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CHECKLIST 1 BY: ____________________

__ HED GOOD

__ HED GOOD

__ DEK GOOD

__ ALL PROPER NOUNS SPELL-CHECKED

__ WRITER BYLINE CORRECT

__ PHOTO BYLINE CORRECT (IF APPLIC) 

__ ALL NUMBERS STYLED

__ PAGE NUMBERS CORRECT

__ NO REPS

__ NO FLAT QUOTES

__ RUBRIC CORRECT

__ CAPTION CORRECT

CREATIVE CHECKLIST (CHECK AND INITIAL)

__ PHOTOS ARE HI-RES (LIZZY/DANI)

__ GUTTER CREDITS CORRECT (DANI)

__ NO BAD BLACKS (LIZZY)V

CHECKLIST 2 BY: ____________________

__ HED GOOD

__ HED GOOD

__ DEK GOOD

__ ALL PROPER NOUNS SPELL-CHECKED

__ WRITER BYLINE CORRECT

__ PHOTO BYLINE CORRECT (IF APPLIC) 

__ ALL NUMBERS STYLED

__ PAGE NUMBERS CORRECT

__ NO REPS

__ NO FLAT QUOTES

__ RUBRIC CORRECT

__ CAPTION CORRECT
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Fairs Game 

Noah Horowitz is on  
a mission to expand the 
footprint of Art Basel  
into ripe new markets. 

INTERVIEW BY RACHEL SMALL

PORTRAIT BY SCOTT BURRY

CREATIVE CHECKLIST (CHECK AND INITIAL)

__ PHOTOS ARE HI-RES (LIZZY/DANI)

__ GUTTER CREDITS CORRECT (DANI)

__ NO BAD BLACKS (LIZZY)V

It’s not easy to get a read on Noah Horowitz.  
I think he likes it that way. 

Last year, after three years at the helm 
of The Armory Show, during which he im-
bued the historic, once-stale New York fair 
with a welcome burst of energy, Art Basel 
named him director of the Americas, which 
puts him at the helm of Art Basel Miami 
Beach. He’s polite and exudes an air of 
calm neutrality, which is the only approach 
a person in his position can safely take when 
dealing with the torrent of egos that co-
alesce around art fairs, particularly the one 
he currently oversees.

 Once the main attraction is underway 
on Dec. 1, the art-fair-going public will be 
greeted with handshakes, smiles, and mea-
sured responses to questions. True, it’s a 
civilized facade for the frenzied, highbrow 
spectacle that is contemporary art collect-
ing. But Horowitz has a deep understand-
ing and appreciation of both the monetary 
and cultural value of art as, well, two sides 
of the same coin. His 2011 book, Art of 
the Deal, offers a meticulous take on the 
numbers to explain the fluctuations—and, 
particularly, the astronomical growth—of 
the contemporary market in the aughts. 
Toward the beginning is a quote from 20th 
century art dealer Leo Castelli that ascribes 
the value of art to its “myth.” His job, then, 
was “myth-making.” 

This year marks Art Basel Miami Beach’s 
15th anniversary—round two for Horow-
itz, who has been busy building out his ranks 

with a new office in New York that opened 
this fall. He’s been traveling nonstop, and 
he stresses his efforts on outreach to regions 
that are less connected to the international 
art world: In the United States, his focus is 
between the coasts, in places like Chicago 
and Milwaukee, and he is beginning to get 
a sense of the potential within Central and 
South America. In seeking out latent art 
scenes, as well as prospective collectors, he is 
also feeling out options for Art Basel Cities, 
a global initiative launched last March that 
will aim to create international programs 
that eschew the art fair format. The first, 
it was revealed in September, will be Bue-
nos Aires; the announcement, scant with 
details, emphasized that the results will be 
“mutually enriching” for the city and the 
international art scene.

 When we met in Manhattan in late Au-
gust, Horowitz had just touched down in 
New York. The following week, he headed 
to São Paulo for the opening of its bienni-
al, and then flew to Buenos Aires. A week 
earlier, he had been at the fair’s global 
summit week, in which the teams behind 
Art Basel in Switzerland, Hong Kong, and 
Miami—about 70 employees total, which 
is a marvel given their scope—gather, 
“without all of the distractions from other 
times in the year,” he says. It’s no revela-
tion that Horowitz has plenty to occupy 
his mind. But it’s simpler, sometimes, to 
lock all that away to focus on a task at 
hand. Like an interview. 

The Miami team and the teams for Hong 

Kong and Basel work closely and share 

resources.  How is your process for Miami 

different?

 
One thing that we discuss a lot internally 
is ensuring that each of the shows feels dis-
tinct. In Miami, for example, 50 percent of 
the galleries have a footprint in the Ameri-
cas; likewise, in Hong Kong, 50 percent of 
the galleries have a footprint in Asia. Mak-
ing sure those differences are articulated 
consistently in each show is really impor-
tant in a world with more fairs, shows, and 
touch points of all kinds.
 

How does Art Basel Cities fall into this?

 
Basically, up until now, people’s under-
standing of Art Basel is that it produces 
the greatest art fairs. Art Basel Cities will 
create these art weeks in different cities and 
regions where we’re not currently produc-
ing shows, [with the aim of having some] 
cultural production or dialogue that hap-
pens outside of the fairs.
 

It sounds like a good way to get feelers out 

to any given locale, to connect with poten-

tial collectors, and also to discover new, 

smaller art scenes.

 
I think that it does a number of things. For 
us, and it’s where crowd funding comes in 
as well, it’s about looking at opportunities 

(OPPOSITE) Noah Horowitz at the 

High Line in New York City. 
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that exist outside the mere production of 
trade fairs for art, but where we have the 
competence. In this case, we feel that we 
have the resources to work with other cit-
ies to produce meaningful cultural engage-
ments in any number of ways. The example 
of crowdfunding is how we can leverage 
our scope and our network to help support 
not-for-profit cultural institutions that 
don’t have a natural, obvious place within 
the halls of our shows. That’s allowed us 
to direct resources to more than 40 institu-
tions throughout the world. 

You studied economics as well as art 

history. It’s hard to ignore that there are 

groups in the art world, often more on the 

academic side, who have always been sus-

picious or skeptical of the art fair model. 

But it seems like you, along with Basel, 

support the non-market-driven art world, 

whether through non-selling exhibition 

programming or through outreach to less 

profit-driven organizations. 

 
Ultimately, I’m an art historian more than 
an economist. But I did spend a long time 
studying finance, economics, and business. 
Art of the Deal is about speaking these two 
languages. In the beginning, the objective 
of that research was to try to communicate 
to an art world that’s often resistant and let 
them understand how the market works 
and what influences it. And equally, to 
speak to a business community whose en-
try point is through sales at auctions, and to 
let them know that there is this whole other 
world of art, which has market value and 
a real place in the visual landscape. From 
the outset, the idea was to speak to both of 
those audiences and help them understand 
each other.

Have you received any misdirected atten-

tion because of the name of your book in 

recent months? 

 
No.

I was just curious. Please continue.

 
I think one of the reasons I’m thrilled about 
being part of the organization is that it 
understands these things implicitly. The 
crowdfunding initiative, again, is a great 
example of that. We support galleries at all 
levels of the market. A different iteration of 
it is our Global Patrons Council, [a group 
of] collectors in different areas of the world 
who we want to be part of our network. We 
don’t want it to be a mirror image of the 
top 200 collectors list, or who-spent-the-
most-in-the-last-12-months list. They are 
philanthropists, who uphold solid busi-
ness practices, and support galleries and 
institutions. They make the whole thing 
go round. I think that, as a lens into under-
standing what we do as an organization, is 
very pointed. 
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What are some major themes that a more 

mainstream businessperson—that is, for 

instance, someone coming from a corpo-

rate side, who has no reason to engage with 

creative communities—would never guess 

about the art world? 

Within the market, predominantly at auc-
tions, there is a fairly narrow caliber of art 
being presented. At our shows, there are 
thousands of artists on view, everybody 
has a voice. For the business community, 
we try to push forward [the idea] that art is 
much more than painting. One of the other 
things that’s important to understand is the 
role that museums, biennials, and public 
exhibition programs play, not only in get-
ting the word out, but also [in giving direc-
tion to] artists. 
 

Yeah. What a museum chooses to collect 

can influence the market. People on the 

board will vie for an artist that they’d like 

to see in the programming or permanent 

collection.

 
I think that also differs a lot from one insti-
tution to the next.
 

In Miami, the city’s museums all put on big 

shows during Basel. Do you have relation-

ships with them?

That’s an aspect of my job, to build re-
lationships and to represent Art Basel in 
communities. So, when I’m in Miami, I’m 
checking in to see Franklin Sirmans at the 
Pérez Art Museum, or Alex Gartenfeld and 
Ellen Salpeter at the Institute of Contem-
porary Art, and Silvia Cubiñá at the Bass. 
[We meet] just to compare notes. The ear-
lier we know what they’re planning, the 
better we can adjust our own events and 
programming in response to it.
 

There has been some recent flooding in 

Miami Beach, and even though the threat 

seems overblown, there’s a lot of concern 

about Zika. Do you have plans to address 

those issues?

 
Clearly our audiences are asking questions 
about it. We’re in regular contact with the 
mayor’s office and the health authorities to 
understand what the implications are for our 
show and all the people coming in early De-
cember. We’re monitoring it closely.
 

What’s the most interesting part of every 

cycle for you? 

 
I love working with our committees. I en-
joy that selection process a lot. This year, we 
have 12 new exhibitors in the Galleries sec-
tor [the central and largest component of the 
fair]. We had four last year, and there’s a 98 

percent reapplication rate. We’re also in the 
midst of this long-term renovation project 
with the Miami Beach Convention Center, 
which kicked off as soon as last year’s show 
closed. The new facility will be opened and 
inaugurated in its entirety in 2018. Next 
year, we unlock an entirely new design and 
layout to the show. It’s exciting because it 
will give a new look and feel to the identity 
of Art Basel Miami Beach from the inside. 
Long-term planning is something else that 
we spend a huge amount of time on. The 
fruits of that labor won’t be visible this year, 
but they certainly will be in the future.
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“Narcissus Garden” (2004) by Yayoi 

Kusama, exhibited at Robert Miller 

Gallery during the 2012 Art Basel 

Miami Beach. (OPPOSITE, FROM 

TOP). A work at Art Basel in 2003. An 

installation by Charlie Bilingham, pre-

sented by Supportico Lopez, in 2015. 

A scene at Art Basel in 2011. 
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