes the assets being placed into 

trust, who the trustees are to be, their powers and the nature of the beneficiaries’ entitlement, e.g. whether 

at a fixed age or at the discretion of the trustees.

 

Why is a trust useful?

Trusts can be used to safeguard assets for the future: a valuable collection that has been built up over time 

can be placed into the custody of individuals who are entrusted to look after the assets for the benefit of 

future generations who may not yet have the skills or experience, or indeed the time or inclination, to do so 

themselves. Indeed trusts can be created to benefit people who are not yet born.

 

Trusts can be used to reduce exposure to tax. In basic terms placing assets into trust generally means that 

they no longer form part of the settlor’s taxable estate, thereby reducing their exposure to tax. That said a 

number of tax authorities impose immediate tax charges on the assets being placed into the trust, and/or 

continuing liability on the settlor.

 

Trusts can assist to keep matters confidential. Trusts, like bank accounts and most other family financial 

matters, are treated as private affairs. Therefore in most countries where trusts are common there is no 

obligation to register a trust, no requirement to publish details of the works held, nor the identities of the 

settlor or trustees. A settlor is therefore able to create a trust for the benefit of others without their knowing 

that they stand to benefit or without the general public prying into the ownership of a family’s assets.
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BUT NOT TO WORRY! EXPERT ADVICE IS 
AVAILABLE

Safeguarding, accounting, monitoring and 
reporting

ArtBanc provides the only specialised Collection 

Management System (CMS) and related expert 

services developed specifically for trust management 

to ensure that art assets are properly identified, 

documented and accounted to allow trustees and 

trust managers to properly monitor and report on the 

art holdings. 

Legal title and provenance 

Legal ownership of art is, unlike real estate or 

shares, not as easy to demonstrate as title deeds or 

a share certificate. Thorough research is required. 

A trustee considering taking on a portfolio of art 

should commission a thorough review of the existing 

paperwork and, if gaps become evident, ensure that 

experts in the field are involved to provide advice.

As trustees will be aware, in accordance with the 

principle ‘equity will not perfect an imperfect gift’, 

if the settlor did not hold legal title to an artwork in 

the collection it follows that neither will the artwork 

belong to the trustees.

If an artwork is to be sold by the trust, trustees should 

commission comprehensive due diligence on the work 

before considering giving any warranty or indemnity 

in relation to title.

Attribution and authentication

Certain sectors of the market and certain artists’ 

outputs can be more difficult than others to 

authenticate. One issue to keep in mind is artworks 

by artists who operated with large studios. Attribution 

issues often arise as to the extent of the artist’s 

involvement, and authentication can be a difficult 

exercise. 

Another factor to consider is that many authentication 

boards have ceased to provide opinions or wound-

up completely due to the increasing litigious appetite 

of disappointed individuals. By way of example the 

following three authenticating boards all closed in 

2012: The Andy Warhol Foundation for the Visual Arts, 

the Authentication Committee of the Estate of Jean-

Michel Basquiat and the Authentication Committee 

the Keith Haring Foundation. There are now more 

doing likewise.

A check of an artist’s catalogue raisonné is a good place 

to start. As always independent expert advice should be 

sought. Recently ArtBanc advised on the authentication 

of a work by Jacopo Tintoretto (1518 - 94).

Fashion and taste

A trustee should be aware of the current trends in the 

market. An example of a rising sector of the market 

is Photography. Photography is starting to be taken 

seriously as an artistic medium in its own right and this 

has been reflected by collectors entering the market 

in larger numbers, thereby elevating the value both in 

the primary and secondary market1.

Another rising area is works of art associated with the 

First World War: the centenary of the Great War has 

had an enormous effect on prices being achieved. 

Small etchings by C. R. W. Nevinson (1889 - 1946) that 

would have made £200 five years ago at auction are 

now routinely fetching around £2,000.

A sector of the market that is currently struggling is 

Italian and Northern European late 17th century and 

18th century landscapes that are not by leading artists. 

One of the reasons that these works do not have the 

value that they had 10 or 15 years ago is because 

current interior fashions dictate a modern, brighter 

(and bigger) form of decoration.

Values

The art market is like all markets in that values in the 

market change over time. Market values are more 

susceptible to change for sectors that go in and out of 

vogue. Trustees therefore need to ensure the regular 

review of the values of their holdings, and should seek 

to do this in a cost-effective way. 

ArtBanc provides its trusts with up-to-date, 

independent values on art and other collectibles 

through integrated valuation features embedded in 

our CMS, which provides trust companies with the 

technology and expertise to manage all high-value 

chattels and related documents for which they are 
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responsible. Through this system ArtBanc experts 

provide speedy, up-to-date valuations of chattels in 

trust at regular intervals.

Trustees who obtain valuation advice from a source 

independent of the route of sale will have a much 

more robust idea of value without the potential for 

any conflicts of interest. Moreover these values will be 

much more defensible should there be any challenge 

to the value.

Control

A trustee that does not ensure that art is properly 

and securely housed could be found to be negligent 

if damage occurs. Trustees should assess the risk 

on how artworks are displayed. For example, are 

artworks hung on walls in direct sunlight? Are works 

on paper being stored and exhibited in areas with the 

proper humidity levels?

A regular check on location and condition by experts 

is advisable. 

Insurance

Trustees are responsible for ensuring adequate 

and appropriate insurance cover is obtained. A 

beneficiary may seek to assure a trustee that all is in 

hand. A general house contents insurance policy is 

not generally suitable for valuable artworks. 

An artwork is at its most vulnerable when it is on the 

move. A trustee should ensure specialist movers are 

used and that the insurance cover is appropriate for 

the period of transit and in place for its new home. 

Regular reviews of cover will ensure fitness for purpose. 

Some insurers recommend an annual insurance audit 

across all trusts. 

The ArtBanc CMS provides an integrated feature to 

document and monitor insurance coverage, insurance 

values and locations of artworks to assist trustees and 

trust managers.

Diversification

Under general trust law, it is a common duty of trustees 

to review whether to diversify the trust holding in 

order to maximise value for the beneficiaries. This 

can be daunting on account of the nature of the 
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art market. If dealing with settlors who are keen to 

use a trust as a vehicle to hold art, a recommended 

course of action is to ensure that the trust deed 

includes express provision to relieve the trustees 

from their duty to diversify the assets and possibly to 

allow them specifically to remain invested wholly or 

predominantly in art, if that is the settlor’s intention. 

Such instruction can be set out in a letter of wishes 

accompanying the trust deed.

Beneficiaries wanting the art on their wall

By its nature art is something that often the 

beneficiaries will want to enjoy in their own home. 

This raises most of the practical problems mentioned 

above relating to safekeeping and adequate and 

proper insurance.

Trustees can protect their position by seeking an 

indemnity or a waiver from the beneficiaries for any 

damage that might occur whilst it is in the beneficiaries’ 

possession. It may be that the insurance will provide 

sufficient cover but this is something for the trustees 

to consider to ensure that they are protected.

Trustees should ensure that there is a formal written 

agreement in place recording the loan by the trustees 

to the beneficiaries. 

Tax Implications

Tax implications need careful consideration as some 

jurisdictions may view having the art in a beneficiary’s 

home as allowing the beneficiary to be effectively 

receiving a ‘benefit in kind’ from the trust. The result is 

that there may be specific tax implications depending 

on the jurisdiction concerned. The answer is to take 

professional tax advice in the relevant jurisdiction(s).

RISK MANAGEMENT: ARTBANC’S SYSTEM AND 
SERVICES

Many of the points above relate to the assessment 

and management of risk. ArtBanc provides trust 

companies with the means and the expertise to be 

active in this market.

ArtBanc provides trust companies with an enterprising 

software solution allowing them to properly manage 

high-value chattels in trust. The ArtBanc CMS stores 

all information pertaining to a collection or trust 

holding, including but not limited to: 

2

within that location) 

AN EXAMPLE TAX MITIGATING TRUST STRUCTURE IN THE CONTEXT OF ART

A typical situation is the relocation by an art collector to the UK, often for work reasons.

If the collector brings the art into the UK in their own name it immediately falls within the inheritance tax 

regime. But if the works can be placed within a trust structure before the client relocates, that effectively 

preserves non-UK ownership of those assets meaning that the tax trap will be avoided.

The common solution is to establish a trust that would own the entire shareholding of an off-shore limited 

company which in turn would own the art collection. The company provides limited liability to the directors 

of that company (for example, in the context of exhibitions and loans); the company can own the intellectual 

property of the art; and the structure insulates the art from inheritance tax when the artwork is located in 

the UK. 

If the collector wants to enjoy the art in their new home the company may loan him the art at the market 

rental rate (though it would have to satisfy itself that appropriate measures had been taken for the care of 

the art). Readers will not be surprised to learn that ArtBanc assesses such situations and is able to provide 

valuations and market rental figures.
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1 The primary market refers to new artworks (mainly contemporary art), and the secondary market refers to existing art that has been 

bought and sold before and for which there is market history.

2 Photographs of paintings, both the front and the back, sculpture in 3D.

“ArtBanc provides trust companies 
with an enterprising software 
solution allowing them to properly 
manage high-value chattels in trust”

and all historical values and changes in value 

over the period of the trust)

contact details of the broker, a copy of the 

policy, type and details of the arrangement

beneficiaries

The CMS also acts as a record of charges and liens, 

recording all information relating to any loans that 

may have been arranged against the value of the 

paintings, sculpture or jewellery held. 

ArtBanc’s experts perform regular checks on the condition 

of works on behalf of trustees and they communicate 

all information to the trust company via the CMS. The 

trustees have immediate access to the information in 

the software system and can readily perform analyses 

through the sophisticated reporting features. 

A trust service provider could, for example, generate 

a report for all the trusts that it manages on the CMS 

defined by a particular sector of the market and 

by geographical location. This data could then be 

shared via the CMS with other professionals granted 

permission of access or exported to Excel or PDF to 

be shared with others externally (e.g. an insurer). 

Insurance savings may be available as:

a) The assets and all accompanying documentation 

(such as copies of sales receipts, images, 

valuation reports etc.), are managed within 

a secure system and are readily available for 

inspection

b) Wholesale cover can be obtained for all assets 

held in the different trusts

As mentioned above, ArtBanc provides speedy and 

cost-effective, up-to-date and independent valuations 

directly through the CMS either on an annual basis or 

as the trustees demand.

CONCLUSION 

Art might be unfamiliar ground and it is proper to be 

aware of the potential pitfalls raised above, but none 

of these need be seen as preventing involvement: if 

one obtains the right advice and a suitable system for 

managing the chattels and related information one 

can proceed with confidence that art is an entirely 

appropriate asset to receive as part of a new trust or 

indeed to invest in actively. 
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T
he Elkins Case opens the door wide open to 

taking substantial discounts for undivided 

ownership positions in personal property, 

including art, for estate and gift tax purposes. In 

Elkins I, which was discussed in ArtBanc Intelligence, 

Issue 4, June 2013, the Tax Court made a small 

10% adjustment to the $9.1 million (£5.2m) notice 

of deficiency. However, in Elkins II, the Fifth Circuit 

allowed 50% - 80% discounts to value for art, resulting 

in a $14.4 million (£8.6m) refund. With this result, 

estate planning for art and other personal property 

collections may be very valuable to the collector.

On February 21, 2006, a wealthy Texan, Mr. James A. 

Elkins, Jr., passed away.1 Mr. Elkins and his family loved 

art. In their collection, the family owned 64 pieces 

by such well-known artists as Pablo Picasso, Henry 

Moore, Jackson Pollock, Jasper Johns and others. 

Due to community property laws in Texas, along with 

some creative estate planning, Mr. Elkins died owning 

undivided fractional interests in the art. In addition, 

the art was covered by a lease agreement and a co-

tenancy agreement that effectively restricted the 

ability of the other co-owners (his three children) to 

force a sale of the art. As a result of not owning the 

art outright and the restrictions on the hypothetical 

willing buyer’s ability to force a sale of the art, the 

Estate filed the estate tax return indicating a 44.75% 

discount from the full, undiscounted $23,257,3932 

(£13.3 million) pro rata value of the art.3 The IRS issued 

a notice of deficiency rejecting any discounts and 

claiming an additional estate tax owed of $9,065,266 

(£5.2 million). 

BATTLE IN THE TAX COURT

The Estate was determined to fight the IRS in Tax 

Court. In Estate of Elkins,4 the Estate abandoned 

its 44.75% discount and used two valuation experts 

who applied valuation discounts ranging from 50% to 

95% to the Estate’s undivided interests. One expert 

arrived at a discounted pro rata value of $5,462,366 

(£3.1 million) for the art (an aggregate 76.5% discount), 

and the other expert determined a discounted value 

of $7,658,645 (£4.4 million) (an aggregate 67.1% 

discount).

The IRS argued that no discount was applicable. The 

basis for such an argument rested on the assumption 

that (a) as there was no established market for 

undivided interests in art, the art must be sold in a 

retail market which assumes a sale of 100% of the art,5 

and (b) because the IRS does not require discounts 

for charitable contributions of undivided interests in 

DISCOUNTED ART RESULTS IN A $14 MILLION ESTATE TAX 
REFUND
LANCE S. HALL, ASA, FMV OPINIONS, INC.

LANCE S. HALL is a Managing Director of FMV Opinions, Inc., a national valuation and investment banking firm 

with offices in New York, San Francisco, Irvine, and Dallas. Mr. Hall heads up FMV’s estate and gift tax valuation 

practice. He may be reached at lhall@fmv.com. Additional information regarding FMV Opinions, Inc. can be 

accessed at www.fmv.com.

“Estate planning for art and other 
personal property collections may 
be very valuable to the collector”
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art it would be inconsistent for the Tax Court to allow 

discounts for intra-family gifting and estate taxes. The 

Tax Court rejected both arguments and ruled that a 

discount is applicable to undivided interests in personal 

property and, in this case, specifically, art.

In determining an appropriate discount to apply, the Tax 

Court ruled that the resale restrictions contained within 

the lease agreement and the co-tenancy agreement 

cannot be considered. In rejecting these restrictions, 

the Tax Court relied on Section 2703(a)(2)6 stating,

In view of the irrefutable evidence that the only 

way to sell a fractional interest in artwork is by 

selling the entire art by agreement or through 

a partition action filed with the court, the only 

apparent reason for including the restriction on 

sale language in the Cotenants’ Agreement and 

the Art Lease Agreement … was to reduce the 

value of Decedent’s retained fractional interests 

in the Artwork as part of a plan to make a 

testamentary transfer of his remaining interests in 

the Artwork to his children at a reduced transfer 

tax rate - a purpose which section 2703 was 

specifically intended to prevent.7

As the discounts proffered by the Estate’s experts 

were based upon the restrictions contained within 

the lease agreement and co-tenancy agreement, the 

Tax Court determined its own nominal 10% discount. 

The Tax Court’s rationale for such a low discount was 

the fact that a daughter had testified that the family 

loved the art and wanted to keep the art in the family. 

Considering the immense wealth of the family and their 

desire to maintain ownership of the art, the Tax Court 

created a scenario whereby the “hypothetical willing 

buyer” would buy the Estate’s undivided interest in 

the art at a 10% discount and turn around and sell the 

art back to the family at its full, undiscounted, value.

VICTORY IN THE FIFTH CIRCUIT

The Estate appealed the Tax Court’s ruling and, on 

September 15, 2014, the Fifth Circuit overturned the 

Tax Court’s ruling and granted the Estate a $14 million 

(£8.6 million) refund.8 Not only did the Fifth Circuit 

reject the Tax Court’s 10% discount, but mandated 

the use of the discounts presented at trial, which were 

substantially larger than the discounts used by the 

Estate in its tax return. 

The simple reason that the Fifth Circuit overturned 

the Tax Court is that there was no expert testimony 

from the IRS regarding the value of the Estate’s art 

interests. After ruling that the IRS’s presumption of no 

discount was legally incorrect, it was the view of the 

Fifth Circuit that the Tax Court was left with only the 

testimony of the Estate’s valuation experts. 

… given the total absence of substantive evidence 

from the Commissioner on the issue [of the 

discount], the Tax Court should have accepted and 

applied the uncontradicted quantums of the partial-

ownership discounts that the Estate proved with 

much more than substantial evidence. … We repeat 

for emphasis that the Estate’s uncontradicted, 

unimpeached, and eminently credible evidence 

in support of its proffered fractional-ownership 

discounts is not just a ‘preponderance’ of such 

evidence; it is the only such evidence. … we 

conclude that the discounts determined by the 

Estate’s experts are not just the only ones proved in 
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court; they are eminently correct. [emphasis added]9 

The Fifth Circuit could have stopped there. However, 

it went on to comment regarding a number of 

assumptions made by the Tax Court. While not 

explicitly rejecting the Tax Court’s application of 

Section 2703(a)(2), the Fifth Circuit clearly viewed the 

resale restrictions contained in the lease agreement 

and co-tenancy agreement as in force and having a 

negative effect on value. In rejecting the 10% discount 

concluded by the Tax Court, the Fifth Circuit stated, 

“the situation is only exacerbated by the effect of 

the various restrictions on partition, alienation, and 

possession that survived the death of the Decedent.”

In addition, the Fifth Circuit was particularly harsh in its 

judgment regarding the assumption used by the Tax 

Court that the ‘hypothetical willing buyer’ could buy the 

fractional interests at a 10% discount and immediately 

sell those interests to the family for a full, undiscounted, 

pro rata value. According to the Fifth Circuit, 

…the Tax Court inexplicably veers off course, 

focusing almost exclusively on its perception of 

the role of “the Elkins children” as owners of the 

remaining fractional interests in the works of art 

and giving short shrift to the time and expense that 

a successful willing buyer would face in litigating 

the restraints on alienation and possession and 

otherwise outwaiting those particular co-owners. 

Moreover, the Elkins heirs are neither hypothetical 
willing buyers nor hypothetical willing sellers, 

any more that the Estate is deemed to be the 

hypothetical willing seller.10

In reaching its decision, the Fifth Circuit admonished 

the Tax Court stating 

We are never comfortable in disagreeing with, much 

less reversing, a jurist of the experience, reputation, 

and respect enjoyed by the Tax Court judge whose 

work product we are called on to review today. Yet 

our review of the court’s extensive explication of 

this case and its ultimate conclusion that the proper 

discount is 10 percent, leaves us with the “definite 

and firm conviction that a mistake has been made.” 11

LESSONS LEARNED

The Fifth Circuit’s decision in Estate of Elkins opens 

the door to the extensive use of fractional interests in 

art (and other personal property) in estate planning. 

The IRS is likely to abandon its contention that no 

discounts are applicable in valuing undivided interests 

in art. In fighting these undivided interest discounts, 

the IRS will now be required to retain experts to value 

such undivided interests. Moreover, the magnitude of 

the discounts (which the Fifth Circuit proclaimed “are 

eminently correct”) will encourage the IRS to consider 

substantially larger discounts than previously allowed.

Given the fact that the discounts accepted by the Fifth 

Circuit are substantially larger than those used by the 

Elkins’ estate in its estate tax filing, the Fifth Circuit’s 

decision is a clear and total victory for the taxpayer. 

1 Mr. Elkins’ estate paid $102 million (£58.5 million) in estate taxes.

2 See footnote #9 of the Tax Court’s decision

3 For estate tax purposes, the tax is imposed on the “fair market value” of the assets held by the Estate. Fair market value is defined 

as “the price at which the property would change hands between a willing buyer and a willing seller, neither being under any 

compulsion to buy or to sell and both having reasonable knowledge of relevant facts.” §20.2031-1(b)

4 Estate of James A. Elkins, Jr. - 140 T.C. No. 5 (March 11, 2013)

5 In the Fifth Circuit’s decision, footnote # 18, the Court states “In fact, the testimony [of the IRS’s experts] that there is no recognized 

or established market for undivided interests in art lends support to a greater discount. The absence of an established market 

would be a factor that a willing buyer would consider as calling for a deeper discount of fractional interests in art. Such absence 

does not, however, mean that willing buyers and willing sellers of fractional interests in art do not exist and cannot find one another 

through means other than an established market….”

6 Section 2703 (a)(2) requires that the valuator ignore “any restriction on the right to sell or use such property.” However, if the 

restrictions can be shown to be (1) a bona fide business arrangement, (2) not a device to transfer assets to the junior generation at 

less than fair market value, and (3) comparable to other arms’-length transactions, the restrictions can be considered. 

7 Estate of James A. Elkins, Jr. v. Commissioner - No. 13-60472

8 ibid.   9 ibid.   10 ibid.   11 ibid.
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A
ncient Greek and Roman art has been long 

prized by the elites of the Western world and 

has served as an enduring marker of power 

and status. By the time of the growth of the power 

of the Romans, Greek art was coveted and admired: 

in 70BC, the Roman lawyer Cicero prosecuted the 

former governor of Sicily, Gaius Verres, for corruption 

and extortion, and his argument destroying Verres’ 

character centred on Verres’ theft of Greek and 

Sicilian artworks from towns and individuals under the 

governor’s care. Cicero alleged that Verres had used 

these pillaged artefacts to beautify his own house 

and buy friends and political allies through strategic 

gifting: his oratory was so powerful that Verres fled 

Rome before the trial was even complete.

The birth of the publicly accessible, secular museum, 

beginning with the establishment of the Ashmolean 

Museum in Oxford in 1683, and continuing with the 

British Museum in 1753, gave ancient art a new role 

as the archaeological evidence of the world of the 

ancients and an emblem of the artistic potential of 

the human being across the ages. And in the modern 

world, reaching back to the transportation by Lord 

Elgin of the marbles from the Parthenon to London 

in the earliest decades of the nineteenth century, a 

further layer of political significance has been added 

to ancient art, representing the cultural heritage 

proper to a particular country, vital to its identity and 

proof of its current international standing. 

And to come to the present day, the art market’s 

interest in classical art has also been increasing rapidly. 

For some decades seen as the ‘poor relation’ in 

comparison to Modern or Contemporary art, ancient 

art is coming back into the spotlight. The 5,000 year 

old, 8.3cm high, Mesopotamian Guennol Lioness was 

for three years the most expensive sculpture ever sold 

at auction, reaching $57.2 million (£27.8m) in 2007. 

Significant pieces regularly sell for seven figure sums, 

and the most outstanding command a plump eight 

figures: for instance, in 2010 Sotheby’s New York sold 

a marble bust of the deified Antinous, the only known 

classical representation outside coin portraits of the 

young man adored by the emperor Augustus, sold for 

$23,826,500 (£15.1m), many multiples of its estimate 

of $2 - $3 million (£1.27 - £1.9m). The following year, 

the auction house again smashed through a similarly 

modest estimate for a Second Century AD marble 

group of Leda and the Swan, which had been recently 

THE REVIVAL OF ANCIENT ART
DR LIZ SAWYER

DR LIZ SAWYER  studied classics at Trinity College, Oxford, and her D.Phil. was on the reception of Thucydides 

in contemporary American political discourse. She is the Director of Events, Education and Outreach at Kallos 

Gallery in Mayfair. Kallos Gallery was founded by Baron Lorne Thyssen-Bornemisza in May 2014 and not only 

showcases some of the most exquisite examples of ancient Greek art that are available on the private market, 

but the gallery also hosts lectures, recitals and events, and maintains a educational programme for school 

pupils, students and the wider public.

“Ancient Greek and Roman art has 
been long prized by the elites of the 
Western world and has served as 
an enduring marker of power and 
status”
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discovered in Aske Hall, North Yorkshire after being in 

the collection of the Marquess of Zetland since 1789, 

with a sale at $19,122,500 (£12.2m). Independently of 

the auction houses, London has also recently witnessed 

increased activity on the part of specialist dealers 

with two locally based businesses moving into larger 

premises, the opening of the London branch of an 

important firm from New York and the establishment 

in Mayfair of a major new player in the field. 

Several factors have led to this revival of interest in 

antiquities, coming after the ignominy into which 

the trade had plummeted in the wake of scandal 

and controversy since the 1970s. Sotheby’s removal 

of classical antiquities, Indian and Himalayan art 

away from London to New York in 1997 following 

investigations into its sales of illicit artefacts, while 

the media spotlight lingered over every aspect of the 

bitter conflict between one of the richest museums 

in the word, Los Angeles’ Getty Museum, and the 

Italian government in a drawn-out trial that resulted 

in the return of 40 pieces of ancient art from the 

museum to Italy and the just-scraped acquittal in 

2007 of the Getty’s curator Marion True on trafficking 

charges. Behind both investigations lay the UNESCO 

1970 Convention, or to give it its unwieldy full title, 

the UNESCO 1970 Convention on the Means of 

Prohibiting and Preventing the Illicit Import, Export 

and Transfer of Ownership of Cultural Property, a 

treaty currently signed by 127 countries and which 

was intended to prevent damage to archaeological 

sites and discourage smuggling by clamping down on 

the removal of artefacts from their countries of origin.

The consequences of the UNESCO convention 

have been wide-ranging and unexpected. Since 

the purchasers of artefacts removed from source 

countries after the Convention came into force 

in 1970 were theoretically exposed to the risk of 

potential requests for restitution of the artefact by 

the authorities of those countries, private collectors 

and museums alike reacted with a ‘flight to quality’ 

response that created an ever-widening rift between 

the top and the bottom ends of the market. Artefacts 

with a long-established, securely documented 

provenance from before 1970 saw their values rise 

reliably and rapidly, while others became increasingly 

difficult to sell, viewed suspiciously by auction houses, 

purchasers and dealers alike, and fated to languish in 

A Marble Portrait Bust of Antinous, Roman Imperial, Reign 
of Hadrian, a A.D. 130-138
Price Realised: $23,826,500 - December 2010
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A Marble Group of Leda And The Swan, Roman Imperial, 
Circa 2ND Century A.D.
Price Realised: $19,122,500 - December 2011
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bonded warehouses, unseen and unstudied. One of 

the results of this tightening-up is that a high quality 

piece of ancient art with verified provenance, such 

as a published pre-1970 photograph, and that has 

been successfully checked against an international 

database of stolen art such as the Art Loss Register, 

is an even more secure investment now than it ever 

has been.

The repatriation of artefacts to source countries 

has also highlighted the financial burden placed 

on struggling economies, such as those of Italy 

and Greece, to maintain their cultural heritage in 

appropriate and accessible ways. Novel ways are now 

being explored to achieve these important goals for 

posterity. Earlier this year, work began on a €2 million 

restoration project of the Trevi Fountain in Rome, 

entirely paid for by the luxury fashion house Fendi. 

Tod’s founder and chief executive Diego Della Valle 

has pledged €25 million to restore the Colosseum. The 

commitment of these opinion-shaping, aspirational 

brands to philanthropy only raises the profile, and 

therefore the associated value, of cultural heritage, by 

making the classical world relevant - and fashionable 

- once more. 

A perennial problem for the antiquities market has 

been that of forgery, and that is also being addressed 

by the imposition of stricter provenance checks and by 

modern scientific techniques for testing artefacts, with 

a consequential peace of mind for both new entrants 

into the market and the experienced collector. In a 

landmark case in 2012, an American doctor and avid 

ancient coin collector was prosecuted for attempted 

criminal possession of stolen property, after trying to 

sell at auction three coins that he believed to have 

been recently looted. The coins were later discovered 

to be forgeries. The court mandated that he write an 

article for the magazine of the American Numismatic 

Society outlining responsible collecting practices, 

in which he warned potential buyers of the risks of 

faked items being introduced into established and 

well-known coin hoards and slipping through an 

unrigorous vetting procedure. However, new scientific 

techniques can now all but eliminate such unsettling 

prospects. For instance, thermoluminescence 

testing for ceramic-based products such as pots and 

statuettes can establish reliably whether an object was 

fired in antiquity or only within the last few hundred 

years. Tests can also be carried out on gold, silver 

and other metals using Scanning Electron Microscopy 

(SEM), Induced Coupled Plasma Mass Spectrometry 

(ICP-MS), and Particle Induced X-Ray Emission (PIXE). 

Some but not all of these methods require a sample 

of the artefact to be taken, which should be done 

under the supervision of an expert restorer in order 

to minimise the impact of the sample’s extraction on 

the aesthetic qualities of the piece. Such tests can 

be extremely reassuring to collectors, museums and 

dealers, and again help to ensure that the artefact’s 

value is protected from damaging discoveries in the 

future.

The final factor in the revival of ancient art is quite 

simply that of the quality of the artworks themselves. 

Pieces of ancient art have already passed ‘the test 

of time’ that Modern and Contemporary works 

have still to endure, having been selected for 

preservation by generation after generation. They 

have demonstrated that they have enduring appeal 

throughout the centuries, maintaining their values 

through changing tastes or attitudes to antiquity. 

Collectors have a strong sense of stewardship over 

their pieces, which they understand that they have 

possessed for only the most recent, short, chapter 

in the story of the lifespan of the artwork itself. For 

some, there is also great satisfaction to be had from 

working with museums, loaning their collections 

for exhibitions, and contributing to scholarship by 

allowing academics to curate, study, and publish their 

collections. Most importantly, collectors know that 

they play a vital part in the preservation of cultural 

heritage for the generations and ages yet to come, 

and through their actions and decisions can shape the 

way that society in the future will value and appreciate 

both themselves and the past. And the possession of 

that kind of power is priceless. 

“A perennial problem for the 
antiquities market has been that of 
forgery, ”
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JOHN FINNEGAN is a fine art specialist with 20 years experience focusing on Impressionism, European, American 

and Asian Art. He handles private sales on behalf of ArtBanc. He can be contacted at jfinnegan@ArtBanc.com.

O
f all the emerging markets, the 

Chinese art market has been 

by far the strongest over the 

last decade and it remains one of the 

most dynamic in terms of both size and 

sales. It is no exaggeration to say that 

its development during this period 

has fundamentally transformed the 

structure of the international art trade.

The period from 2008 until 2011 

witnessed remarkable growth in the 

auction sector in China, with combined 

values increasing by over 500%. By 

2011, China’s market share overtook 

the US, but, after several years of 

continuous growth, the market slowed 

in 2012; amidst decreased sales, lower 

prices and reduced volume with the 

result that the Chinese market fell 

back into third place in the global 

rankings behind the US and Europe. The recovery 

began early in 2013, but although it is the premier 

emerging market, China remains the third largest 

market globally after the US and Europe.

Clare McAndrew’s TEFAF Art Market Report 20141, 

released in March 2014, included a special feature on 

the Chinese market. McAndrew divides the market 

THE CHINESE ART MARKET TODAY
JOHN FINNEGAN, ARTBANC

into two main sectors; the auction sector, which 

accounted for 70% of all the business transacted and 

the private sector, which included sales transacted 

through galleries, accounting for the balance of 

30%. As of the beginning of 2014, there were 382 

licensed auction houses, an increase of 59% since 

2009, and between them these licensed businesses 

accounted for $6.1 billion (£3.7bn) in sales in 2013. 

Global Art Market Share
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Beijing accounted for 28% of these sales, Shanghai 

14% and Hong Kong 14%. The leading auction 

houses measured by volume of sales were Poly 

Auction (POLY), the state-run entity, followed by 

China Guardian, Christie’s, Sotheby’s and the Beijing 

Council. These sales represented over 20% of all 

auction sales worldwide, second only to the US with 

a 33% share of the market, but ahead of the UK 

with 17%. Sales by international auction houses to 

mainland China accounted for a further $2.3 billion 

(£1.4bn), up by 42% from the previous year in direct 

response to increased demand. In calendar year 

2013, the Chinese art market, in sum, accounted for 

$8.5 billion (£5.15bn) of sales or 24% by volume.

Traditional Chinese art accounted for the majority of 

sales in mainland China, with paintings and calligraphy 

accounting over 50% of all sales and ceramics and 

decorative arts just under a quarter. Oil painting and 

Contemporary art, by contrast, both of which attract 

more attention outside of China, accounted for only 

10% of overall sales.

China was fortunate to escape major economic 

setbacks in 2013; as its property market avoided a 

hard landing and its banking crisis proved to be short-

lived. It has been estimated that mainland China’s 

collective wealth has been growing by 10% year-on-

year and that it stood at $22.2 trillion (£13.5trn) in 

2013. Although the High Net Worth population has 

been steadily increasing, it still represents only 0.1% 

of the total population.

DEMAND

Migration from the countryside has resulted in a 

huge shift of population to urban centres: in 1990, 

a quarter of the population lived in cities, whereas 

in 2014 it was over half or 720 million people. With 

an expanding middle class and a healthy appetite 

for luxury goods, particularly in such major urban 

centres as Beijing and Shanghai, the number of 

potential art buyers can be expected to increase 

dramatically over the next 10 years. 

Current demand remains high as collectors continue 

to refine their taste and as new collectors enter the 

market with newfound wealth. Art market research 

indicates that High Net Worth collectors in China hold 

a relatively higher proportion of their wealth in art and 

antiques compared to typical holdings elsewhere. In 

China, the average is 17% compared to 9% in the US, 

7% in the UK and only 3% in India.

The deceleration in growth of 2012 previously 

referred to has been attributed to a slowdown in 

economic growth, credit constraints and a smaller 

quantity of desirable property on the market. 

Other factors that influence demand that have 

been identified are concerns over provenance and 

authenticity. As demand for fine art rises, so does the 

supply of fakes. In one example, Liu Xilin, editor of 

The Complete Works of Qi Baishi at the Beijing Fine 
Arts Academy, said about half the Qi Baishi works 

that come up for auction in China are fake. “I can see 

that by just looking at their catalogues.” In the past 

20 years, works attributed to Qi Baishi have been put 

up for auction more than 27,000 times in China. In 

one sign of the mania, 5,600 works attributed to Qi 

Baishi came on the market in 2011, up from roughly 

380 works in 2000.

Current Chinese law absolves auction houses from 

any responsibility for selling fakes or forgeries and a 

recent study of sales at mainland auction houses by 

the China Association of Auctioneers (CAA) found 

that about half the sales of artworks valued at more 

than $1.5 million were not completed because the 

buyers claimed that the works in question were 

questionable or forgeries. In a recently article 

written by David Barboza for the New York Times, 

it was reported that a recent industry study noted 

that, in 2012, Poly Auction had one of the worst 

records of default buyers and they failed to notate 

these transactions in record which effectively 

resulted in dramatically skewed sale figures. In 

doing so, the study also pointed out that Poly’s 

revenue was one of the most exaggerated among 

the top houses and that they have refused in recent 

years to allow the CAA to publish full details of 

its sales. Default rates in Europe and the US, by 

contrast, are negligible.

“Chinese über-collectors have begun 
to look westward”
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2014

Currently the Chinese market appears willing to pay top 

prices for the rarest of works when offered with ideal 

pedigrees and an unquestionable provenance. The mid-

market is also showing continued strength, as demonstrated 

by the performance of decorative arts. Results for the 

calendar year 2014 promise to be a continuation of those 

noted in 2013. Record prices are still being realised, for 

example, the Ming dynasty Thangka that sold for $45 

million (£28.6m) and the porcelain Chicken Cup that sold for 

$36.05 million (£23m), both to the same Chinese collector, 

Liu Yiqian, albeit in different sales. On 17th September 

2014, a very important Fencai Imperial Qing Dynasty vase 

realised $24.7 million (£15.2m) at Skinner Auction in Boston.

In hindsight, some comparisons can be made between 

the American Industrial age collectors such as the Mellons 

and Havemayers and China’s new elite in the way of the 

social benefits of collecting, newly acquired wealth and 

their desire to spend it. In the past Chinese collectors 

have remained relatively exclusive to collecting Chinese 

art and have of late effectively driven down most Western 

attempts in acquiring the best available examples. Their 

recent external expansion of collecting can be attributed 

in part to the ultra-excessive costs involved in acquiring 

elite artworks, such as the Quanlong period, Imperial Yang 

Cai reticulated double-walled vase that sold for £43 million 

($67.5m) at Bainbridge’s in the UK in 2010. These Chinese 

über-collectors have begun to look westward as can be 

noted by the recent acquisition of Van Gogh’s flowers sold 

for $61.7 million (£38.7m). In contrast to the late American 

industrial and progressive eras, the new collector has 

unfettered access to a plethora of elite works unlike the 

exclusive offerings by dealers such as Lord Duveen and 

Knoedler’s in the early part of the 20th Century. There 

can be little speculation that as elite Chinese artworks 

become more expensive, top-end Chinese collectors will 

further their interest in similarly equitable or desirable 

western works; affecting acquisition costs and demand 

due to this newly heightened global demand accented by 

unprecedented wealth. 

Therefore, anticipate record prices throughout 

2015, particularly for the best of the best, barring 

any renewed global financial crisis. Long-term 

prospects for continued growth appear strong as 

the market continues to remain confident in overall 

Asian economic growth, China’s stable political status 

and their continued economic growth in relation to 

Western markets. 

1 Clare McAndrew, TEFAF Art Market Report 2014, The Global 

Art Market, with a Focus on the US and China, The European 

Fine Art Foundation, 2014

A Highly Important Imperial Embroidered Silk Thangka  
Yongle Six-Character Presentation Mark and of the Period 
(1402-1424)
Price Realised: HK$348,440,000 / $45,142,597 / £28,626,300 
- November 2014
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The Meiyintang ‘Chicken Cup’
Price Realised: HK$281,240,000 / $36,272,700 / £23,001,700 
- April 2014

Im
ag

e 
C

o
ur

te
sy

 S
o

th
eb

y’
s



29WWW.ARTBANC.COM

LONDON - OCTOBER 2014

T
he battleground at the Contemporary auctions 

in London during Frieze week was primarily for 

European art, and specifically that of the Italian 

and German schools.

Since 1999, both Sotheby’s and Christie’s have devoted 

separate catalogues to Post-War Italian Art. Sotheby’s 

gallery of all-white works emphasised the importance 

of white in the colour hierarchy of Italian art of the 50s 

and 60s. Prices for the work of Fontana and Manzoni 

have seen an enormous rise in the last decade and it 

was no surprise that buyers turned their attention to the 

lesser-known shaped canvases of Enrico Castellani (£3.8 

million ($6,059,580)) and Agostino Bonalumi (£626,500 

($1,004,718)) both of which more than doubled previous 

world auction records. Manzoni’s corrugated canvas 

covered in kaolin Achrome fetched £12.6 million 

($20,249,118) (estimated at £5 - £7 million ($8 - $11.2 m)). 

Manzoni made hundreds of smaller works of this title but 

only nine full-scale versions, the majority of which are in 

museum collections. The first Italian sale realised over £5 

million ($8,359,550). Christie’s Italian Sale totalled £27.6 

million ($43,968,896) while the Manzoni world record 

helped Sotheby’s to a total of £41.4 million ($66,724,062) 

the highest result ever achieved in this category.

In the general Evening Sales, the results were 

almost exactly reversed. Christie’s totalled £40.3 

SUSANNAH POLLEN  is an ArtBanc Senior Expert Adviser. She joined Sotheby’s in 1981, building her reputation 

during her time as a Senior Director of Sotheby’s Europe. From 1990 - 2004 as Head of 20th Century British 

Art Susannah pioneered successful sales of Irish and Scottish Art, 20th Century British Sculpture, and Post-War 

British Art. Susannah achieved record results for single owner collections such as Save and Prosper, Robert 

Hiscox and those of Stanley Seeger and Toledo Art Gallery. Since 2004, Susannah has been a leading advisor to 

major private collectors of British art in the Modern and Contemporary field. 

THE POST-WAR AND CONTEMPORARY ART MARKET
SUSANNAH POLLEN

million ($64,309,133) against Sotheby’s £28.2 million 

($45,440,996). Christie’s had also won 44 works from the 

Austrian Essl Collection (£46.86 million ($75,306,431)). 

There were few masterpieces at either house and 

whilst results were solid in the wake of stock market 

falls prices were not spectacular. Leading Germans 

Baselitz, Kippenberger and Kiefer were represented 

but most attention and comment was focused on the 

performance of Richter and Polke, two very different 

artists of this older generation. The world record for a 

work by Polke is £5.75 million ($9.2m). In anticipation 

of a major exhibition of Polke’s work that began at 

MoMA in New York and arrived this month at Tate 

Modern, clever buyers have been acquiring good 

works at prices significantly less than those of Richter 

whose world auction record stands at £24.4 million 

($37m) and whose market has seemed unstoppable. 

A total of twenty-two works by Richter were offered. 

Eight were small works up to £500,000 ($800,000) and 

all of these performed strongly. However Richter’s 

mid-market has undoubtedly slowed; works at this 

level fetched just within estimates and five remained 

unsold including the most expensive at £7 - £10 million 

“The results for ‘blue chip’ artists 
show both losses and spectacular 
returns but little consistency”
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($8 - $11m). In contrast, nine works by Polke appeared 

across the sales, every one of which exceeded their 

high estimates.

NEW YORK - NOVEMBER 2014

In a booming market which continues to see 

remarkable totals for Post-War and Contemporary 

auctions (Christie’s $852,887,000 (£535.9 million) and 

Sotheby’s $343,677,000 (£219.5 million), sales reports 

tend to highlight results for the work of hot young 

artists selling out at gallery shows and subsequently 

being ‘flipped’ at auction for many times a gallery price. 

Reports are further dominated by the spectacular 

success of masterpieces and the degree to which fresh 

appearance on the market contributes to record prices. 

However, most auctions also provide the opportunity 

to judge the re-sale market for works. The two big 

evening sales offered sixteen works had that previously 

appeared in the last five years and, of these, ten were 

subject to guarantees - re-assurance for owners well 

educated in the risks of returning a work too early to 

the market. The results for ‘blue chip’ artists show both 

losses and spectacular returns but little consistency.

The performance of middle market Warhols appeared 

steady. Diamond Dust Shoes, two strong Self Portraits 
and a Mona Lisa brought annualised returns of 12% 

- 15%, yet an iconic small Soup Can only managed 

Peter Doig, Pine House, Oil on Canvas, 1994
Price Realised: $18,085,000 / £11,490,100 - November 2014
© Peter Doig. All Rights Reserved, DACS 2014.
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0.4% per annum since May 2012. A large Koons 

sculpture Pink Panther fared less well. It had carried 

a guarantee in May 2011 selling on an irrevocable bid 

of $16.8 million (£10.3m). This time, on a risky estimate 

of $8 - $12 million (£5.1 - £7.7 million) it reached $15.8 

million (£10m). A small Calder acquired in May 2009 

for $386,500 (£255,000) failed to sell. In contrast a 

beautiful white Richter that first sold less than two 

and a half years ago for $4.4 million (£2.8m) made $9.1 

million (£5.8m) this time round, an annualised return of 

35.3%. Three works by Christopher Wool were on offer, 

two of which had been sold barely six months before 

the world record price achieved last year ($26,485,000 

/ £16,663,520), and achieved returns varying from 

15.2% to 43.4%. Finally there were impressive results 

for two very different figurative painters. The artist 

known simply as Sturtevant died in May this year and 

is currently subject of a retrospective at MOMA. Her 

appropriation of Lichtenstein’s imagery in Lichtenstein, 
Frighten Girl was bought in November 2011 for 

$710,500 (£440,000) - in November this year it cost 

the buyer $3,413,000 (£2.2m), an annualised return of 

68.3%. Peter Doig’s Pine House (Rooms for Rent) first 

appeared at auction in New York in November 2008 

where it failed to sell. It was re-offered in London in 

October 2009 and reached $2,263,000 (£1.4m). This 

piece broke the world auction record at a remarkable 

$18,100,000 (£11.5m), an annualised return of 50.6%. 

For the right work timing is everything. 
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NEW YORK - NOVEMBER 2014 

A 
very welcome surprise in the New York 

November sales was the appearance and 

successful sale of a total of 24 Impressionist 

paintings - which included three masterpieces - 

when critics have for many years argued that the 

Impressionist market has dried up. The undoubted 

highlight was Manet’s ravishing painting titled Le 
Printemps, depicting a fashionable young woman in 

the Luxembourg Gardens in Paris. There are very few 

masterpieces by Manet left in private collections and 

this work was the most beautiful one to be sold at 

auction since the end of the Second World War. Not 

surprisingly, six bidders chased the Manet to a fine 

$65,125,000 (£41 million), the winning bid realised by 

the Getty Museum in Los Angeles. Some may even 

say that this price was not expensive, compared to 

the prices paid for Picassos, Giacomettis, Bacons 

and Warhols. If Munch’s Scream could reach almost 

$120 million (£73.9m), then the Manet was a bargain 

when one considers that Manet was the greatest of 

the Impressionist painters. The fact that it had been 

continuously in the possession of the same family 

since 1909, when it was purchased from Durand-Ruel, 

was undoubtedly an important consideration.

Sotheby’s far more successful sale offered the market 

three more masterpieces: Giacometti’s guaranteed 

bronze sculpture, Chariot, only received one bid, yet 

THE IMPRESSIONIST AND MODERN ART MARKET
MICHEL STRAUSS

Edouard Manet, Le Printemps, Oil on Canvas, 1881 
Price Realised: $65,125,000 / £41,028,750 - November 2014 
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made $100.9 million (£63.1m), a sum just below the 

$103.9 million (£65.0m) paid four years ago for the 

sculptor’s greatest work, The Walking Man; the other 

two consisted of a brilliantly painted Vase of Poppies, 

Vincent Van Gogh, Nature Morte, Vase aux Marguerites et 
Coquelicots, Oil on Canvas, 1890 
Price Realised: $61,765,000 / £38,697,450 - November 2014
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Claude Monet, Alice Hoschedé au jardin, Oil on Canvas, 
1881
Price Realised: $33,765,000 / £21,154,690 - November 2014
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painted by van Gogh shortly before his death, making 

$61.7 million (£38.7m) - double the low estimate - and 

a magnificent painting by Monet of his wife, Alice 
Hoschedé au Jardin, painted at Vétheuil in 1881, 

which achieved $33.7 million (£21.1m). 

Whereas Christie’s sales of Post-War and Contemporary 

Art regularly realise far higher totals than Sotheby’s, in 

the field of Impressionist and Modern Art Sotheby’s 

outstrips Christie’s. This time, quite extraordinarily, 

the difference in their evening sale totals was quite 

exceptional, Sotheby’s realising the highest ever of 

$422,110,000 (£266.4 million) as against $165,635,000 

(£104.3 million) by their competitor. 

“There are very few masterpieces by 
Manet left in private collections and 
this work was the most beautiful one 
to be sold at auction since the end of 
the Second World War”



33WWW.ARTBANC.COM

GENEVA - NOVEMBER 2014

T
he jewellery market is in excellent health as 

shown by the results from the recent autumn 

sales. At Christie’s Geneva, on 11th November, 

they achieved the highest total ever for a jewellery 

auction - $150,216,000 (£94.5 million). 

The room was as full as I have seen for many years 

with numerous collectors and dealers physically 

participating rather than leaving a written bid or 

being on the phone. Their presence adds something 

special to the atmosphere of the saleroom and when 

potential buyers actually see bidding from the floor it 

creates confidence in the room. 

The highlight of the sale was a superb 392 carat 

Ceylon sapphire called ‘The Blue Belle of Asia’ that 

was discovered in 1926 and later bought by the British 

motor magnate Lord Nuffield in 1937. It is the fourth 

largest sapphire in the world, all of which come from 

Ceylon, and the new owner paid $17,564,156 (£11 

million) to acquire this exceptional gemstone. 

Laurence Graff was buying some of the top lots in the 

sale to keep up with the demand for the finest jewels. 

One of his purchases was a pair of fancy vivid blue 

and fancy vivid pink diamond ear pendants by Bulgari 

that each weighed over six carats which he acquired 

for $16,056,734 (£10.1 million). 

THE JEWELLERY MARKET
RAYMOND SANCROFT-BAKER

RAYMOND SANCROFT-BAKER began working at Christie’s in 1969 in the Coins and Medals department and 

conducted coin auctions in New York, Geneva, Amsterdam and London. He became a director in 1981 and 

took charge of the jewellery department in London in 1988.   In 1992 he created the first theme sale in Geneva 

devoted to jewellery, clocks and objects by Cartier. Subsequently he helped organize sales in Hong Kong and 

Los Angeles before working in Geneva for two years. He returned to London in 1999 where he was responsible 

for the historic sale of jewellery belonging to HRH The Princess Margaret in 2006. Raymond is now a consultant 

to Christie’s International jewellery department. He became a Fellow of the Gemmological Association in 1992.

A Spectacular Sapphire and Diamond Necklace, Centering 
upon a cushion-shaped sapphire, weighing approximately 
392.52 carats, suspending a brilliant-cut diamond tassel 
pendant with oval-shaped diamond terminals, to the 
brilliant-cut diamond neckchain, mounted in gold
Price Realised: 16,965,000 CHF / $17,564,156 / £11,057,600 - 
November 2014
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The cover lot was an antique diamond ‘Feuilles de 

Groseillier’ brooch by Bapst that had once formed 

part of the French Crown Jewels, which were sold by 

Empress Eugenie of France in May 1887. It was given 

to the famous Opera singer, Lucrezia Bori (1887 - 

1960), by the board of the Metropolitan Opera of New 

York and in her will she bequested (bequeathed?) the 

brooch back to the opera house. It had been exhibited 

since 1960 and now sold for $2,365,700 (£1.5 million).

However the lot that caused the greatest surprise 

(and applause) was the gold and gem set ‘Parrot Tulip’ 

“The jewellery market is in excellent 
health”

An Antique Diamond ‘Feuilles De Groseillier’ Brooch, by 
Bapst
Price Realised: 2,285,000 CHF / $2,365,700 / £1,490,580 - 
November 2014
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by JAR. Designed as a sculpted gold flower, the two petals 
at the base forming the hinged cuff, enhanced by single-cut 
diamonds and circular-cut green garnets, 1994
Price Realised: 3,525,000 CHF / $3,649,493 / £2,299,470 - 
November 2014
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bangle by JAR that was created in 1994 and estimated 

at $200,000 - $300,000 (£125,000 - £190,000). The 

bidding quickly reached over million dollars from then 

on two determined bidders forced the price up to a 

huge $3,649,493 (£2.3 million); such is the demand for 

exceptional pieces by Mr Joel Rosenthal. 

The following day it was Sotheby’s turn to hold their 

auction, which realized $95,543,514 (£60.4 million). 

The highlight of the sale was the ‘Graff Ruby’ from 

the collection of Dimitri Mavrommatis. It was an 8.62 

carat cushion-shaped ruby that fetched $8,600,000 

(£5.4 million), which established a new world record 

for a ruby. The quest for pearls continues unabated 

with a natural pearl and diamond necklace formerly 

in the collection of Josephine de Beauharnais, Queen 

of Sweden and Norway (1807 - 1876). It was sold for 

$3,426,000 (£2.15 million) having previously been sold 
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at auction in London in 1994 for $164,000. 

Coloured gemstones are also in great demand 

exemplified by the 27.54 carat Kashmir sapphire that 

set a new world record price of $5,984,000 (£3.76 

million). Vintage Cartier has always been popular, but 

over the past few years there has been much more 

interest in their boxes and clocks for which the quality 

and breath of design is unique. Collectors have always 

been fascinated by the Cartier mystery clocks, and a 

‘Model A’ made in 1927 was now on offer and created 

a new world record, selling for $628,000 (£394,350). 

So ended two very successful days in Geneva.

“It seems that the hundred million 
dollar jewellery sale is normal”

NEW YORK - NOVEMBER 2014
Shortly after the Geneva sales, Sotheby’s sold 41 

jewels from the collection of Mrs Paul Mellon in 

New York.

The highlight was a superb 9.75 carat pear-shaped 

fancy vivid blue diamond that sold for $32,645,000 

(£20.8 million) or $3.3million (£2.1m) per carat - a new 

world record price. Amongst the many treasures was 

a 9.15 carat blue diamond selling for $2,965,000 (£1.9 

million) and a diamond riviere by Cartier that reached 

$2,797,000 (£1.78 million). 

On November 25th, Christie’s Hong Kong sold a 10.10 

carat ruby brooch for $8,428,127 (£5.38 million), which 

is not far behind the world record price. The sale 

totalled $95,050,066 (£60 million) and so it seems that 

the hundred million dollar jewellery sale is normal, 

whereas just few years ago it would have been a one-

off event. 

A Magnificent and Rare Fancy Vivid Blue Diamond Pendant
The pear-shaped Fancy Vivid Blue diamond weighing 9.75 carats, mounted in platinum
Price Realised: $32,645,000 / £20,802,269 - November 2014
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SUSANNAH POLLEN is an ArtBanc Senior Expert Adviser. She joined Sotheby’s in 1981, building her reputation 

during her time as a Senior Director of Sotheby’s Europe. From 1990 - 2004 as Head of 20th Century British 

Art Susannah pioneered successful sales of Irish and Scottish Art, 20th Century British Sculpture, and Post-War 

British Art. Susannah achieved record results for single owner collections such as Save and Prosper, Robert 

Hiscox and those of Stanley Seeger and Toledo Art Gallery. Since 2004, Susannah has been a leading advisor to 

major private collectors of British art in the Modern and Contemporary field. 

LONDON - DECEMBER 2014

I
n the wake of Post-War and Contemporary sales, 

which are out-performing all other areas of the art 

market, it is sometimes a jolt to return to a sector 

which is behaving along more rational lines.

The Twentieth Century British departments in 

London follow the formula of Evening and Day 

sales. These are justified if the content is good 

enough, but counter-productive if buyers have to 

sit through seven somewhat lacklustre sessions. 

This was reflected in the results. Unusually, both 

Christie’s and Sotheby’s had similar or higher 

unsold rates in their evening sessions where the 

best lots are offered, than during the day (Sotheby’s 

32% evening; 24.8% day; Christie’s 28.6% unsold 

evening; 31% day). The biggest failure of the week 

was at Bonhams where the cover lot, an awkward 

Henry Moore Figure on Pedestal was unsold against 

an absurdly high estimate of £1 - £2 million ($1.56 - 

$3.1m). Sculpture also produced the highest price, a 

unique Hepworth carving in elm Sunion at Christie’s 

(£1,106,500 ($1.73m)). A second Hepworth marble 

carving hammered down in 2002 for £82,253 

($120,000) failed to get a bid against its estimate of 

£500,000 - £800,000 ($810,000 - $1.3m) underlining 

this market’s selectivity and its sensitivity to high 

reserves.

THE MODERN BRITISH ART MARKET
SUSANNAH POLLEN

There were nonetheless records for a small number of 

works from various schools: an early Nash watercolour 

£212,500 ($333,100), a modernist portrait by Scottish 

Colourist John Duncan Ferguson (£638,500 ($997,000) 

estimated at £80,000 - £120,000 ($125,200 - $187,800)), 

Roger Hilton’s abstract £170,500 ($266,000) and a rare 

work by minor artist Anthony Donaldson (£242,500 

($378,000) estimated at £60,000 - £80,000 ($93,900 

- $125,200)) to a buyer clearly filling a gap in an 

important Pop collection. The last record of note was 

for a meticulous nude from life Three in One by Euan 

Uglow whose prices had never previously broken the 

£100,000 barrier. Christie’s were lucky to find a single 

bidder on the low estimate (£500,000 - £800,000 

($782,500 - $1,252,000)) and this lack of excitement 

was characteristic of an unusually high number of the 

top works. Out of 47 successful lots in the combined 

evening sales, 18 generated no competition and were 

sold to single bidders against the reserve. 

At the lower end of the market and as a footnote to 

the week, Sotheby’s held a single-owner sale of small 

domestic 20th Century British paintings, drawings, 

sculpture and ceramic collected over 30 years. Few 

estimates exceeded £10,000 whilst the majority 

were in a range well-below £5,000. Hotly contested 
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Dame Barbara Hepworth, Figure (Sunion), Elm, 1960
Price Realised: £1,106,500 / $1,744,650  - November 2014
© Bowness, Hepworth Estate
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throughout, the sale totaled £1,173,705 ($1.9 million)  

(well above its estimate of £561,750 - 818,850 

($880,000 - $1.28m)). Every lot was sold. 
“It is sometimes a jolt to return to a 
sector which is behaving along more 
rational lines”
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NEW YORK - NOVEMBER 2014

T
he sale of Georgia O’Keeffe’s Jimson Weed/
White Flower No. 1 for $44.4 million (£28.4m) 

at the November American sales in New York 

was the obvious highlight of the week. Consigned 

by the Georgia O’Keeffe Museum, the painting had 

been sold twice before at auction, first in 1987, for 

$990,000 (£548,000) and again in 1994 for $1,045,000 

(£668,000) at Sotheby’s. While a striking work and well-

known image by the artist, this price is disconnected 

from the O’Keeffe market or the American paintings 

market in general. Rather, the result falls into the 

category of over-the-top prices paid for trophy works 

when international wealth, unlimited resources, and 

determined desire meet in a perfect storm and buyers 

of Contemporary art join the fray. There were at least 

seven bidders who drove the bidding to around $21 

million, then two who fought it out from $21 to $44 

million. Both bidders are buyers of Contemporary 

and Post-War art, which is not surprising, given the 

considerable ‘wall power’ of this uniquely large-scale 

flower painting by O’Keeffe. 

 

O’Keeffe had a big week at both houses. Christie’s 

sold her 1924 painting, Calla Lilies for $3.3 million 

(£2.1m) and Hills and Mesa of the West from 1945 for 

$3.75 million (£2.4m). At Sotheby’s the 1930-31 On the 
Old Santa Fe Road, also consigned by the O’Keeffe 

THE AMERICAN ART MARKET 
DARA MITCHELL

DARA MITCHELL joined the American Paintings Department at Sotheby’s, New York, in 1985, and became a 

Director in 1993. As Head of the Department, Dara achieved the record auction prices for individual American 

paintings and private collections over a period of two decades. In 2004, she handled the sale of the Rita and 

Daniel Fraad Collection for $65,000,000, which, combined with other American paintings sold on the same 

day, contributed to a sale total of $108,000,000, which remains a record for an American art auction. Dara was 

an early proponent of private sales at Sotheby’s in the early 1990’s and became a driving force in the continual 

growth of this area until her retirement in 2011. Since then, she has been a leading advisor to a number of major 

collectors in the acquisition and disposal of significant American works.

Museum, sold for approximately $5 million (£3.3m). 

 

Apart from the O’Keeffe, Sotheby’s sale did not 

have a great deal of high-quality material and once 

again they put together a very small sale of 70 lots, 

heavily weighted with Norman Rockwells and other 

American illustrators. It seems clear that the supply of 

interesting and first-rate works by both 19th and early 

20th Century American artists has slowed to a trickle 

and become an impediment to building interesting, 

well-rounded sales. While the room felt energized 

after the sale of the three O’Keeffe’s, there was not a 

great deal of excitement for much else that day, with 

no major lots to carry the momentum. Sotheby’s sale 

totaled $31 million (£19.7m) without the O’Keeffe, and 

a more remarkable $75.4 million (£31m) with Jimson 
Weed’s added heft. Of the 70 lots, 15 works or 21% 

failed to sell. 

 

Christie’s sale did not have the single big-ticket 

painting to counter the O’Keeffe at Sotheby’s. In the 

past couple of seasons, each house has relied on 

one key lot to balance out the competition. Christie’s 

total was $46,543,250 (£27.9 million) on 156 lots, with 

50, or 32%, failing to sell. Christie’s estimates are 

sometimes seen as aggressive and can meet with 

resistance and sluggish bidding. The resulting lack of 
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Georgia O’Keeffe, Jimson Weed/White Flower No. 1, Oil On Canvas, 1932
Price realised: $44,405,000 / £28,377,428 - November 2014
© Georgia O’Keeffe Museum / DACS 2014.
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energy in the salesroom and large number of unsold 

lots gave the perception of a lackluster market, when 

the reality is that too many ill-advised estimates on 

inferior material can take the air out of a sale. A more 

disciplined approach in dealing with sellers’ often 

unrealistic expectations would likely produce more 

confidence in the salesroom and better results. Even 

so, Christie’s did successfully sell ten works for over $1 

million (£640,000), five of these in excess of $3 million 

(£1.9m). When their estimates were reasonable, 

spirited and competitive bidding followed, leaving 

the overall results of the Fall sales a positive sign for 

the American art market. 

“When their estimates were 
reasonable, spirited and competitive 
bidding followed”
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LONDON - DECEMBER 2014

With the exception of the great Rosebery Turner, 

neither Sotheby’s nor Christie’s had in their December 

sales Old Masters of the quality of last July. But like 

then, Sotheby’s - even without the Turner in the 

equation - were far and away the more successful 

house. Christie’s had a quarter of their thirty-six 

evening lots unsold, Sotheby’s less than one sixth, 

only seven of forty four lots. Christie’s total of almost 

£14 million ($21.9m) (including premium) was dwarfed 

by Sotheby’s nearly £54 million ($84.6m) and, even 

disregarding the £30 million ($47.4m) for the Turner, 

Sotheby’s almost doubled Christie’s total.

 

Christie’s ‘star’ lot - a male portrait by Van Dyck with a 

superb provenance back to Charles I, but conceivably 

difficult and problematic to clean, was quite frankly 

not sufficiently magnificent in handling or appearance 

to mitigate the physical unattractiveness of the sitter. 

As a result, it sold at the low estimate - presumably 

on the reserve - for £2,882,500 ($4.5 million). The only 

other really good picture they had, a lovely Van de 

Velde beach scene, exceeded its high estimate of £1.8 

million ($2.8m), selling for £2,210,500 ($3.5 million). 

Their best Pieter Brueghel the Younger (one of four 

of his father’s compositions in the sale) was unsold 

against an estimate of £800,000 - £1,200,000 ($1.3 - 

$1.9 million). Even their Canaletto, normally a powerful 

THE OLD MASTER ART MARKET
JOHN SOMERVILLE

JOHN SOMERVILLE is an ArtBanc Senior Expert Adviser. He joined Sotheby’s in 1973 becoming the Senior Director 

of Old Master Paintings until 1992 but continued as a Consultant until 2002. From 1992 John became a leading 

advisor to private collectors and institutions such as The Lobkowicz Collections in the Czech Republic where 

he is also Chief Curator. John is as well, Honorary Keeper of the picture collection at Burghley House, one of 

the greatest collections of 17th century Italian paintings in the United Kingdom and he is “Churches’ Treasures 

Advisor” to the Diocese of St. Edmundsbury & Ipswich.

Sir Anthony van Dyck, Portrait of Hendrick Liberti (c. 1600-
1669), half-length, in black, with three gold chains, holding a 
sheet of music, by a column, Oil on Canvas 
Price realised: £2,882,500 / $4,522,643  - December 2014
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Canaletto, Venice, The Piazza San Marco Looking East Towards the Basilica, Oil on Canvas
Price realised: £5,458,500 / $8,538,186 - December 2014
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Willem van de Velde II, A kaag and other vessels off an inlet on the Dutch coast, Oil on Canvas, 1661
Price realised: £2,210,500 / $3,468,275 - December 2014
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Jean-Baptiste Greuze, Portrait of an officer of Dragoon 
Regiment No. 12 of the French army, half-length, in uniform, 
wearing the Order of Saint Louis, Oil on Canvas
Price realised: £128,500 / $200,846  - December 2014
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“The auction market for the best and 
for obviously attractive Old Masters 
in sound condition is still strong”

name with matching prices, only just exceeded the 

high estimate of £1.2 million ($1.9m), when premium is 

added, at £1.3m ($2.06m).

 

Sotheby’s Canaletto, however, though sold privately 

from the great Penryhn collection as recently as 2009, 

managed to find a buyer above its low estimate of 

£5 million ($7.8m) at £5,458,500 ($8.5 million) but it 

is uncertain whether the estimate reflected what the 

seller paid for it then. It was, in any event, a connoisseur’s 

Canaletto as it was delicately monochromatic, lacking 

the obvious stronger colours of his more typical and 

mature productions. A ravishing Coorte, that was 

a discovery at Bonhams as recently as 2011, when 

it sold for £2,057,250 ($3.2 million), made a second 

appearance - now cleaned - in the Sotheby’s sale 

and sold for £3,442,500 ($5.4 million). Sotheby’s had 

only two paintings sold below the low estimate and 

twenty-three out of the forty-four lots sold above 

the high. Their only ‘big’ failure was their Cranach, 

the condition of which confirmed that their estimate 

of £1,200,000 - £1,800,000 ($1.9 - $2.8 million) was 

totally over optimistic. In a sale where virtually all 

their estimates were conservative and sound and in 

a marketplace where almost anything good has to 

be competed for, this particular failure suggests they 

were ‘ratcheted up’ and were ‘left holding the baby’.

 

As can often happen, works ‘relegated’ to the lesser 

day sale, greatly outstrip expectation - maybe a 

deliberate marketing move by the auction houses 

when not under pressure from owners over estimate 

and reserve. At Sotheby’s a picture described as 

“Workshop of Quentin Massys” and estimated at  

£60,000 - £80,000 ($94,200 - $125,600) made £266,500 

($418,400) and another called 18th century follower of 

Van Dyck made £332,500 ($522,000) against a pre-

sale estimate of £8,000 - £12,000 ($12,560 - $18,840). 

Someone - Sotheby’s or buyer - made a big mistake 

with that one! Christie’s too had similar instances, 

most notably with a Greuze male portrait from the 

Rothschild collection where the estimate of £40,000 

- £60,000 ($62,760 - $94,140) was absurdly cautious 

and it almost doubled, finally selling for £128,500 

($200,840).

 

Clearly the auction market for the best and for 

obviously attractive Old Masters in sound condition 

is still strong, but they must be matched by wise and 

cautious estimates. 

Adriaen Coorte, Three Peaches on a Stone Ledge, with a 
Red Admiral Butterfly, Oil on Paper, Laid Down on Panel 
Price realised: £3,442,500 / $5,384,759 - December 2014
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STEPHEN SOMERVILLE is an ArtBanc Senior Expert Adviser. He joined Sotheby’s Department of Prints and Old 

Master Drawings in 1963. In 1965 he started the Print Department of Parke Bernet/Sotheby’s, New York.  It was 

in 1968 that Stephen joined P. & D. Colnaghi where he ran the Department of British Paintings, Watercolours 

and Drawings and at the time became the youngest Director. For many years Stephen has valued and advised a 

number of important collections. In particular he valued the British Art collection belonging to Paul Mellon. For 

fifteen years Stephen was an expert presenter on the BBC Antiques Roadshow.

LONDON - DECEMBER 2014

The December Old Masters and British Painting sales 

had only one British painting of any real importance 

- and my goodness what importance! - Turner’s 

magnificent Rome from Mount Aventine, sold by 

Sotheby’s in their evening sale of 3rd December. In 

wonderful condition this was, perhaps, the last chance 

to buy a major Turner from what many consider to 

be the most important period of his career. It was 

thought to have been started in Rome in 1828, and 

then worked and reworked in London for a number 

of years before it was exhibited at the Royal Academy 

in 1836. This method of painting was not unusual for 

Turner, as he worked on a number of paintings at the 

same time. The painting was commissioned by Hugh 

Munro of Novar and remained in the family until it was 

sold at Christie’s in 1878, and was purchased for the 5th 

Earl of Rosebery for 5,850 guineas. It has remained in 

the Rosebery family ever since. Estimated at £15 - £20 

million ($23.5 - $31.3m), it made just over £30 million 

($47.4m) - not much more than the other Rosebery 

Turner, Modern Rome-Campo Vaccino, which was 

sold to the Getty Museum at Sotheby’s in July 2010 

(estimated at £12 - £18 million ($18.1 - $27.2m)) for just 

under £30 million ($44.9m). 

After the Turner, it seems inconsequential to mention 

the fine portrait of George Craster by Pompeo 

THE BRITISH PAINTINGS, DRAWINGS AND WATERCOLOURS 
MARKET
STEPHEN SOMERVILLE 

“This was, perhaps, the last chance to 
buy a major Turner from what many 
consider to be the most important 
period of his career”

Henry Fuseli, Salome with the Head of Saint John the 
Baptist, Oil on Canvas
Price realised: £176,000 / $275,870 - December 2014
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Batoni, which was sold by Christie’s in their evening 

sale of 2nd December, with an estimate of £100,000 

- £150,000 ($156,200 - $234,300). Thanks to Batoni’s 

sound technique, it has survived really well and made 

a strong price of £344,500 ($540,500). The sitter’s 

wife, Olive Craster, painted by Sir Nathaniel Dance-

Holland was estimated at £30,000 - £50,000 ($46,860 

- $78,100) and made £158,500 ($248,700). Dance-

Holland worked in Batoni’ s studio in Rome, and was 

in awe of his master. In a letter to his father he wrote 

of his anxiety about the commission “as Batoni was 

considered the best Italian painter living”.

As a tailpiece, there was a strange anomaly in Christie’s 

day sale, as a painting by Henry Fuseli Salome 
with the Head of St. John the Baptist estimated at 

£8,000 - £12,000 ($12,550 - $18,830) made £176,500 

($275,870). It was the “Property of Lord Egremont, 

removed from Petworth House”. The estimate was 

absurd, but the extraordinary sale price seemed to 

completely ignore the condition of the painting. 

Severely distressed by bitumen paint, which had 

crazed and cracked, it was, according to a restorer, 

almost impossible to conserve. I would love to see 

how it fared after such an attempt! 

Pompeo Batoni, Portrait of George Craster (1734-1772), 
half-length, in the gold frogged, red and blue uniform of the 
Horse Grenadier Guards, holding a tricorn, Oil on Canvas
Price realised: £344,500 / $540,521 - December 2014
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Sir Nathaniel Dance-Holland, R.A., Portrait of Olive Craster 
(D. 1769), Half-length, in a blue dress with ribbons and a lace 
shawl, with a pearl necklace and flowers in her hair, holding 
a squirrel, in a feigned oval
Price realised: £158,500 / $248,687 - December 2014
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Joseph Mallord William Turner R.A., Rome, from Mount Aventine, Oil on Canvas, unlined
Price realised: £30,322,500 / $47,288,800 - December 2014
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OUR BUSINESS DEVELOPMENT TEAM

SCOTT A. BARNES 

is the Founder, 

Chairman of the 

Board and Chief 

Executive Officer 

of ArtBanc. He 

leads the global 

marketing efforts for ArtBanc’s 

art sales, valuation and collection 

management system services   

sbarnes@ArtBanc.com

JAMES TALBOT 

is an international 

Director of 

Business 

Development 

for ArtBanc, 

specialising in fine 

art, antiques and classic cars.

jtalbot@ArtBanc.com

WENDY FRITZ 

is a Director 

of Business 

Development 

for ArtBanc. She 

handles artworks 

and jewellery for 

private clients.  

wfritz@ArtBanc.com

THOMAS A. WERTIMER 

is ArtBanc’s 

Managing Director 

of Business 

Development. 

He is responsible 

for developing 

the company’s professional 

relationships.   

twertimer@ArtBanc.com

JAMES FORSTER 

is ArtBanc’s Fine 

Art Valuer. He 

has 15 years 

of valuation 

experience, 

working for 

Sotheby’s and leading UK 

regional auctioneers.  

jforster@ArtBanc.com

RACHEL DEATON  
is a Director 

of Business 

Development 

for ArtBanc, 

with expertise in 

public relations, 

marketing and project 

management.

rdeaton@ArtBanc.com 

JOHN FINNEGAN 

is a fine art 

specialist with 20 

years experience 

focusing on 

Impressionism, 

European, 

American and Asian Art. He 

handles private sales on behalf of 

ArtBanc. 

jfinnegan@ArtBanc.com

ARTHUR BYNG NELSON 

is ArtBanc’s 

Director of Trusts 

& Estates. He 

is a solicitor 

experienced in 

private client, 

trusts and art-related matters.  

abyngnelson@ArtBanc.com

ANTONIA KIMBELL 

is ArtBanc’s 

Director of 

Operations. She is 

responsible for all 

aspects of logistics 

for art sales, the 

collections management system 

and platform trading.

akimbell@ArtBanc.com
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OUR EXPERTS 

RICHARD CAMBER Chair, Expert Committee and Director of ArtBanc

Chair

JOHN SOMERVILLE Old Master Paintings

Senior Advisor

STEPHEN SOMERVILLE British Paintings, Watercolours and Drawings; Old Master Drawings,   

Senior Advisor Old Master and Modern Prints

MICHEL STRAUSS Impressionist and 20th Century Modern

Senior Advisor

SUSANNAH POLLEN 20th Century Modern British and Contemporary

Senior Advisor

HARRY KLEINHAUS Jewellery and Diamonds

Senior Advisor

BENJAMIN ZUCKER Jewellery

Senior Advisor

RAYMOND SANCROFT-BAKER Jewellery

Senior Advisor

JEREMY ECKSTEIN Expert Art Market Analyst and Director of ArtBanc

Director

For further information please contact: experts@ArtBanc.com

London
10 Margaret Street

London 

W1W 8RL

UK

T +44 (0) 20 3586 7900

New York
750 Third Avenue

Suite 900

New York, NY 10017

USA

T +1 (212) 549 1800

Dallas
100 Crescent Court

Suite 700

Dallas, TX 75201

USA

T +1 (214) 459 8255



Truly expert valuations
Collection management systems
Rational commissions
Art sales
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