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Summary 
 
Nearly everyone involved in the art market today will admit that the dominant sentiment 
surrounding the authentication, sale and distribution of art is anxiety.   
 
There is good reason for this: high prices, a largely unregulated international market, the 
preponderance of forgeries and natural human error – all within a litigation-happy culture - 
means that no one is immune to risk. Enormous pressure, threats, damage to one’s reputation or 
bank account, and costly and lengthy lawsuits are just a few of the elements that mark this 
territory.  At the heart of this is the disturbing realization that we cannot trust what we – or 
others, even recognized experts – see. 
 
In essence, the structures, attitudes and approaches that have shaped art, its authentication and 
its market for nearly two centuries are no longer able to address the incredibly high stakes and 
complexity of the contemporary scenario. It has become an untenable situation. What will protect 
everyone who is acting in good faith begins with the artwork itself – i.e., the information that the 
object itself bears. The Global Center of Innovation is working with leading bioscientists, materials 
engineers, art conservators, and cultural heritage scientists to address the need for a set of 
authentication marking technologies that will adhere to a set of enduring standards of current and 
future efficacy. The following is an overview of the conditions and patterns that both reflect and 
contribute to the pressing problems faced by artist foundations, museums, collectors, dealers and 
lawmakers today. Specific cases illustrate the myriad reasons, both historical and contemporary, 
why the art market has become such a precarious, and paranoid, arena. It is from these 
understandings that its constituents can come together and begin to collectively decide on 
effective solutions. 
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The “Deep Freeze in Authentication” 
 
Questions about the authenticity of a work directed to the gallery owner or foundation are 
typically met with a combination of fear, mistrust, and hostility.   
 
Owners are scared to send works to foundations for fear they will literally be indelibly stamped 
with an ink mark as a fake and that this one opinion will have not only destroyed the work’s 
reputation, but also the work itself. 
 
There is also a very real fear that a work sent out of the country will be confiscated by the 
foundation. Works sent to museums for authentication typically will be brought in for 
examination only once, and so the current curator’s opinion rests on a given object, right or 
wrong, in perpetuity. There are also common cases where the opinions of prominent experts on 
an artist differ, and so the piece remains in limbo indefinitely.  We are left without a mechanism 
to address new finds – the improbable is not the impossible, and the market and artists suffer as a 
result of this authentication gridlock.  It is well known that objects of art can change attribution 
many times in their lifetimes as the body of evidence about a work increases, and that new 
evidence can emerge about a particular object at any time. This was the case with a Modigliani 
that came to light several years ago, and the piece, which was initially rejected by scholars, 
conservators, and scientists, has, after careful scrutiny, ultimately been accepted. 
 
For their part, artist’s foundations and estates, besieged by works for authentication - and the 
costly and attenuated lawsuits that can follow a disagreeable judgment - have been terminating 
their authentication function at an alarming rate. This disturbing trend is both a symptom and 
supplement to the current “deep freeze in authentication,” a term coined by Jennifer Maloney of 
the Wall Street Journal in 2014. The Pollock-Krasner Authentication Board disbanded in 1995; the 
Andy Warhol Foundation for the Visual Arts, the Roy Lichtenstein Foundation, and the Robert 
Rauschenberg Foundation announced the dissolution of their authentication boards in 2011; the 
Keith Haring Foundation, the Noguchi Museum and the Broad Art Foundation (representing the 
estate of Jean-Michel Basquiat) followed suit in 2012.1 

 

The estates and foundations of Amadeo Modigliani, Cy Twombly, Alexander Calder, Alberto 
Giacometti, and Robert Motherwell are just a handful of organizations that are still active but are 
currently embroiled in ongoing litigation suits over disputed works. 

 
Independent experts, too, are understandably reticent to give opinions for fear of being pulled 
into costly and potentially reputation-damaging lawsuits. Dropping the thermostat even further, 
many of the art scholars who have the training and expertise necessary to authenticate a work of 
art are employed by museums or other institutions whose conflict of interest rules restrict them 
from commenting on the authenticity of privately held works of art. 
 
 

                                                           
1 Additionally, the Old Masters market has witnessed similar capitulations:  the Rembrandt Research Project, for 

example, recently closed after 42 years. 
 



The Limitations of the Catalogue Raisonné 

 
The catalogue raisonné is a comprehensive, annotated compilation of all known works by an 
artist, either in a particular medium or all media. It is a critical tool for researching the provenance 
and attribution of an artwork, and is consulted more and more religiously as a supreme arbiter of 
a genuine or fake works. However, the apostolic authority of such compendia is being revealed as 
increasingly vulnerable. In the first place, the scholarly process is always subject to error and new 
discoveries are constantly being made; this caveat is often written into the introductions of 
catalogues raisonné themselves. 
 
Moreover, catalogues raisonné may in fact not be comprehensive, due to the procedures of the 
writer: the highly respected and conservative art historian Ambrogio Ceroni’s 1958 book Amadeo 
Modigliani, Peintre (last updated 1970), for instance, is widely accepted as the “Modigliani bible.” 
However, it only includes works Ceroni had seen himself, and since he never traveled to the 
United States, for example, authentic Modigliani works in America were not included.2 Or, in the 
case of Gerhard Richter (described below), the artist himself removed works known to be 
authentic from his own catalogue raisonné. 
 
There are other reasons why a catalogue raisonne may not have the last word as well. Art experts 
frequently differ in opinion, experience and relationship to the artist or heirs, and each may 
undertake writing their own catalogues raisonné of the same artist’s work, leading to confusion 
and dispute over authenticity, and even historical fact. The battle for the definitive authority of 
Modigliani’s oeuvre between experts Marc Restellini and Christian Parisot is a well-known instance 
of this. 
 
As often is the case, the artist’s own life may be cloaked in mystery, or his or her attitudes with 
respect to authorship were informal - Jean-Baptiste (Camille) Corot was famous for this. Picasso, 
too, seemingly anticipating the future of his own oeuvre, once said that he “would sign a very 
good forgery.” Therefore, accounts and understandings of an artist’s work, and even their 
whereabouts at certain times, can increase the chance of misattribution and pave the way for 
forged works to enter the market. Finally, a painting’s ownership history may be nebulous due to 
non-standard recordkeeping, the chaos and destruction of records during wartime, deliberate 
mishandling of information, or because the former owners are either unknown due to the 
“Private Collection” prerogative—or, if known, they are no longer living. 
 
And, like much of the information we receive today, there is a new trend in moving an artist’s 
catalogue raisonné online: foundations representing Alexander Calder and Roy Lichtenstein have 
made this shift, as well as the Noguchi Museum. Shrugging off the yoke of the definitive, these 
texts are presented as “works in progress,” leaving them open to amendments. Questioned works 
may be added, allowing for further research, but the foundations—through this forum at least—
absolve themselves of giving a yes-or-no answer vis-à-vis a work’s authenticity. 
 

                                                           
2
 Marc Speigler, “Modigliani: The Experts Battle,” ArtNews (Jan 2004), 126. 



New York Legislation Protecting Expert Opinion and Redefining “Authenticator” 

 
A recent bill passed by the New York Senate may go some way in protecting art experts and 
authentication boards. On June 15, 2015, the Senate approved legislation (S1229A) that provides 
better protection for art authenticators, with the aim of ensuring that only “valid, verifiable 
claims against authenticators are allowed to proceed in civil court.” Soaring prices have 
transformed the cost-benefit analysis of suing, making fraud proportionately more profitable.  
 
This bill will deter the common practice of “legal cage-rattling” directed at art experts and 
connoisseurs and mitigate frivolous and costly lawsuits, allowing authenticators to perform their 
crucial function more freely. 

Connoisseurship 

The title of connoisseur is, for better or worse, not regulated by specific programs of training and 
accreditation. While a connoisseur of art may well have advanced degrees in art history, the title 
tends to accrue on an expert over time who has devoted their study to the life, process, 
techniques and works of a particular artist, such that the “aesthetic quality” of that artist’s work 
may be reliably recognized. Moreoever, art history education has changed dramatically in the past 
50 years, owing in large part to an effort to situate the production of art within the wider context 
from which it derives. Today, art history training is largely defined by the cross-disciplinary 
influence of cultural studies, political and social movements, and material culture. This wider 
scope, while essential, has in many ways been detrimental to the close study and attention to the 
material basis and aesthetic quality of the artworks themselves. 
 
Unfortunately, it has also come to light in several instances - such as the case of Christian Parisot, 
described below - that the respected connoisseur of an artist has exploited the trust accorded 
him, and has either acted unethically or has even been involved in criminal activity himself. 
Ultimately, the problem with relying solely on connoisseurship to authenticate a work is that it can 
subjective and expert opinions can be vulnerable to conflict of interest. 

A vital aspect of Bill 1229A is the amendment of the definition of “Authenticator,” which, 
alongside the connoisseur, now includes “a person or entity recognized in the […] scientific 
community as having expertise in uncovering facts that serve as a direct basis, in whole or in part, 
for an opinion as to the authenticity, attribution or authorship of a work of fine art or multiple.” 
This clause effectively places the scientist and connoisseur on equal footing as a valid authority 
concerning the authenticity of a questioned artwork. 

Technical Art History Gaining as a Discipline 
 

Technical art history is an emerging discipline at the interface of art history, art conservation, and 
cultural heritage science.  It is rapidly changing our perception on what is knowable about a work 
of art. New technologies like multispectral imaging and hyperspectral imaging allow us to 
nondestructively examine works of art under every wavelength from x-rays through to the 
infrared to see the artists’ underdrawings, any buried works or sketches, and any pentimenti. 
While individual x-ray and infrared wavelengths have been available to art historians for studying 
works for decades, these new technologies allow the work to be probed across the entire 
electromagnetic spectrum. This has led to an accelerating rate of discovery on the attribution and 
condition of some of the most important works in major museum collections. Increasingly these 



technologies are providing information that is highly relevant to authenticity questions, allowing 
for the identification of features of the work that were literally previously invisible and 
unknowable. As a result, there is a tremendously important body of new scholarship that must be 
considered when examining a particular work. 

 
The increasing role of technical art history in the field of art history has led to scientific methods 
of study becoming more relevant as a means of authentication. While the British Museum and 
the Rathgen Laboratory in Berlin have been carrying out the scientific study of objects of art for 

questions about the state of preservation and the authenticity of works since the end of the 19th 

century, the role of science in authentication questions has historically been a problematic one. 
There is however a general agreement that the best possible examination of a work of art is by 
the combined eyes of the connoisseur, the conservator, and the scientist. However, the scientist 
carrying out the research must be greatly versed in the materials and techniques of the artist in 
question to provide the degree of detail needed to add to an authentication discussion. For 
example, ancient and historic pigments, alloys, and clays are still available today, and so while 
material identification is critical because it can rule out obviously problematic pieces, finding the 
correct materials by no means authenticates an object. Instead, it is one critical part of the due 
diligence that must be done to address an authenticity question. Understanding how these 
materials react with their environment over tens, hundreds or thousands of years is a critical step 
to making science truly relevant to the question at hand. Fortunately cultural heritage scientists 
are now deeply immersed in this research, making their findings more relevant to authenticity 
questions than ever before. 

Evolving Methods of Scientific Analysis 
 

There has also been a revolution in the scientific instrumentation available to the cultural 
heritage scientist in the last ten years, meaning that the scientific study of works of art can be 
done either totally nondestructively or in a minimally invasive way. This has led to a greater 
accessibility of these techniques for the study of cultural heritage than ever before.  One specific 
and famous example of this is radiocarbon dating. When grams of material would have been 
required to radiocarbon date the shroud of Turin this technique would never have been 
acceptable. With the advent of accelerator mass spectrometry in the 1980s suddenly the sample 
size for the technique went from grams to milligrams, and the work could be carried out without 
any visible change to the object. Other instrumental analysis techniques such as x-ray 
fluorescence and Raman spectroscopy that used to take up whole laboratories have been 
miniaturized to the extent that they are handheld instruments that can be brought to the object 
to nondestructively collect data reducing the need to move valuable objects and potentially cause 
flaking or other damage during movement. Raman spectroscopy in particular has become 
invaluable in recent times for understanding artists’ pigments and their degradation products as 
well as appropriate metal patinas.  The rapid evolution of these scientific methods has resulted in 
more data being published on cultural heritage objects than ever before, effectively creating the 
databases required by future researchers addressing authenticity questions. 

Recent High-Profile Forgery Scandals 
 
Despite this promising indication for change, scientific examinations are still viewed as costly 
and/or cost prohibitive and remain outside common practice. Thus the market continues to be 
vulnerable, as witnessed by some recent scandals affecting consumer confidence: 



The Knoedler Scandal – Post-War American Modern Masters 
The infamous Knoedler case, which led to the closure of the veteran Manhattan gallery Knoedler 
and Co. in 2011, was a chilling event for scholars, dealers and collectors alike. When Long Island 
art dealer Glafira Rosales pleaded guilty to conspiring to pass off a Queens artist's paintings as 
works by Modern Masters such as Jackson Pollock, Mark Rothko, Willem de Kooning, Franz Kline, 
Barnett Newman and Clyfford Still, the reputations of those experts who had endorsed the 
paintings were sullied and at least one has been sued by a collector who bought a fake.3 Related 
lawsuits are ongoing. 
 
The Beltracchi Case – European Expressionists and Surrealists 
For decades, the self-taught painter Wolfgang Beltracchi had passed off his own paintings as 
newly discovered masterpieces by Max  Ernst,  André Dérain,  Max  Pechstein,  Georges  Braque, 
Heinrich Campendonk and  other  Expressionists  and  Surrealists  from  the early 20th  century. 
The case of Beltracchi is particularly emblematic of the arms race of technique and technology in 
forgery and its detection. Forgers such as Beltracchi are increasingly savvy about using historically 
accurate and convincing materials in their forgeries, such as pigments that were available at the 
time of the painting’s supposed creation, and the artificial aging of collection labels, frames, nails, 
and color of the works. Beltracchi and his wife Helene even went so far as to stage a historical 
photograph to shore up the story of a work’s provenance: Helene posed as her grandmother in 

the early 20th century with four forged paintings in the background. While “science caught up 
with him” eventually, it is still not known how many works by this talented and prolific forger still 
circulate. 4   
 
The Russian Avant-Garde 

In September 2014, three men were charged in connection to an international art-forgery ring 
that attempted to sell, through their own SMZ Gallery, 18 forgeries of paintings by iconic Russian 
avant-garde artists including Kazimir Malevich, Natalia Goncharova, and Aleksandr Rodchenko. A 
coordinated police raid in Germany uncovered approximately 1,000 artworks in apartments and 
warehouses, and information obtained during a simultaneous raid in Switzerland and Israel 
suggested that the works were painted in Russia and Israel and later transported to Germany for 
sale. According to prosecutors, the sale of 11 counterfeit paintings netted the forgers about $4 
million.5 

 
Photography 

The increasing market value of fine-art photography has spurred a concomitant increase in 
forgeries. Its comparative newness and diminutive size - relative to the painting, sculpture and 
drawing markets - provide fewer safeguards. This terrain is particularly difficult to tread as 
experts must be able to discern between an original and a reprint, and if the right photographic 
paper is used the truth can be even more elusive.  

 

                                                           
3 Maloney, ibid. 
 
4
 Rene Allonge, chief inspector of the Berlin police art-fraud division, quoted in Joshua Hammer, “The Greatest Fake-

Art Scam in History?” Vanity Fair, (October 10, 2012). 
5
 Hendrik Hansson, “International Art Forgery Ringleaders Charged,” ArtNet News (Sept. 16, 2014) 

https://news.artnet.com/in-brief/international-art-forgery-ringleaders-charged-103625 



Following their deaths, Man Ray and Ansel Adams became frequent targets of forgery. The theft 
of many of Man Ray’s photographic negatives from his studio, for example, allowed forgers to 
make unlimited prints (as long as the celluloid held up), and pass them off as originals. As an 
additional complication, the heirs or estate of an artist may permit production of large numbers 
of prints that the artist had earlier rejected, with derogatory effects to the integrity of that 
oeuvre. 

 
One of the more spectacular forgery scandals in photography took place on American soil. 
Photographs by Lewis Hine (b. 1874, d. 1940), a pioneer of early twentieth century social 
documentary - which had risen steeply in value in the 1990s and were a fixture at auctions -  
came under closer scrutiny towards the end of the century. It was discovered that from 1979 to 
1999, as many as 500 Hine “original prints” were in fact made after his lifetime: the Agfa 
photographic paper and the detected brightening agents did not come into use until the 1950s. 
The man accused of this twenty-year swindle was Walter Rosenblum, a longtime Hine authority 
and collaborator, retired Brooklyn College professor and president of the Photo League operative 
- where Hine had left his archives.6 
 
Specific Artists’ Markets Affected by Forgery 

 
Improperly identified or forged works in the marketplace effect a casualty list that extends far 
beyond the immediate case of a single work. Like the drop of a stone in water, the entire oeuvre 
of that artist’s work can become a casualty by mere proxy. 

 
Amadeo Modigliani 

Modigliani’s short and chaotic life (b. 1884, d. 1920) left little material for study, resulting in a 
dearth of scholarship on him. These lacunae, coupled with the market spike for his work following 
his early death, have contributed to the longstanding and ongoing disputes among experts as to 
the authenticity of many paintings attributed to him. Although the 1958 book Amadeo 
Modigliani, Peintre by Ambrogio Ceroni (updated 1970) is not comprehensive, as he only 
authenticated works he saw himself, it is still regarded as the ultimate authority. “The drama here 
is I could find a Modigliani in an attic tomorrow, with a letter from Modigliani attached to it, and 
people would still hesitate,” remarked a major Parisian dealer in 2004.7 A tentative strengthening 
of consumer confidence in the ensuing years was again knocked back in 2008 with the arrest of 
Modigliani scholar Christian Parisot. Buttressed by an impressive title - he was President of the 
Archives Legales Amadeo Modigliani - Parisot was recognized as the primary authority on the 
Italian figurative artist until he was arrested for forging and fraudulently endorsing dozens of fake 
drawings by Jeanne Hébuterne, Modigliani’s mistress. It wasn’t until July 2010, however, that the 
full scope of Parisot’s activities was revealed: Italian detectives raided an exhibition entitled 
“Modigliani from Classicism to Cubism,” and 22 fake Modigliani paintings were identified. The 100 
or more fraudulent works that Parisot is thought to have pushed into circulation has indeed 
shaken the market for the Italian painter considerably. This double betrayal - in which the 
publicly recognized lynchpin of the artist’s legacy and market is also its criminal element - 
undermines confidence even more profoundly. 
 

                                                           
6
 Ralph Blumenthal, “Shadows Cast by Forgery; the F.B.I. Investigates Complaints About Lewis Hine Prints,” The New 

York Times, August 16, 2001. 
7
 In Marc Speigler, “Modigliani: The Experts Battle,” ArtNews (January 2004), 126. 



Jean-Baptiste Corot 

The majority of forged paintings of French landscape and portrait painter Jean-Baptiste-Camille 
Corot (b. 1796, d. 1875) were executed between 1870 and 1939. The strong market for his works, 
relatively imitable style and the artist’s own lax attitude to authorship during his lifetime 
encouraged extremely high numbers of forged and misattributed works - in the thousands - 
prompting French art historian Rene Huyghe’s famous quip, “Corot painted three thousand 
canvases, ten thousand of which have been sold in America.”8

 

 

Henri Matisse 

Odalisque in Red Trousers (1925) was famously switched out with a (rather poor) copy at the 
Caracas Museum of Contemporary Art in 2000, and went unnoticed for two years. The original 
was found a full decade later by the FBI, after the canvas had traveled to New York, Paris and 
Mexico. Elmyr de Hory, one of the most famous art forgers of the twentieth century, is said to 
have sold over a thousand forgeries to reputable art galleries all over the world. His exploits 
garnered much celebrity - he is the protagonist of Clifford Irving’s famous 1969 book, Fake, and 
Orson Welles’ documentary film F For Fake - and the effects of his prolific swindle still linger in 
markets for such iconic painters as Matisse, one of his favorite artists to duplicate. 
 

Salvador Dali: Prints 

Many of Dali’s original paintings were reproduced and the prints sold as “limited editions” or 
“original” lithographs and etchings. Additionally, Dali’s signature is hardly foolproof, and was 
never understood as such: he signed his name in so many ways - with forgers following suit - that 
experts are at a loss to discern a “real” signature. The series of prosecutions of fine art prints fraud 
in the 1980s and 90s left thousands of unhappy collectors, unable to get refunds, stuck with fake 
Dali prints. Rendered unsellable in the “physical” market, many of these fraudulent works appear 
on internet sales and auction sites. Part of the issue is that this is not illegal unless the prints are 
“misrepresented,” which is a slippery definition itself. The use of the term “original print” to 
describe a mere reproduction, for example, may not be legally fraudulent, due to copyright laws 
that attempt to reflect the changing practices of artists using new technology. 
 

Vincent Van Gogh 

In late August of this year, Dutch police arrested a man they believe was attempting to sell a 
forgery of Van Gogh’s The Harvest (1888), which depicts the wheat fields of Arles, France, for 
about $17 million.  Van Gogh’s works are a rarity on the market and garner among the highest 
prices on record - for example, the canvas Portrait of Dr. Gachet sold in 1990 for $82.5 million, or 
about $148 million today. 

Alberto Giacometti 

Giacometti’s famous sculpture Walking Man is accompanied by many, many forgeries. This past 
spring, a German ring was accused of knowingly attempting to pass a forged Giacometti onto the 
market. After three unsuccessful attempts, 67-year-old assessor Wolf G., the leader of the group, 
was arrested when he tried to sell the sculpture to an undercover detective for $1.6 million. He 
had acquired it in 2008 from a member of the criminal gang surrounding the Dutch Giacometti 

                                                           
8
 This is an indirect reference to the waves of forgeries that entered the US during the Gilded Age, the same period as 

the “Grand Tour” that took wealthy Americans around Europe—often on art-acquisition sprees. 
 



forger Robert Driessen. Until their eventual apprehension in 2011, when police discovered over 
1,000 bronze Giacometti forgeries in a warehouse, Driessen and his counterparts are said to have 
made $8.9 million in fraudulent trade. 
 

The Alberto and Annette Giacometti Foundation is committed to fighting counterfeits in the 
market for the highest priced sculptor in the world, yet has been embroiled in controversy itself 
as decades-long battles for power with the rival Giacometti Foundation further complicated 
authenticity issues. The hostility between the foundations was such that dealers habitually asked 
for certificates of authenticity from both, for fear of challenges by one or the other. 
 
Frida Kahlo 

An eclectic trove of Frida Kahlo’s possessions - paintings, letters, sketches, recipes, and even a 
box of stuffed hummingbirds - in a small antiques shop in Mexico attracted interest, but then 
suspicion, in 2009.9 Kahlo experts, as well as the trust that handles Kahlo copyright, have publicly 
denounced the archive. The owners of the collection, who had reportedly no intention of selling 
it, claim that these documents reveal a more personal, lesser-known side of Kahlo that happens 
to disturb the image of the artist consolidated by the New York art market. The provenance is 
shaky, but the scientific dating of the artifacts corroborates their attested age. In this case, the 
“eye” of the connoisseur is confronted by the possibility that there were still unknown aspects of 
their subject’s life and work. The case remains under investigation by the Mexican government. 

 
Gerhard Richter 

German painter Gerhard Richter recently denounced an entire period of his own early work, and 
has ordered their exclusion from his Catalogue Raisonné. The paintings, completed between 1962-
68 in a realistic, figurative style, are known to be authentic - even if the artist now feels that they 
do not authentically represent his greater oeuvre. Their omission from the catalogue, however, 
promises problems for collectors and dealers. The prevalence of forgeries has led interested 
parties to invest in catalogues raisonné to secure authentication; consequently, the value of 
these paintings will inevitably decrease.10 

 Fictitious Artist “Karl Waldmann”  

Even more brazen is the recent scandal involving fictitious artist Karl Waldmann, a “rediscovered” 
star of the German Dada movement - all known works of whom were allegedly discovered in a 
Berlin flea market shortly after the fall of the Berlin Wall. The full picture has yet to emerge, but 
the criminal gang connected to the scandal had reportedly been consigning the works to auction 
houses around Germany for years.11 The market’s desire for discovering a “lost” master from a 
major avant-garde movement undermined due diligence practices of historical research at points 
of entry into the market, leading to their unimpeded circulation. 

                                                           
9
 Jennie Yabroff, “The Case of the Questionable Frida Kahlo Paintings,” Newsweek, August 26, 2010. 

10
 Henri Neuendorf, “Collectors Alarmed as Gerhard Richter Disowns Early Works from West German Period,” ArtNet 

News, Tuesday, July 21, 2015. 
11 Henri Neuendorf, “Meet Karl Waldmann, the Made-Up Dada Artist Who Fooled the German Art World,” ArtNet 

News, September 1, 2015. https://news.artnet.com/art-world/karl-waldmann-fictitious-  dada-artist-329204 
 

https://news.artnet.com/art-world/karl-waldmann-fictitious-dada-artist-329204
https://news.artnet.com/art-world/karl-waldmann-fictitious-dada-artist-329204


Artists Affected by Folding of Authentication Boards 

 
In a painfully ironic twist, the market’s dependence on certificates of authenticity has increased 
in tandem with the dissolution of the authentication boards of many iconic artists’ estates and 
foundations. The most frequently-cited reasons for the cessation of authentication functions are 
the costly and time-consuming legal battles with collectors and dealers and the high prices of 
protection insurance. However, it seems that this has done little to stem the tide of lawsuits over 
disputed works. As a consequence of this impasse, many artworks which may well be authentic 
are driven into a state of limbo, rendering them practically untouchable by the market; 
inversely, forgeries may flow more freely. These developments serve to undermine confidence 
in that artist’s market and to warp the art-historical record - distortions made more difficult to 
rectify. 

Jackson Pollock 

The folding of the Pollock-Krasner Authentication Board in 1996 had serious implications for 
Ruth Kligman, who owned Pollock’s last painting and had been involved in an exhaustive 
campaign to have the work recognized since 1986. Despite being the most scientifically- 
researched painting in recent history, which includes the precedent-setting use of forensic trace 
analysis that proves the provenance of Red, Black and Silver, and endorsements from the highest 
levels of the field, the Authentication Board’s closure meant that the painting has never been 
issued a certificate of authenticity. As Kligman was Pollock’s mistress at the time of his death, it 
is suspected that this failure owes in part to the personal misgivings of Lee Krasner and her 
associates on the Board. Other high-profile cases involving questioned Pollocks include the 
“trucker painting” (the subsequent subject of the 2006 documentary Who the #$&% is Jackson 
Pollock?), the Matter paintings, which were proven to be fake, and those that were connected to 
the Knoedler scandal. 

 
Andy Warhol 

The inherent reproducibility of Warhol’s works, coupled with his prolific Factory-style 
production and enormous market value, has made authenticity battles complex and costly on 
both sides. In 2007, Joe Simon, a London-based filmmaker, sued the Andy Warhol Foundation 
for the Visual Arts after the authentication board ruled a silk-screen - featured during the artist’s 
lifetime on the cover of his catalogue raisonné - to be inauthentic. Citing the $6 million it spent 
defending their case, the Foundation dissolved its authentication board in 2011.12

 

 
Keith Haring 

Due in part to the short life and underground, provisional and ad hoc output of Keith Haring - 
who was one of the first graffiti artists to become a blue-chip investment - the stamp of 
authenticity is particularly sought after. Both before and after the Haring Foundation ceased 
their authentication function in 2012, major lawsuits have been brought against it for publicly 
labeling two large groups of purported Haring works as counterfeit, claiming that the committee 
had not performed due diligence in their examination.13  

                                                           
12

 Jennifer Maloney, “The Deep Freeze in Art Authentication,” The Wall Street Journal, April 24, 2014.  
13 A recent complaint against the Foundation alleges that the withdrawal of works from a Miami exhibition and 

“libelous public statements” resulted in the inability to sell the works. The suit notes that the Foundation had only 
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Although many works derived from two of Haring’s close friends, who were given the works by 
Haring himself, and others from close associates of Haring, there remain many questions 
concerning authenticity - and who now has the right to make that call. 

 
Fakes and Forgeries in Decorative Arts 

 
American Folk Art 

The weather vanes that have been perched atop New England barns since colonial days are 
lauded by the antiques market as prime examples of American folk art. Unfortunately - if 
unsurprisingly - the hungry market for weather vanes in the past couple decades has spurred 
both thefts of originals and a flood of forgeries. The most prominent known forger, Steve Miller, 
is also a leading authority on them: among other titles, he is the author of The Art of the 
Weathervane (1984). Miller patinated and distressed the metal surfaces of new weathervanes 
and added gilding so that they appeared of their purported period. The weathervane market, 
which peaked in 2007 with some sales exceeding $1 million, was seriously compromised with 
these revelations, and is still recovering eight years later. 

Other classes of folk or vernacular art that are now known to be subject to forgery are the 
illuminated manuscripts of the Pennsylvania Germans, their painted blanket chests, and other 
Pennsyvlania German furniture forms.  The same is true for Judaica and coastal New England 
painted furniture. Basically any group that has a strong interest in their heritage can be certain 
that fakes have been created to make the supply and demand curves meet. This is also true for 
extremely rare early American objects like William and Mary furniture and early American silver. 
(Concerning the latter, there are several examples of collections in which over 70% of the items 
are faked, either with modern silver or English forms that have been re-marked with American 
makers.) Scrimshaw is another type of folk art that is commonly forged, often with early 
substitutes for ivory such as cellulose nitrate or casein. 

 
Antique furniture 

The market for antique furniture - Victorian highboys, objects from throughout the Empire 
period and really any piece whose defining feature is brown wood - has fallen so far as to now 
fetch pennies on the dollar. Aside from changes in taste and lifestyle, a surplus of such furniture 
amassed over generations within families, and the pre-eminence of retailers such as IKEA, the 
antique furniture market has also been compromised by a surfeit of fakes and forgeries. 

 
Moreover, as reputable dealers shutter storefronts more frequently owing to high rents and the 
already-slower market, buyers are lacking easy access to those with comprehensive knowledge, 
and are relying on their own instincts to judge antiques at auction houses.14

 There remains a 
lucrative market for rare and particularly beautiful antique pieces, particularly in the French and 
British market, yet this too has been beset by a flood of faked objects, with disturbing effects on 
consumer confidence.  
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The Hobbs-Buggins scandal, which came to light in 2007 as the subject of an article in The New 
York Times and The Sunday Times, respectively, has had the most profound effect on the antique 
furniture market. When top-market London dealer John Hobbs was accused of having sold 
hundreds of pieces of furniture as genuine antiques that were in fact largely the handiwork of his 
restorer Dennis Buggins, auction houses Sotheby’s and Christie’s in New York and London pulled 
suspected pieces off the block and Hobbs resigned from the British Antique Dealers’ 
Association. Hobbs’ estranged brother, Carlton Hobbs, has been accused of the same by 
Buggins, with whom he also had a longstanding business relationship. “What evidently began as 
a financial dispute between a dealer and a restorer threatens to undermine confidence in the 
antiquities trade as a whole,” surmised an Antiques Trade Gazette reporter in 2008.15

 

 

The Growth of Online Art Sales 

 
The growth of companies in the online art space has been one of the most visible and widely 
discussed trends in the art market over the past decade.  The internet has revolutionized 
communications in the art sector.  In particular the e-commerce of art objects has also gained 
significant momentum, creating increased convenience, efficiency and accessibility for both 
buyers and sellers, with much greater speed of transactions and wider global reach.  Online sales 
of art and antiques were conservatively estimated to have reached €3.3 billion or around 6% of 
all sales by value, with the majority of sales being made in the range of $1,000 – $50,000.16This 
is the fastest growing segment of the market, and there is a significantly higher risk for fraud this 
category. 

However the increasing democratizing and accessibility of the online art market means even less 
transparency for buyers and suspect sellers can hide in plain view. This segment is especially 
vulnerable to high volume, organized fraud. Forgery factories operate openly and freely and 
buyers have little recourse when they have been victimized. 

Recent research in the online Art Marketplace conducted by Art Fraud Insights, LLC suggests 
that approximately 1/3 of all listings reviewed were intentionally deceptive in nature. Deception 
by means of  using obviously deceptive language to support the claim of Authentic or Original, 
the falsifying of ownership history or provenance, the use of dubious documentation and the 
inflation of value, scarcity or investment potential. These outright fakes and forgeries are usually 
claimed to be part of a top tier artist’s oeuvre. Many are purchased and recirculate within the art 
market for years. Often submitted to an authentication board or qualified expert for 
authentication AFTER it has been purchased, (usually as part of estate planning, insurance 
underwriting or simply the confirmation of an undiscovered treasure), it then becomes a “hot 
potato” that keeps circulating once the truth about it is known. One bad artwork can have many 
victims. Even more surprising is that the research revealed that upwards of 68% of all the online 
auction listings reviewed contained incorrect information, conflicting information or omitted 
critical identifying information altogether.17 
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i2M STANDARDS: ART’S TECHNOLOGICAL GUARDIAN 

 
ART’S PROBLEM 

 

Art has a wide appeal. Artefacts are acquired for historical and cultural significance as 

well as being a financial investment.  Investors range from private collectors to businesses and 

nonprofit institutions. The art industry includes all the activities associated with art, from 

shipping to buying and selling, insurance, gifts, loans and exhibitions. It includes artists, their 

estates and foundations, dealers, galleries, auction houses, museums and collectors.  

 

In total, the art industry generates anywhere between $60B and $1T every year in global 

sales, and yet it is the world’s largest unregulated industry. It is a trillion-dollar economy with a 

dark side, in which stolen works increasingly fund global terrorism, while fakes and forgeries are 

widely prevalent, and art is a frequent route to money laundering and tax evasion.  It is estimated 

that as many as 40% of sold art works are fake.  

 

The industry’s lack of transparency creates legal and financial risks which cost money 

and constrain growth. Recent research has found that there is a rising trend in all forms of 

criminal activity around art, including counterfeiting. Reflecting the global nature of the 

industry, art crime is spreading across the world, transcending borders, types of art and 

individual artists.   

 

Not surprisingly, stakeholders across the industry want better means of authenticating 

and valuing art and creating clear legal title.  

 

Crucially, there is no universal standard that governs how a work should be identified for 

all purposes and no solution that can authenticate a work (that has not previously been accurately 

identified) with any degree of certainty. Even once detected, there is also no mechanism to 

prevent the re-introduction of faked and forged objects back onto the market. 

 

THE i2M STANDARDS SOLUTION 

 

Since the problem of art integrity affects all industry stakeholders, it requires a systemic 

solution. 

 

ARIS Title Insurance Corporation as sponsor, together with the State University of New 

York (SUNY) at Albany, have established a Global Center of Innovation to bring together 

technology, art industry knowledge and legal regulatory expertise to create an ecosystem of 

labelling, data storage and standardization to authenticate all forms of art, now and for the future.  
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The name of the initiative is i2M – which is the reference for the standards, for the Center 

of Innovation and for the standards-supported technologies.  A key component of the i2M 

initiative is independently developed, advanced encrypted bioengineered DNA as well as other 

advanced and encrypted security technologies in which the DNA can be embedded into any art 

object to ensure its correct identification at the point of manufacture or discovery.  Supported by 

these advanced marking technologies – that are i2M-compliant – the initiative will be the first of 

its kind to address the challenge of faked, forged and stolen art. 

 

Underpinning the marking technology, are new specific, peer-reviewed and scientific, 

legal i2M standards that will govern how all art objects will invisibly and permanently be marked 

throughout their existence. The new standards will drive innovation, laying the groundwork for an 

ever-evolving technology-driven solution to art’s authenticity challenge. Over time, as more and 

more objects are marked, the number of authenticity disputes will decrease significantly to none.  

 

Other compatible technologies can, and should, be developed by other independent third 

parties.  But all technologies must meet the rigorous i2M standards laid out by the Global Center 

of Innovation.  To do that, the technologies must have zero-physical impact on the art, mark it 

permanently through encryption and authenticate both primary and secondary market artworks.  

 

The markings will embed art and collectibles with unique identification data relating to 

authenticity, title, conservation, exhibition history, sales records etc.  Akin to the VIN numbering 

system of the global automotive industry, this information will remove future questions about 

whether the object is or is not an original, authentic work by the attributed artist or the same 

work earlier considered authentic by the consensus of authority.  The data, which will be 

electronically secured on a military-grade security platform as well as compliant with stringent 

domestic data security and privacy laws, will be connected to the physical object.  The entire 

ecosystem of embedded data and global standards is aimed at creating a legally conclusive proof 

of authenticity or confirmed consensus of authority. 

  

i2M provides an ecosystem-wide solution, that is, a framework for independent, third-

parties to develop compatible technologies that meet its standards.  This paradigm will give 

stakeholders confidence in the initiative because they know that it will be equally supported by 

their colleagues and other industry players, is technically sound by today’s standards and will 

remain relevant in the future adapting to later technological developments. 

 

i2M marks the dawn of a new art world, in which the identification and provenance of an 

art object can never again be questioned; a world in which artists’ legacies are protected 

alongside the reputations of dealers, museums and galleries; a world in which the data that 

describes a piece of art not only assures its authenticity forever, but also adds value to the object 

itself; and, most important of all, it is a world in which the criminal activity that results from 

faked, forged and stolen art is finally brought to an end. 

 

THE BENEFICIARIES 

 

i2M benefits key stakeholders within the art industry: artists, their estates and 

foundations, dealers, galleries and auction houses, consumers and museums. Each group will 

benefit from greater transparency and legal certainty.  
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For artists, their estates and foundations, the new system will deter the creation of fakes 

and forgeries, create far more efficient cataloguing and provide greater clarity over bequests.  

 

Dealers, galleries and auction houses adopting the ecosystem will be able to promote 

themselves as innovative and technologically-advanced industry leaders, as well as the vendors 

of authentic art.  Financially, greater transparency will enable financial investments in art and 

payments of royalties to be easily trackable.  Although not creating government-imposed 

regulation, i2M creates a lens of transparency which can help vendors protect themselves against 

the increasingly recognized, difficult to manage money laundering and terrorism financing risk 

surrounding the trade of art and cultural property. 

 

Consumers, both private and commercial, will have much greater confidence in the 

integrity of art objects, enabling quicker transactions and cross-border transportation. Real-time 

tracking will help improve security and, over time, reduce insurance liabilities, as risks reduce. 

 

Museums will also benefit, since they will have greater assurance over authenticity and a 

ready-made electronic inventory.  The financial valuation of the collection will increase, and it 

will be far easier and safer for museums to lend and receive art. Helping museums exhibit loaned 

art is economically, culturally and politically important because exhibition attendance revenue 

for museums as not-for-profit public stewards is the lifeblood of museums worldwide. 

 

The initiative is also an opportunity for museums (especially for museums devoted to 

contemporary art by living artists) to support the next generation of artists by investing in the 

future preservation of emerging artists’ legacy at the point of creation.  

 

SUMMARY 

 

i2M supports a standards-based ecosystem of labelling, data storage and standardization 

that ensures the identification and provenance of an art object can never again be brought into 

question. The i2M-compliant marking technologies enables authorized users to access an ultra-

secure vault of information relating to the art object’s authenticity, title, conservation, exhibition 

and sales history.  Highest level security protected data is permanently linked to the physical 

object, protecting against litigation and preserving the reputations of sellers, while also reducing 

financial risk for the buyer. i2M protects the reputation and commercial value of all artists, no 

matter how renowned. 
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THE BENEFICIARIES OF i2M 
 

THE ART WORLD 

 

i2M – a standards-based ecosystem using sophisticated object-marking solutions (with 

multiple data-integrity capabilities) - benefits key stakeholders within the art industry: artists, 

their estates and foundations, dealers, galleries and auction houses, consumers and museums. 

Each group will benefit from greater transparency and certainty about the object’s legitimacy, 

attribution and value.  

 

For artists, their estates and foundations, the new system will deter the creation of fakes 

and forgeries, create far more efficient cataloguing, and provide greater clarity over bequests.  

 

Dealers, galleries and auction houses adopting the ecosystem will be able to promote 

themselves as innovative and technologically-advanced industry leaders, as well as the vendors 

of authentic art.  Financially, greater transparency will enable investments in art and payments of 

royalties to be easily trackable. Although not creating government-imposed regulation, this 

initiative creates a lens of transparency which will help vendors to protect themselves against the 

increasingly recognized, difficult to manage, money laundering and terrorism financing risk 

surrounding the trade of art and cultural property. 

 

Consumers, both private and commercial, will be able to have much greater confidence in 

the integrity of artefacts, enabling quicker transactions and cross-border transportation. 

Verification of the transactional and physical movement of objects will help improve security 

and, over time, reduce insurance liabilities, as risks reduce. 

 

Museums will also benefit, since they will have greater assurance over authenticity and 

an automatically improved and accurate inventory management. The financial valuation of the 

collection will increase, and it will be far easier and safer for museums to lend and receive art. 

Helping museums to exhibit loaned art is economically, culturally and politically important 

because exhibition attendance revenue for museums as not-for-profit public stewards is the 

lifeblood of museums worldwide. 

 

The initiative is also an opportunity for museums (especially for museums devoted to 

contemporary art by living artists) to support the next generation of artists by investing in the 

future preservation of emerging artists’ legacy at the point of creation.  
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GOVERNMENT AND REGULATORS 

  

The i2M ecosystem gives governments across the world a powerful weapon in fighting 

illegal activity. Governments know that stolen artworks increasingly fund global terrorism, while 

fakes and forgeries and even legitimate works are a frequent route to money laundering and tax 

evasion. The stamp of authenticity provided by a standards-based technology solution that can 

accurately and conclusively anchor (identify) an object assures an object’s correct identification 

at the point of manufacture or discovery, helping to tackle the cycle of criminal corruption. Such 

a solution confirms object authenticity but also enables far better and more transparent means for 

the industry to known the change of location, ownership, conservation and other market events 

impacting an object. This will have obvious benefits for governments such as more cost effective 

and accurate management of cross-border movement of these assets for economic, regulatory 

and even political terms. With this level of transparency, government bank regulators will be 

able to manage more effectively anti-corruption, anti-money laundering and anti-terrorism 

financing compliance in relation to the global trade of art, collectibles and cultural objects. Over 

time, this initiative will help to deter criminal activities and support prosecutions, all in a cost-

effective manner. This in turn will support the use of art as a financial asset, for example as 

collateral in lending transactions. 

 

 The efficiencies in border and customs control which standards-based technologies will 

enable will allow governments to redeploy their resources to higher-risk objects, source countries 

or other areas of government budgets. These efficiencies include quicker cross-border movement 

of art since marking will allow customs as well as shippers and forwarders to quickly confirm 

that the work is what it purports to be. Similarly, effectively marked objects will enable the 

regulation of assets held at freeports, a subcategory of free trade zones which act as storage 

facilities with broadly suspended tax benefits. Although these freeports are commonly used by 

art collectors and dealers to store high-valued art for extended time periods, they tend to fall 

outside most customs’ officials remit. The solution will address this void in freeport customs and 

facility compliance by verifying the integrity of the art being stored, as well as providing ready-

made tracking and security conditions. This will mitigate the risk of future loss by theft or fraud. 

Governments will be able to show innovative leadership by improving freeports in this way. 

  

  The solution will assist governments (local, federal and state) in identifying and 

collecting taxes and charges attaching to art and collectibles. Taxes on art and collectibles 

including capital gains, estate, sales, use, resale royalty and VAT taxes, are often difficult to 

assess because of the underlying difficulty in determining art valuations (unless the art was 

recently sold at public auction). Asset integrity confirmed by the solution will support art 

valuation for tax purposes, as well as reduce government expenditure on enforcement 

surrounding non-payment of art-related taxes. 

 

 Finally, this initiative will help national and international law enforcement such as 

INTERPOL prosecute and deter the future sale of fake and forged art. It will reduce the cost of 

law enforcement generally surrounding art and cultural property crimes, an area which already 

has a limited budget in most jurisdictions. The solution will eliminate the nefarious intentional or 

unintentional resale of fake and forged art, which were once identified as fakes or forgeries, in 

jurisdictions including the United States, where fakes and forgeries are not required to be 

destroyed upon detection and litigation. 
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FINANCIAL INSTITUTIONS 

 

 Such standards-based solution will benefit financial institutions involved in the art 

industry, including those banks, corporations and other institutions which hold art as an asset for 

a third party. By securing the integrity of the authenticity of art objects, the valuation of art and 

collectible assets becomes more accurate and less challengeable. As the accuracy of reporting 

increases, so too will investor confidence. This will enable banks and other financial institutions 

to expand their product offerings around art, while at the same time being better protected 

against liability and risk.  

 

The auditors charged with creating certainty and confidence in the underlying assets will 

be able to do so, providing unqualified valuation reports because of their ability to rely on the 

marked data.  

  

Confirmed object authenticity and much greater levels of transparency will enable banks 

to manage more effectively anti-corruption, anti-money laundering (AML) and anti-terrorism 

financing (CFT) compliance. Banks which implement protocols requiring all art objects (owned 

by its clients or under bank control) to be marked will be recognized as innovators in the banking 

industry and may be seen as offering enhanced compliance for customers.  

 

For the regulators charged with policing this space, easier monitoring of the art market 

with more cost effective and accurate identification of wrong doing and prosecution will become 

a reality.  

  

i2M will support the growth of the art lending sector. Today, relatively few loans are 

taken out against art; roughly 10% ($10 billion) of the estimated potential market. The solution 

will support art lending since it will allow lenders to be more confident that they can confirm art 

valuations, authenticity and title. This is likely to mean that lenders will become increasingly 

comfortable offering more and larger asset-backed art loans.   

 

 The solution will likewise enable the growth of art and alternative asset funds since the 

marking is relatively cheap (estimated to cost $150/per object), which will mean that money 

once reserved for authenticity challenges can be reinvested in art and collectibles. 

 

The integrity of funds’ art assets – secured through such technologies – will help funds to 

attract institutional investors, money which has to-date been largely reluctant to invest in the art 

and alternative fund market given the challenges in securing the integrity of art authenticity. 
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i2M STANDARDS: GOVERNMENTS’ REGULATORY AID 
 

GOVERNMENTS AND ART REGULATION 

 

 Governments around the world devote substantial resources every year to policing the 

movement of art to prevent illegal trafficking and money laundering activities. This activity 

relates to both object and transaction specific laws in individual countries.  

 

The global movement toward greater and more effective regulation of the art trade is 

illustrated by the EU’s recent adoption of a more stringent Directive designed to control illegal 

trafficking of cultural goods with unknown or inadequate provenance.  The global art industry is 

inherently ripe for corruption from money laundering and terrorism financing to bribery because 

it is largely unregulated and trades with little or no transparency. Trillions of dollars are 

estimated to be involved in illegal, corrupt activities. The extent of the problem is illustrated by 

the many domestic laws, bilateral treaties and international conventions and initiatives which 

exist, including 40 anti-money laundering recommendations from the Financial Action Task 

Force (FATF), which is now aimed at primarily curbing corruption. International trade and other 

regulators face increasing economic and political pressure to prevent the trade of stolen and 

culturally protected art and similar assets as well as to prevent money-laundering in connection 

with these assets. 

 

Recent research has found that there is a rising trend in all forms of criminal activity 

around art, including counterfeiting. Reflecting the global nature of the industry, art crime is 

spread across the world, transcending borders, type of art and individual artists.  

 

THE i2M STANDARDS SOLUTION 
 

Since the problem of art integrity affects all industry stakeholders, it requires a systemic 

solution. 

 

ARIS Title Insurance Corporation as sponsor, together with the State University of New 

York (SUNY) at Albany, have established a Global Center of Innovation to bring together 

technology, art industry knowledge and legal regulatory expertise to create an ecosystem of 

labelling, data storage and standardization to authenticate all forms of art, now and for the future. 

 

The name of the initiative is i2M – which is the reference for the standards, for the Center 

of Innovation and for the standards-supported technologies. A key component of the i2M 

initiative is independently developed, advanced encrypted bioengineered DNA as well as other 

advanced and encrypted security technologies in which the DNA can be embedded into any art object 

to ensure its correct identification at the point of manufacture or discovery. Supported by these 

advanced marking technologies – that are i2M-compliant – the initiative will be the first of its kind to 

address the challenge of faked, forged and stolen art. 
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Underpinning the marking technology are new specific, peer-reviewed and scientific, 

legal i2M standards that will govern how all art objects will invisibly and permanently be marked 

throughout their existence. The new standards will drive innovation, laying the groundwork for an 

ever-evolving technology-driven solution to art’s authenticity challenge. Over time, as more and 

more objects are marked, the number of authenticity disputes will decrease significantly to none.  

 

Other compatible technologies can, and should, be developed by other independent third 

parties. But all technologies must meet the rigorous i2M standards laid out by the Center of 

Innovation. To do that, the technologies must have zero-physical impact on the art, mark it 

permanently through encryption and authenticate both primary and secondary market artworks.  

 

The markings will embed art and collectibles with unique identification data relating to 

authenticity, title, conservation, exhibition history, sales records etc. Akin to the VIN numbering 

system of the global automotive industry, this information will remove future questions about 

whether the object is or is not an original, authentic work by the attributed artist or the same 

work earlier considered authentic by the consensus of authority. The data, which will be 

electronically secured on a military-grade security platform as well as compliant with stringent 

domestic data security and privacy laws, will be connected to the physical object. The entire 

ecosystem of embedded data and global standards is aimed at creating a legally conclusive proof 

of authenticity or confirmed consensus of authority. 

  

i2M provides an ecosystem-wide solution, that is, a framework for independent, third-

parties to develop compatible technologies that meet its standards. This paradigm will give 

stakeholders confidence in the initiative because they know that it will be equally supported by 

their colleagues and other industry players, is technically sound by today’s standards and will 

remain relevant in the future adapting to later technological developments. 

 

i2M marks the dawn of a new art world, in which the identification and provenance of an 

art object can never again be questioned; a world in which artists’ legacies are protected 

alongside the reputations of dealers, museums and galleries; a world in which the data that 

describes a piece of art not only assures its authenticity forever, but also adds value to the object 

itself; and, most important of all, it’s a world in which the criminal activity that results from 

faked, forged and stolen art is finally brought to an end. 

 

THE BENEFITS 

 

 i2M confirms object authenticity but also enables far better and more transparent tracking 

of objects, with obvious benefits for governments monitoring cross-border movements. With this 

level of transparency, government bank regulators will be able to manage more effectively anti-

corruption, anti-money laundering and anti-terrorism financing compliance in relation to the 

global trade of art, collectibles and cultural objects.   

 

Over time, the i2M initiative will help to deter criminal activities and support 

prosecutions, all in a cost-effective manner. This in turn will support the use of art as a financial 

asset, for example as collateral in lending transactions. 
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 The efficiencies gained in border and customs control with i2M will allow governments 

to redeploy their resources to higher-risk objects, source countries or other areas of government 

budgets. These efficiencies include quicker cross-border movement of art since marking will 

allow customs as well as shippers and forwarders to quickly confirm that the work is what it 

purports to be.  

 

 Similarly, effectively marked objects will enable the regulation of assets held at freeports, 

a subcategory of free trade zones which act as storage facilities with broadly suspended tax 

benefits. Although freeports are commonly used by art collectors and dealers to store high-

valued art for extended time periods, they tend to fall outside most customs’ officials remit. i2M 

will address this void in freeport customs and facility compliance by verifying the integrity of the 

art being stored, as well as providing ready-made tracking and security conditions and mitigating 

the risk of future loss by theft or fraud. Governments will be able to show innovative leadership 

by improving freeports in this way. 

  

 i2M will assist governments (local, federal and state) in identifying and collecting taxes 

and charges attaching to art and collectibles. Taxes on art and collectibles including capital gains, 

estate, sales, use, resale royalty and VAT taxes, are often difficult to assess because of the 

underlying difficulty in determining art valuations (unless the art was recently sold at public 

auction). Asset integrity confirmed by i2M solution will support art valuation for tax purposes, as 

well as reduce government expenditure on enforcement surrounding non-payment of art-related 

taxes. 

 

 Finally, i2M will help national and international law enforcement such as INTERPOL 

prosecute and deter the future sale of fake and forged art. It will reduce the cost of law 

enforcement generally surrounding art and cultural property crimes, an area which already has a 

limited budget in most jurisdictions. i2M will eliminate the nefarious intentional or unintentional 

resale of fake and forged art, which were once identified as fakes or forgeries, in jurisdictions 

including the United States, where fakes and forgeries are not required to be destroyed upon 

detection and litigation. 

 

SUMMARY 

 

i2M gives governments across the world a powerful weapon in fighting illegal activity.  

Governments know that stolen artworks increasingly fund global terrorism, while fakes and 

forgeries are a frequent route to money laundering and tax evasion. The stamp of authenticity 

provided by i2M assures an object’s correct identification at the point of manufacture or 

discovery, helping to tackle the cycle of criminal corruption. Like the VIN numbering system for 

the global automotive industry, i2M will prevent fakes and forgeries from being reintroduced 

onto the market and break art’s unwanted connection with the criminal underworld. 
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i2M STANDARDS: PROTECTING ART AS AN INVESTMENT 

 
THE FINANCIAL SERVICES SECTOR’S CHALLENGE 

 

As the art industry has become globalized, it has taken on financial market-like 

characteristics. As well as being valued for its own sake, art is increasingly being recognized, 

and invested in, as a financial asset. Indeed, investment now outweighs passion as the reason 

why people buy, sell and collect art.  

 

At the same time, art is becoming increasingly susceptible to money laundering and, as a 

result, financial industry regulators today face a variety of complex challenges around art, 

collectibles and cultural objects.  

 

In investment terms, art is often considered as an “alternative asset”, which is a newer 

type of asset that has not been traditionally considered part of an investment portfolio. There are 

various regulations which cover alternative assets and regulators must ensure that valuations, 

financial results and reporting relating to art objects are accurate under these rules.  

 

Regulatory bodies in the US, the EU and across the globe must ensure that brokers and 

dealers involved with art investment comply with risk disclosure regulations. This need is 

increasing as new investment structures emerge, reflecting the growing trend in art investment.  

 

Banks and professional intermediaries must be able to demonstrate compliance with 

domestic and international anti-money laundering laws in art lending, art investments and related 

operations. But the opaque way in which the art industry operates makes it very difficult for 

banks and others to meet all compliance and risk mitigation requirements. 

 

External auditors must also confirm that financial results from art market transactions are 

accurate particularly with regard to the regulatory reporting obligations that are created. Correct 

valuations are crucial in this regard and unqualified auditing is almost impossible in the current 

art market.  
 

As we saw with the collapse of the financial markets in 2008, a lack of regulation and 

unaddressed systemic risk can have devastating effects.  If, however, art can be fully authenticated, then 

assets can be properly secured, and all financial requirements met.  

 

The industry’s lack of transparency creates legal and financial risks which cost money 

and constrain growth. Recent research has found that there is a rising trend in all forms of 

criminal activity around art, including counterfeiting. Reflecting the global nature of the 

industry, art crime is spreading across the world, transcending borders, types of art and 

individual artists. The media is likewise also reporting that art crime is on the rise.  
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THE i2M STANDARDS SOLUTION 

 

Since the problem of art integrity affects all industry stakeholders, it requires a systemic 

solution. ARIS Title Insurance Corporation as sponsor, together with the State University of 

New York (SUNY) at Albany, have established a Global Center of Innovation to bring together 

technology, art industry knowledge and legal regulatory expertise to create an ecosystem of 

labelling, data storage and standardization to authenticate all forms of art, now and for the future.  

 

The name of the initiative is i2M – which is the reference for the standards, for the Center 

of Innovation and for the standards-supported technologies. A key component of the i2M 

initiative is independently developed, advanced encrypted bioengineered DNA as well as other 

advanced and encrypted security technologies in which the DNA can be embedded into any art 

object to ensure its correct identification at the point of manufacture or discovery. Supported by 

these advanced marking technologies – that are i2M-compliant – the initiative will be the first of 

its kind to address the challenge of faked, forged and stolen art. 

 

Underpinning the marking technology, are new specific, peer-reviewed and scientific, 

legal i2M standards that will govern how all art objects will invisibly and permanently be marked 

throughout their existence. The new standards will drive innovation, laying the groundwork for an 

ever-evolving technology-driven solution to art’s authenticity challenge. Over time, as more and 

more objects are marked, the number of authenticity disputes will decrease significantly to none.  

 

Other compatible technologies can, and should, be developed by independent third 

parties. But all technologies must meet the rigorous i2M standards laid out by the Global Center 

of Innovation. To do that, the technologies must have zero-physical impact on the art, mark it 

permanently through encryption and authenticate both primary and secondary market artworks.  

 

The markings will embed art and collectibles with unique identification data relating to 

authenticity, title, conservation, exhibition history, sales records etc. Akin to the VIN numbering 

system of the global automotive industry, this information will remove future questions about 

whether the object is or is not an original, authentic work by the attributed artist or the same 

work earlier considered authentic by the consensus of authority. The data, which will be 

electronically secured on a military-grade security platform as well as compliant with stringent 

domestic data security and privacy laws, will be connected to the physical object. The entire 

ecosystem of embedded data and global standards is aimed at creating a legally conclusive proof 

of authenticity or confirmed consensus of authority. 

  

i2M provides an ecosystem-wide solution, that is, a framework for independent, third-

parties to develop compatible technologies that meet its standards. This paradigm will give 

stakeholders confidence in the initiative because they know that it will be equally supported by 

their colleagues and other industry players, is technically sound by today’s standards and will 

remain relevant in the future adapting to later technological developments. 

 

i2M marks the dawn of a new art world, in which the identification and provenance of an 

art object can never again be questioned; a world in which artists’ legacies are protected 

alongside the reputations of dealers, museums and galleries; a world in which the data that 

describes a piece of art not only assures its authenticity forever, but also adds value to the object 
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itself; and, most important of all, it’s a world in which the criminal activity that results from 

faked, forged and stolen art is finally brought to an end. 

THE BENEFICIARIES 

 

i2M will benefit financial institutions involved in the art industry, including those banks, 

corporations and other institutions which hold art as an asset for a third party. By securing the 

integrity of the authenticity of art objects, the valuation of art and collectible assets becomes 

more accurate and less challengeable. As the accuracy of reporting increases, so too will investor 

confidence. This will enable banks and other financial institutions to expand their product 

offerings around art, while at the same time being better protected against liability and risk.  

 

The auditors charged with creating certainty and confidence in the underlying assets will 

be able to do so, providing unqualified valuation reports because of their ability to rely on the 

marked data. 

  

Confirmed object authenticity and much greater levels of transparency will enable banks 

to manage more effectively anti-corruption, anti-money laundering (AML) and anti-terrorism 

financing (CFT) compliance. Banks which implement protocols requiring all art objects (owned 

by its clients or under bank control) to be marked will be recognized as innovators in the banking 

industry and may be seen as offering enhanced compliance for customers.  

 

For the regulators charged with policing this space, easier monitoring of the art market 

with more cost effective and accurate identification of wrong doing and prosecution will become 

a reality.  

  

i2M will support the growth of the art lending sector. Today, relatively few loans are 

taken out against art; roughly 10% ($10 billion) of the estimated potential market. The solution 

will support art lending since it will allow lenders to be more confident that they can confirm art 

valuations, authenticity and title. This is likely to mean that lenders will become increasingly 

comfortable offering more and larger asset-backed art loans.   

 

The solution will likewise enable the growth of art and alternative asset funds since the 

marking is relatively cheap (estimated to cost $150/per object), which will mean that money 

once reserved for authenticity challenges can be reinvested in art and collectibles. 

 

The integrity of funds’ art assets – secured through the i2M technologies – will help 

funds attract institutional investors, money which has to-date been largely reluctant to invest in 

the art and alternative fund market given the challenges in securing the integrity of art 

authenticity. 

 

SUMMARY 

 

Financial Services are on the front line of art’s authenticity crisis with the most invested 

in terms of reputation and money in an industry where an estimated 40% of assets are now feared 

to be fake and linked to money laundering and criminality.  i2M creates a much needed solution 

providing a bio-engineered digital key that can be embedded into any art object to ensure its 

correct identification at the point of manufacture or discovery. Unqualified asset valuation in art 
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and confidence in authenticity is becoming a reality with i2M and the game-changing assurance 

that it creates for those investing in and regulating the global art market.   



 

The Global Center of Innovation for the i2M Standards 
www.i2mstandards.org 

 

FAQ - October 12, 2015 
 
What is The Global Center of Innovation for the i2M Standards? 
The Global Center of Innovation, previously known as the SUNY Center of Innovation, was founded in 
2014 and is based at the State University of New York at Albany, in the United States of America.  This 
Center, which is sponsored by ARIS Title Insurance Corporation, brings together academics, government  
and private sector stakeholders from around the world to establish collaboratively definitive, third-
party, peer-reviewed industry standards and solutions for art identification and authentication.   

Who is ARIS Title Insurance Corporation? 
ARIS Title Insurance Corporation is the world’s leading title insurance company which guarantees clear 
legal ownership of art and other collectibles. It is a subsidiary of NASDAQ-traded Argo Group (AGII).  See 
www.aristitle.com and www.argolimited.com for more information. 
 
Why was the Center created? 

In a market plagued by uncertainty, art’s great unsolved challenge is authenticity.  But while the 

confirmation of authenticity on a given work can disrupt illegal activity – and add millions to its price – 
there is no universal standard that governs how a work should be identified for all purposes and no 
solution that can authenticate a work (that has not previously been accurately identified) with any 
degree of certainty.  And even once detected, there is no mechanism to prevent the re-introduction of 
faked and forged objects back  into the market. 
 
The Center was formed to create a platform on which all stakeholders within in the art industry can 
come together to protect their interests in relation to art and collectibles.  Key stakeholders include:  

 
 Living artists 
 Artist estates 
 Foundations 
 Museum community 
 Financial  services and institutions 
 Trade regulators 
 Law enforcement 
 Property insurers 

What have ARIS and the Center just announced? 
On 12th October 2015, ARIS as initial sponsor and the SUNY Center (now Global Center of Innovation for 
the i2M Standards) announced the advances of this worldwide initiative  to anchor art through 
internationally developed standards  for both object-marking technologies and high security 
informatics-data management approaches needed  together to solve the industry’s authenticity 
problems.  The initiative is based on collaboration with artists, academics, scientists and curatorial 
institutions from across the globe.  

 

© 2015 Global Center of Innovation for the i2M Standards.  The i2M trademark, logo and related trademarks are owned by the Global Center  
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What is the name of this initiative? 
The name of the initiative is i2M – which is the reference for the standards, for the Center of Innovation 
and for the standards-supported technologies.    
 
What is the goal of the initiative? 
To be a global, multi-stakeholder-involved framework that will solve the art industry’s problem of faked 
and forged art.  The initiative is the first of its kind to establish industry standards by which all art will be 
invisibly and permanently marked at the point of manufacture or discovery for primary market objects 
and at a defined point in time and intervention for secondary market objects, allowing all objects to be 
recognizable as indisputably authentic or, if not previously marked, as the indisputably subsequently-
identified object. i2M is much more than a product or service launch.  i2M represents the start of a 
process and of a global collaboration that will break the cycle of criminal activity and misidentification 
with a set of standards and standards-based solutions that solve an asset integrity challenge for an 
entire ecosystem of industry stakeholders – from artists to dealers and investors to law enforcement 
agencies. 
 
How does the initiative apply to art? 
The initiative applies to all forms of art and collectibles, past, present and future, by creating standards 
that support highly-secure technologies to cover (or mark) all predictable possibilities of art forms.  The 
collaborative nature of the initiative means that the best legal and scientific experts in many technical 
disciplines along with creators and conservators of the world’s art is harnessed in the creation and 
development of the ecosystem of users of the solution.  Specifically, the initiative will cover: 
 

(a) Primary market art as objects are created and introduced into the industry, removing 
future questions about whether the work is an authentic work by the attributed artist; 
and 

(b) Secondary market arts by linking objects to existing industry “consensus of 
authority” that the object is authentic, removing future questions about whether the 
identified-work is the same work earlier considered authentic. 

What is the ultimate aim of i2M? 
i2M will become the industry standard for the accurate identification of art and other valuable 
collectible objects including cultural heritage objects and, in this way, conclusively anchor the authentic 
nature of the marked object.  This is different from but synergistic to the work of today’s forensic and 
connoisseurship art scientists as they work  to determine the autographic nature of artworks of the past 
by artists who are no longer alive to reach a consensus of authority on the autographic (or authentic) 
nature of these objects.  Through a systemic and generational shift, innovative standards and associated 
technologies will remove the authenticity issue from the global art industry on a moving forward basis. 

Why was i2M created? 
Art remains the largest unregulated legal market in the world.  The industry is plagued by uncertainty, 
and the greatest unsolved challenge is accurate object-identification and maintaining this integrity over 
long, indefinite periods of time, often centuries, for 100% certainty of originality, attribution and 
authenticity.   

What is the scale of the problem? 
In what is regarded as anywhere from a $60 billion to $1 trillion global annual sales industry, it is 
estimated that anywhere from 25% to 40% of sold artworks are fake.  Although the existence of faked 
and forged artworks dates back centuries, a number of factors have significantly increased the forgery 
risk for every art owner around the world.   
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These factors are: 

 the globalization of the art industry;  

 the increase in litigation around art;  

 the rising monetary values of art objects; and 

 rapid advances in technology which enable inexpensive and near-perfect fraudulent replication 
of artworks. 

 
Who suffers from the problem? 
Today’s art market-turned global industry puts artists’ legacies at risk.  The problem impacts collectors, 
artist foundations, the trade, the museum community, investors, financial institutions and governments, 
who are working to improve regulation in the financial markets and international trade and in law 
enforcement for the art asset class.  The problem now adversely impacts everything from society’s 
cultural legacy to risk as insidious as global money laundering through art and cultural objects and 
terrorist financing through these objects.  

Who is calling for reform? 
Nearly all stakeholders now want to do something about this problem (except perhaps those who are 
benefiting from fakes and forgeries at the risk of the entire industry).  Industry leaders are starting the 
process of change.  Living artists and art institutions from China to Cuba and art industry sectors in 
between have stepped forward as a matter of industry leadership to be first to adopt first-generation 
solutions and to begin significant cultural change. 

Why a center of innovation? 
Centers of innovation are a recognized model to enable independent, not-for-profit and joint 
government-private sector-sponsored centers of excellence.  They benefit from the most advanced 
resources at leading universities and join together many stakeholders to solve significant, complex 
industry problems. Although first sponsored by ARIS, other private sector parties will soon join as 
collaborators and sponsors to further the purpose of the center as a permanent, independent body to 
set and continually evaluate the i2M Standards.  The standards will support the art industry’s needed 
object identification (authenticity) technology solutions.  And the center will certify that industry-wide 
innovations meet the i2M Standards.  

What is the i2M solution? 

The solution has three parts.   

Solution Part I:  Standards 

Independent, viable and globally-adoptable standards create a common basis to identify artworks, store 
information accurately about the works and to solve the problem of fakes and forgeries.  Standards 
enable markets to solve complex problems with uniformity at the roots and give all stakeholders 
confidence to adopt the solution. 

The i2M Standards are ground rules to define the kinds of complex issues the art industry faces today 
and will face in the future.  The standards must define what “safe” or “zero impact” means for a 
technology solution that indelibly and invisibly marks art objects of different media and materials across 
different environmental conditions.  The standards must define technical, legal effectiveness and 
redundancy thresholds that make a solution “unbreakable.”   

Standards must also reflect anticipated change.  For example, the first safety engineering design and 
construction standards developed for reinforced concrete had to contemplate future technologies such 
as carbon fiber before these advances existed or became commercially available.  Similarly, operability 
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of mobile phones for global telecommunications is rapidly advancing – but they are based on industry-
standards.   

The ongoing review and refinement of standards led by an independent center of excellence will enable 
the art industry to stay ahead of the attempts of improperly motivated parties to use technologies to 
circumvent standards-compliant technology solutions (described here that will solve the art industry 
problem of fakes and forgeries).   

Absent standards, different incompatible approaches would develop from individualized vantage points, 
producing fragmentation in the industry system and no interoperability of solutions.  As a result, no one 
could rely on any solution.  And the problem of fakes and forgeries will continue.  As one authority 
recently stated: 

Art swindles depend on a network of people, sometimes unwittingly, repeatedly helping 
to lend fake paintings a veneer of credibility combined with the industry’s ubiquitous 
lack of transparency which prevents anyone from discerning a pattern. 

Standards-based solutions will allow the industry to say: 

The art industry now functions through an ecosystem of diverse stakeholders whose 
concerted interaction assures industry-wide transparency and that objects trading in 
this global industry have, on a continuing and identifiable basis, verified and 
documented authenticity. 

Solution Part II. Advanced marking technologies 

Advanced marking technologies can identify (mark) art objects both physical and digital when works are 
created (primary market art) and, in the case of secondary market art, effectively “stop the music” by 
marking works already circulating in the market.  That marking will identify these objects and anchor 
them to the thought-to-be-accurate information (and prevent potentially future manipulation of the 
objects and their information).  The first part of the solution is anchored in independently developed, 
advanced encrypted bioengineered DNA as well as other advanced and encrypted security technologies. 

Solution Part III. Advanced informatics technologies 

Advanced informatics technologies to be provided by ARIS Title Insurance Corporation enable 
continuous verification and protection of information associated with identified objects.  This process 
will complete and maintain the integrity of the identification.  This must be done in compliance with the 
strictest data privacy, protection and security laws of each jurisdiction (in a global industry) and in a way 
that the originators of their information own and control their information.  For instance, deciding to 
allow the creating artist, a past or a future dealer or a museum or a catalogue raisonné author to access 
some, none or all of their ownership information based on choices about privacy and the benefits that 
sharing information may have to their works and to the integrity of the art industry.  This third part of 
the solution is anchored in advanced informatics technologies including a unique application of public-
private block chain elements. 

What is the i2M ecosystem a three-dimensional approach? 

A reliable three-dimensional 360 integrity wrap for art objects and object information solves the art 
industry authenticity problem on a go-forward basis.  Neither part of the solution can solve the problem 
alone; both parts together can solve the problem only if they conform to industry standards – this is the 
critical role of independent standards.  The first-generation solution – which the Center of Innovation is 
spawning to get things started and will then divest it to a third-party commercial concern – is intended 
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to encourage others to innovate as technologies, conservation science and jurisprudence around the 
reliability of different technologies advance.  This will occur in as yet unknown ways as technology 
evolves and as the ways in which artists create art change.  The ultimate goal is to give the global art 
industry dynamic solutions to be able to demonstrate conclusively to any court or other tribunal 
anywhere in the world that a primary market artwork marked at the point of production by a standards-
compliant solution is the authentic work, and that a secondary market artwork marked after it was 
produced (or discovered in the case of cultural heritage objects) and introduced into the industry 
marked by an i2M Standards-compliant solution is the identified work.   
 
Who is using i2M? 
Two dozen internationally recognized artists, archives, foundations and museums from Eric Fischl and 
the Philip Halsam Archives in the United States to Huang Rui in China and the Brüke Museum in Berlin 
have signed up to use the initiative.  Artists’ estates in Europe and legal firms operating from multiple 
markets are part of the initiative.  Detailed discussions are underway with contemporary museums and 
philanthropic organisations as well as other stakeholders within the art industry. 

How does the first solution work?  Is it i2M compliant? 
The first i2M-Standards compliant system – being released to the group of first-adopters before large 
scale commercialization to the entire art industry – will be released by the i2M Center under the i2M 
name and will then be divested to a third-party commercial concern.  For each work, the solution 
embeds specially created DNA elements into the surface of art objects through a specially-created label 
attached to the object and with the DNA remaining inside a “forensic” layer of the label.   

Other elements enable scanning the label through an App which authenticates everything from the user 
to the scanning device. That is all an art owner will need to do to confirm their work. If someone later 
attempts to tamper with the label, this will leave microscopic forensic evidence.  If someone were ever 
to question the identification of the object, the DNA element can easily be reviewed by experts (without 
impact to the work) using advanced forensic practices to confirm the unique, unbreakable encoding.   

When the label is routinely scanned, this also links the owner (or others users) to privacy-protected, 
secured information controlled by the owner.  The owner controls each piece of information this way.  
The owner can also enable sharing owner-originated information, just as art owners, dealers, museums 
and others do today, but now the recipient knows that shared information is conclusively accurate 
about the object. 

What happens next? When? 
The i2M initiative led by the Global Center of Innovation is about engagement and process.  During the 
next 90 to 120 days, the center invites industry stakeholders to engage with the initiative by learning 
more from the information available at the website links listed below and to provide comments and 
feedback.  Stakeholders can do so by going to www.i2mstandards.org.  

Reform of the world’s last unregulated industry, which the i2M Standards can effectuate, will not occur 
without stakeholder support.  Change can happen but it is up to the industry and its stakeholders to 
bring it about.  

At the end of the 90 to 120 day period, marking of artworks of the first-adopters will start according to 
the schedules of each first-adopter.  This phase will enable any necessary refinements of processes and 
procedures.  The Center of Innovation through its collaboration partners will then begin to work with 
other adopters as they sign up to be part of the next waves of adoption.  Standards-compliant solutions 
will then move toward commercialization. 

  

http://www.i2mstandards.org/
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What makes this initiative different? 
The approach undertaken by the Global Center of Innovation is different because it is based on 
independent standards and the involvement of an independent, ongoing, not-for-profit organization 
supported by different industry stakeholders.  Its design as a standards-development and independent 
certifying body is intended to ignite innovation as well as participation by diverse commercial 
stakeholders that draws on the things that each stakeholder does best.   

The State University of New York at Albany is recognized for its strategic location at the nexus of New 
York State’s advanced testing, diagnostics and small-scale engineering industries.  It has incubated and 
spin-off The SUNY Polytechnic Institute, which is a world-leader in nano-scale applied research and 
engineering and has a long track-record of creating public-private centers of excellence, through close 
relationship to industry, government and academia.  

As a parallel market example, ARM Holdings in the United Kingdom makes computer chips based on 
industry standards.  Apple and Samsung both use ARM chips for mobile devices that operate on an 
open-architecture that enables proprietary devices to work on operating systems customized for the 
end-consumer.  The approach illustrated by ARM Holdings helped to usher in the era of the App 
economy, which leading researchers compare in beneficial impact and scale to the industrial revolution.     

The ecosystem engagement being fostered in the art industry by the Center of Innovation is designed to 
enable a solution to a complex problem to work.  It is the art industry’s new way to do. 

The i2M Standards will enable many different parties to participate in an interoperable, standards-
based system, and secure art assets and information integrity to the global art industry. These 
stakeholder partners will range from logistics firms, Free Ports and Free Zones catering to the global art 
industry to companies innovating in block chain solutions to address parts of the art industry’s 
problems, to providers of digital catalogue raisonné systems and inventory management systems. 

How do I learn more and participate? 
Go to any of the links at the end of this FAQ to learn more, to sign up for additional information as the 
Center of Innovation releases it, to engage as a philanthropic organization supporting artists and the arts 
and to contribute in any other way that you think might be helpful.  
 
Who is involved in the i2M Standards Initiative? 
The Center of Innovation launched in March 2014 at the State University of New York at Albany.  The 
State University of New York system is the largest university system in the United States, with the 
Albany campus located at the State government seat and one of the four flagship campuses housing 
some of the world’s most advanced facilities in biosciences and nanotechnology.  The State and City of 
New York also hold important places in the art world both historically and today. Additional entities 
involved are listed on the Center’s website. Technical working group members serving in individual 
capacities come from many of the art industry’s leading institutions and organizations. Collaboration 
partners include the University of Sussex, Brink’s Global Services, Rensselaer Polytechnic Institute 
(Chung Research Group) and other scientific and technical Institutions.  For internal policy and security 
reasons, two collaborating entities (one in the United States and one outside the United States) cannot 
be publicly named. 
 
What is the name of the i2M Standards center? 
The name of the center at launch (http://www.albany.edu/news/48008.php) has changed to the Global 
Center of Innovation for the i2M Standards to reflect the name of the standards as the focus of the 
center.    
 

http://www.albany.edu/news/48008.php
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What is ARIS’s role with the i2M Standards? 
ARIS Title Insurance Corporation, a member of Argo Group International Holdings, Ltd. (NASDAQ: AGII), 
a leading international specialty insurer and reinsurer, is involved in the Center of Innovation as both 
initial sponsor and a key stakeholder in the art industry ecosystem.  None of the current or future object 
marking technologies associated with the i2M Standards belongs to ARIS and ARIS has no economic 
ownership interest in them. ARIS’s role includes supporting the informatics side of the solution.  As the 
leader in title insurance for the art industry, ARIS is a regulated title insurance company by law perpetual 
in existence and is the only agnostic, market-neutral art industry entity in the business of verifying and 
curating art industry information including private information under all applicable data privacy and 
data security laws.  ARIS will serve as a first-generation custodian of the industry information that must 
be linked to art industry objects through i2M Standards compliant marking solutions.    
 
More information on this fin-tech role of ARIS as a regulated title insurance company is available at 
www.i2mstandards.aristitle.com. 
 
 

http://www.i2mstandards.aristitle.com/
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Thought-leaders know that important change occurs only when those with courage and conviction to 
act take the first critical steps, embrace new tools and solutions that make change a reality and 

encourage others to join. 
 

A Short FAQ Prepared With the Input of Artists, for Artists 
 
The Situation That We as Artists Face Today 
 

Higher prices in the marketplace, the rise of online sales, the proliferation of forged or illegally 
replicated works, the rapid development of 3-D printing and image technology and the systemic silencing 
of expert opinion are just a few of the conditions and patterns that both reflect and contribute to the 
pressing problems faced by artist foundations, museums, collectors, dealers and lawmakers today. Taken 
together, they illustrate the disturbing and obdurate reality of the contemporary scenario and are the 
reasons why the art market has become such a precarious, and paranoid, arena. 
 

The anxiety that pervades the art market today applies directly to artists and confers very real 
implications for artists’ work, their market, and, looking towards the future, their legacies. 
 

The opacity of the market further serves to create fraudulent replication, price manipulation, 
criminal trade, theft and money laundering to the detriment of the artist, who continues to lose control 
of his or her own output and compensation for their work.  Confirming a work over and over is 
impractical at each point and is in fact becoming impossible to do. Concerns about a work’s authenticity 
shake the confidence of collectors, dealers and auction houses and can taint the integrity and value of an 
artist’s oeuvre more generally.  
 

An artist automatically has the moral rights to their work for their lifetime, irrespective of 
ownership.  It follows that the artist should also have greater control over their work in terms of 
guaranteeing its authenticity and status as it moves through the market.  When beginning to plan a 
career retrospective or a catalogue raisonné, moreover, the ability to locate works for loan or 
information is an invaluable advantage.  Beyond the artist’s lifetime, this protection should be 
guaranteed in perpetuity.  
 
What is The Incentive for Change? 
 

Incentive drives innovation and change in any system, and artists have in the past been the 
driving force behind regulatory changes in the art market. Within the music industry, for example, Taylor 
Swift’s recent admonition to Apple, Inc., for not giving royalties to musicians during a trial period of a 
new music-streaming service resulted in the swift amendment to that policy. 
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In the visual arts, important paradigm shifts have been initiated by artists as well, albeit more 
gradually and incompletely. The California Resale Act (1976) was originally spurred by artists unhappy 
with the exponentially higher selling prices for their work on the secondary market.  This movement to 
institute regulation of royalty payments to artists on resale has yet to achieve legislation at the federal 
level, due in part to a lack of awareness on the issue. The standards of artist protection in the United 
States continue to fall below those of the U.K. and the E.U. in general, where droit de suite regulations 
have existed in various permutations since the end of the 19th century.  The failures of the industry to 
protect artists’ work are universally felt, however, and the solution must be a collective one, from 
emerging- to mid-career and well-established artists. It is time for artist empowerment to become 
universal. 
 
Why We Are Providing Active Leadership and Support for This Change 
 

The Global Center of Innovation for the i2M Standards based at the State University of New York 
at Albany is working with leading scientists in many fields including materials engineers, art conservators 
and cultural heritage scientists to address the need for a set of systemic, technology-based solutions to 
mark for authenticity purposes works of art in accordance with a set of enduring standards of current 
and future efficacy.  
 

Housed within the largest university system in the United States, the Global Center of Innovation 
will serve as the not-for-profit independent authority to certify whether future proposed technology-
based solutions meet these standards.  The vanguard for this initiative which is international in scope 
spans globally-recognized artists, leading academic and scientific institutions with engagement now and 
growing support from museums, curators and dealers as well as governments in the U.S., U.K. and E.U. 
The first-generation technology that structures this system has been developed by the world’s leading 
scientists in bioscience and nanoscale technology through independent, peer-reviewed processes and is 
supported by ARIS Title Insurance Corporation, based in New York, the only market-neutral, government-
regulated title insurance company insuring transactions and asset ownership in the art industry.  
 

This initiative represents the most powerful opportunity ever proposed for artists to contribute 
to, and benefit from, a historical shift in the industry – systemic solutions to a truly systemic and 
increasingly crushing problem.  It presents a great incentive for artists to engage, from the beginning, in a 
program whose scope, strength and reach can uniquely address the complex problems faced today in the 
art market.  It is an opportunity to drive a positive sea change and to empower those whose 
contributions to culture are also the basis of the entire industry – artists and their life’s work, their legacy 
and their contribution to the world’s record of culture.  
 
The First Steps Forward 
 

The Global Center of Innovation has incubated a framework and new standards-based 
technology to guarantee the accurate identification and authenticity of every important work of art, now 
and in the future. Scientists are utilizing the permanent nature and well-understood physical properties 
of bioengineered DNA, and at the same time designing a digital DNA equivalent that can be absorbed 
into the elements of any work, material or virtual, rendering it both unique and uniquely traceable, 
combined with standards-based means to anchor all of the information we as artists already try to 
maintain and want the world to maintain around or work but now with complete reliability and accuracy.  
 
 
 
 



The artwork is tagged with a distinct form of this synthetic DNA, an invisible chemical and digital 
marker that works at the molecular level.  The markers are designed to be benign with zero physical 
impact and will be subjected to further ongoing testing and evaluation by leading experts in the field to 
ensure stability across the many different forms of art.  The markers are bound through encryption, 
permanently linking the object to its provenance and its authorship.  Primary market works are tagged at 
the point of their departure from the artist’s studio, and secondary market works will be tagged when 
authenticity has been confirmed by existing industry “consensus of authority.”  From the moment an 
artwork is marked, the market can have certainty – questions of identity and authenticity are 
permanently resolved.  
 
Access to Our Information – A Vital Step Toward Transparency and the Protection of Artistic Legacy 
 

Beyond proof of authenticity, information crucial to the successful and complete identification, 
care and handling of the artwork will be indelibly joined to the art as well. 

 
Details of the work, such as date of creation, title, dimensions, material specifications, condition, 

and conservation information are verified and permanently linked to the work itself.  Second-tier levels 
of information, such as application, installation, and handling specifications can be accessed by those 
authorized to touch the work, such as handlers, shippers, fabricators, conservators and museums.  And 
finally, art market movement can be traced as a work is sold, resold, exhibited and accessioned into 
public and private collections. 

 
This secure information will be accessible to owners of the information and their approved users 

for authorized uses, only, and via iPhone/smartphone app.  
 
The Paradigm Shift Begins Here 
 

The crisis we as artists face today in the art industry must be addressed now and with the tools to 
fit the task.  The conjoining of the most advanced science and technology on an independent standards 
and systemic basis in the world today with a work of art itself is the core of the solution.   
 

One could not have picked a more appropriate theme for the Global Center of Innovation 
announcements in October 2015.  Like many stones dropped in a pond, the resulting ripple effect bears 
on the protection of an artist’s work individually and, by joining with others, gains strength after 
strength, bringing a cascade of change to the art historical record collectively.   
 

This initiative and the change it begins is vital to us as today’s living artists, it is vital to the art 
world.  
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October 12, 2015 
 

Thought-leaders know that important change occurs only when those with courage and conviction to 
act take the first critical steps, embrace new tools and solutions that make change a reality and 

encourage others to join. 

On October 12, 2015, the Global Center of Innovation for the i2M Standards announced a brand new 
initiative to permanently and safely mark and identify works of art.  This initiates a process of systemic 
change in the art industry.  For more information, go to www.i2mstandards.org.  Also announced were the 
industry-leading, first-adopters of technology solutions that will solve the problem of fakes, forgeries and 
improper use of art and cultural heritage objects. These include individual artists, institutions and other 
thought-leaders who are participating in this initiative. 

The Center of Innovation is pleased to announce the following (in alphabetical order): 
 

First-Adopting Individual Artists 

 

Chuck Close, New York, United States 
Joseph Cohen, Texas, United States 

Adrian Fernandez, Havana, Cuba 

Eric Fischl, New York, United States 

Bryan Hunt, New York, United States 
Mona Kuhn, California, United States 
David Salle, New York, United States  

Huang Rui, Beijing, China 
Mickalene Thomas, New York, United States 

Jane and Louise Wilson, London, England  
 

First-Adopting Institutions 
 

Brücke-Museum, Berlin, Germany  
Philippe Halsman Archives, New York, United States 

Schmidt-Rottluff Estate, Berlin, Germany 
August Sander Foundation, Cologne, Germany 

 
Other Stakeholders 

 
Crowell & Moring LLP (International Government Affairs Practice) 

K&L Gates LLP (Global Fine Art and Cultural Law Practice) 
University at Albany Foundation (Worldwide Alumni) 
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Capped at a total of thirty-five, first-adopting artists and institutions receive special 

grandfathering benefits and collectively will be known as the first adopters who began 
change in the art industry. 

 
  
 

A further cluster of additional first-adopting artists and institutions will be announced 
prior to closing of the first adopter list. 

 
Additional international law firms and other institutional stakeholders participating as 

industry leaders will also be announced.  
 
 




