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The economic meltdown not-
withstanding, artists today are
more prosperous than ever.
For those who are especially
successful, affluence often
leads to generosity. Many
donate works to worthy causes
and museums. Some support
younger artists or serve on
non-profit boards. Damien
Hirst’s Red auction on 14
February this year, co-hosted
with Bono, raised $43m for
HIV/Aids relief in Africa—a
signal event in the upsurge of
philanthropy that accompa-
nied the recent boom.
All that generosity, however,

pales in comparison with giv-
ing by artists after their life-
times. Significant philanthro-
py, in the art world as else-
where, typically happens
posthumously, through foun-
dations. A large proportion of
the starting assets for such
foundations take the form of
works of art, archives and
ephemera from an artist’s
estate. These are deployed
through donations, licensing or
copyright fees, and art-market
sales to burnish the artist’s
legacy, and in some cases, to
raise funds for grant-making
programmes.
Artist-endowed founda-

tions are a sleeping giant of
philanthropy. They are rapidly
growing in number—close to
300 in the US at the last
count—and capacity, with well
over $1bn in combined assets.
That’s a puny sum next to the
$500bn to $600bn held in total
by US foundations. But artist-
endowed foundations are
especially important in the
visual arts because of their pri-
mary focus on arts scholar-
ships and supporting living
artists. With an unprecedented
number of very affluent artists
among the older generations,
the golden age of artist foun-
dations may still lie ahead.
Yet, artist-endowed founda-

tions remain something of a
mystery, their complex
operations being rarely under-
stood beyond a narrow circle
of professionals. That is about
to change. In 2000, a group
of foundation executives
created the Council of Artists
Foundations to network within
the emerging sector. Early
2009 will see the release of
a report, a National Study of
Artist-Endowed Foundations,

an Aspen Institute project,
with fresh data on effective
practices for the next genera-
tion of artist-philanthropists.
“There is much more to

artists and philanthropy than
meets the eye,” said Christine
Vincent, a former Ford
Foundation executive who
heads the Aspen study. The
oldest existing foundation, the
Tiffany Foundation, was
established in 1918. Several
more foundations were creat-
ed in the 1960s, when Jacques
Lipchitz and Isamu Noguchi
set up organisations and when
Jerome Hill, a wealthy film-
maker and painter, established
the Jerome Foundation, based

in Minneapolis, still one of the
largest and most adventurous
US arts funders.
By the 1970s, a new wave

of philanthropy was drawing
on the success of major post-
war artists—among them
Mark Rothko and Adolph
Gottlieb. The list of founda-
tions that have come online
since 1980 reads like a mod-
ern art pantheon: Barnett
Newman, Joseph Cornell,
Helen Frankenthaler, Georgia
O’Keeffe, Robert Mapple-
thorpe, Keith Haring, Sam
Francis, Robert Rausch-
enberg, Larry Rivers, Joan
Mitchell, Richard Avedon,
Herb Ritts, Gordon Parks—to
mention only a few.
The most widely-known

foundations are the Pollock-
Krasner Foundation, the
largest US donor to individual
artists with more than 3,000
grants awarded since 1985,
and the Andy Warhol
Foundation for the Visual Arts,
which presides over the largest
asset base in the field ($340m
in mid-2007). Andy Warhol
willed his estate—including
hundreds of pictures and some
10,000 objects, which famous-
ly took ten days to auction at
Sotheby’s, in 1988—to “the
advancement of the visual
arts”. The foundation
established the Andy Warhol
Museum in Pittsburgh and
is noted for its large-scale
grant programme and its

vigorous licensing of Warhol
imagery to sustain charitable
activities.
Most artist-endowed foun-

dations, however, keep a
lower profile. And few are tied
to a living donor. The philan-

thropic activities of Ellsworth
Kelly, Mark di Suvero and
LeRoy Nieman (considered
America’s wealthiest and most
generous artist) are excep-
tions. Hundreds of artist-
endowed foundations exist as
modestly funded shells, await-
ing an eventual bequest.
According to foundation

experts, several dilemmas
loom over the field as it
emerges from its infancy. First,
the scope of activity: should a
foundation focus on education-
al and research activities or
should it sell assets to fund
grants (or some mix of the
two)? If a foundation declares
its art holdings as “charitable
use assets”, it must put them to
charitable use. That’s why
many foundations function as
research and documentation
centres or develop exhibition
loan programmes. If a founda-
tion chooses to sell art to

sustain a grant programme, it
may have to liquidate assets
even in a bad market.
Second, how to deal with

family members and “insid-
ers”—dealers, assistants, col-
lectors, friends—who may
have a personal stake in the
market value of the artist?
“There is a big responsibility
to be extremely clear and non-
abusive,” says art historian
Jack Cowart, founding execu-
tive director of the Roy
Lichtenstein Foundation. “If a
foundation looks like just a
family’s way to enhance its
social standing, it could be an
easy target to attack.”
Third, how to maximise

professionalism and impact?
Given the highly technical
nature of artist-endowed foun-
dation governance, training of
staffs and boards is a para-
mount concern. Larger founda-
tions are experimenting with
ways to offer their expertise to
smaller ones and to pool
resources across the field.
Some time-consuming and
controversial activities—
including authentication,
which has landed some foun-
dations in hot water—may lend
themselves to centralisation.
Perhaps the biggest curio-

sity of artists’ philanthropy is
how few artists actually devote
time to it while they are alive.
The average age of artists who
set up foundations is 70. Most
leave it to family members or
confidants to sort out the
details. There may be a practi-
cal explanation: living artists
can deduct only the cost of
materials for charitable contri-
butions of their works of art,
while US laws permit a fair
market value deduction from
the estate tax. In other words,
there is a greater tax advantage
to being philanthropic for
artists after they die.
Even so, for Charles

Bergman, chairman and chief

executive of the Pollock-
Krasner Foundation, some
artists are missing out. “To
relegate philanthropic activity
to a foundation to be created
after the death of the artist is
to miss the opportunity of hav-
ing one’s own life enriched by
the satisfaction of creative
philanthropy,” he says.
András Szántó
� András Szántó, senior lecturer at
Sotheby’s Institute of Art and co-founder
of Artworldsalon.com, will moderate a
panel on The Artist as Philanthropist on
Saturday 6 December as part of Art
Basel Conversations. The panel
includes Charles Bergman (Pollock-
Krasner Foundation), Jack Cowart (Roy
Lichtenstein Foundation), Jack Flam
(Robert Motherwell’s Dedalus
Foundation), Nicholas Fox Weber (Josef
and Anni Albers Foundation), and
Christine Vincent (National Study of
Artist-Endowed Foundations); 10-11am,
Art Guest Lounge, Convention Center,
Entrance D.

Philanthropy

Revealed: how to give it all away
Artist-endowed foundations are often little understood. A new report has guidance for the uninitiated

Art market

The real
meaning
of slump

JosefAlbers and wifeAnni in 1972. Their foundation will be represented at Saturday’s forum

Red co-founders Bono (left) and Bobby Shriver (right) at the
Red HIV/Aids relief auction in February 2008

“Artist-endowed foundations
are a sleeping giant of

philanthropy—they have over
$1bn in combined assets”
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While art world watchers
walking the booths were
straining to read Art Basel
Miami Beach as a barometer
of the market, New York mag-
azine art critic Jerry Saltz
turned the Art Guest Lounge
into a call-and-response think
tank on a subject that was by
turns sobering and hopeful.
Headlined with the gloomy

mouthful of a title “This Is the
End: the Rising Tide of
Money Goes Out of the Art
World and All Boats are
Sinking”, his discussion

engaged the packed room of
dealers, artists and others with
a question: “If there’s not
enough money in the art
world, what does that mean?”
One woman ventured that
prices would go down. “I
think you’re right,” said Mr
Saltz. “But even better than
that. We won’t be talking
about the prices anymore.
Marketability will no longer
equal likeability.”
Energetically pacing the

stage, Mr Saltz said that the
crash underway would be
worse than the last one in the
early 1990s, and that the art
world should expect to suffer
for the next 40 to 48 months.
In New York between 50 and
100 galleries will close, he
predicted. “I’m not telling you
anything you don’t know,” he
said. “You’re all thinking it
anyway. Am I the one who
will have to go?” Artists like
Damien Hirst and Takashi
Murakami—“Artists who
have become the gods of
Mammon,” he said—may find
their reign coming to an end.
“Sometimes when you think
you are playing the system, my
friends, the system is playing
you,” he said. “These guys,
what happened is they think
it’s a big deal to make art about
the market, and the problem is
that the market is not a real
thing. The market is a combi-
nation of many, many things.
It’s a magic mushroom…it’s a
place to support junkie-like
behaviour in public.”
But Mr Saltz said that for

the vast majority of the art
world, the tumbling of the
market-centricity of recent
years could be an amazing
boon. “Where you’re going is
not hell, it’s heaven,” he said.
“This is the art world a lot of
you younger people have
always wished for, and it has
come. It has come.”
Andrew Goldstein

Jerry Saltz: “It’s not hell,
it’s heaven”
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