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ABSTRACT
SHAWNYA L. HARRIS:
Conceptualizing AfricarAmerican Art: The Market, Academic Discourse and Public
Reception
(Under the direction of Dr. Lyneise E. Williams)

Thec o n c e p tAfricari-Amaricanadr t mar ket 6 presents a n
inquiry. However, objects |l abeled and fashi
broader visual culture composed of objects, buyers, sellers and critics than previously
ackrowledged in scholarly literature. This dissertation will provide a nuanced picture of how
a n AfriGan-Americana r t mar ket & has been conceptuali z
reflects a complex web of tensions and relationships between objects, consettezssasd
even scholars and critics of the work. Since the current literature on the fialdicHn-
Americanart provides only scant attention to the consumptioAfo€an-Americanart and
virtually nothing about its place in the art market, this stwdy demonstrate how art

historians could critically interprefAfrican-American art in relation to market dynamics

through an investigation of art related publications, oral interviews, public display venues.
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INTRODUCTION

Scholarship, patronage and infrastructure (institution building) have been three legs
supporting the development of AfricAmericanart over the past 25 years. While one at
first might see them as distinct entities, they are inextricably linked, interdependent.

Floyd Colemah

The concept-AmeramcadAfaritcaar ket 6 presents

inquiry. Objaaedt $ akabeldmed iasand Aafrrtiécaad | ude t o

culture, one composed of objects, buyers, se
in scholarly |Iiterature. This dissertation w
American art marketdé has been conceptuali zed

web of tensions and relationships between o0b
critics of the work. Since t-Amerciucarenar tl ipeay

scant attention t o-Atmee icams tampt iaonnd ovfi rAfurail cl a

the art market, this study wil/| demenstrate
American art in rel aughonan oi mvaerskeelty adeydncammi ocfs
publications, or al intervi ews, and public di

A market for art works by African Ameri ca

critics as one that is often overMajo&ed and

! Floyd Coleman, "25 Who made a Differenckaternational Review of Aftan American Ari8, no. 1 (2001),
2-64.

2 SeeMargery Gordon, "Eyes on the Prizesst & Auction31, no. 5 (February, 2008), 149, 153.
Also, Viv Lawes, "Market for African American Art Continues to GrowHe Art NewspapdMarch 10, 2012,
March 10, 2012).



hi bitions, art publications, art fairs and
ices for-Amemec @Al rarctainst sé6 wor ks have escal
r tAareer i can heri tage, halveei rb eccwlnee omoircen svihsa
terest among museums, auction houses and a
vol ves a discussion about t hRAemefroircnaant iaornt 6o f
te twentieth cemtt umgr laeeatd miodvdIsemeh aasd kuy
d created t hetarf fawmmisntga ndhaerids ofwonr dreef i ni t i
ademic discourse around art by African Ame

ri pher al tteqgotrhe svicywalt edda by buyers and sel

e several concepmeal caataond oh dAffecant
e intersection of these categoriesl-lwith cu
rmul ated or studied. This dissertation wil
xonomies and corresponding visual strategi
wor k.

Afr tAoreer i can art as amas nbednd exhtaimdd eyt ea |
cioecermdmitd es that affect art production,
nsumptriecepalmoar gue that a core issue whioch

fluence of art commerAfer tAoment hea o daade pt Wh é n

=

FAcreerr i can art, as a body of objects, fAmea

ntext of history? How do asp'dantds edfr | cyo 2nie r

=]

tury help to amgefipi or o-Ameni eAhaeadB®mic
Currently, there is no substantive histor

rket for wor kAncerreiactaend abryt iAsftrsi.c alnhe schol ar



of art markets fi sElmrogeary amt t hexdmiehidng mar
Net her|l an'®senitrurtyhe Frantentoryhanda6Gtgal8Br it
18and e@abdrnt IN@iaedseemi ¢ di scussions about the a
and more specifically -fiinrdthecemtt er iteventt lee hi
study,-earetanoh. Di scussions of auctions and
Sttees consists mainly of anecdaebtraela keinntgr iseasl eist
public advertisements for future sales and p
mi ddl emen who appear to‘Themierd otre hsdylis@relmar e fci

attempts to wed art and the economic markets

opportunities for interdisciplinary exchange
relevant to this study is thewewany eicnonwhmicch t
mar kets and art objects are exploited in ord
objects fall (or o6shoul ddé fall) hierarchical

Art historical r e sAeneerrci hc afno caurstii nsgg 50 rh aAsf rhiec
scholars for several decades, but it's the w
boundaries of the OWesternd canon. While man

Al ain Locke and James Amos POArftreAesdarsi d aan eagir ta
criticism, in the |l ast three decades of the

increase in attention to varAimeus ciashs waes irsdlsa

% Mapping Markets for Paintings in Europe 14%85Q eds. Neil De Marchi and Hans J. van Miegroet
(Turnhout: Brepols, 2006).

‘“See, forPedxamphlaemoManet to Manhattan: ThelsRi da.of( Nteh
Yor k: Random Hdbhss, at8®2nt 5&88&8ms a bit more detailed
with mosdan Movides patchworks or stories of collecto

*Mary Ann Calo, HAAl ain L ocAkneer rancdanh &eBrpird axfp8 X0 4CSee i ci
al 3ames AmdMo dRRa mt dlNesgw oY oArkt, The Dryden Press, 1943, 1

3



Foll owing the bl ack pernottse sotf atnhde cli9v6i0ls raingdh tts
bl ack studies-AmeogrcamsarAf hicadawmry received a
emergence of articles and survey publication
El sa Honig Fine, L&ewm rsi cano vD&ina ic dSuaeneilsileee IFIF an ¢
suggests that these scholars inApartcaml| art h
history with their emphasis on a rich, wunder

The multikustonahad@didinmicen of the voices of
in the arts and cultural are-Amserioahherib80s
maj or exhibitions of their work were imount ed
t her yetmhat fSalmed wed LeAvrits:0 AM&iB¢ dmbik¢ch served
an academic suryeylt esxte,dA fwramiudladn8 e nagsrei can Ar t
More publications were produced i hec&bhpudnoti
Museum in Har HambsmeRbBnhi ssance(:1987%) ,0ft Bd ac
Newar k MAgaum8s$s, t he Odds: African American A
(198B®), and the DaBll acsk MASt uMmn od sitharaand siLnepyualcsye
in African(Asm@&9)rcan Romare Bearden and aut hc
publ iAstiié d tAd r yAareeir i can Arti st s, (flr9®©n )1, 792 t o
significant source of A& r tAmsetr ihciladnO A8 iteex pEloa e

more Vvisual media, including photography and

® Robert Farris Thompso#Jash of the Spirit : African and Afrdmerican Art and PhilosopHiNew York:

Vintage Books, 1984, 1983).; Cedric Dovamerican Negro AfGreenwich, Conn.] New York Graphic

Society [1960], 1960).; Samella S. Lewdst : African American(New York: Harcourt Brace Jovanovich,
1978).; Elsa Honig Find;he AfreAmerican Artist: A Search for Identifilew York: Holt, Rinehart and

Winston, 1973), 310.; David C. Driskeliwo Centuries of Black American Art : [Los Angeles County Museum
of Art, Sept. 3tNov. 21, 1976 ... Et Al.pds. Los Angeles County Museum of Art. and Leonard Simon (Los
Angeles; New York: Los Angeles County Museum of Art; Knopf, 1976).

" Jacqueline Francis, "Introduction and Overviearftierican Artl7, no. 1 (Sprig 2003),2-10.
4



Richard Bl aPewaltt dand Tewltturoy27) nat med 2Wi t h

t heoretical perspectives thas 3Steuarti nHalr imean
Mercer were integral to pushing the discipld:i
which further contextualized?art and artists

Strides wermaiahsGréename st oifr pcabhl behodl at sh
sl ower pace. Despite revisions of OWestern a

i nterpretations -Aonfiertihcea ns caorptei sotfi cAfprriocdaunct i on

>
—

day t oughout the | aytewhipaht ®odér timest weati
exposur e -Amer iAdan camt to exhibition catalogu
publications produced by bl aAkmke rsicchaond aarst. dNhc
appear, the concept mes biackhsadbwedt compy eso
and creative experimentation exercised by 1th
the annals of -Aaner i tiasnt ary, blAfcraimeeamn enterpri
hi storians omt eorc ctalse obnr gad tchouof Eurocentric
Kymberly Pinder, for example, reviews sever a
H. Wanson, Robert Hughes, and Helen Gardner

attempting rtiocAanmet r odncer Af sts to the OWester

separate the prescribed subjectivity of the

8 SeeKobena Mercer 1960Exiles, Diasporas & Strange(€ambridge, Mass.;: MIT Press;, 200&tuart

Hall : Critical Dialogues in CulturalStudieseds. KuarHsing Chen, Stuart Hall and David Morley (London
;New York: Routledge, 1996).; Kobena Mercer 198Felcome to the Jungle : New Positions in Black Cultural
StudiegNew York: Routledge, 1994).

Kymberly N. Pinder, "Black ReprdsientAat 8 Buladoed i Wester
(September538999), 533



A range of art catal ogues f oecduwsriviggy on pr i
|l iterattuheir i ncorporation of scholarly essa
and Al via Wardl aw have prAanweirded ns hmartt phaitstomre
private col |l PRabrompudhdcWwar dinawds ®scfaytswot a
traveling exhAmetioas afé¢édfAfl siacngpmsAme roinc an

business professionad ssi garnihfliec @5t atna tclee ede v

coll ectio-AmepficAhriacan Ot heenmre rsgiinmigl arn ptuhbel il caa
years are filled with |lavish color-images of
American artworks by Henry O. Tanner, Romar e

and Elizabeth ClATtHeséa ,c cinmotigdedghvesrwst.h of sch.
publications and-Amghi babhians. ofnASucbapublic

viewed their rol e i-Amerhiec aanc qauritsinatonomlfy Adg i

®see Sharon Patton, AA Hi st or yNawatives©bAfricaa AmericargArt Af r i c an
and Identity: The Dad C. Driskell Collection eds. Terry Gips and University of Maryland,College Park Art

Gallery. (College Park, Md.; San Francisco: The Art Gallery and the Department of Art History and

Archaeology, University of Maryland; Pomegranate, 1998%4 andAlvia War d | a w, AA Brief Lo
Hi story of Afr i can Gfandlil 19¢2aSomething dll euc @wn oThesGraint Hill n

Collection of African American Ared. Alvia J. Wardlaw (Durham: Duke UniveysPress, 2004).

11 See for examplelarmon Kelley,The Harmon and Harriet Kelley Collection of African American Art :
Exhibition eds. Gylbert Coker and others (San Antonio, Texas: San Antonio Museum b®@4),Tritobia
Hayes Benjamin, "Walter O. Evans Collection of Afriemerican Art,"American Art Revied5, no. 3
(May/June, 2003), 12231.; Hill, Something all our Own : The Grant Hill Collection of African American Art
Andrea Barnwell BrownleaNalter O. Evans Collection of African American Aatl. Tritobia H. Benjamin

(S.l.; Seattle: Walter O. Evans Foundation for Art and Literafistributed by University of Washington
Press, 1999)A Century of African American Art : The Paul R. Jones Collectdn Amalia K. Amaki

(Newark, DE; New Brunswick, N.J.: University Museum, University of Delawdtggers University Press,
2004).



of their <cul tausr aln ep rgiedaer,e db uttowaalrsdo bri ngi ng a-
undexami ned -aapnpdr eucnidaetre d®> by the public.
Private coll ecto+Asneramaxnsiand a@ft t Afarcitean mu
Sever al-Amdrriiccaam art col lceec tdoures nroas eo ntloy pdrucemit
had amassed, but also to their institutional
educational institutions. In 1996, the art d
Evahisbbs Col |l ect i oom, bheigsu nf anyi lhyi sc oglrlaencdtmot her
Corcoran Gallery of Art in Washington, D.C.
Vi vian Hewitt 6NBAoISt act Goanof Hatl. teured his

American Art S5 rwhm 128 08oltloe Qt0®@r Wal t er 0. Ev a

from his collection to the Savannah C-oll ege
2010) donated a portion of his collection to
remaindeg, ofoonvyeestiln700 items, donated to tF
Tuscaloosa in 2008. As many of these donati o
educational missions, t-Amedidactarcti mpbehbhane
criticadt haest iamyoraefi nanci al i nvest'ment poten

Publications hperddaududed duritngpft the 1990s
cultivation of neAmericodheatpor sFOd| A&datmiph®@,

African AmerWoag&rs Am PRapvars awrd tGaemv adsy art ap

YL Lowery Stokes Sims, fACollecting the Art of African
the ' New' from t heCoRdrescpe cntgi vteh eo fNetwh e MUuassetudnts Ba nudc eCo n
Altehu( Princeton, N. J. : Princeton University Press, :

13 The Hewitt Collection is currently housed at Harvey Gantt Center in Charlotte, North Carolina.

4 Narratives of African American Art and Identity : The DaviddEiskell Collection eds. Terry Gips and
University of Maryland,College Park.Art Gallery. (College Park, Md.; San Francisco: The Art Gallery and the
Department of Art History and Archaeology, University of Maryland; Pomegranate, 1998).



consul tant Halima Taha. Tahados publicati on,

wor ks by s eAneerrailc aAf ra rctainst s, has been descri
revi ewers who saw the wodlvel oAfiimgc aaw leAaaeats c
evidenced by aArtt jNEasmadlss bowkh adso supplies
deal ers and venues f@Amepurcamasairng dualsi try pAf:
academic narratives on workscahdbdeatritngtamhdst
connoi sseurship.

The di scourse on the trade or mar ket for

how it intertroghéessoédestrernd canon formati on
val ue i n arAr.t Ho@hteoxratmepp ker B. Steiner, who
on the trade in West African art, has discus
negotiated into the canon of art history by

Steinethassehescanonds highly compl ex and hi

changed but have instead Aopened upo to allo
such as African art, for consideration. Stei
which is in a continuous process of reproduc
forces, and negating the social conditions o

arbitrary and s%fidgceccrtdivreg ftoo mBatteicionuesrt, @ rtshitsh eo

of sociologists such as Pierre Bourdieu who

15 Opal Baker, "he Battle for a Much Needed BooK;helnternational Review of African American A5,
no. 3 (1998)55.

16 Christopher B. Steiner, "Can the Canon Bur3t® Art Bulletin New York : College Art Associatiufn
Americg no. 2 (June, 1996), 24A17.



taxonomies into whichftoseéeswand bbjeséesSae
framewor k i n eAxmeemiinciangthadrfési lbdaen t o view i ts i |
though | ate arrival in the competitive art n
category gaining visibilitw.by way of a fbur

Ant hr ofFaleadgiMyter s' study omrtt hhen mMarsk atal fi al

provides some insight on the changing paradi
consumption. Myers contends that the creatio
Aboriginal peopl es wer ec aopnacbel ed eosfp iuspehdo ladnidn gp r
standards of art production. Although the in

A

of 6é6highd or oO6fined art have transformed the

i mport in privateAbose)] gMynatsacoyl ecdpai maer s
this current elevation in status of their ar
their own culture. The multiple strands of d

Abori gi naldepaalienrtse,r sc,olalreect ors and the variou
New York City appropriates earlier ethnograp
Myers since tAH & hearglhy tthhds0s.t udy emerges fr ol
My &t concern underscores the use of a-cademic
edged sword: on the one hand it provides son
producers, yet on the other hanuentts.can be n

As with many areas of ar t-Arharsitooary, argte ntea \a

concentrated on the basic monographic and bi

7 bid.

8 Fred R. MyersPainting Culture: The Making of an Aboriginal High ARurham N.C.: Dike University
Press, 2002)



references, if any, t o ®thoeweevceornto nshamehedsrt o iyt
have initiated dialogue on the economic fact
Af r FAcreer i can ar t . Eileen Kinsella has argued
of research and -Amb ol ehaassh aepnbc oi unr aAgferdi cnauns e u ms
this area to fill i n maj383heabmemtciesn & d utntda ti n
art dealers such as June Kelly and- Mi chael F

American artists,ahtheughswmangmiagkedpt hlaowso

conceptually |imited, sales in bof'Foauctions
exampl e, auctions, notably FrPenteernitc asnalfeisn eatart
Swann Galleries in New York City, have not o

records for artists such as wlheanrclee sa nWih iAtae ,0 nE
Doug¥ as.

Despite the optimism, scholars differ in
hi storians have often been sk-Amercabhnabhotud &
i mplies a process of e0ghhaest thoaidz ahtairomféu It hiamp Itih
and appreciation of the work of artists of A

Wil son views the AmonoAmdrhiicarmr oarcte pds olmei g

YsSeveral inroathy kbawne empoemamgygdescholars to expand t he
accounts of ar tdieptts, drismrcaqismsg ofnr wh iamti stic productio
theory. For a concise overveeWwWrahcitbde fiWeldi pheAbrica

Hi st Amgr dbclah, Ard.210(.2003) ,
2 Ejleen Kinsella, “The Rise of African American ArARTnew<.02, no. 8 (09, 2003), 11R3.
L Eileen Kinsella, "The Risef African American Art," 119120.

22 gwann Auction Galleriesi Swann Aucti on-A@Galli emine i Afer Bwadnn De part men
Auction Galleriesaccessed 17 February 17, 200@p://www.swanngalleries.com/special sales.cgi
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Aindividual asdd «folJiecw&Arset idsitbsseeawh d id® . not ¢
Af r FAcreer i can hi story and culture or create w
affecting African Americans are often dismis
di sco&'Aarsste.and art historian David Driskell,
consistent grAmepriincgano farAtfirstcsani n shows (whioc
mar ketability) as it furthers the segregatio
wodl Yet, in his estimation, the much desire
be on tRKR&Eohothropurposes of this di-ssertatic
American arto6é not only represendleld b uwteqgalido e
category which r ahfhtdlhee tppdat d mteisael tfemrsia nsewer
art market.

Al t hough commentators have discussed the
raci al l i nes, others have suggAmeéerid¢camnamt ono
a particular apmenicamooagnsédtimecanak heéeriredge
The actor Billl Cosby is a cultural i con who
coll ectors. Bill Cosby produced one of the n
the 1980s and 1990%hei Cbs Bypsr ohmaiwielnyt | syi tfcecant,u
work of seAmenilcd@&anrarctinsts, including Varnet

Archi balTdh eMoGdsepyys Showel y portrayed the act

% Judith Wilson, "Collectors' Resources: African American Art 29081: Will the Monolithic Conception of
"African American Art" be Losing Currency in the Early 21st CeyeUinternational Review of African
American Artl4, no. 4 (1998), 43.

XIbid;For a deeper discussion of Driskell ds rBridgett i onshi
R. Cooks 1972 Exhibiting Blackness : African Americans and the American Art MugAurherst: University
of Massachusetts Press, 2011).

“Margery Gordon, AEye& Bdhctihmhen P5igE&BT uatlty3. 2
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i mportantly the-Amepultamiampngf mamyi aupmwar dl y r

Amer i can *Arhte -smdafgeer sBi |1 Cosby and his wife C
collectors of furniture and fine art, but it
Af ritAoreer i can artethatimamiddapti on, the noti on

class coll ecime G@GosWwWsgespStcaverdf arnced i n the art
the appearance of several other high profile
and Hkelrliey of San Antoni o, -ATnrexas,anbegan atfd e
viewing another survey exhibitiHhnddeal Hlerc¢c umra
Ten years | ater, their collection wé&ce¢cticihomwas
of AfAnecraincan art ever exhibited by t#e Smit
Soon to follow were publications of other <co
C. Driskell, Grant Hill, helkn dme s¥i piudbrd i Hau
included essays written by art historians su
Patton, Leslie King Hammond and Amalia Amaki

record of | mafgreisAmpenroiditafesia by A

®Juliette Harris, "The Cosbys: FrToilenGeandmaosaQuREWY 5 ¢
African Amenoca®5A2002),

2" seeDavid C. Driskell, The Other Side of Color: African American Art in the Collection ofnla O. and
William H. Cosby, Jr.eds. Bill Cosby, Camille O. (Camille Olivia) Cosby and René Hanks (San Francisco:
Pomegranate, 2001).

28 jan Russell, "Harriet and Harmon KelleJgxas Monthly24, no. 9 (1996)1.18.

®See, forEvenhmsmpbeCdlhlee ENiiabmbss Col | ecti on: Selections f
Hol di ngs: 19th and ZWabhCegtonyi Pm€r ColkEvad@ti on, 1985)
Mc El r o Af g ttAcam.i,can Arax8 75:t sSe [1e8c&0iadhmsd bfsr CoWh it m @tho n,

D.C.: Smithsonian Institution Traveling Exhibition S
Seattle,;Ha® & n, Kk bHayr, mon and Harriet Kelley Coll ecti
Exhith omds. Gyl bert Coker and others (San, Antonio, Te:

Successions: Prints by African Ameri c,aneds.t iAsdrsi mman
Childs and University oftM&Grayll ang (Colllege Park, Md. )
of Maryland, 2002), Mi chaellmabg e sHaa fr i Amernidc aNa | Afomi Aan <
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ting theme discussed by socemplagsisg s
on art acqui siAmeorni caamo nagr tAfcrb kclasnnt ompoapaetar

mar keting strategy when examining the dialec

success. Art historian and curator Lowery St
from a ficultural consciousBessd to a ficollec
Several social theorists have attempted t

positioning and their relationship to consun
produced one of the moDiestnontcatbiloen :s tAu dSioecsi ailn
Judgment( 109f8 4TMa.stBour di eu suggests that judgm

position or class but also unconsciously rep

in the procesaschiCaaiMadirtaHr cwmgph tsadci al i zati on,
art) or institutional assimilation and recog
capital and could be used in much t#He same w

Al t hoBpurdi euds study has been especiall
class distinctions, it has also been critigqu

t he combination of c¢class and race ateoneprod

of art collecting practices among African Anmn
(Fayetteville, Ark.: MWabtbecAirba CGénfer meAR OOEBNA, wriyd b,
of African American Arft:ed@heARalui aRK. JAamalki CoNéwat k o1
N. J.: University Museum, University of Delawar e; Rut ¢

%0 Gordon,fEyes on the Prizesh0817, 153.

31 pierre BourdieuDistinction :A Social Critique of the Judgement of T¢&ambridge, Mass.: Harvard
University Press, 1984).
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heoretical construct appears to sugges
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g-AmeAf ciaoaaaprptr oips itaht eend -Alme rmacmayn Acforlil ceacnt
not only traditional alienation from
s about black economic advancement and

ol ogy

is difficudnti he @aadrtgmuialh et yome of artis

t dealing with the | imitations inheren
ued in the United States and beyond. S
nhi storical context and the various fo
vel opment over time. The majority of t
ano to describe artists, aommpmiodatceé¢d o

such as 06Colored, 6 6Neg+Amed i ¢Blnadc wed eo
| of certain time periods and related
O was gener al FAymeursiecda dt carde sactrsi bf e oA rtihc
50s. From the 1960s through the early

eper ideological significance due to s

ate 1980s, wheert athieomagomdcernyt odt ¢dhiist ¢

AAf r-Am@ami cano had become commonpl ace due to

as Jesse Jackson, who embraced the direct re
2See, forPadxanplae Renmr eBaemks,, Art and Upekitddlye A@loamgs
(New York: Routledge, 2010), 121.
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and those bor md nt htehec oGatriinbebnetanofa Africa. Th
American, 0 which appeared i n U.29.0 @C ednessucsr idboec
individual s, wil/ be used to refer to groups
adjective.

Tersnsch as fAart worl do and the fAmainstrea
fact, | have yet to see them sufficiently cr
usage by art professionals and | onari malt ir £tasno
will typically describe characteristics whic

by those documented as being on the margins

i's used, I wi || cont exttualei od itthe wse i base & |
used the term in a variety of ways. Ruth Fin
example, has problematized the no#Ameni cfanfima
Art in relationitsd MHRemalibe dpdamedteBreearadends om

in the American art scene from the 1940s to
has not awarded him theaeqnamé iiedomird i stt &t sucCd
Jackson Poll ock, owhbhar € hmaenrga thlgg maelee afs and t
virtuosity. Il nstead, Beardends | egacy has be
experience, 0 rather than in the broader huma
paintingsFihep adtdi mabers that there are mul ti

yet these differing mainstream canons tend t

¥ Ruth Fine, "Expanding the Mainstream: Romare Bearden RevisRengeedings of the American
Philosophical Societ§49, no. 1 (March, 2005), 485.
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hi st®Maiynstream criticism and acceptance here
at | east the social concerns of traditionall
Chapter Structure

Chapter 1 begins with an ove¥rAmeew coafn paarttr
as it has been constructngd wihiast ®oreicaanlel ya.n i nd
boom in thecéfB8@sedmapnphksetAmertiicoans arft Abeagicran
chapter in the patronage narrative described
orientation not onlyy fprédddcedamoaet vessbahd
al so added complexity to discussions about h
into the | arger perception of a supposedly i

revol ves aocwnerds oWhd eall &®irm taom ds

)
—
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Chapt
the sales or -Amaerrkiecta nf oarr tAf rli caarngue t hat begi
mi ddl emen fashioned t hetArmeawrc amo mgttrou @tsi @n e
a distinct categqaoadyeaofceart Thei rpcooept eaxl forr
American art generated nuanced conceptuali za

the forms but al so the functions of this cat

American art . .usCaqne thteugpirastfieaes of the foll «
dealers to illustrate these points: Michael
(Atl anta), Bill Hodges Gallery (New York), a

¥Fine sdeissctuhse exampl es of AMagrniec & aAretn 6{ Sudrav)e,ya Reex€u t
Hughtensedr i can Vi sions: The EDPOB7H| saodydadi ida By eArathi:mmed
Cultura{(260%)Yorng relatiinnudsi arhseiacf maaelgamntal Afdr i can Am

Robert Duncanson, Romar e Bear den, Jacob Lawrence, He
attempts of Americanists such as Fr anceosn Poofh|Anfieorri charn
art as an intersection of various technical and soci ¢

interpretationsdiorhe moidemali sBwmthhs!| koifneed e sSEx S@edi ng t he
Romar e Bear dRmo dReevdisngse dgf" the Amk49camoPhl l4O8apbhca?
55.
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Chapter 3 draws on the sat of the art fair as a context for understanding yet more
conceptualizations of AfricaAmerican art and the development of patronage efforts. The
National Black Fine Art Show, begun in 1997, was an annual fair in which several art dealers
gathered to skAfrican-American fine art until 2010. In this chapter, | argue that show
producers and participants negotiated and validated certain definitions of Afmeancan
art through images, literature, and programming efforts and established notionstgf quali
which differed from other fairs, using the example of the Philadelphia International Art
Expo. Further, the critical reception and internal dynamics of these fairs point to an unstable
or noncohesive adherence to imagined social and aesthetic nofais @ganizers

struggled for public recognition and profit.

Chapter 4 discusses the definition of AfricAmerican art and its patronage by using
the setting of the auction house as a focal point. Swann Galleries, an auction house in New
York City,wastle f i rst to devel op a s pAmericaaFinezed depe
Ar 1l dargue that t he -SwedcanFingatDépartmeneheasd Af ri can
generateatonflicting notions about the economic and semidtural value of African
American artwhich becameevident this auction setting. In addition this chapter includes an
important set of statistical analyses derived from studying trends for objects and artists in
approximately eight auctions occurring between 2007 and 2010. The analysis provides a
guantitative basis f@éAmetrheanatFe ger iIAZ7dtdi cm n&GA

Galleries to complement its soehnistorical significance.

3 Adrian Dannatt, "Swann Holds First Africékmerican Fine Art Sale Art Newspapefl6 (03, 2007), 55.
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Chapter 5 serves as a conclusion and summary of discussions in previous chapters. In
addition it presentswgygestions for further researgtio histories of art collectors arauait
middlemenin developing a market for AfricaAmerican art. In addition, the increased
attention toward auction data and price formation for works by African American artists is

referenced as yetnother critical area for further research.
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CHAPTER |

OVERVIEW OF AFR ICAN -AMERICAN ART PATRONAGE

For centuries, art patronage has been conceptually structured around developments in
Western European art and its connection to the United States. Critical examination of this
structure only began in the late 20th and earf&hturies® American art patronage, which
includes private, public and corporate patronage, had been studied along with the topics of
American nationalism and patriotic fervor following the Civil War. The private philanthropy
of industrial capitalistdfederal and state supported programs in the first half of the century,
as well as a rising middle class and globally engaged consumer in the”lamnﬂry also
characterize American art patronage. However, the meanings and impulses related to art
patranage have also been conceived of in terms of white male privilege, excluding the voices
of racialized or gender e dAnfeatihcearns .adxr tBv, e M Btl hae
ANegro arto suggest not only cegledationwahich di st i n

shaped the experiences of its creators and patrons.

Patrons of AfricaPAmerican artists appear in historical literature in a variety of
guises, with their intentions bound to conflicting notions of social uplift, economic
empowerment, anidlentity formation. For the most part, scholars have traced the beginnings

of patronage of Africarmerican art to the fcentury, during which the names of fine

% SeeHandbook of the Economics of Art and Cultweds. Victor Ginsburgh and C. D. Throsby (Amsterdam
;Boston Mass.: Elsevier NorHolland, 2006).



artists began to surface in the available documentation of their era, such as newspaper
adwertisements for furniture makers, portraitists and engravers. The hardships and oppressive
structure of antebellum slavery did not afford other artisan slaves formal training in art.
Therefore, knowledge about many individual creators has been obscubedryglative
anonymity>’ Early fine artists such as Joshua Johnston and Robert S. Dundanson
examplefound interest in their work through private patronagevosis of local white
merchantsAfrican-American clerics and others who had abolitionyshgathies during the
antebelum period® Art venues such as museums or gallegieserallyexcluded artists of

color, and in cases where artists of color were not barred from participation, their identities
may have been muted with the process of timeiaSbarriers aggravated by racism

complicate the historical narratives of known artists and, by extension, our understanding of

their patronage in relation to their white artistic contemporaties.

In terms of 18" century p&rons who were Africaimerican themselves, the names
are scant, yet some examples surface in individual accounts of artists in studies of black
bibliophiles rather than art collectors. Dr. John V. DeGrasse, an important military physician,

was a collector of the work of Edward MitchBlannister, Edmonia Lewis, Patrick Reason

The contributions of slave ar tAineeansc aanaear®atshuacrhi zed i
Afr tAacreer i can Ar t .

38 For more ifiormation of Joshua Johnson @arolyn JWeekleyJ oshua Johnson. : Freeman
American Portrait Painte(Williamsburg, Va.: Abby Aldich Rockefeller Folk Art Centefi987 and

For an account dduncanson se&oseph D. KetneiThe Emergence of the Africskmerican Artist: Robert S.

Duncanson, 1821872(Columbia and London: University of Missouri Press, 1993).

¥Regeni &reerwyt hin OCAmesrilvas: AAfirstchri Natth @ n@d | IMasteiud
Ameri canedbr.t National Museum of American Art (U.S.) a
National Museum of American Art, Smithsonian I nstitut
Francisco, 1992) .
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and Henry O. Tannéf.William Henry Dorsey (1837.923), an artist, Africamerican

bibliophile and member of the American Negro Historical Society, created a private museum

in his home where rare portraitengragd s done by Patrick Reason,
paintingsbywetlk nown artists such as RoHBmbstS. Dunc:
instances, collecting among African Americans in this period remained a private enterprise

that is, to date, understied.

Toward the end of the TQ:entury, some AfricaAmerican artists did have
opportunities for formal training or commercial acceptance in the American art community.
One of the most successful Africdmerican artists to have emerged in the latter part of the
20th century, Henry Oasva Tanner, is an example of an artist who had the rare opportunity
of acquiring formal education in art by studying at the Pennsylvania Academy of Fine Art
and subsequently achieved international renown after relocating to Paris in 1891. Tanner's
accompls hment was viewed as a tremendous feat f
W.E.B. DuBois and Booker T. Washington. In the literature on Tanner, we do find
discussions about his various patrons. For example, philanthropist Robert Ogden purchased
TheBanjo Lessomn 1894 for Hampton Institute (now Hampton University). The French
government purchased his paintifidgee Resurrection of Lazarus 1897 andlrhe Disciples

at Emmausn 1906.* Several private collectors in America and abroad patronizeddtls w

Opat Aforni;Amerr i can. Akdomar d Mit cheEdw®Bmd nMist emel-lseBanni st
19p01leds. Juanita Marie Holland and others (Stamford,
of American Art at Champion;l1dB2s)t.arn tbiug ted ISy eRi@imlr 3d &l p
JonksKeen Sense of the Artistic: Af rican American Mat
(Hampt on, VA: Hampton University Museum, 1995) .

““Dorot hy Porter Wesley, #ABlRlckcKAnBiilgluias p Iainlsedssna nEB ii Gdolir
Sinnette, W Paul Coates, Thomas C. Battle (Washingto

“2 Dewey F. MosbyHenry Ossawa Tanngeds. Rae fexandefMinter et al. (Philadelphia, PA; New York,
NY: Philadelphia Museum of Art; Rizzoli International Publications, 1991).
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throughout his career, both for themselves and for museum collections such as the
Metropolitan Museum of Art and the High Museum of Art in Atlanta. Tanner lamented,
however, that patronage by African Americans was slow teexastent for him, a factdhat

did not change until the miti920s, demonstrating that even sources of patronage were often

construed racially and not simply economicéfly.

What typically is absent in these accounts is the nature and scope of the United States
market for art durig late 18 century and what exactly constituted broad patronage for any
artist in that context. Most information regarding patronage resides in discussions about
individual artists or perhaps the reception of certain exhibitions or artistic movemerets rath
than discussions about art patronage in economic terms. When the few Afneaitan
artists were included in surveys of early American art, the discussion was often dominated by

sociological interest about their lives rather than the value and perceptheir work.

As the 20th century approached, African Americans became more aware of their need
to develop a reformed view of themselves as they attempted to integrate into the wider
American society. This period of-ewnceptualization is often refed to as the New Negro

Movement and its insistence on the functionality of the arts is significant to scHoiars.

3 Dewey F. MosbyHenry Ossawa Tanngeds. Rae Alexanddfinter et al. (Philadelphia, PA; New York,
NY: Philadelphia Museum dArt; Rizzoli International Publications, 1991).

4 Writings about the figures and the philosophies of the Harlem Renaissance and the New Negro abound as it is
characterized by tremendous growth in the areas of literary, musical and visual arts antbteeation. See

Henry Louis Gates Jr., "The Trope of a New Negro and the Reconstruction of the Image of the Black,"
Representationsio. 24, Special Issue: America Reconstructed, 1840 (Autumn, 1988): 12955 David C.

Driskell, David L. Lewis, and Dadrah Willis, Harlem Renaissance: Art of Black Ameritdew York: The

Studio Museum in Harlem, 1987); Richard J. Powell and David A. Ballgpsodies in Black: Art of the

Harlem Renaissandg.ondon: Hayward Gallery, 1997); Mary Ann Caistinction and 2nial: Race, Nation,

and the Critical Construction of the African American Artist, 24PqAnn Arbor: University of Michigan

Press, 2007).
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early as 1921, the 185treet Branch of the New York Public Library held major art

exhibitions annually that included artists such asraaVheeler Waring, William Eduoard

Scott and Meta Warrick Fullér.As visual artists produced the image of a New N&gro

movement proponents W.E.B. DuBois and Alain Locke encouraged patronage efforts with
special appeals for African Americansto as§istor exampl e, in the 1920
heiress of the fortune of cosmetic giant Madame C.J. Walker, often hosted lavish receptions

at her fiDark Towero salon featurifiActot he art
Paul Robeson, poet Countee Culland musician Duke Ellington were also known to have
patronized artists. Another celebrated collector, Arthur Schomburg, is remembered for his
broad interest in collecting books, manuscripts and memorabilia, yet collecting fine art also
characterized hisfforts*® Although New York, more specifically Harlem, has been cited for

the efforts of private patrons, collectors in other major cities such as Philadelphia, Chicago,

and Washington, D.C. engaged in similar effdfts.

“Debor ah ASc hDemabcuorng, Center | ssue: Bul(INewi ook: RRsade«
Books, 1981) .

“The term fiNew Negroo did not necessarily emerge dur.i
Lockeds 1925 publication of the same name as some ma)
newspapers and other publications. $meexample, John BMacBrady et al. A New Negro for a New

Century: An Accurate and Ujo-Date Record of the Negro Ragehicago: American Publishing, 1900).

47 patton African-American Art 47.

*® Ibid.

““New York Public Li brwa rsyhtpofinéw.nypl.oagipress/chdmburgaccfms D i
Accessed 3/15/2008. The 13st. Branch of the New York Public Library purchased all of his materials in

1926 through a grant from the Carneg@fdation. The Art and Artifacts division of the Schomburg Center for
Bl ack History and Culture houses more than 20, 000 ex:

®Another notable collector was opédreatsiiomgewerlei lilni ava st
D. C.
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The New Negro Movement has also heharacterized by the philanthropic support
of wealthy, white industrial magnates whose patronage efforts emerged through private
foundations. Visual art was often part of larger scheme among national business and political
leaders to demonstrate the cagtemce of blacks in the cultural realm and cooperation among
races in achieving interracial harmony. In 1917, the Julius Rosenwald Fund was founded to
support educational institutions or organizations dedicated to improving the plight of
disenfranchised gups, with a special focus on African Americans. During its intentionally
short existence (it was established for the duration of one generation and closed in 1948), the
Julius Rosenwald Fund had supported several writers, musicians and visual artists with
fellowships for travel, supplies and other needs related to creative end&aMeesHarmon
Foundation held annual achievement awards from the 1920s through th830&lwith
special awards for ANegroo arti sctitesarolifiese an
the country and became a principal outlet for introducing Afrisarerican artists to
mainstream American audiencé#lthough sales were included in the exhibitions, the
Harmon Foundation did not have a specific goal of promoting art J&es=fore, many
sales during this period may have been prompted by the philanthropic interests of the
attendees or a sociological interest in Afridamerican life rather than a true a desire to

integrate them into the broader art scene dominated by aisés.

Artists who received funding from the Julius Rosenwse
Woodr uf f, Eldzier CorAoFpraadf éoac@€habgwereAtei c8aeAmer
Rosenhmag ddeds. Al l entown Art Museum. and others (Chicag
Nort hwestern University Press, 2009) ..

2The most extensive publication on theAmetecah ahei bt
centers a@ahibimapor aeé t he Newar IGaMys AdumRieigtah & st &t dal
Odds: -Afmertean Artists andNdwaer HarMoh. (FoNewart Kk oMu s e un
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The early efforts obrganizations likehe Harmon Foundation encouraged patronage
of art by African Americans through philanthropetfederal patronage of African
American art became a significant force in encouraging and subsidizing gmtgstiection
during the Depression. The Federal Arts Project, administered by the Works Progress
Administration (WPA), employed several American artists, including many African
Americans from 1935 to 1943. Artists such as Aaron Douglas, Jacob LawrencamVill
Johnson, Norman Lewis, Romare Bearden, Ernest Crichlow, Dox Thrash, and Archibald
Motley were able to continue their artistic production with federal support, although such
support was limited and at times situational forcing many artists to rédretiter

occupations such as teaching rather than pursue full development of their artistic talents.

In the 1940s, New York began to emerge as a major international art center, a
position previously held by Paris. In addition, governmental and cultutfabaties also
sought to further a truly national identity through visual art as World War Il approached. The
art mar ket served this end as did special
Ameri can Art WeekO was gamtistithteadtingoapularart 1 9 4 0,
buying®® Although American modernist painting was encouraged by critics and dealers,
most African Americans, even those residing in the New York, were largely unable to take
advantage of such attention due to entrenchedm. Beyond federal and private patronage
received to produce work, many early 20th century Afdéamerican artists, like those of
their 19" century predecessors, hardly, if ever, entered influential collections or generated

significant sales for thewwork despite the success of some of their white contemporaries.

%3 Serge GuilbautHow New York Stole the Idea of Modern Axhistract Expressionism, Freedom, and the
Cold War(Chicago: University of Chicago Press, 1983).
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One exception was Jacob Lawrence, a beneficiary of the earlier WPA artist workshops, who
was the first AfricarAmerican artist to be accepted into the stable of Edith Halpert of the
DowntownGallery in New York City. Lawrence achieved attention that resulted in Halpert
arranging the 1941 debut of lEgration Seriesvhich appeared on the coverkdrtune
Magazine and the subsequent placement of works in the series to both Phillips Memorial
Gdlery (now Phillips Collection) and the Museum of Modern Art. In the same year, Halpert
also worked collaboratively with Alain Locke in arranging an exhibition of Negro artists at
her gallery American Negro ArtAmerican Negro Anvasformative for the areers obther
artists such as Romare Bearden, Eldzier Cortor, Sargent Johnson and Elizabett{ Catlett.
Despite the timing of this exhibition, the relationship between Halpert and Lawrence proved
that a formula for commercial success for Afrieamerican atists, like any other American

artist, required gallery representation as one of its hallnt&rks.

Focused support for artistic work by African Americans was generateslylarg
through culturally specific and/or regional galleries and organizations where artists lived or
maintained community ties. Organizations such as the Southside Community Art Center in
Chicago (194¢present), Karamu House in Cleveland and the Harlem CaontynArt Center
(19371942), were founded during the era of federal funding from the WPA and continued to
be central to artistic development. Museums and galleries that formed alongside art

departments at historically black colleges such as Howard Urtiyegrgsimpton University

*4 Jacob Lawrence : The Migration Serjesis. Lonnie G. Bunch and others (Washington, D.C.: Rappahannock

Press in associati with The Phillips Collection, 1998).al pert 6s exhi bition had a riv
Contemporary, offered by Mc Millen Interior Decoration and Art Gallery (also in New York City) two months
before her exhibition. H o w e witiemately bétame phe marethistoriealyh i bi t i on
significant of the two.

> The opening took place December 8, 1941, the day after the bombing of Pearl Harbor and the entry of the
U.S. into World War II. Attendance to the exhibition was lower than hoped for as a result.
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and Atlanta University provided additional exposure through rotating exhibitions and
programming. They also offered opportunities for art buying in the context of academic
fundraising. In 1942, for example, artist Hale Woodruff, arier protégé of Halpert and
Locke and a faculty member at Atlanta University, began an annual juried exhibition for the
university's students and artists from all over the country. In 1943, the BAdwesttGallery

of Washington, D.C. was founded by Haw@aJniversity professor James V. Herring and
curator Alonzo Aden, creating the first gallery that was privat@med by African

Americans in the United Stat®sin 1941 the Pyramid Club, a civic organization developed
by African-American business leadars1937, began a series of exhibitions in partnership
with the Pennsylvania Academy of Fine Arts to both showcase works of A#cearican
artists and encourage acquisition of their workehe Atlanta University's Annual

Exhibition, the BarnetAden Galery, and the Pyramid Club were among the few nationally
known venues through which Africemerican art was shown regularly in the 1940s and

1950s.

From the midto late1940s into the 1950s, Abstract Expressionism occupied the
public imagination as dics such as Clement Greenberg and Harold Rosenberg championed
its role in the development of modern art. In addition, commeresigiiyen art galleries and
art dealers advanced the precepts of new artistic styles and artists, organizing structures of

patronage to be more competitively markktven than benevolent. As most American artists

*% The BarnettAden Gallery remained in existence in Washimg D.C. from 19431969. A good description of

t he Barnett Aden Galleryés early activitiedérnimand rol e
Washington and Its Afrdmerican Presence: 194197Q (Washington, D.C.: Washington Project foetArts,

1985).

" John W. Ittmannpox Thrash: An African American Master Printmaker Rediscoverds. Philadelphia

Museum of Art and Terra Museum of American Art (Philadelphia; Seattle: Philadelphia Museum of Art; In
association with the University of &ghington Press, 2001).
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and critics struggled with the evolution of this artistic movement and its rejection of the
narrative function of social realism, Africékmerican artists who aimed tastinguish

themselves through the new abstraction remained ostracized from the New York gallery
scene or simply maint ai nAntrican adistintheusbleas t he i
Though not an Abstract Expressionist painter, Jacob Lawrence hadghkasstatus of

being a galleryepresented artist of African descent due to his representation by the
Downtown Gallery’® Romare Bearden was the only African American represented by
Samuel Kootz Gallery in 1948 Norman Lewis, notably an original pargeint in the

meetings with other American Abstractionists in 1950 at Studio 35, was, despite finding little
in the way of commercial success, represented along with white Abstractionists such as
Clyfford Still and Mark Tobey by the Willard Gallef).Other Back Abstract Expressionist
artists such as Herbert Gentry, Edward Clark and Beauford Delaney spent the majority of
their careers abroad, hoping to live and work in a more socially tolerant atmosphere, and
their relationships with American art galleriesl diot occur until much later or were tenuous

at besf!

*8 The Downtown Gallery also represented folk artist Horace Pippin and other artists such as Hale Woodruff for
a brief period of time.

*The Archives of American Art contains corrtespondence
Gallery referencing their business relationship. Il n ¢
representative of Bearden for two years fAfrom t he exj
agreement watsatneod. alchteu aalgiryeesment al so stated that the
commi ssion for all work sold in the gallery or his st
also stipulated that Bearden wewaXrcéepessiohl &dmeori cphol
Coll ections Online, Romare B®aptdemb®BperI%72 . EolrdespB8hc
http://www. aaa. si.edu/collectionsonline/ bearroma ( ac:¢

80 Ann Eden GibsonAbstract Expressionism :Other Politillew Haven: Yale University Press, 1997), 248.

®1 SeeExplorations in the City of Light : AfricaAmerican Artists in Paris, 1945965 eds. AudreeBuffalo
and Studio Museum in Harlem (New York, NY: Studio Museum in Harlem, 1996).
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Art historian Ann Gibson suggests that prevailing assumptions by critics and galleries
about AfricanAmerican, Native American and women artists were ovaelyerministic and
castthemas beingincap | e of mastering full abstraction
a supposed predilection for social and cultural themes. The idea that minority artists were
more emotional and at best more culturatly sociopoliticallymotivated cast them as being
out of touch with the purely artistic ideals espoused by mainstream Abstract Expressionism,
creating a fictional disparity in terms of their artistic quality and relevance. Artists such as
Hale Woodruff and Charles Alston, both painting and teaching in YW City at the time,
challenged the limiting effects of such assumptions, declaring their universal role as artists
beyond their racial classification or backgrodfd.

As the decade of the 1960s approached, some traditional support of African
American artists began to wane as the major figures in their institutions aged and another
generation of leadership assumed a role in guiding patronage efforts. The Harmon
Foundation, which had been a significant philanthropic supporter of various African
American artists, ceased operations in 1967 and began a process of deaccessioning its
coll ection of @ANegroo art to the National Co
Museum of American Art) and several historically black colleges including Hampton
Uni versity, Morgan State University and Tul ar
BarnettAden Gallery reduced its exhibition programming and activities following the death
of Alonzo Aden in 1961, foreshadowing its ultimate demise in 1969 upon the afdas
partner, James V. Herring. In 1970, Atlanta University hosted the final year of its national art

competition, which had been a major venue for artists for tweigtyt years. Ideological

®2Ann EdenAlGitbrsmmt, Express{ bDaiwvshHaveOnhheYalPol Uniicer sity
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changes in the social and political climate demanded a radieal approach to breaking

boundaries in the art arena.

In the wake of the Civil Rights protests and organized demonstrations against
injustice in the 1960s and 1970s, several Afriéamerican artists banded together to analyze
their plight and develosolutions for making their work both relevant but also accessible for
consumption by the masses. For the most part, artists were at a major crossroads in
determining whether their relationship with the art establishment would be one that led to
further ntegration or one that was specifically tailored to the Afdéamerican community
and carried a speciifBil aalkl ari®l aval aedtah etdi d .
the next two decades as artists, theorists and even critics from popular reeded to
understand the role of Africafimerican artists in relation to the turbulent era of protests

against racial, sexual and socioeconomic injusfice.

One notable example occurred on July 5, 1963, on the eve of the historic March on
Washington led bypr. Martin Luther King Jr., when artist Romare Bearden was joined by
artists Hale Woodruff, Charles Alston, Norman Lewis, William Pritchard, Richard Mayhew,
Emma Amos, Ernest Crichlow, Reginald Gammon, Alvin Hollingsworth and others in his
studio on Chritopher Street in New York City to form the group, Spiral. Members of Spiral
had varied interests and contieas to the theme of black arth@&refore, their vigorous
debates about the role of black artists and the merits of collective struggle boththathit

world and throughout the larger society was both timely and relevant.

83 Addison GayleThe Black Aestheti@arden City, N.Y.: Doubleda 1971).

64 Mary Schmidt Campbell and Studio Museum in Harl@nadition and Conflict: Images of a Turbulent
Decade, 1963973(New York, N.Y.: Studio Museum in Harlem, 1985), 99.
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Individual artists used such forums not only to receive recognition for the quality of
their work, but also to ensure that they would be considered on par with whiteiatestas
of developing newer patronage systems that involved gallery representation. In an interview
with Jeanne Siegel, in which Bearden discusses his experiences working under the WPA,
studying in Paris, and being represented by the Samuel Kootz Gh#emgtes that black

artists had a particularly difficult time in achieving gallery representation in New York City

despite the success of a few. Beardends expe

Willard Gall ery and erepeesentdtiandypthe DbhventowneGallerg 6 s
would be the only examples that Bearden could reference. Therefore the importance of the
Christopher Street space for creating networks of exposure for artists was not small or

incidental®

Although art galleriebiad been formed in some universities and social organizations
years earlier, there were very few that were privately controlled by African Americans. In the
late 1960s AfricarAmerican artists staged protests for inclusion of their work in major
museums sth as the Metropolitan Museum of Art and the Whitney Museum of Art. Many
artists felt that their voices had gone unheard and that much of their work had been left out of
critical exhibitions which would have given them national visibility. As a resulteradists
looked to cultivate their own museums, art centers and commangyted approaches to art
appreciation. For example, in 1968 the Studio Museum in Harlem opened with innovative
exhibitions for artists of African descent. In the same year, etitsst EIma Lewis founded
the National Center of Afrdmerican Artists (NCAA) in Boston, which flourished under the

curatorial leadership of its director, Edmund Barry Gaither. In 1969, Romare Bearden,

% Jeanne SiegeArtwords: Discourse on the 60s and 70w York: Da Capdress, 1992).
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Norman Lewis and Ernest Crichlow went on to foundqDim Gallery, a gallery that

primarily supported emerging artists of cofdr.

The development of alternative gallery spaces for Afri8arerican artists not only
focused on addressing the ideological concerns of artists and the gallery ownerssdout al
building commercially viable structures of
alternative gallery spaces in New York City focuses on the efforts of gallery owners such as
Corrine Jennings and Joe Overstreet of Kenkeleba Gallery and Lindat®ifyJust Above
Midtown Gallery as examples of grassroots efforts to support Afdcaarican artists’
Although geographically restricted to the environs of the New York Metropolitan area,
Meyerowitzés study u n-due opsraves wersimgotast nat ot i o n
only in providing venues for showing Africalamerican art, but also in shaping the careers
of several artists and resurrecting the careers of others. In many cases, the exposure led to the
acquisition of work by private collectors aell as mainstream art museums. For example,
arti st Pa lNouwes QuattkeaaPariaas puschased from Just Above Midtown
through funds of the Joseph H. Hazen Foundation for the Metropolitan Museum of Art in

1975%8

Significant developments in thelakition world were spurred by continued activism
by artists and community members who demanded attention to the Afimarican visual

arts tradition and diversity in the ranks of emerging curatorial projects. In 1970, the Boston

% Sharon F. Pattorfrican-American Art{Oxford: Oxford University Press, 1998).

87 Lisa Ann Meyerowitz, "Exhibiting Equality : BlacRun Museumsind Galleries in 1970s New York" (PhD,
University of Chicago), .

%8 |bid.
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Museum of Fine Arts, ured the curatorial leadership of Edmund Barry Gaither, organized
the exhibition Afro-American Artists: New York and Bostdn the early 1970s, protests by
Los Angeles arts activists regarding the lack of black artists shown at Los Angeles County
Museum ofArt resulted in solo exhibitions for artists David Hammons and Charles White.
In 1976, the Metropolitan Museum of Art organized the#n&tr traveling exhibition of 19th

century black artists in their collection based on the research of art histegenig Perry’

A major breakthrough came in 1976 at the Los Angeles County Museum of Art.
Members of the Black Arts Council, a museum advocacy group composed of African
American artists, collectors, scholars and others, encouraged the developineat of
Centuries of Black American Antith the assistance of then Fisk University curator and art
professor, David C. DriskelTwo Centuries of Black American Aa groundbreaking
traveling exhibition and identically titled publication, introduced the natcamtextensive
surveyof 18and28'cent ury art by African Americans di
bicentennial celebration. This exhibition accompanied two other bicentennial exhibitions at
the museum and reversed the exclusion of Afri8arericanartists from American art
hi story. Driskell ds encyclopedic coverage of
active by 1950, gave credence to the notion of the presence of Aiinarican art and
African-American artists' participation in the Amgan artistic tradition.

According to Bridget Cooks, reviews ®fvo Centuriesnirrored the racial politics of

the era. Although many praised the attempt to educate viewers on the neglected artistic

%9 Black Los Angeles: American Dreams and Racial Realiéds. Darnell M. Hunt and Ar@hristina Ramén
(New York: New YorkUniversity Press, 2010).

"Regeni &ePerctyons-Ceht NrAmeeNrkiecoatnh Art / JABExhisbi, tli, 01197 6J
ed. Melkirtban MuseumNafY. Ar t¢ MeMWeWédad ¥Yoorpko,l i tla9n7 6Museum of A
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legacy of American blacks, critics such as Harold Rbsamnand Hilton Kramer tended to

focus on the presumed social relevance of the exhibition with only fleeting discussion of

visual images. The exhibition was also criticized for the uneven nature of the quality of

Amaj oro and Aminokel adtsi $tas | aas ewe lol des i Drei =
for its audience&: Nonetheless, the press coverag@wb Centuriesits outreach and

programming which included a wetsearched catalogue, documentary film and national

news coverage, was unprecetbsl for its time.

The timing ofTwo Centuriesnd other exhibitions paralleled other significant
activities occurring in relation to the academic and critical reception of black drtid&70,
Jeff Donaldson hosted CONFABA&Onference on the Futianal Aspects of Black Art) at
Northwestern University, at which visual and performing artists, art historians, and
interdisciplinary scholars discussed aspects of black aesthetics, art history and pafronage.

In 1976, artist, collector and art histori@amella Lewis published two volumes
entitledBlack Artists on Artvith Ruth Waddy. Lewis helped found the first and only
scholarly periodical dedicated to Africemerican artBlack Art: An International
Quarterly (now The International Review of Africalimerican Ar} . Li ke Driskell o
project, Lewi s6 publications provided biogr a
images, yet her text also included contemporary and virtually unknown artists working at the
time of publicationL e w nesv@eriodical not only ran articles about artists and reviews of
exhibitions, it also served as an outlet for promoting black art galleries and artwork such as

her own. She often featured advice columns on collecting written by other artists such as

“"Bridget ,BRchiCoiotkisng Bl ackness: African (Mmhrircans and
University of Massachusetts Press, 2011).

2 Coleman25 Who made a Differenc?.
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BennyAndrews and Alvin C. Hollingsworth alongside articles on contemporary artists and
their predecessors. Other articles even featured entrepreneurs who were eager to help artists
to meet the demand of collectors by developing strategies such as produte)didition

prints”®

Lewisd mission in creating the journal W a
and the market for their work. Early volumes contain gallery ads for works of art, particularly
lithographs, by artists such as Elizabeth CatRtitnare Bearden, Joseph Holston and
Varnette Honeywood, as well as several articles and tips on collecting AKio@nican art.
Figure 1.1s hows an example of a |imited edition pi
teacher Elizabeth Catlett that wateoed through Hancraft Studios in Claremont, California.

Lewis also opened Contemporary Arts and Crafts Gallery on Pico Boulevard in Los Angeles
with artist and actor Bernie Casey, where they produced and sold prints based on original
artwork by severallack artists’* Working as a collector, gallery owner and editor of the
journal, Lewis was able to solidify her own importance as an art critic and provide a forum
for regular discourse and documentation that had been ignored in popular art periodicals.
Exhibitions of national significance and regular documentation of artistic activity by black
artists provided necessary momentum for the collecting efforts that Lewis and others
advocated. This enthusiasm was echoed by artists such as Benny Andrews, whagedcou

opportunities to cultivate black patronage. In other words, artists' collective resistance against

“One article describes the efforts of ay chDonpalng E.al | e
Greene and Lawrence R. Johnson with the aiWesdafersnt i mul
artists through sales of | imited editions and fiorigi:t
been identhief Aed.i s$eé nBT e kMéA\r k et Quma Riedmapl. $8( 1977) ,

59.

" Black Los Angeles: American Dreams and Racial Rea|i#ig6.
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racism in the art world also emphasized and invigorated a culture of patronage among

African Americans as a strategy for overcoming the disparities.

During the 1970s collecting and its abil:i
staple of the rhetoric for potential Africakmerican art buyers, and such individuals were
vested with a collective responsibility to do so. Some African Americanliefdlitheir
growing consciousness of the need to embrace a black cultural legacy through participation
in the visual art arena. The notion of a Al e
coupled with an emphasis on building a newer legacy ligatong. Art dealers such as
Thurlow Tibbs reinforced the importance of black collectors by describing those who had
already made commitments to the cause in 1970s: Aféeaarican corporations such as
Johnson Publishing Company, Africi&merican privatecollectors such as broadcast
journalist Max Robinson (Chicago) and actor and comedian Bill Cosby (Los Angeles), and

the growing number of black museums and art centers emerging in major cities such as

Chicago, Boston, Los Angeles, Philadelphia, New Yar#t Washington, D.C>

The 1980s ushered in the occurrence of more scholarly literature, traveling
exhibitions of significance to AfricaAmerican art and a growing fine art consumer base.
Irving Sandler notes that the 1980s art market boom occurredylaftgr the 197475
economic recession. The problem of inflatioaused by the looming oil crisisotivated
investors to move toward tangible assets such as precious gems, real estate and art as

investment vehicle® Art and financial magazines encoueagspeculation on art as recerd

®Evahisbbs Cdlhlee Eiiambss Col |l ecti on: Selectioasdf 26mht he
Century American Art

“l'rvingASandlfetr,he Postmodern Era: FNew Ydrek:Late 1960
l conEditions, 1996) .
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breaking auctions and the evolution of art investment strategies began to develop in stock

brokerage firms.

Art historian Judith Wil son described a i
1980 issue oBlack Enterprig,a monthly periodical devoted to providing business news and
economic empowerment tools to the African American commudhltyeported on the
increasing value of work by AfricaAmerican artists in the midst of the U.S. art boom. The
value of AfricanAmerican art apparently lagged behind art of white contemporaries, but its
future was viewed in optimistic terms due to patronage by the AfAcaerican middle

class.

The choice of themage for the issue (Figure } ®as by no means accidental, but
instead evocative of the theme. An image of the painiihg,Cardplayersby artist Hale
Woodruff, had been contributed by art collectors John and Vivian Hewitt, who had been
collecting work by AfricarAmerican artists sth as Woodruff for some years. Woodruff,
who had died only months before the publication of this issue, had had a long and prolific
career as a painter and teacher in Atlanta and New YorkTigyCard Player¢Figure 1.2
is a modern Cubighspired paiting of two figures engaged in a game of cards. Its angular
compositional elements and tilted picture plane demonstrate the influence of European
moderni sts such as Cezanne who were major in
figures resembléfrican masks of West Africa and are suggestive of the modernist debt to
African art. Woodruff did a series of paintings based on this theme and compositional

strategy, beginning in 1930 with a painting of the same name which won a Harmon

7 Judith Wilson, "The Bullish Market for Black ArtBlackEnterprisell, no. 5 (1980), 336; 3940.
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Foundation awarth 1931 and critical recognition by Alain Locke for this and eleven other

works in the anthologilegro Art Past and Presefft

The Cardplayerswhich served as a replacement to its badly deteriorated predecessor,
is dated 1978, meaning that it was crdaad purchased during the same year in which the
Hewitts sponsored a private sale of the arti
in part to a suggestion by artist Al Hollingsworth that the Hewitts exhibit his work at their
home. Laterthedxi bi ts and sales included not only W
also that of others such as Eugene Grigsby and Ernest Cri€hloaddition, as one
exhibition in itsBlack Masters Serieshe Studio Museum in Harlem assembled a major
retrospectte ex hi biti on of Hal e WheoCard RBldyéramsongvor k i n

other paintings, was exhibit&d.

The use of Wo o drBlatkfEdesprigarantigpiece to theissse t h e
highlights two interesting facets of this booming market. Firsi, &Wd r uf f 6 s pai nt i ng
artistically with experiments in 20th century modernism, and second, an interest an-African
inspired modernism is connected with a tradition of patronage among intimate networks of
artists and collectors of AfricaAmerican art The interrelationship between works by artists
such as Hale Woodruff and the emergence of Afrigarerican corporate patronage signals

a strategic departure from the dominant narrative of white philanthropic support such as the

Richard A. Long, #AAft er wo rHdle WoRdruffie\amoyeEtizabeth Préphet amd Wo o d r
the AcademySeattle and London: University of Washington Press, 2007), 95.

" Todd D. Smith;The Hewitt Collection : Celebration and Vision : The Hewitt Collection of Afrikarerican
Art, eds. Band of America Corporation. and Mint Museum of Craft + Design. (Charlotte, N.C.: Bank of
America Corp, 1999).

®¥Hale Woodrwudialle9O0Mwodruff : 50 Years of His Art, Apri

[
Museum i,n eHr | @Btmudi o Museum in Harl em. ( New Yor k, N. Y
Museum, 19709)
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Harmon Foundation as theimary driver. In 1949, a little over fifty years earlier, Woodruff

and painter Charles Alston had completed a mural entitle@itééNegro in California

History for the Golden State Mutual Insurance Company. Golden State Mutual Insurance
Company, formedn 1925, was one of the few companies to offer life insurance to African
Americans during the era of segregation and was a visible and active promoter of civic and
cultural engagement with its constituents, most notably through its patronage of the visual
arts. In 1949, a concerted effort was begun to build its corporate art collection with works by
African Americans such as Richmond Barthé, Henry O. Tanner and others via donations and
direct purchases from artists or art exhibits. At the company's foatetiversary celebration

in 1965, 36 works by artists such as Charles White, Beulah Woodard and Hughie Lee Smith

were shown to the public.

With more than 100 paintings, drawings, sculptures and collages, the Golden State
Mutual Insurance Companywasces i dered t o have the Al argest
west of % Cduiswexegiven cegularly in the lobby and various areas of the Golden
State Mutual Insurance headquarters, and educational brochures and pamphlets were
provided to visitorsAs another way of displaying the work, the company produced a
calendar with reproductions of its art; the calendar doubled as a way to show the collection
but itself became col | éSuch dforte weaemaw résuwracied a b | e
througha collaboration between black media outlets, historians, and artists who sought to
frame AfricarAmerican art as a continuing legacy that needed continual support in an age of

marketplace competition for fine art. Interventions by Afri¢anericanrowned coporations

81 Francine Carter, "The Golden State Mutual Afmerican Collection,” 1, no. 2 (Winter 1976, 1976); 115t

82 |bid.
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such as the Golden State Mutual Insurance Company and&aanEnterprisenaga zi ne 0 s
publisher, Earl Graves, were indicators of the importance of collecting AfAozaerican art

as both an investment strategy and a marker of cultural pride.

A major event in this world of black art buying came when celebrity comedian Bill
Cosby purchased tiéhankful Pooby Henry Ossawa Tanner from S
in 1981. Cosbybs purchase spurred fmamyeinati o
African-Amer i can arti st at the ti me. David Drisk:
consultant in 1977 following théwo Centuriegxhibition, placed the successful bid of
$250,000 for the Cosbys, drawing headlines and broader interest iaxtanhworks.
Cosbybds visibility as an elite entertainer w
cultural heritage became an inspiration for other collectors. Although Bill Cosby has been
noted for his collection of Africassmerican art, since 1964has also been a collector of
major works by European and American artists such as Reginald Marsh and Thomas Hart
Benton as well early Amer i c aAmeficanratbeganine. Cos
1967 when he purchased two Charles White ink #&adooal drawings entitledudeand

Cathedral of Life3

David Driskell és involvement in shaping t
Driskell s curatori al endeavors began whil e
worked at the nearby Barneitden Gallery. After teaching at several historically black
institutions such as Howard University and Talladega College and studying abroad in Europe

and Africa, Driskell became sought after for his knowledge of Afrisarerican art

8 Driskell, The Other Side of ColoAfrican American Art in the Collection of Camille O. and William H.
Cosby, Jr.
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traditions. Collectors Har i et and Har mo n Hi#den Hergageexbibitore Dr i s k
another survey building on the succes3wb Centuriesas an impetus for their collecting

journey which began in 1987 The formulation of nationalljouring survey exhibitions of
African-American art also helped to institute a canonical focus for Afrieaerican art

history, which not only reinforced the notion of a visual arts tradition among blacks but also

a field of interest for potential collectors looking for untapped offeringsmerican art.

Projects s uTtwoCentsiriednd ielatédesdhdladskip can be viewed in
the context of a growing desire for historical revisionism and critique of American art history
and practice. Many historians in the field of American argely defined as work created in
the United States prior to 1945, were largely ignorant of the contributions of African
Americans or Native Americans. The lack of knowledge mirrored a lack of visibility in the
public arena as well as the halls of academniaddition, American art scholarship as a
whole continued to struggle to find its voice in a patronage system in the United States that
had a preference for traditions in French or British art. One could argue that as the field itself
struggledtobuilh | egacy of MAAmericano painters and
race or gender inequities persisted beneath the surface, diminishing the diversity of an
American visual arts traditioi.Commercial galleries increasingly took on the role of
comgling and publishingcatalogue raisonnér artists, which disturbed some art historians

who objected to what they believed was marketing rather than schof&rship.

8 Kelley, The Harmon and Harriet Kelley Collection of African American Art: Exhibition.

8 Wanda M. Corn, "Coming of Age: Historical Scholarship in American Athg Art Bulléin 70, no. 2 (Jun.,
1988): 188207.

8 Mary Ann Calo Critical Issues in American Art: A Book of ReadifBsulder, Colo.: Westview Press,
1997), 328.
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While American art scholars continued to grapple with thematic and methodological
changesn their field in the wake of posttructuralist intellectual discourse, art dealers also
attempted to articulate the position of AfricAmerican art in the dominant discourse in the
art market. For example, in a publication produced by art dealer Thuiis, he suggests
that AfricanAmerican art produced between 1930 and 1960 fell into three categories:
AMai nstream, 0 ATr-&di mi airstecadits 0d exndar ifitlNed a's
accepted by historians as most representative of tastes popular at a particular time and in a
particuilde o@iltwee.dboseph Delaneyds works as b
artists such as Thomas Hart Benton and RegiMaddr s h, and Nor man Lewi so
some degree comparable to Franz Kline and Ja
employing studio practices found in the academy, such as those by sculptor Richmond
Barthé, painters Lara Wheeler Waring and Lowilbu Jones, and draftsman and
|l ithographer GCRm@airmietsi Whs & ewo uiIN& @dughtaltistsdtoe t h e
those who had less formal training, such as Jacob Lawrence, Horace Pippin, Bill Traylor,
Clementine Hunter and Marion PerkffsSudh definitions demonstrate a desire on the part
of art dealers to craft their own definitions about the role and place of wakkibgn
Americans that responded toithewn neegbut alsoO mai nst r eamd wheh cepti o

were seemingly fixed anighly categoricaln the public imagination

Toward the end of the decade, the inclusion of some minoritysartigte broader art

world of museums and galleries was met with a significant amount of cynicism, particularly

87 EvansTibbs Collection.The EvansTibbs Collection Selections from the Permanent Holdings : 19th and
20th Century American AfWashington, D.C.: Evangibbs Collection, 1985): 9.

88| pid.
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among contemporary artists. Howard a Pi ndel | 6s i ndictment of t
1987Agendas for Survivadonference at Hunter College was summarized ilNéwe Art

Examinerin 1989. Filled with statistical data on the paucity of exhibitions of artists of color

at majormuseumsdn gal l eries in New York City, it re
of inclusion. Pindell dds activist stance was
as Guerilla Girls and PESTS, which criticized racism and sexism in large museuths like

Museum of Modern Art as well as supposedly progressive alternative §paces.

In response to claims of multicultural exclusion in museums and galleries, other
periodicals began to examine the issue with articles written by a variety of individuals who
were conversant with the issues of AfricAmerican artists. For example, in a 1988
Newsarticle, Patricia Failing interviewed 38 artists, dealers, art historians, and collectors and
subsequently published an exposé on the exclusion from exhibhiansany ofhose
artists had experienced. In additiorhighlighted ongoing stereotypes about the content and
qualityofasuppsed!l y monol it hi c ftatbrdawkry Stakds Silms For e X
emphasized how the role of discriminatory judgmentsiaBéricanrAmerican art had
economic consequences for artists in the marketpfeite form of unfair assessments of
6 q u a7 KeltieyJones lamented that the work of alternative spaces such as the Studio
Museum in Harlem and EI Museo del Barrio werguatly ignored as legitimate spaces for

viewingat.**Un | i ke Pi n d eartitledby Faiting tioescekpese readérs ts a loosely

®Howardena Pindell, "Art WoerArd REaxdaigsifnMah GIB 619@ONt at i o
% patricia Failing, "Black Artists Today: A Case of ExclusioARTnews88 (03, 1989), 125.

%1 patricia Failing, "Black Artistgoday: A Case of Exclusion,” 129.
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affiliated group of scholars, curators, and art dealers whose perspective and presence

countered the overall senseasfistic neglect.

I n viewing images of wvarious individual s
that the majority of the participants are themselves people of color or African American,
further project iionguitfbladk peoiMe aadrcultdrad specifictlys o c i a't
Although several interviewees described their desire to acquire equal footing ina white
dominated art scene (particularly in the art capital of New York), their perspective might
appear to reinforce polarizan rather than the aim for exposure for the artists they represent.
Art dealer June Kelly addresses such a conu
as a definitively fAblacko art %Othergallersst her
such as Isobel Neal (Chicago) and Liz Harris (Boston) pointed to the reluctance of many
museum curators to educate themselves on active AfAozerican artists and to the fact
that not all art production by AfricaAmerican artists could be pigetwled as
representational or descriptive of black I
Detroit and Ernestine Brown of Shaker Heights, Ohio found that it was much more profitable
and politically significant to encourage upwardly mobile Afrigamericans to collect arf

These differing ideas on the functionality (or lack of functionality) of racialized
moni kers such as fAblack arto or fAblack art.

arts professionals struggled to rationalize theatre® position toward an imagined

92 patricia Failing, "Black Artists Today: A Case of Exclusion," 131.

% bid.
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Afimai nstreamod art worl d. However, artists, ar

strategies for refining networks of patronage.

% patricia Failing, "Black Artists Today: A Case of ExclusioARTnews88 (03, 1989), 12431.
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CHAPTER Il

TURN YOUR HAND AND MAKE FASHION:
DEALERS OF AFRICAN -AMERICAN ART

Although criticisms of art world racism prevailed amaegtainartists and critics, the
number of art dealers representing Africamerican Artists basically doubled in the 1980s
and into the 1990%. The activities of art dealers and middlemen, whethewigh private art
dealing, brick and mortar galleries or evewoenmerce increasingly gained visibility as
change agents in a nascent movement for parity in the art world and art market recognition.
As more galleries appeared in major cities such as Naw, YZhicago, Detroit, Philadelphia,
and Atlanta, art dealers navigated mainstream interpretations of AfAcagrican creative
expression to court new audiences and to eventually cultivate patrons through varied
narratives about the importance of AfrieAmerican art. This chapter will provide examples
of how some deal ers f as hiAfdcareAineritahan tr 6 oavsy are
evolving yet desirable area of patronage. | will examine the practices of several art dealers in
order to determine theires and wunderstanding of t he cat ec
American artoé and what busi ne sconsgnierbasetorgi es |
those worksThe galleries and art dealers examined or cited for examples include Michael
Rosenfeld galley (New York, NY); Bill Hodges Gallery (New York, NY); Lamar Wilson of
Fine Arts of Atlanta (Atlanta, GA); and Avisca Fine Art (Marietta, GRe special role of

dealers of AfricamAmerican heritage, the use of dealer literature in building visual

% patton African-American Art 308.



documetmation of AfricarAmerican artists,and the existence ofmultiple categories of

African-American art in the marketplaege some of the &hs that | consider

In 1997, Pindell commented on her earlier study of art world racism in New York
City highlighting significant changes that she perceived. Still ambivalent about the range of
options, she notes that many galOlOoe ivehsi tiend , |
however, she remarkdtiat the artists most likely to be embraced by the curators of major
musums for exhibitions are those endorsed by the limited pool of major commercial
galleries®™ Increases in traditional sources of support of Afridemerican artistsi
alternative galleries, philanthropic organizations, university museums (particularlytise
curators of color), and private African American art collectors and entrepreneurs such as Bill
Cosby and hip hop mogul Russell Simmonere cited as positive changéslthough the
actual numbers were not given by Pindell, her belief that thindsrhproved could also be
ascribed to an increase in the visibility of patronage and new found interest for artists of
color.

Clearly, between 1987 when Pindell originally published her findings itN#ve Art
Examinerand 1997 a great deal oftaty occurred. Several traveling group exhibitions
solidified surveys of AfricarAmerican artists and their place in specific art historical
moments and styles. For example, Mary Schy@idinpbell, then director of the Studio

Museum of Harlem and then Wmirsity of Maryland art professor, David Driskell,-co

% One artist in particular that became a cause for concern by Pindell anslwé#secontemporary artist, Kara
Walker. For more on this, seBwendolyn DuBois Shavgeeing the Unspeakable :The Art of Kara Walker
(Durham: Duke University Press, 2004), 195.

9" Howardena Pindell and Lowery Stokes Siffise Heart of the Question :The Writings and Paintings of
Howardena Pindel(New York: Midmarch Arts Press, 1997), 139.
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curated,Harlem Renaissance: Art of Black Ameriadnich toured several cities after its
origination at the Studio Museum in 1987. In 1989, works from the private Washington, D.C.
Evans Tibbs Collectioralso toured with venues at the Hood Museum of Art (New
Hampshire), the Vassar College Art Gallery (Poughkeepsie, NY), and theAAdesican
Cultural Center (Charlotte, NCRlack Printmakers and the W.R,Aurated by Leslie King
Hammond, became one of tligst exhibitions to explore the formative period of the
Depression era for the medium of printmaking. In addition to exhibitions which focused on
traditional media such as painting, printmaking and sculpture by ldtead® early 20
century artists, ther important exhibitions such @st as Verb: The Evolving Continuum:
Installations, Performances and Videos by 13 Adroerican Artists (198889) which
exhibited at the Maryland Institute College of Art and the Studio Museum in Harlem showed
developments in video and installation art of the mid to lafece@tury *®

Several contemporary artists were rewarded with both recognition in art publications
such asARTNewsand Art in Americaas well as representation by major galleries that
propeled their status. Works by artists such as Robert Colescott and Martin Puryear were
viewed by critics as transcending, expanding or critiquing notionsrate and its pluralist
content offered an antidote the Formalist and Minimalist impulse in postwAmerican
art® In 1988 Martin Puryear became the first African American to exhibit at the Sao Paulo
Biennale and in between 1987 and 1989 Rober

major traveling exhibitiod®® Despite his untimely death in 1988 tisr Jean Michel

%8 Black Arts Annual [Serial[New York: Garland Pub, 1989).
% Michael Brenson'Black Artists: A Place in the SuriNew York TimegMar 12, 198% H1.

100 pig.
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Basquiat, for example, remained a darling of the art world since the early 1980s being
represented by Annina Nosei and finally Mary Boone Gallery in New York City. Following
his death, Basquiat was both mythologized and sensationalizegyvé his posthumous
success was viewed as anomaly in most settings, including the systematically

compartmentalized terrain of discussions on Afridamerican artists collectivel}’*

Although some mainstream galleries increased their stables with Afdoan-
American names, the vast majority of galleries specializing in Afridame r i can art i
works were only beginning to surface in the larger arts community. The prevailing attitude
of many critics was that the historical omissions of a whidminaed art world could not be
corrected with a few exhibitions or occasional tokeni&nin other words, a continuous
stream of activity and educational efforts to ameliorate inequities in the art market had to be

pursued by not only artists but through cursteollectors and networks of art middlemen.

In addition, art dealers and commercial gallery owners, armed with new historical
information and newer inventory found the prospect of specialization around African
American artists to be both timely and ptable. *° Cultural historian Mary Jane Hewitt
describes one of many attempts to connect art dealers, historians and artists of African
descent to discuss the evolution of patronage systems for Aficenican artists. In 1990,

a group of twelve gallery omers, art dealers, and art professionals conducted a retreat at the

home of famedRootsauthor Alex Haley in Tennessee. The group discussed everything from

1911 orraine O'Grady, "A Day at the Race#tforum International31 (April, 1993), 1012.
192 BJack Arts Annual [Serial]

193 |ngrid Sturgis, "The Art of the DealersBlack Enterprise20, no. 12 (07, 1990), 62.
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marketing techniques to issues with adjusting to emerging information technology dftions.
Although it is not clear who the full roster of attendees were, the article continues with a

study of twentieth century patronage for AfricAmerican art and ends with names and brief
descriptions of the specialties of several art dealers from around the couhtrygages from

their i nventories interspersed. Among the ¢
N6 Namdi gal l ervy, Bi r mi ngh a@rleangdR)) LithosSGaketyl a J or
(St. Louis, MO); Malcolm Brown Gallery (Shaker Heights, OH); BlaGkllery (Los

Angeles, CA); Parish Gallery (Washington, DC); Bill Hodges Gallery (New York, NY); June

Kelly Gallery (New York, NY); M. Hanks Gallery (Santa Monica, CA) and Samjai @alle

(Los Angeles, CAJ® It is clear that Hewitt vieedthe activitiesofie r et reat 6s par
and their cohorts as important in the patronage narrative for AfAcagrican art rather than

simply relegating them to the periphery. Hewitt also concludes the announcement of the
availability of a directory of these and additad dealers that would be created by the journal

in a subsequent issue. Further, Hewitt also suggests that the directory would have a
significant or at least exclusive focus on promoting Afridanerican art dealerahich she

suggests had been traditioyatlominated by white art dealer$® Patronage and profit

infused with cultural pride were a clear reverberation.

The press weighed in on the presence of dealers of AfAcaerican art, particularly
those of African descent, and their important role inivating interest and the economic and

social challenges they faced as they navigated the art indursgngd Sturgis writes for

104 M. J: Hewitt, "Vital ResourcesThe International Review of African American Adt, no. 2 (1997).
1% |pid.

108 1hid., 40.
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example, that art dealers, and collectors stood to benefit over the long haul from the demand

for art byAfrican-Americancos umer s as bl ack art held At he I
1 9 9 6°sAn eemphasis on black artists, black dealers and black collectors of African
American art by the press reinforced the notion that they function as cultural agents whose
economic engagements with art reflect a racialized cognter at egy t ostreame | ar ¢
art WO In btlder ords, black setfetermination in the economic realm and black

artistic success were inextricably linked for many dealers. The overt political stance of artists

for inclusion in mainstream institutions is then supplementethéyhetoric of art dealers

which encouraged the integration of financial systems which fueled the art market. On the

one hand, dealers of Africalamerican art could profit from an allegiance to works of art that

formed a new horizon for the art world; ¢ime other hand a strategy could be in place for

those who simply found satisfaction in supportikfgcan-Americaneconomic agendas.

The cooperation among art dealers who specialized in selling AfAinzerican
artists was reinforced through other colladd@ns as well. In 1998 art advisor and appraiser
Halima Taha's boolCollecting African American Art: Works on Paper and Canvass
published (see Figure 2.1). The book, composed of 200 color illustrations of art by various
African-American artists, was ogceived by Taha as means of informing both novice and
experienced collectors of works by Afric&merican artistsThe information in the book

was based on input from interviews of over 300 art dealers and 40 art collectors and the

Y ngrid Sturgisi The Ar t o fBlatk Emterpbse2@.12 ¢Julys 199%))62.

198 Mapping Markets for Paintings in Europe 145050
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images weresubmittedby art collectors and museums, in some cases, but mainly art dealers

and for profit galleried®

Although not the only publication of its kind, Baker mentions that Taha described her
publication as one remedy to the ignorance that she observed in tharket after working
in the 1980s as a gallery assistant at Onyx Gallery, a contemporary New York art gallery
owned by Belgian jazz aficionado Laurent EnckKefl As evidence of the lack of interest in
bl ack artists, Ony x Ga adveetisepnénts of iwarks oy Afrioen n t of
American artists in major art periodicals suchAaisin AmericaandArt Newswas viewed as
anomaly by Tah& Taha viewed the 1980s as a period of intense art buying overall but as
one of great confusion about the valusdasignificance of AfricartAmerican art and its
absence in the history of American art. Therefore, her publicatidyg a decade or dater,
markedsolid progress in the nebulotesrain of the art market.

T a h publeation ncludeschapters that seed as a general overview of African
American art history, descriptions of the different media available such as prints, paintings
and photography; price negotiation techniques; bibliography; glossary of art terms and a
discussion about the care and comggon of art. Taha also includes a variety of comments
and quotes from artists such as Romare Bearden and E.J. Mongg@amehistorians and

curators such as Samella Lewis and Deirdre Bibby, gallery owners such as June Kelly, and

199 Opal Baker, "The Battle for a Much Needed Bodktérnational Review of African American A%, no. 3
(1998), 55.

H0pid.; Although collecting resources for ethnic art and collectibldst, ones which are spégithe category

of Afine arto are rare or | imiteTHhe nBaelgisnmermbdaus i Gui. dd
Collecting Fine Art African American Styl@Vashington, DC: Positivil998)whichwas selpublished by the

author.

M1 Al Loving wasfeatured in the January 1985 editionfof in America In the same montArt News carried a

full-page color ad for an exhibition dfis, Mercer Street Serigd984), featuring handmade paper works
produced at Exeter Press.
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even famous authors duas Ntozake Shangeeinforcing its crosslisciplinary appeal. The

back pages of the publication include a statestate directory of galleries and dealers,
photography resources, and a listing of Afridemerican museums and historical
associations. Imelation to the venues for buying art, symbols were affixedifterdntiate
betweergalleriesor dealerghat specialized in Africasmerican artfthose that werdfrican
American owned, andhose thasimply represented Africamerican artists. By all eans

not comprehensive, the listing does provide a range of locales of varying sizes, origins and

personnel, the largest numbers found in New Ybirk.

Tahaods insistence o0 maytdveinderscadaheriindividuab f t hi
commitment as anres professional in educating buyers, yet her inclusion of both a directory
of dealers and images of objects ava#ainl their galleries also signalélde importance of
professional dealers or gallery representation in mediating the relationship betwees b
and art. Taha states that the images in her publication were important in showing the
diversity of works by African Americans that rarely are shown in books on American art and
suggests that these works contribute to the cadre of important worksimfndich had not

been included in museun®.

Another factor to consider when examining Collecting African American Art is its

emphasis on O6fi ne6 arimpogaack ofeppraisalsforatt n an ar t i

coll ector s, art appraiser and consultant Hal

(@))

American art 1) the international mar ket 2

12 Halima TahaCollecting African American Art : Works on Paper and Canesw York: Crown, 1998).

113 Opal Baker, "The Battle for a Much Needed Bodkférnational Review of African American A%, no. 3
(1998), 55.
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She describes tbdeddastene@aawhioohli snafiBased on
artists, dealers, curators, cot“Afdfcators, auct
American artists who have received critical acclaim, are exhibited in major galleries, are

included in the cdéctions of major museums and are documented in the histories of

American art fall into this category. Romare Bearden, Benny Andrews, Betye Saar, Jacob
Lawrence, Henry O. Tanner, and William H. Johnson are a few of the artists named for this
category'>Shed oes not define the facademic market o

definition that fiinternational 0 and facademi

Conversely, the popular market is comprised of artists working outside of the
establishedvhite mainstream. They are entrepreneurial artists who produce, nsarttesell
their work directly to collectors via galleries, frame shops, art fairs, and the Int®heet.
suggests that the Opopul ar mar k évestandlagentk s t h e
which has both complicated and shaped the careers of some more renowned artists.
According to Taha, this market was created due to the innate elitism within the art world
which all ows only a few s tfaundsvalidatioofrotho mi nat e.
directsales to consumers directlyrsas critical acceptance mainstream and academic
criticism. Some of these artists include William Tolliver, Charles Bibbs, Paul Goodnight and
Annie Lee® Tahaos fApopul ar inmeassifieationin that itirdicates that e r e s t

segmentation in the work of Africafimerican artists had less to do with materials or any

114 bid.

"Ha |l i ma AfficarhAamericai Art: Basics to Appraising an Asset & CommadiBlack Art in America
Blog, April 30, 2011 http://blackartinamerica.com/profiles/blogs/afrieamericarart-basicsto.

118 |bid.
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stylistic deviation but rather imposed notions of exclusivity which accompanied access to

their work.

Although one couldrgue that all modern markets are dependent on capital to sustain
their operations, Taha describes the activit
driven and that academic and scholarly consideration resides in a separate sphere. In other
words, Taha intimates that scholarly consideration of Afdéarerican art becomes a
barometer for mainstream success and the absence of approval from the privileged centers of
influence, such as museums and academic institutions, leaves many artistsowriheir
devices. The idea of fAinternational 06 and fAac
of price differenceas one would expect in a discussion of art apprdisalone of public

reception through intellectual discourse @sdnfluence ondmainstreandacceptance

In light of these discussions by Taha, the retail success of many Aikioanican
artists cannot be fully understood unl ess on
has been called the fAcomalers. Althaudh linkingtad witho r | d
commerce is not a new notion, the idea of commerce being the main motivation of artistic
production by artists has been largely overlooked by scholars. For Afkioenican artists,
the elusive nature of commercial succkas been a predominant idea due to the economic
restrant s posed by systemopulrarcd sonr oddNemmet hiedle
repeated retail success, was Vviewed in a d
commanded larger price tagsd presumably better quality or more reliable pedigree.
Despite the ambivalencseveral middlemen and artists who sought to develop a collective

presence for AfricasAmerican artists in the realm of economic patronage created their own
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markets for Africa-Amer i can art t hat i ncluded among

toward attracting new buyers.

Former owner of the Fine Arts of Atlanta (Atlanta, GAzmar Wilson,understood
such dichotomies as early as the 1970s when he began to sell reprodattamgs by
African-American artists who failed to connect with or appeal to art dealers in major cities
such as New York for gallery representatitii. Wilson also found that a consumer base of
African-American buyers, largely inspired by the renaissanteblack solidarity and
associated imagery during the Black Power Movement, sought affordable visuals which may
or may not fit in the fine art world. Wilson believed that mainstream art galleries such as
Michael Rosenfeld Gallery and major auction housessh as Sot hebyds or
both price and standards of quality for AfrieAmerican art. Therefore, in reference to the
wor k that he sol d, Wil son remarked that s
populistoriented art was kitscland could not possibly hold the legitimate historical and
financi al v a Fine art, which he fdefime@ as @asgessing provenance, acquired
through major exhibitions at mainstream venues and major collectors, could be acquired by
roughly .5% tol% of the AfricarAmerican population with the money and knowledge for
locating it. Therefore, alternative visual art, designed for the masses was an important

development in the 1980s and 1990s.

Lamar Wilson originally operated an antiques shopghwhis mother, Dorothy
Thompson in Washington, D.C. Dolae Gallery, as it was originally called, sold pottery, china

and other objects in addition to art. Clients included several business people and politicians

" nterview,April4,2011. Entries concerning Wilsonbds practice

otherwise noted.
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working on Capitol Hyi slictess adHam aremiddleman camelthsoagh 6 s e
his association with gallery owner June Kelly of June Kelly Gallery in the early 1980s. Kelly,

who at the time acted as agent for artist Romare Bearden, published reproductions of original
prints by the artistpot only creating a profitable print market, but also offering opportunities

for individuals such as Wilson to become distributors to galleries and private collectors in

ot her major cities outside oJaNemwndoada.t lO@aeS
color etching and aquatint originally printed in an edition of 180 by printmakers Khalil
Mohammedand Joseph Kleineman of J.K. Fine Arts in New York in commemoration of
RomareBeardel setrospective at the Brooklyn Museum of Art (see Figure 2°8)ilson

recalls that he was forbidden from encountering the artist directly for inventory, as Bearden

was becoming ill and was known to give away various works of art undermining possible

sales efforts of Kelly. Although other distributors such as Ed Robe(Washington, DC)

and Malcolm Brown (Shaker Heights, OH) were competitors for Wilson, he became one of

Kell ydos fastest sellers, selling one hundr ec
selling Beardendés ori gi stmhuseums andotharpallenesr e s ub
Wil sonés affiliation with June Kelly is i

developing stratification of the market for Africdmerican art in the late 1980s. Kelly,
although not the first Africasmerican owmed gallery to becomesible in mainstream art
publications, was fast becoming a central figure following the opening of her SoHo Gallery

in 1986. D e frst comnbeecidl AfacarArhehioan afit dealer to penetrate the tony

118 3 K. Fine Arts was renamed Mojo Portfoiin1993. The printmaker has continued to publish limited edition
prints by Romare Bearden as well as other African American artists such as Ernest Crichlow, Jacob Lawrence,
Hughie LeeSmith, Johnathan Green, Louis Delsarte, Samella Lewis, and Synthéan8s dmong others.
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echelonsoftheclubby nd r ar ef i ed matKelyeventualljnbeecameéthewor | d,
first African-American art dealer to become a member ofAtidDealers Association of
America ADAA) in 1996° Cur at or Lowery Stokes Sims recal
evolved fromherpuat e deal i ng of Beardends work at tl
the financial markets begao tumblein the late 1980s. However, it only continued to grow

as her shrewd knowledge of the art market became more refined and she began to develop

more colectors. Sims goes on soiggest thaluneKelly Gallerywas an anomaly for

becomi ng A andthatlsutnree akaigbty koyévalop an Africarmerican

collector base was also key to the marketability of Afriéamerican art:?* Art historian

LesieKihg Hammond suggests that with Kellyds ca
development, and networking that shas able to creatgtandard$or buying and selling

works byartists of color.*??

I n addition to Wi lsonb6s connection to Kel
is consistent with other descriptions of what was becoming a robust, popular market for
photographic reproductions of Africeékmerican imagery. Around 1987 several distitors
sprung up in Washington, D.C. which created asto@ shop for other distributors who had
operated individually. The idea of publishing and distributing prints of Afrisanerican
artistsé on a national and yammohgetherat i on al | ev

entrepreneurs. Things Graphic was founded in 1984 by Ed Robertson in Washington, D.C.

19 ngrid Sturgis, "Her Works of Art,Emerge7, no. 8 (June 1996), 40.

120 5ee June Kelly Gallery official websitettp:/www.junekelygallery.com/gallery.htm(last accessed
3/29/2012).

121 hid.

122 pid.
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Robertson was able to publish and to function as a major wholesaler of art posters by several
artists such as LeRoy Campbell, Charles Bibbs, Joseph Hol&oma Hart, and James

Denmark. Robertson offered them a mechanism for popularizing their images not only
through reproduction but also by ensuring that visible artist signatures appeared. Robertson
also distinguished himself among other distributorstbgnaling larger and more diverse art

trade showsandconventions to promote his brand beyond regional outletslaody

appearing regularly iAfrican-Americanperiodicals such asbonyandAmerican Visions

magazine?®

Wilson recalled that the 1990s peal to be a real explosion of commercial art by and
targeted to AfricarAmerican art-** Following early successes as aamner in a family
business and print distributor, Wilson migrated to Atlanta, Georgia in 1988 and in 1990
opened a commercial art galfeand storeTheFine Arts of Atlanta, in the Five Points
shopping district called Underground Atlanta. His business was preceded by that of
Marianne Langley of Frames and Fine Art as well as Sam Mahone of Ancestral Arts Gallery
who represented artistach as William Tolliver. One innovation in particular noted by
Wil son to have emanated from Mari ggmnnentlsgroglld
%% X 12 %2 in. reproductions of popular works by artists, which were sold for approximately
$12andnote ar ds t hat sold for $2 to $4. Beginnin

Wil sonbés sales of af f otiordo&rétdil eperationtsinpr i nt s won

123 |nterview with Byrma Brahanctoberl14,2010.

124 |nterview with Lamar Wilson, April 4, 2011.
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UndergroundAtlantaand he was able to acquire a full retail space in its lower mall and

expand hisnventory.'?

Although broadly described as a gallery in this dissertation, Wilson stated in a review
of his business that “this is not a gallery; this is an art stét&"doing so Wilson sought to
emphasize the direct commercial appeal of art versaggthetic or intellectual
underpinnings. Although the store offered paintings, books, and photo montages of such
prominent historical figures as Martin Luther King Jr., Harriet Tubman, Marian Anderson,
Billie Holliday, Dick Gregory and Mahalia Jackson, $tates that 60 percent of his earnings
came in selling Aprintso and that most of hi
businesses in the form of mall kiosks for locations in Augusta, DeKalb and Peachtree Center.
With a mailing list of over 35,00people, he was also able to advertise through sales
catalogues, newsletters and free calendars sent to current or potential cu$tomers.

Notions of affordability and customization were also at the heart of strategies
employed by Wilson. Monthly sales protions drove customers in the door as did the
support of a professional window dresser in staging works in the gallery for passersby. In
1993 after becoming a certified auctioneer,
bl ack art o aswellldsssategidacaseffthe malltwhere he could gain more
visibility and garner excitement for his wares. In addition Wilson generated excitement for
visitors to the gallery, particularly tourists, by allowing them to take souvenir pictures in

front of art work that they found exciting. A painting by Wadsworth Jarrell became what he

125 Ernest Holsendolph, "Moving Up in Undergrouiitts no More Pushcart for ProprietoFine Arts of Atlanta
Gets Space to GrowThe Atlanta Journal and the Atlanta Constituti®92.

125C. R. Gibbs, "Dolae: On the HillThe Hill Rag,September 28984.

127 |nterview with Lamar Wilson, April 4, 2011.
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de<ribed as a major tourist trapespite his success, however, Wilson was unable to sustain
his business due to a rise in rental costs at the Underground Atlanta @oddtkhis
business in 19953

In addition to activities at the malls, Wilson suggests that most sales and
accompanying education took place in the for
described by Wilson as events where dealers traveled teshofhiosts who planned parties
geared at selling art to networks of friends and interested acquaintances much like the
Tupperware craze of the 1950s through the 1970s. The development of home shows targeting
African Americans demonstrated that a demamdiuals was accommodated through a
variety of strategies that made art appear accessible and affordable. Jan Madori, CEO of
Personal Preference, an art sales company which garnered revenue throughgmeate
shows, internet sales and fundraisingevéntsund t hat t here was a fipe
African-American community for visuaf$® Madori found that heAfrican-American
clientele was interested in images of peoples of African descent which reflected their norms
and imagination.

Although the commercial art market lacked the scholarly viability of the fine art
market, several artists linked to this market gained a following that placed certain works as
al most o6écanonical é in the eyes of <cuatst omers
there was a known yet upnf@ioalbmenht emdofiHdhp &i bb

Aindt 2He €ay ILittIOMover839 Cor n eladt Suppem)iPaus 6

128\Wilson mentioned that the increase in rental costs was brought on by the Olympic Games which took place
in Atlanta during that period.

129 ChristinaRoysterHemby, ASupply and Demand: Privat e-An®ticarws Br i ng

Art To Underserved AfricaA me r i ¢ a n Bdltismbre GityyFapeun22,2005,
http://www2.citypaper.com/arts/story.asp?id=10094, Accessed 4/11/2011.
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Wilson, the image itself and its affordable price, rather than fine art provenance is what
established it quality base and its level of importance for buyers. To a large degree genre

scenes which included representations African or Afrikarericanlife were the guiding

principle and further interest in the artist historically or otherwise had secondary importance.

Il n other words, Wi |lsonds business and others
pretensions of an unattainable and ewedesirable mainstream art world which was unable

to satisfy the vast majority of AfricaAmerican art consumers to which Wilssapposedly

catered.

Like LamarWilson, Byrma Brahamownerof Avisca Fine Artin Marietta, Georgia
understood that her owneckoning with AfricarAmerican art would be borne out of market
pressures and the gradual evolution of her busifiéds. 1985 she originally founded
Savacou Gallery (1988009) with Loris Crawford in the East Village. Having grown
dissatisfied with lack fodepictions of African Americans in museums and galleries, Braham,
newly arrived from her native Jamaica and a graduate stuskgn researching the history
of imagery by and about African Americans in her spare time. She began collecting what she
percée ved to be dAbl ack ar tobwoiksby Romare BeardemHemrfy r e p |
O. Tanner and Hale Woodrufiroduced by museums such as the Metropolitan Musgum
Art. Impressed with her finds, visitors to her home would inquire about how they geuld
access to similar works. Braham and her college friend, Loris Crawford saw a business

opportunity if they could buy the prints wholesale agskll as distributors.

130 All entries concerning Avisca Fine Art emerge from an interview with Byrma Braha®ctoberl4, 2010
unless otherwise noted
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Simultaneously Braham and Crawford discovered the work of artists Varnette
Honeywm d and Erni e Barnes, who were wha-t she
artists who marketed their work heavily through mail order businesses, sold their work at
business and cultural events, and advertisefiican-Americanperiodicals such abony
magazine. For example, artist Varnette Honeywood (‘Z¥8®), who founded Black
Lifestyles, an art and greeting card company, attracted the attention of many collectors and
celebrities such as Bill Cosby as ilablabyl vy as
mail order were quite recognizable, often showing imageA&flatan-Americandaily life.

Cosby later featured her work in episodes of the sitconCtsby Shovand in several of his

childrems books.

Braham found that S$Sianwasdnothe fosof eratrsheiteereed ¢ 0 mp
Andn acko print and framing shops in Manhatt
bl ackd business owners as fAArabso or those f
to Braham, there was a proliferationfofo | ack art 06 gal | esculptige, t hat
posters, figurines, etc. in addition to chain stores such as H&M that also sold such images. In
1986, Braham started an organization called the Association of African American Black
Owned Galleries (ABOC) which sought to put expose or put an end tobiaok gallery
owners and to introduce potential buyers to black gallery owners.

Savacou Galleryds devel opment of networ ks

yet complex. Its emphasis on Africédmerican gallery owners and sales of work by

13lwilliam Grimes, "Varnette Honeywood, 59, Narrative Artist of Black LifelieNew York Times,
September 16, 2010, accessed September 23, 2010,
http://www.nytimes.com/2010/09/16/arts/design/16honeywood.html.
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African-American or CaribbeaAmerican artists suggests a wedding of cultural
identification with commerce that became quite contentious as more competitors emerged. In
addition, the turf that she describesicades a form of selimposed exclusion from the
broader art community and some might argue, racial chauvinism resembling the white
mainstream. Nevertheless, Braham and Crawford felt duty bound to act as spokes(wo)men
for African-American artists since tlreown heritage provided the necessary authenticity for
their AfricanAmerican buyers.

In addition to posters and reproductions, Braham and Crawford found that their

prestige would come by =establishingnah nich
paintings and | imited editions prints. Br ah
reinforced by earlier acqui siti onscustomersiipost €

could be cultivated as #f i nmehaarittwasthe weefr s ov
the gallery to encourage this practice through seminars and newsletters which provided
clients criteria for choosing fAqualityo ar:t
Gallery had a role in establishing not only collestbut discrimmating connoisseurs.

By 1995, Braham and Crawford would undergo a business change when Braham
decided to migrate to the Atlanta, Georgia area. Once there, Braham continued to act as a
private art dealer and also opened Avisca Art (www.avsam) in 1998 as an online
marketplace for purchasingfrican-Americanfi c o mme r .c 6 adhes aahieved more
capital, she | ater devel opetth GAcalleel pvascadinee A f i r
Art. Braham found that despite the real estatarbaod affluence of some of her clients in

the Atlanta area, New York continued to be the stronger market for original works of art
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ver sus fcommerci al art. o Therefor e, s he ma i

edition prints and inexpensive postend other reproductions to suit a variety of buyers.

For both Savacou Gallery and Avisca Fine Art, Braham defined her audience as new
and oftentimes, younger buyers who were willing to take a chance on emerging artists rather
what she desa@stibdbrsblasgckKioddt i mts. 0 For Br ahal
Romare Bearden and Jacob Lawrence were debyede volume of years they haasrked,
exhibitions, awards and Mndgener al consensuso
suggested that thearket fa African i American art requirededefinition in the current era
since its origins were largely commercial and ttheép and powerful galleries hadt a k e n 0
the hot contemporary artsssuch as Kehinde Wiley, Kara Walker and iona rozeal brown
from galleries dedicated to Africaamerican artOne reason for the disparity felt by Braham
was the amount of critical literature produced for contemporary artists earlier in their careers,
an aset notacquiredby several AfricaPAmerican artists, particularly those who produced

work in the earliepart of thetwentieth century.

The issue of documentation and art historical research was of paramount concern for
dealers of AfricarAmerican art ashey attempted to create more outlets for artistic exposure
and historical i ntegrity whi chlnasensé, dnangppeal
dealers became primary educators for both emerging and more established artists that were
not recognized irscholarly publicationsSuch an emphasis on expanding the American art
historical narrative is found in the example of Michael Rosenfeld Gallelichael
Rosenfeld Gallery LLC was founded in 1989 by Michael Rosenfeld and is located in the
New York GalleryBuilding which is located on West B7Street in New York City. The
gallery is described on its website as specializing in American art, however it also cites that
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their C o r eto pron®te impantanti npovemeints within the history of art in the

United States while also increasing the visibility of uadez c ogni zed AMeri can
Rosenfel ddos wife, business partner and direc
and since that time has contributed her training in academic art ismry i e x pand t he
of American arto by organizing sever al exhi kb
exhibitions and accompanying publications range from thematic interests of several artists
such abstract expressionism, social realism an@alism to solo exhibitions featuring artists

that they represent such as Jay Defeo, Charles Seliger, Romare Bearden, Beauford Delaney,
Irving Norman, Bob Thompson, Betye Saar, William H. Johnson, Norman Lewis, Charles

White and Alma Thomak

Michael Rosenfeld Galleryproducel several exhibitions and publications a year,
integrating AfricarAmerican artists in their vision for both group and solo showings. The
gall eryds more than daeseresrcalgAfriganAmericanart 200 ns i n
Century Masterworksa series of ten color catalogues of works done by artiségriofan-
American descent which include essays by notable art historians incluBiogpard J.
Powell, Alvia Wardlaw, Robin G. Kelley, Leslie Kingdammond and Lowery Stoké&ims.
Although publications forMichael Rosenfeld Gallergxhibitions andgroup or thematic
publications wee common, an American art category designated by race or ethmasty
uniqueto this grouping. The Africamerican artists found in their exhibitions come from a
range of disciplines, styles and time periods; howeaberlion share represaartists born

prior to World War Il.Many of these exhibitions have toured nationwideniaseums and

125ee A About Us,® Michael Rosenfeld Gallery, accessed
http://michaelrosenfeldart.com/about/index.php

133 1pid.
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others arts institutions such as the Detroit Institute of the Arts, the Columbus Museum of Art,
the New Orleans Museum of Art and thebman African American Museum in an attempt

to expose a variety of audiences to the works of Afriarerican artists.

Mi chael R o0 ste Bxhikitl df dAdricanfAmarican At: 20th-Century

Masterworkswas held November 18, 1993 through February 12, 1894mall 32page
catalogie was produced in conjunction with the exhibit and it included short essay by art
historian and then associate curator of the Museum of Contemporary Art in Chicago, Beryl
Wright along with 27 color illustrationgsee Figure 2.2)The first page of the catalogue
listed the artists exhibited including Charles Alston, Benny Andrews, RictinBamthe,
Romare Bearden, Elizabeth Catlett, Eldzier Cortor, AllaiteCBeauford Delaney, Joseph
Delaney, Aaron Douglas, William H. Johnson, Lois Mailou Jones, Jacob Lawrence, Hughie
Lee-Smith, Norman Lewis, Archibald J. Motley, Jr., Hayward Oubre, AtgguBavage,
Henry Ossawa Tanner, Bob Thompson, Charles White, Ellis WiothHale Woodruff.
After a brief historical review of the works produced by artists in the cataldMyright
underscoredhe problemof American art history and the exclusion of st black artists
from the American artccanond She citel the examples of Bearden, Johnson, Lawrence and
Tanner as artistsvho had been allotted solo exhibitions during th®80s but that the
remainder of AfricamAmerican artists had been grouped togetbnly by race and not by
any unique aspects found in their wotksShe writes:

fiTo a large extent, the perceived need to simply establish the historical presence

African-American artists has taken precedence over the kindagpth research to
which so many Europeafimerican artists have long been privy. The undeniable

134 Beryl J. Wright, Halley K. Harrisburg and Michael Rosenfeld Gall&fyican-American Art : 20th Century
MasterworkgNew York, NY: Michael Rosenfeld Gallery923), 4.
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presence of political and biographical issues common to Afdgaaricans which
surface in thevork of many of these artists had indeed defined particularities that

differentiate them. The assumption that these issues are part and parcel of American

art history per se and not marginalized c

visual art isrecognized®™°

Wrightés commentary points to the struggl e i

American artists within and outside of a presumed American art canon. Her use of the terms

Amar ginali zedo and e vhengidboondariesshatare seemonglyiimp | i e s

place in the academy when discussing the American artistic tradition run counter to a fluid or

at least heterogeneous one which is hoped for in the future. Michael Rosgallelyd s

catalogue then is not so much a remeglit & a temporary bandage for addressing this

concern by coupling exposure via the exhibition with documentation and scholarship in the

form of Wrightds essay and the series of

The second exhibition in tidasterworksseriesexpanded its geographical reach by
adding a traveling exhibition component. The exhibitiexultationswas shown at the Long
Beach Museum of Art in Long Beach, California from June 2 to August 20, 1995 not long
after i1ts initial Yotkgaleryfrgn FetruariRote Aprd,f1€96.d 6 s
The catalogue includeal shortessay by art historian Riard J. Powell which underscored
the idea of spirituality in the workaf the exhibition. However, Powellike Wright in the
previous catalogue, crifjuedthe practice of those, including Rosenfeld, who gealgrtists
of African descent together in&u exhibitions. He also suggestiat, historically,

exhibitions which only featured white artists were seldom questioned for their racial

135Beryl J. Wright, Halley K. Harrisburg and Michael Rosenfeld Gallafyican-American Art : 20th Century
Masterworksp.
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exclusivity*® In short, Powell suggests the paradox for exhibitions centered on monolithic
groupings based on racial or national identity: on the one hand they call attention to
marginalized artists yeon the other handheysuggesa form of segregatiowhich existan

exhibitions.

Michael Rosenfeld Gallery continued its work in bringing the work of unsung
African-American artists into the public eye when, for example, it mounted works by
modernist William H. Johnson in 1995. The exhibitigvi|liam H. Johnson, Worlisom the
Collection of Mary Beattie Bradghowcased paintings originally owned by Mary Beattie
Brady, former Director of the Harmon Foundation, a major source of AfAcaerican art
patronage and promotion from the 1920s untilits closingin I9&s i gned as a Atr
the important personality of Brady as well as the Harmon Foundation and the artist himself,
the exhibition featured several paintings, W
collection that were acquired by Rosenfealohfi her estate following her death in 1988. A
full color catalogue was produced to accompany the exhibit with a short essay byelRbsenf
(Figure2.3 . The show yielded not only attention
institutions such as the Metrdjian Museum of Art and the Whitney Museum of At.

Al t hough Rosenfeld described his show as
William H. Johnson in over fifty years, o Joh

stream of various group and s@whibitions as well as art historical interest. In 1991, the

Smithsonianédés National Museum of American Ar

1% halley k. harrisburgE x u | t at i oAmetcan A 20thiCengury Masterworks(New York: Michael
Rosenfeld Gallery, 1995), 5.

¥7Judd Tully,i Art i st' s Heirs Sue Smithsonian, Ownership of |
Washington PosSeptembef 1, 1997, D1.
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retrospecti ves of HamedomirgyoThé Atanddife bf Wdliam H. t | e d
Johnson Accompanied by a taloguecapturing a sizeable amourithundreds ofvorks in

the Smithsoniands collections and extensive
Homecoming: The Art and Life of William H. Johnseas a major traveling exhibitioithe

works in the ghibition, which visitednuseums such as the Whitney Museum of American

Art and the Studio MuseuminHarlemas posited by Powell to be
aesthetico found i rAmerican ariists)r ckh rosf o nalesheganodrf kk i ¢ a n
synonymous with tke art of the Harlem Renaissance, and had appeared in numerous

exhibitions such aslarlem Renaissance, Art of Black Ameriednichfeatures the worklan

in a Blue Vesas it cover imageSuch exposure solidifielo hnsonés connecti on

important period in AfricapAmerican art history>®

Despite the potential of the Johnson exhi
ensued in relation to the provenance of the works in the Brady collection as well as the
historical narrative which sumonded Johnsonés relationship w
and Mary Beattie Brady. In 1999 the Montclair Museum of Art in Montclair, New Jersey
organizedWilliam H. Johnson: Truth Be Taldan exhibition of 54 objects owned by Los
Angeles art dealer, Steve Tue r . Turnero6s exhibition, whi ch
unseen in the United States and owned by s
Denmark and Norway, was accompanied by a lengthy catalogue featuring color plates and
the customary discussiarf his work. Ceresearched and written by Turner and art writer

Victoria Dailey, the catalogue departs from the research done by Powell and previous

138 Harlem Renaissance : Aof Black Americaeds. David C. Driskell and others (New York: The Studio
Museum in Harlem : Harry N. Abrams, 1987).
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scholars in its inclusion of an investigat:.

insinuatngh at many of Johnsonds paintings were m

curator David Driskel™ following the artist?od
Turner alleged that several paintings said to be in the collections of Fisk University

were missing. David Driskell had wiaed as director of the Fisk University Art Gallery and

acted as custodian for many Harmon Foundation works, during an exhibition and subsequent

storage period which took place at Fisk. In short, Turner suggested afitat close

examination, chaotic rectikeepingcausedseveralworks to end up in both the private art

collections of Brady and Driskell. Some of the works by William H. Johnson which appeared

in Rosenfelddbs <catalogue that were said to

Ro s e nf ekswetesalsonamong those disputed. Rosenfeld responded that perhaps Turner

confused works since many of John¥®avills wor k

Driskell countered that -duirnend® ssiacce statheé owe
inTumer 6s possession. According to Driskell,
was fAunkindo in |light of the concessions t h¢

or no financial reward*!

The case of controversy around Willam Hohnsondés wor k in the
Brady collection is interesting in that it points to a new form of currency that work

by African-American artists had gained in the marketplace. In addition, issues of provenance

139 Steve TurnerWilliam H. Johnson : Truth be Tqléds. Victoria Dailey, Louisiana Arts aStience Center.
and Steve Turner Gallery. (Los Angeles, CA; Seattle, WA: Seven Arts Publishing; Distributed by The
University of Washington Press, 1998).

140M. G. Lord, "A Wrangle Over a Rediscovered ArtisEffe Newyork Times,January 3, 1999, AR34.

141 bid.
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that surfaced indicates amtersection beveen growing scholarship in Africelamerican art
and its implications for improving the fate of artists not traditionally embraced in the art
mar ket . Tur ner goaltwas te® dcorrdcthrayths permpetuatefl by careless
schol arshi p, 0ntyneré¢ atténiion to the éate rofl objécts in the hands of
middlemen than it did any artistic innovation generated by Johnson during his lifetime. In
addition, by highlighting Johnsondés internat
acknowledgeghat the existence of multiple narratives and marketsAfacan-American
artists such a®villiam H. Johnson were prevalent on both dotiteand international fronts.

Returning to the serieg\frican-American At: 20" Century Masterworksfor their
third publication, Michael Rosenfeld raterates the importance of this series in providing
gallery exposure to undeecognized AfricarAmerican artists. He briefly recounts the
histories of Bearden, Pippin and Lawrence and their relationships with art daateras
Edith Halpert and Samuel Kootz and their consistent representation in mainstream galleries,
eclipsing many of their counterparts in the 1930s and 1940s. In making this analogy
Rosenfeld aligns his efforts as belonging to the tradition of Afrisarerican art patronage
in the early twentieth century rather than describing his practice as one which is unique to his
gal l eryds mission. I n parall el fashion, Ro s ¢
mainstream gallery exhibitions thatthByd i d not have the possibild:i
art hi storyo which further suggests the pl
material of contemporary art histor{/? In addition, Rosenfeld acknowledges the role of

philanthropic organizationsuch as the Harmon Foundation in holding exhibitions but

142 African-American Art : 20th Century Masterworks, 111 : [Exhibition] FebruarApril 6, 1996 ed. Michael
Rosenfeld Gallery. (New York: Michael Rosenfeld Gallery, 1936
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suggests that such venue s @ehsaterfients imglyi tthe o f
Aithe canono and Athe mainstreamod are stabl
African-Amer i cans-r @ so ginuinzdeedd or even invisible i
dichobmy between a presumably definitfiema i nstreamd art worl d and
Americano art worl d appear s tThe qustomanecolerr mi ne
plates and shoftiiographies of each artist are includedhe rear of the publication andah

color plate was complimented by quotes from each artist, indicating their visual influence,
technical concerns or their personal aspirations. Frequently these quotes indicialgatide

or i ssues related to the problem of or cel
standard. As the catalogue does not include a scholarly essay which situates the work and the
included quotations in a historical sequence for the liffhe artists or the era in which the

work was created, it is difficult to assess the function of the quotes in relation to individual
wor ks of art. For exampl e, u Palawver #1116, Oit o | or
on canvas, 2 4 cefuteé th8 @abign of Aal btatk cart standard and aesthetic
differences based on racial difference yet he does acknowf@éddee r e 6s cert ai nl

Bl ack experienceo as wel as an fAAmerican e

The fourth exhibition in theMlasterworksseries o i gi nal |y showed at
gallery between January 24 and March 26, 1997 and traveled to Fisk University Galleries
from April 1 to June 1, 1997. Visually and organizationally, Messterworks IMe x hi bi t i on o
catalogue set a stylistic precedent forufet catalogues. As with the previous three

exhibitions, the catalogue was small and consisted of approximatelfil@tynages with a

143 bid.

144 African-American Art : 20th Century Masterworks,, I81.
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short essay or foreword remarks, yet it now included biographical information and a small
black and white photograph efch artist. Each page in the biographical section consists of
four black and white, thumbnasized headshots of the artists. To the right of the picture,
some showing artists in the act of creating art, others simply in a frontal portrait pose, there is
a biographical sketch composed of seven sentences that included a short description of the
works in the catalogue. Although on the surface such an addition would tend to be viewed as
cruci al art hi storical I nf or ma tnseion,of thehe <c a
photographs does two things: 1) it gives the artists a distinct visual idestied from

their works and 2) it links the artists by grouping their photographs and the documentation
about their lives and works together. In other wottls, layout of the biographies in the
catalogue reiforcesthe notion that the artists belong together even as the works themselves
are grouped together for the exhibitiddince the only commonality between these artists
was a shared cultural heritagejdtclearthat despite the misgivings of Michael Rosenfeld

Gallery, racial identity would maintain its centrality in thiasterworksseries-*°

Al t hough Mi chael Rosenfeld Galleryds pres
venues and potential new audiesiaé is apparent that continued ambivalence about the
category -Amér iéclafnr iacratnd haunt ed t hedifthseri es. [ n
exhibitionin 1998 held at the Michael Rosenfeld Gallery as well as at the Newcomb Art
Gallery at Tulane Univeity in New OrleansRosenfelddiscusses the rationale for mounting
the seriesasonethmta me about through the fAurging and

museumso who viewed this as a rare -opportuni

145 African-American Art : 20th Century Masterworks, I¥ds Michael Rosenfeld Gallery a@rl Van
Vechten Gallery of Fine Art®fNew York: Michael Rosenfeld Gallery, 1993),
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known AfricanAmerican artists**° Similarly, in the sixth exhibitionwhich traveled to Flint
Institute of Arts in Flint, MichiganR o s e nsforeeflindr@duction establishedat such a

At r efralibdack showdas a historic legacy that should not be forgottenevém liseda

short timeline of major exhibitions of AfricaAimerican art beginning with one organized by

the Harlem Branch of the New YoRublic Library in 1921 and endingth the

internationally touring exhibition dRhapsodies in Black: Art of the Harlem Ressaincen
1997.Rosenfeld e-iterateshis previous belief that, in spite of theany inroadsvhich had

been made for Africamerican artist§it h e c at e gfiicaniAznetr ii c wasafar t 0

necessaringredient and institutionalized strategy for geriegamuch needed attentidf.

The seventh exhibition in tidasterworksseries also subtitleld Ed uc at i ng Our
Chi | draveledado the Appleton Museum of Art at Florida State University and Central
Florida Community College where an exhibition was held between March 18 and April 30,
2000.Thesubtitle emerged frora partnership between Michael Rosenfeld Gallery and inner
city students at Margaret Douglas School in New York City who fregakhé gallery as an
enhancement to their arts currictifdAccording to the checklist, the exhibition featured 56
worksincluding thoséby the artists Palmer Hayden, Alma Thomas, Williartis, Benny
Andrews, Charles Alston, Ellis Wilson, Laura Wheeler Waring, Romare Bearden, Beauford
Delaney, Joseph Delaney, John Biggers, Elizabeth Catlett, Harold Cousins, Jacob Lawrence,

Hughie LeeSmith, Horace Pippin Henry Ossawa Tanner, Betye 8adr,Thompson,

148 African-American Art, 20th Century Masterworks, V: Michael Rosenfeld Gallery, New Yor&gd\Y,
Michael Rosenfeld Gallery ardewcomb Art GalleryNew York: Michael Rosenfeld Gallery, 1998), 3.

147 African-American Art, 20th Century Masterworks, VI: Michael Rosenfeld Gallery, New York, NY, January
14-March 6, 1999 : Flint Institute of Arts, Flint, MI, April 3une 20, 199%ds. Flint Institute of Arts and
Michael Rosefeld Gallery. (New York: Michael Rosenfeld Gallery, 1999), 3.

148 African-American Art : 20th Century Masterworks, VII : Educating our Chilgests. Appleton Museum of
Art (Ocala,Fla.) and Michael Rosenfeld GalleryeiiNYork: Michael Rosenfeld Gallery, 2000}54
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Norman Lewis, Jacob Lawrence, Sargent Johnson, Bill Traylor, William H. Johnson, James
Van Der Zee, Charles White and Hale Woodruff. Toeer of the catalogue featurtte
i mage Hal e Wo oTihe Artioffthe Blegreatmurel jocati io Trevor Arnett Hall

at Clark Atlanta University where the artist was a professor for several years.

I n the catalogueds foreword, Jeffrey Spal
Appleton Museum of Artrelatedthe importance of th®asterworksseries in feturing the
works of artists that hadeen underecognized andf thecataloguesn providingrare
instances of written and visual documentatféhCuriously, Spalding emphasizéue
philosophical questions surrounding the racialized groupipgevious exhibitions anthat
race wasyot the rationale for the interest of the Appleton Museum. Instead, it was an
opportunity for learning about and exposure to little known American artists and their artistic
achievements. However, Spalding unintenélly reinforces the grouping of artists in the
show by race by i nsi stAmarican drtistadre lgss khoan, ssr ks o f
frequently presented to art museum audiences and less likely to figure prominently in school
cur r i cul aconfrastfchhis earliér statamant that some artists in the exhibition such
as Romare Bearden, Beauford Delaney, Jacob Lawrence, Hugh&niitke Horace Pippin
Henry Ossawa Tanner, Betye Saar, Bob Thompson, Jacob Lawrence, Charles White and
Hale Woodruffve r e fiper enn'’@pahdigmgd ghcesmment s point
by some curators and critics in articulating the place of Afeisarerican artists in the

broader art community. 't 1 s -Aemericahariistshdt hat t h

149 African-American Art : 20th Century Masterworks, VII : Educating our Chilglemts. Appleton Museum of
Art (Ocala,Fla.) and Michael Rosenfeld Gallery. (New York: MatRosenfeld Gallery, 2000), 3.

150 |pid.
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both a constructed narrative that was consistent with the attitudes of galleries such as Michael
Rosenfeld Gallery and notions about AfrieAmerican art that it sought to overcome.

By 2001 the aspect of private patronage by Afriéanerican art colledrs was
elevated in terms of public reception. Tasterworks Vllicatalogue, dedicated to the
memory of the late Jacob Lawrence, for example, queried living artists about the source of
their own success. Among the responses was one by Benny Andrewgeflacted on the
legacies of Jacob Lawrence, Norman Lewis and Richard Mayhew, not in terms of the skill
but instead as being pioneers for mainstream gallery representation. In addition, he
acknowledged the historic patronage of Africamerican museums drart departments in
developing institutionally based supp&ttAlthough he notes that some institutional
discrimination was on the wane in mainstream arenas, Benny Andrews commented that the
moral and financial support of Africafimerican collectors wouldontinue to be cruciaP?
This sentiment is echoed by Leslie King Hammond in the catalogue for the next exhibition of
the series in 2002 which traveled to the Tubman African American Museum in Macon
Georgi a. Lesl i e King Ha mokampghttoragawitlinau s sed t he
tradition of cultural preservation rather than conspicuous consumption. Hamatmalizes
the idea thaffrican-Americancollectors are primarily interested in preserving their
historical importance in the United States, sinagimof it had been compromised or

destroyed via the transatlantic slave tr&de.

151 African-American Art : 20th Century Masterworks, Viéds. Michael Rosenfeld Gallery. and Texas
Southern University. Museum. (New York: Michael Rosenfeld Gallery, 2001).

152 hid.

153African-American Art : 20th Century Masterworks, Bds. Michael Rosenfeld Gallery. and Tubman
African-American Museum. (New York: Michael Rosenfeld Gallery, 2002)0.7
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The Masterworksseries wuld continue until 2003;etMi ¢ h a e | Rosenf el
pattern of developingpecial exhibitions andatalogue series for the work African-
American artists gained currency with other for profit gallery owrigtsHodges Gallery,
located a floor below that of Michael Rosenfeld Gallery in The Gallery Building on 24 West
57 Street in Manhattan, began a series of catalogues eAfitledn-American Artistsn
1999. The catalogues, designed by Hodges and his gallery staff, many of whom were
volunteers, include a short, personalized forward describing his years as a dealer and color
plate images with some object analysis for artistssrchllection such as Jacob Lawrence,
Benny Andrews, Romare Bearden, Edward Bannister, Lois Mailou Jones, Elizabeth Catlett,

Reginald Gammon, and Richard Dempsey.

Bill Hodges, professing to be an avid collector, adopted the mantra A.F.T.U. (Art for
the Totally Uncontrolled) to describe his appetite for acquisition which he eventually turned
into a forprofit business. He began collecting Picasso and Miré prints in 1976 while he was
a student at Rutgers University whaecording to Hodges, the market fionited edition
prints by Picasso and Mir6 was affordabtepricesunder $500. In 1979 Hodges decided that
he would begin to sell many of his prints in order to begin collecting drawings and
watercolors, an area of collecting that he considered morestiteg to him by this time, yet
more expensive. He describhe market for printas alucrative one for modern European
masters. ereforg he could easily make good profits to fuel his new interest in original

works of art®

Bill Hodges continued toggressively acquire works at auction and from private

individuals and reselling works to private clients to support his own collecting habit therefore

154 |nterview with Bill HodgesFebriary 4, 2011.
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becoming a dealer came almost by accident. Living in nearby Newark, New Jersey at the
time, he visited seeral galleries and museums in New York City and was able to build
confidence in the type of art he acquired and also his eye for quality works 5f art.

The evolution of Hodges6 business really
Fuller, the stepdaughtef the late artist Norman Lewis in managing and selling works from
LewisO artist estate soon after his death in
Nor man Lewisd oeuvre, Hodges also began vi si
American artists such as Romare Bearden and Benny Andrews and began collecting their
work during the 1980s. He had been encouraged to meet these artists by Camille Billops who
had taught a class at Rutgers University while he was a sttid@hese relationships
prompted friendly business arrangements with Hodges who realized that there was@ mar
absence of works by Africafimericans overall in museum collections. In 1993 he opened
his current location on 87Street to further promote Lewis in addition to otA&ican-

American artists in his collection.

The catalogues by Bill Hodges Gallery are informative not only for their inclusion of
art historical information and unique works, but also for the degree of commentary they
include on issues faced by der@ such as Hodges in terms of public reception of African
American art. For example, tidrican-AmericanArtists Il catalogue (see Figure 2.4) was
produced by Hodges in connection with a gallery show which occurred between February 12
and March 18, 2000n the foreword of the catalogue, Hodgessertethat the catalogue

was done for Amuseums and the gener al publ i c

158 hid.
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the catalogue receiving recognition in Anoam art history. Hodges mentionédt Romare

Beaden, Jacolhawrence and Benny Andrews hiaelgun to be collected by museums im

a slight rant, he mentionedat despite these inroads, white artists of lesser skills still surpass
African-American artists in terms of recognition and price. Referrirgytist Jacob

Lawr ence Ohleaksetéa tsetsi,Iil struggl es t o painingei ved

éa travesty to say the |l east. o

Hodgesd commentary continues with tragica
with staff, art historianand buyers as well as his uneasy engagement of being both a dealer
and a collector. One finds that he does engage the help of researcbersendicates that
Susan Inniss, a student who originally came to his gallery to gather information on artist
Norman Lewis, helped to prepare the artist biographies and object descriptions in this
catal ogue. Later, in his figreat findsodo secti
important work,The Psychiatristby Jacob Lawrence which he belidte have beenreated
at the time Lawrence producétie Hospital Seriesa group of panels done during his time in
a mental health hospital between 1949 and 1858e also describes his pursuit of the work
of art by Norman Lewis which serves as the cover in&tgeet Scee, (African Dancedf
1947from a private collector as well as another untitled Lewis painting, both of which he

considered to be worthy¥ of fAmuseum consider a

157 African-American Artists Il : An Exhibition, February 12th to March 18th, 20G&. Bill Hodges Gallery.
(New York: Bill Hodges Gallery, 2000), 1.

8For more infor mat i odacabhawiercevet @ver thedLie :he ArkandsLifeef
Jacob LawrencéSeattle: University of Washington Press in Association with Jacob and Gwendolyn Lawrence
Foundaion, 2001), 336.

159 African-American Artists Il : An Exhibition, February 12th to March 18th, 200D
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Conveniently, Hodgesd catal ogue also incl
exhbition and catalogue. With many items sold, the prices of several objects are unclear,
however, its inclusion does indicate yet another mode of transparency provided to potential
buyers. The transl ation of t he slection@andlas as s
hi storical l nquiry suggested in Hodgesd fore
important to consider in light of Hodges practice as a dealer and his offerings. By engaging
potential buyers in multiple waysas a collector int&sted in important works of art; as a
student of art history interested in the diversity of public collections; and as an aggressive art

dealeri Hodges demonstrates his ability to present both his business and his collection of

works in a variety of guise

Despite bot h Rofa dotheréluttanaen the paudidgiesteam
museums and the academy to embr ac-Amehcarst or i c a
artists, it became clear that some institutions understood the value of skcH aer
Smithsonian American Art Museum, under the leadership of guest curator Gwendolyn
Everett, organizedtraveling exhibitionof works from their own collectigrfrican
American Masterfrom 2003 to 2005 while its main exhibition building underwent
renovation. One of five exhibitions in a ser
from their collection, the exhibition included examples of paintings, photography, sculpture
and mixe&l media compositions that were produced in the twentieth century. Full color
reproductions were accompanied by essays which contextualized the objects and their
makers in a companion catalogue. Museum director, Elizabeth Broun, commented that the
importane@ of the exhibition had less to do with celebrating umdeognized African

American artists or correcting historical exclusion, and more with exposing their tremendous
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artistry’®®*Br oundés comment underscores-Amdrieanpr obl em
atists and their histori c .Howeavdrhesmentionof r om O m
their historical underepresentation also intimatdsat insufficient documentation \wa

corollary consequence.

Despite the importance of dealers and museums vatatgworks byAfrican-
American artists, it remained a matter of debate as to the true impact of such measures for the
art marketln the Spring 2004The International Review of African American Aditor
Juliette Harris, dedicated an issue to questielaged to the market fékfrican-American
master artists. By way of an internet survey, visual arts professionals (dealers, appraisers,
historians, and curators) and noted collectors were asked to give their expert opinion on how
African-American artistsvere able gain to critical acclaim for their work and corresponding
success in the broader art mar-Kmeéri ¢anaadi ©i
also discussed in relation to other art categories. Interspersed between responsesrto these a
ot her questions were visual examples of Osuc
Jacob Lawrence, Romare Bearden William H. Johnson, Kerry James Marshall, Horace
Pippin, Robert Scott Duncanson, Robert Colescott, Henry O. Tanner and Sam &ificarg

others.

Al t hough the term 6masterd was not qualif
responses that the range of choices were diverse. However, the presence of artists in elite

galleries remained significant. Art appraiser Michael Chisolm plaggdimportance on

150 Gwen Everett and Smithsonian American Art MuseAfrican American Maters : Highlights from the
Smithsonian American Art Museifhew York; Washington, D.C.: H.N. Abrams; Smithsonian American Art
Museum, 2003), 108.
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gal l ery affiliation in both the promotion an
would gain them the most visibility. In addition, he viewed critical literature in art journals,
exhibitions catalogues and newspaper reviasvsnportant indicators of success. He cites

Jean Michel Basquiat and Martin Puryearos br
art collectors as the key to the increase in prices for their work. In addition equally robust

auction records provided ather index of price appreciatiofi:

Halima Taha also emphasized the importance of both mainstream and alternative and
nonfor-profit gallery spaces in drawing attention to iBdn-American artists. She citete
alternative space of Kenkeleba Gallery igted by Corrine Jennings and Joe Overstreet for
their experimentation and openness. She reminds readers that although few in number, white
mainstream galleries such as ACA Galleries, Terry Dintenfass, and Sid Deutsch represented
some AfricarAmerican arttsand helped to propéheir careers irrespective of the restricted
norms of their era. Taha al so menAfificanns Mi c ha
AmericanArt: 20" Century Masterworkseries as important in growing the appeal, a point

that Rosenfeld rdterates in a later part of the articfé.

Collectors Harmon and Harriet Kelly also agreed that gallery exposure as the key to
artistic success in the art world, using the example of Horace Pippin, an artist proudly
represented in their oweollection.®* The Kelleys also related the names of Jacob

Lawrence, Romare Bearden, Norman Lewis, Beauford Delaney, Bill Traylor and Bob

161 Michael: Chisolm, "A Conversation about Masters and their Markets: The Right Galleeyhternational
Review of African American Ai9, no. 4 (2004), 4.

162 Halima Taha, "A Conversation about Masters and teirkets: Full Court PressThe International Review
of African American Arfl9, no. 4 (2004), 148.

183 Harriet Kelly, "A Conversation about Masters and their Markets: Knowing the Right Pebipde,"
Internationd Review of African American At9, no. 4 (2004),-B.
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Thompson as other examples of artists who have been inserted into important public and
private collections. Despite hievements in this arethey added that artists such as Basquiat
and Lewis still did not achieve success commensurate with their peers due to racism in both
the museum and academic worl dédmernceaaefarence
Kellys remark that such nomenclature was and still would be necessary in the foreseeable
future until curators learn about Africemerican artists in the academic environment.

Ni cole Gilpin Hood questioned whether the
contributing factor in the success of certain Afridamerican artists. She noted that artists
such as Romare Bearden and Jacob Lawrence, for example, had highly recognizable imagery
that may have provided a level of accessibility for collectors. Valeeect begins her
response to the questionnaire by highlighting the importance of patronage as a separate but
related concept to consider. Mercer describe
professional, and occasionally emotional support of a patrpatosns for the artist and his
or h e r'®Imtermskof tihe effects of racism in the art world, Mercer does not differ
substantially in her-Amdraiianasn t dratt 6 tiskkaest) It ¢ r me raad
celebrates the suggestion of cultural eliénce.

Richard Powell uses the example of William H. Johnson to explain the importance of
timing in understanding why certain artists are not recognized or appreciate in value.
Jacqueline Serwerodés position migallergr ed Powel |
recognition, timing and the inevitability of the tefifrican Americarm is referenced, yet

she does so with a nod toward museum audieieestoher position as chief curator at the

184 Harriet Kelly, "A Conversation about Masters and their Markets: Knowing the Right Peogle," 7

yvalerie Mercer, " Pat riotanatpreal Revied of Afican Ain&rioan &9, fiohnd ng o, "
(2004), 10.
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CorcoranGallery in Washington, D.C., steghlights the influace of audience feedback on

museum decisi®and suggests that some visitors pnefdclear cultural distinctions be

made on | abels and installations while other

point underscores the disconnect betweeneheibility of formal art world participants such
as dealers, curators and critics in the construction of AfiAgarrican arfrom lay

audiences.

The remaining respondents answered with full statements on areas of their own

conceptual i z attistsaather tharfindididuaized answérs to the questions

posed by the editor. Sande Webster of Sande Webster Gallery in Philadelphia challenged the

commitment of both black and white patrons of Afrigamerican artists (particularly

abstractionistpainer s) i n el evating its public recept:.i

emphasized the |ink between a 6édmasterdé artis

own gallery stable such as Ed Clark, William T. Williams, Howardena Pindell, Nanette

Carter,A | Loving and Frank Bowling. l ronically,
abstractionists as the artists of Atodayo an
Ahi storical 0. I n doing so, heniswsweesabstrpct a c hr o
and figurative concepts in the work of many artists without acknowledging the ongoing use

of both in the work of contemporary artists. Artist Sam Gilliam countered that the notion of a
Omasterd6 artists i s aeasynergidigfunctianrofymedianattentiorn at o b

and sales that really propels artists in the art wiSfld.

The variety of responses to the question of masters and markets illustrates the

166nA Conversation about Masters and their Marketst&rnational Review of African American A®, no. 4
(2004), 327.
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complexity of analyzing the development of market(s) for Afriéanmerican art and the at

ti mes inconsistent road to dmainstreambd succ
examplesused here still appeared to be an uneasy I
American arto and i ts c o nvedbenefégsdnharesitanghe i n r el
Omainstreamd art world. O6Mastero6 artists in

overcome the technical barriers of their chosen craft but the social obstacles of a historically

segregated art world.

Conclusion

The collaborative activities of art middlemen devoted to Afréamerican art
became an important conduit in increasing visibility to its associated artists, institutions and
commercial success. During the late 1980s and forward, several art dealetschmoore
intentionalefb r t s t o b-Amencdnad Aféor iacam viable niche fo
appreciation among art collectors. Some of these efforts included the production of historical
literature through new alliances with specialist artdriahs and critics, culturally based
marketing strategies, and a diversification of art media and products to satisfy customers at
different economic levels. Despite efforts to establish AfricAmerican art for multiple
audiences, | argue that some dessd®ntinued to haveome ambivalence about the use of
the ter MmeAfirciaman art, i1its target audience at
associated with this niche market. It is evident that the growth of a maekedred approach
to encouragig patronage carried with it many tensions about levels of mastery believed to be
achieved by certain artists and what qualities held value for scholars, art middlemen, museum

professionals and collectors. The gaps in critical mainstream literature ahdiextwere
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supplemented by dealer literature and shows, yet the gaps also fueled asioategy for

of populistoriented art production that also became profitable for some.
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CHAPTER IlI

FAIR COMPARISONS? NOTIONS OF QUALITY AT BLACK ART FAIRS

Al t hough #fAbrick and mortaro art gal l eri e:
attracting new audiences and buyers for Afridamerican art, fine art specific fairs proved
to be an attractive venture as well. In 1997 fine art audiences weoduced to a new
opportunity: the National Black Fine Art Show (NBFAS), a three day art fair, which has been
touted as the first major Africamerican fine art faif®’ However, other fairs such as the
Philadelphia International Art Expo (PIAE), begun earlier, differed in their appeal to
Omainstreamd and culturally specific market:
the PIAE represent contested spacescompgbs of often contradictory
in African-American art.

Contemporary art fairs grew exponentially as an important venue for art dealers and
potential fine art buyers since the rii80s and becoming commonplace by the 1990s.
Although art fairs have existed for centuries, they have evolved not only in their role as
destinations for the acquisition of art but also in elevating the centrality of art middlemen or
dealers since the early modern ¥aFor example, the Armory Show of 1913 hasen

situated historically as central to the ascendance of the modern art movement in the United

167 Felicia R. Lee, "Black Art show's Goals: Recognition and Buy&ey York Time&1/31, 1998), B7.

158 Michael North and David Ormrodyrt Markets in Europe, 1400800(Aldershot; Brookfield: Ashgate,
1998).



States but also the subsequent development of commercial gdfiéri®absequent
international art fairs, biennials and even travelling exhibitions developedgdthe latter
part of the twentieth century and the first decade of the twiastycentury have not only
influenced artistic movements but also the growth of art markets.

Scholarship has begun to examine the characteristics of art fairs which dafired
as industry trade shows in which several dealers collectively participate in selling specialized
work at a venue their normal place of operatirEconomist Don Thompson, who has
explored contemporary art fairs, has characterized the tfiestty e nt ury as t he i
the art fairo due to its importance in conf
it. He asserts that dealers found it difficult to maintain a competitive advantage over the
successful branding of large auction hauses uch as Sot hebyds and Chi
capitalized and universally respected by elite, mgh worth art collectors. He notes that
many art fairs served as strategic venues Wwi
art obj etcauwr)namednta oif valueso in which of ar
the economic concerns of their purveydrs.

Thompson states that four major art fairs dominate art world discourse on modern and

contemporary art: Maastricht or the European Fine Fatindation Fair (TEFAF) held in

19 peter Watsori-rom Manet to Manhattan :The Rise of the Modern Art Markstted. (New York: Random
House, 1992), 558.

10Don Thonpson,The $12 Million Stuffed Shark : The Curious Economics of Contemporary Art and Auction
HousegLondon: Aurum, 2008).

171 Negotiating Values in the Creative Industries : Fairs, Festivals and Competitive Fagst8rian Moeran
and Jesper S. (Jesper Strandgaard) Pedersen (Cambridge ;New York: Cambridge University Press, 2011): 71.
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Maastricht, Netherlands; Art Basel in Basel, Switzerland; Art Basel in Miami Beach, Florida,
USA; and Frieze in London, Englant.

Hundreds of smaller fairs also take place throughout the year. On January 30, 1997
one such dir, the National Black Fine Art ShowNBFAS) opened at the Puck Building in
New York Cityds SoHo district with over 10,
Brooklyn native and former New York City detective was the producer of the show under the
aegis of Sanford Smith and Associates. Fortg dealers participated in the show, which
followed another fair produced by Sanford Smith and Associates, the Outsider Art Fair,
happening a week earlieFhe NBFAS typically held on the last weekend in Januor the
first weekend in Februaryyas composed of dealers who both claimed to specialize in the
sale of AfricanrAmerican art and those who simply had representative examples of work by
African-American artists. Art dealers and other representativefrafan-American artists
were eligible to participate in the show by invitation only. Dealers were required to send an
email or other correspondence to the show organizers with a history and other details about
their galleries as well as a list of Africakmerican artists that they represent. Artists who
represented themselves were not allowed to participate but were encouraged to find
representation among the dealers who were selected to participate in tHé*show.

Wainwright recounts that the concept foetNBFAS evolved from experiences he
had working for Sanford Smith and Associ at
frustration at the absence of Africdmerican artists in the world of fine art sales prompted

a three and a half year investigation dfsds, dealers and galleries who actually did promote

172 Negotiating Values in the Creative Industries : Fairs, Festivals and Competitive E/@dts

Wsee ANBFAS NY 6ttp:Bwwiv.blackfineartsmw.apm/Exhibitors.htrilccessed 11 February
2011.
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and sell their work. He also derived several contacts from Gary Puckrein, the founding editor

of American Visionsan important magazine documenting AfriecAmerican history and

culture and the flagshipublication of the African American Museums Associafioh.

Wai nwrightés canvassing of cont ac-Americannd net
artists occurred in tandem with the increased responsibility he had at Sanford Smith and
Associates, moving frorsecurity detail to operations manader.

Wai nwrightoés vision was met with the sup|
community. Souvenir catalogues reviewed for the show from 1997 to 2007 and other
promotional materials contain ads @ublishers such as Black Enterprise magazine,

American Visionsmagazine, firms and corporations such aStedman Graham and
Associates, Merrill Lynch, FedEx, the Urban League, galleries such as June Kelly Gallery
and Michael Rosenfeld Gallery, and auction houses ssclveann Galleries. In some
promotional literature, notable celebrities such as Oprah Winfrey, Cicely Tyson and Danny
Glover arepictured or referred tas being in attendance at opening activities of the $aich
references broadendés popularity as noonly a show of significace in New York City but

also nationally”® A charitable fundraisetypically preceded the show, with past charities

17 |Interview with Josh Wainwright 25 April 201American Visionsvas a magazine which focused on news
and events related to African American history and culture which circulated between 1986 and 2000. It was
independently published by the American Visions Foundation and received support from the Smithsonian
Institution

175 sara Pendergast and Tom Pendergast, @dstemporary Black Biography
, Vol. 46 (Detroit, Ml: Gale Research Inc, 2005).

178 The tie between celebrity art collectors and fine art is an interesting that bevakamined in further
research.

91



like the Boys and Girls Clubs of America, The New York Urban League, The Studio
Museum in Harlem, and the Jackdatill Foundation, becoming the eventual beneficiariés.

The NBFAS catalogue, which acted as souvenir and guide for locating booths at the
show also provided visual and textual references to the character of dealers and their
inventory of works. Descripths of dealers and artists represented give a decent sampling of
typical offerings although not every dealer returned in subsequent years. Outside of corporate
advertisers, the exhibitor information consisted of a-patfe ad which included one image
of the a representative work of art from their gallery collection for gallery, the gallery name,
address, telephone number, fax number, owners and staff memibvexts aeldress or website
and a tagline which indicate the type of art sold. Underneath thismafmn is a list of
artists represented by the gallery. For example, a typical format can be found in the 2003
catalogue (see Figure 3.1). The™7@rt Gallery which is located in New York City,
described their busiAmericas artatso fawodr kasr thiys t Af riinc
Charles Alston, Edward Mitchell Bannister, Romare Bearden, Grafton Tyler Brown,
Beauford Delaney, Robert S. Duncanson, Richard Hunt, Norman Lewis, Charles Ethan
Porter, and Hughie Le8mith. Underneath, in an ad for Aaron Ga#e in Chicago lllinois
they indicate that their specializations i nc
social realism, regionalism, modernism and abstraction by tredegnized artists. The
artists listed are Ernest Alexander, Irene Cldldzier Cortor, Beauford Delaney, Joseph
Del aney, Aaron Douglas and Frederick D. Jon

Portrait of a Woman(1960) juxtaposes this description and features the image of a-brown

17 Keeling Wainwright Associates, (New York, N.Y: Keeling Wainwright Associates, -P9@B).
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skinned woman seated on a chair inlanestic setting’® The advertisements that follow
feature works by several Africalimerican artists reflective of different eras and categories
such as portraiture, still life painting and abstraction.
The Philadelphia International Art Expo (PIAE) whitlegan in 1987 under the
direction of the husband and wife team Evelyn and Mercer Redcross Il in Philadelphia,
Pennsyl vania offers yet a the PIAE whicimcharge$ noof a
admi ssion, describes iAffcamAmenscédnnant®l ekpor
This distinction as a-Ampeticaryatynay seem fto suiggest phatl ar o
no other comparative analysis need to be made between this fair and that of the NBFAS,
however, their website claims thatthisf r has a fAdeeper r&sonanced
Much extant information about tHAE comes from newspaper articles, their online
presence at www.octobergallery.com, and their own publicaGmmnecting People with
Art: Contemporary African Americadrt (2006)*®! Evelyn and Mercer Redcross own
October Gallery, a Philadelphizased gallery which sells Africefimerican art and has
operated since 198%\fter opening the business, the Redcrosses also created traveling art
shows where they ventured to magities such as Washington, D.C., Chicago and vacation

areas such as Marthaés Vineyard to attract

178 Keeling Wainwright Associates, (New York, N.Y: Keeling Wainghi Associates, 2003)6.

October Gallery, fPhiladelphia International Art Ex|
February 2007).

180 hid.

181 Connecting People with Art : Contemporary AfrieAmericanArt, October Gallery (Philadelphia, Evelyn
Redcross and Mercer Redcross lll. (Philadelphia, Pa.: October Gallery, 2006).
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traveled and the Redcrosses concéetrdaheir efforts on developing tharge Philadelphia
based production of tHelAE. 82

The PIAE, whi ch began as ATh e traBilioaatlyloccuvedt S h o v
one weekend annualground midNovember. For many years the event took place in hotel
conference rooms in locations such as the Dunfy Hotel, the University Sheratnthiet
Wyndham Franklin Plaza and the Adams Mark Hotel in Philadelphia. However, by 1998, the
popularity of the fair has amassed so many exhibitors and visitors that they made a longer
term move to the Liacouras Ce enadAccordngtmpl e Ur
one sourcethe PIAE attracteda ppr oxi mately fA150 artists and
from across the countryo with artwork rangi
(many of whom are artists) approximately $2 million ifes& It is also interesting to note
that dealers are not readily emphasized as the primary sellers of art but instead, self
representing artists are encouraged to apply for participation in the show through an open
application system done online. The typd products sold at the fair could be anything from
clothing and household accessories, small crafts such as jewelry and small pottery to
paintings and larger sculpture. The open admission guidelines and available products and
craft items suggeststhdti s expo has become more than an
but a major enterprise for exposing black visual culture with variable criteria.

Like the NBFAS there is a targeted audi

literature, however this atghce is specifically listed as being interior decorators, home

182 RedcrossConnecting People with Art: Contemporary AfrieAmerican Art58.
183 Connecting People with Al93.

L arry Muhammad, #ALouisville artists, Th&Golrierer y Owner s
Journal.com Sefgember 242006 accessed February 19, 2007
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décor consultants, architects, art dealers, gallery owners, or corporate art Dogezss no
mention of museum professionals, students of arts or collectors who are emphasized in
NBFAS literature. An undated demographic survey compiled by the Dohring Company of
Los Angeles provides general information about the PIAE participationsleVae survey
gives viewers a snapshot of participants by gender, age, marital status, educational attainment
and income levels taken over one thdag event. Based on the snapshot, the expo attracts
mainly women (71%), more than half of which are betwi#menages of 30 to 49 (55%) and
single (59%), with educational levels above high school (96%) but some above graduate
school (19%). The midange income level is between $40,000 and $79,000 (48%) with only
10% above $80,000. Many of these attendees hawe ¢o the art expo more than once and
the vast majority expressed satisfaction with the expo (95%).

While no similar statistical data appears to exist for the NBFAS, one can learn much
from examining reviews and perspectives for it in the press. Tlss praphasized two major
points: its arrival time being long overdue in introducing Afridemerican art to newer
audiences:; and the 6b e othe feviewd of thehfisst NBRAS Kk s t h
were mixed often praising the variety and quality of kgoavailable yet questioning the
relevance of a seemingly exclusive display of works by Afdéarerican artistsNew York
Timesr evi ewer , Grace Glueck described the fair
art to very contemporary paintings, priatsnd phot ographs, 0 yet was d

attempt at ethnic merchandisiff The ambi val ence toward the f

see O0Expo Adsacassellow?9, @GlE httpg</iivw.oatobergallery.com/expo2007

186 See for exampleKhephra Burns, "Reframing Black ArtEssence8, no. 3 (07, 1997), 102.

187 Grace Glueck, "Art in ReviewRXew York Time&1/31, 1997), 28.
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evident among dealersuch as June Kelly who refused to participat¢he show due to its
racial specificity butadvertised her business annually in the show cataldfue.

Despite the NBFASOG attempt to satisfy a
that the show did not have an even appeal in terms of scope and quality. For example, art
critic Ken Johnson edited the show for its range of styles and subject matter. However, he
described the quality as.¥%bAeyeanlgter Jofinsanagaim ver y
suggested that the show producers, fAought tc
in what goes on at the Studio Museum in Harlem, the Whitney Museum of American Art and
the elite galleries®of Chelsea and 57th Stre

What is interesting aboul o h ns o n 6 s isdhatntineg pointo differences
between not only the workthemselvesbut also thediverse tastes andudiences for
contemporary art production by African Americans. Btadio Museum in Harlem, under
the curatorial leadership Thelma Golden and Lowery StSkes had been reviewed by
other journalists frequently for its examaition of 28' century modernism and its robust and
at times provocative display of younger*2tentury artists in its artisis-residence

191

program.” Other artists Kara Walker and Kerry James Marshall, both MacArthur genius

grant awardees, had made magmiashes in the contemporary art wodThey were

188 |bid.
189 Ken Johnson, "Art in Review, National Black Fine Art sholgw York Time€&1/30,2004), 39.
199Ken Johnson, "Art in Review; National Black Fine Art shoiigéw York Timeg02/04, 2005), 39.

191 See for example the riew for the exhibitionFreestylein Cathy Byrd"l s t h estBd aaArkfdOP
Investigatingg he Legacy o fhow" e PafieFs26€2602)t 3439.e 0 S

”The MacArthur Fellows Program (also called the MacA
innovation their professional fieldBotential fellows cannot apply but are nominated. Each fellowship comes

with a stipend of $500,000 to the recipient, paid out in equal quarterly installments over five years. For more
information see, http://www.macfound.org.
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represented by major contemporary art galleries in New York such as Brent Sikkema Gallery

and Jack Shainman Gallery suggesting a shift from traditional structures of cultural and
economic patronage to maineam accephce and support. Thereforey fcritics such as
Johnson the question of the NBFASO relevanc
translated into issues of quality although the fair serviced a broad range of interests.

Wainwright was cogi z ant of t he N B F AficarsAmeaidan | i t vy
audiences, yet remarked about the currency that such a show had for this seemingly
monolithic community. 't was WaAmarwanarghad 6 s f €
not been a vpiicrtaicny 0o ft oa efkcdrusde it from mai ns
victim of deficient public exposurd>Many of Wai nwri ght dés stateme
that not only did AfricamAmerican artists lack the necessary exposure to mainstream
validation and ales, but that African Americans themselves remained untutored in their
knowledge of artand their own artistic legady* Despi t e, Wai nwri ght
intervention, artist Nanette Carter cautioned that the NBFAS coupitdidematic in that it
serveday et anothelransambwo f or bl aéfkicaneAmericanf ur t h e
artistic creation asnonolithic in both concept and quality. Nevertheless, the promise of
higher prices for work by Africahmerican art and a growing base of collectorscolor
were seen as encouragifig.

I n subsequent years of the NBFASO produc

relatively repetitive and their coverage Wwae

193 Glueck,Art in Review28

19430scelyn Wainwright,Pendergast and Penderg&intemporary Black Biography

19 Richard Leslie, "Racism in the Art World: A Report on a Repdtetv Art ExamineR5 (September, 1997),
44-45,

97



purpose and offerings. Theew York Timesand Art Business Newsin their regular

calendars, consistently included the annual show, which took place at the end of January or
early February in its regular calendars and provided general critique of highlights. Josh
Wainwright was able to successfully padm his original business partnership with Sanford

Smith and Associates artd expand his own enterpriseetbpened his art and antiques
management company, Keeling Wainwright and Associates, in partnership with his wife
Sandy KeelingWainwright®® In addiion Wainwright even attempted to add another art fair

to his repertoire, however the NBFAS continued to draw more attendees and atténtion.
Chicago Tribune writer, Conni e Lauer man de
marriage of commerce and conscioessr ai si ng, 0 which echoed sin

NBFAS6s dual®stic purpose.

Perceptions of Quality
The NBFASO6s continuous aim for excellence
characterized by a desire to address issues around quality inafieseisction. This is not an

uncommon marketing technique for art fairs,

196 Wainwright also added another major show to his roster, the Philadelphia Antiques Show, which had
originally been organized by Sanford Snitmd Associ atesd fir m.

197 A similar fair was organized by Wainwright at the Navy Pier in Chicago and hosted by nationally renowned

talk show host and media magnate Oprah Winf@sntor: The Chicago Black Fine Art Expositiopened

Friday, May 19, 2000 asthree day art fair on the Navy Pier showcasing works by approximately 40 galleries

from United States and Canada. Local Chicago Galleries included Richard Gray Gallery, Robert Henry Adams
Fine Art, Aaron Galleries, anaddp&tcipated iNtbeNNBRAS INN&Sa | | er vy,
York City. The show ended after one attempt.

198 connie Lauerman, "Show Aims to Get Works by Artist of Color into the Mainstre@higago Tribune
May16, 2000, accessed September2A0.http://articles.chicagotribune.com/2608-
16/features/0005160026 1_blaakistsart-institute-art-chicago
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quality of dealers and their offerings suggests an awareness of negative or second class
assessments of Africelamerican art historicallylronically, many of the same artists who

had struggled for aesthetic parity in shows such as those held by the Harmon Foundation and
forty years before in protests at the Whitney and the Metropolitan Museum of Art were now
becoming acknowledged historitalYetWa i nwr i ght 6 s goal of introd
the works of AfricarAmerican artists through exposure to wadlected fine art dealers and

gallery owners served to validate their aesthetic and commercial viability, particularly in the

major artmetrgolis of New York City.

Wai nwri ght6s opinion about the i mportanc
emphasize his companyd6s commitment te el ev:
American artists. He believed that the potential of these prashsctar exceeded criticisms
of raci al exclusivity. He remar ked that it h
businesso and that t he s uc eAearisah artists into she r t i on
| arger pantheon of O6araritstworilnd tvhceu |l difaben st h e
Apparently, this Omainstream6é art world that
denied the opportunity to both view and buy works by black artists due to social and
economic inequities leading to thedbsence at major sales vent®sFor Wainwright
productions such as the NBFASot only magnified the value of multiculturalism or
difference as an asset to visual art it alsoguaranteed\frican-American artentry into the

Omai nstreamd art mar ket .

199 hid.

200 Margaret Hawkins, "Overlooked Gemslavy Pier Show Opens Art World to Black Work&§hicago Sun
Times,May 17,2000, 53.
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What was significant about the nature of advertising for the NBFAS in both its web
presence, pamphlets and other promotional literature was its air of exclusivity. Images, for
example, on the NBFAS website were kept to a minimum and pretty much limitad to
collage of at least six or seven different works which grace their web home page,
promotional postcards and finally, thehow catalogue (see Figure 3.@/hen perusing the
AAbout Uso section of their h o me p a gtieg t he
themselves and their fAuniqueodo contribution t

fiWe are a Show that is dedicated to the exclusive presentation of ORIGINAL art

produced by artists of African amdrican-Americandescent. If you are in the market

for poste art, then this show is NOT for you. If you are in the market for ORIGINAL

art at affordable prices or a serious collector looking to add to a serious collection,

this IS the show for yo&®*

The preceding paragraph distinguishes this show as uniqusonotuch because it has
decided to market the work by African and AfrieAmerican artists, but instead because it
refuses to make itself an outlet for posters and other reproductions. Since this language
precedes other information about the fair and cer&spects are textually emphasized
through capitalized letters, it is evident that a market for reproduced images by African
Americans must have preceded the conception of the fair. The text does not direct readers to
outlets for reproduced work, but makagpoint of excluding those who indeed prefer such
work.

Il n contrast Afseriouso collectors are enc
encouraged to participate. Later in another section of this introduction, the producers of the

show emphasize thith ey ar e i nterested in Akeeping the

MNational Bl ack Fine Ahttg//w8hnatienalbléckibeartsow.dom/&auBhtni> <
(19 February 2007).
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gal l eri es and deal er s invited to the show.
representation, price, art historical relevance, overall popularity), etmains undefined.
Howe v er |, t he A Bandoit maysindeed poqtet8/airiwsige®d s concer n f
addressing the kind agfualityissues mentionely criticsof the showIn responsethe notion
of a growing art market for the work of emerging artists and other AfAcaarican
i mast e rwbduldaimpari be teserminedly the success of the NBFAZ
The categories of artists who appear at the NBFAS were meticulously constructed by
Wainwright and | would contend that they represent his own specific interests and his
understanding of the constituent dealers represented there. The short list of artists and their
6categoriesd evident on the website and pron
1 nAEarly African American masters as Edward Bannister, Robert Duncanson,
Henry Tanne ; 0
f AHarl em renaissance masters l i ke Aar
Wil son, Charles Al ston, Hal e Woodruf f,
1T AiModern masters such as Romare Bearde
and EIlizabeth Catlett; o
T AYoung gi an timmohsiGeryl Wdbreky FrancksSDeceus, Carrie
Mae Weems and Frank Morrison. o
The categories |isted above (although the | &
artists, seems atypical) bear resonance to popular themes and periods outlined by academic
surveys and museum exhibitions of AfrieAmerican art, but also onesqgauced by art
dealers such as Michael Rosenfeld (see discussion in Chapter 2), particularly with the use of
the term, &6émaster.d The categorical approac!t
only wellknown but are a part of the dominant arstbrical discourse, a factor which

apparently increases their validity and subsequently, their potential value in the larger art

market place.

202 Keeling Wainwright and AssociateBhe National Black Fine Art Show: I @nniversaryBlack Fine Arts
Show (Cabin John, MD: Keeling Wainwright and Associates, 2006), 5.
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The NBFAS continued to describe itself as not only as being a vehicle for acquiring
great art at great valuesalto its appeal to a diverse and growing audience and due in part to
its emphasis on quality and education about art. In an effort to remedy the issue of art
historical and collecting knowledge, the educational component of the fair incorporated tours
of the show and mirseminars on general art appreciation, the role of museums and galleries,
collecting methods, art conservation, and other issues specific to Akioanican artists. In
2003 the Educational Series was formally organized by Laurie Cumke Rlenbrough, the
Director and board member respectively of MOCADA (The Museum of Contemporary
African Diasporan Art) in BrooklyA®® Under their leadership, the educational series
expanded with lecture panels held at the Puck building and other venuesnigajalleries
and cultural institutions within walking distant¥.For example, panel discussions for the
2004 NBFAS were held at the June Kelly Gallery located one block away from the Puck
Building. Special panels were composed of an array of appraisdrsamsultants (Halima
Taha, Mark Dabney), art historians (Leslie King Hammond), gallerists (Peg Alston, Camille
Billops, Michael Rosenfeld, Sande Webster), collectors (Robert Steele, Darrell Walker)
artists (Howardena Pindell, Richard Mayhew, Danny Sinsndlanette Carter, Al Loving),
and museum professionals.

Although the producers of the show have acknowledged their responsibility in
Arai sing the Bar, 0 perhaps based on the afo

goal of creating a venue faelling AfricanAmerican art that not only affirms African

203The MoCADAwas founded by Laurie Cumbo in 1999 and officially opened in Brooklyn in 2006.

204 aura Andrews, "National Black Fine Art show Augmented with Charity Sefiésy’ York Amsterdam
News93, no. 4 (01/24, 2002), 17.
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American visual expression but also crosses the color line. In a response to critics and those
uneducated about the importance of the show, the producer, Josh Wainwright comments:
fWhite America,for the most part, when they think of black art they think of Afro
centric images, things they wouldn't necessarily feel comfortable with in their homes
and offices. There is black art, however, that is not even readily identifiable as
black**
Wainwright s r emar ks t o whi t e 4A@dricas drthesgeak nat onlyt i ¢ s
a reaction to traditional patterns of racial discrimination and exclusion practiced in the art
world, but it also sheds light on another issue: the definition of Afrfvaerican art.
Wai nwright s assumpti ons -caebnoturti cwhiintaeg ers@a cptoi
notion of AfricarRAmer i can or Obl ackd6 art as one whi ch
which link back to a radically inspired construction of Africa dridgan ancestral linkages.
In other words, art emerging in a particular cultural and historical context is presumed to fix
a certain visual taxonomy that is recognizable in the context of this art fair.
Althought he di scour se ar ouaddby Wainwagbtklioks tbi ne a

assumptions about a more culturally specific form of imagery, references to its relationship to

t he 0 ma jwasnotruecanmmdn and not necessarily attributed to rabe. Outsider

Ar t Fair, begun by Wainwrightos for mer busi
was al so composed of deal ers who specialize
Fair concenttraatgehdt 6onarfis st 5, ewlh ¢the elomineotr k | a
mai nstream. Revi ewers commented on the Out:

its need for “HwaianwtiyghtofWwesi hkgenly aware of

205 ee, Black Art show's Goals: Recognition and Buy&s.

206 Roberta Smith, "The Outsider Art Fail\ew York Timeslan 28, 1994, C109.
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for generating commercial interest around the artists whdbkad collectively relegated to
an underdog status in the dominant art world and the need to effectively translate newly

forming niche markets to the publidowever, the historical exclusion of Africakmerican

artists from mainstream venues had beeniome whi ch evoked an el usi

which preceded Wainwrightoés devel opment of

Al t hough historically situated in the |
the criticism around its rationale for being, is clearly rootedha @arly twentieth century
attempts to promote AfricaAmerican artists. Ironically, in viewing the many works
available, many emphasized are those by earfyc@htury artists. The marked difference
bet ween Wainwright 6s as deeAldnilLackescoudd melfoundhio s e
terms of the level of competition in the overall market, the quantity and variety of work, and
networks, for moving art through the marketplace. ThiS@htury fair, composed primarily
of art deal er s leaders of ehe IOtcénwny defnonstrateddthe rising
significance of AfricarAmerican art as a commodity in its own right rather than a mark of
racebased achievement only. In other words, for Wainwright, the desire for acceptance from
the dominant art wdd begun in the early part of the twentieth century remained important;
however, what was now at stake was the perception of Afdecaerican art in a more
complicated, global art market. This globally competitive art market offered more artists,
more artstic options, more available commercial outlets and seemingly diverse consumers to
attract.

The attempt to articulate a specific term or barometer for assessing quality took place
among the organizers of the PIAB. Connecting People with Art: ContempoyaAfrican

American Arf Evelyn and Mercer Redcross describe the October Gallery and its related
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Phil adel phia International Art Expo as espol
basic background information on the role of the October Gallery hadatt fair in

devel oping the Ablackstreamodo movement among
throughout its 50page compendium of images of artistic works which they have promoted,
artists,historical news clippings and pictures of past art shows.

The term fAiblackstream, 0 was us-Ameridcam desc
audience that makes up their clientele along with accompanying beliefs about a more
collective response to choices in visual art buying. The Redcrosses mention that a¢oording
Edward S. Spriggs, the founder of Hammonds House Galleries and Resource Center in
Atlanta, Georgia, the term had been used since the early 1900s to describe the plight of
African-American artists who had not been accepted in the mainstream arWanlather
words, for Redcr oss, Afbl ackstreamo means b
themes that are meant to be directed toward black people. The Redcrosses note that content,

inspiration and even the financial stability of AfricAmerican visubexpression is based on

support from thi® fAspecial community.od

l ronically there is no reference to art
Abl ackstreamod although in academic circles
important to notd h at i n schol arl y The AfcmAneescan ARistnrAe 6 s p u

Search for Identity originally published in 1973, uses the term blackstream among three
categories which she establishes for bl ack

whose work was aligned with the politics ¢

207 connecting People with Art : Contemporary AfrieAmerican Art 19.

208 | pid.
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included those such as Sam Gilliam, Richard Mayhew, Bob Thompson, and Al Loving

whose work reflect an evolving engagement with abstraction, minimalism, Op art kinetic art

and conceptual art as it was under stood i

ABl ackstreamd on the other hand connotes a n
fAiThe Blackstream artist reaches into the depths of the Black experience and relates it

to the humarexperience. By working figuratively and in some cases incorporating

the symbols or techniques of African art, the Blackstream artist is attempting to

universalize the Black condition in Ameritait within generally accepted aesthetic

standardsf®

Insone ways, Finebds reference to the incorp
in the works of artists echoes the legacy of Alain Locke and his admonitions for the embrace
of the ancestral arts as a means of linking black artists to larger, moresahaens and an
insertion into the canon of modern art. Honig frames Blackstream art-asopiern and less
experimental omvant gardein technique compared to advances in what she describes as
Amai nstreamo art. Furt her , outhodk eof the \BRcktAttsy p ol i
movement is defined alseing more populist in orientatiowith its examples of public
murals, revolutionary posters and references to historical figures and upheaval occurring
during the Black Power Movement.

The use of the term Blackstream by the F
assessment or not, essentializes the lived experiences of Aftinaricansand these
experience are supposedly captured by the @gelf. The implication that Blackstreamtar
conforms to monolithic values of the Africsimerican community is a defining

characteristic of their use of the term. Blackstream art asserts a construction of a nostalgic or

209 Fine, The AfreAmerican Artist: A Search for Identjtg10.
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romanticized black experiencghich serves to create group solidarity in thhena of art
buying

Although both fairs boast strong attendance from Afridganerican consumers, the
PIAE assumes that a collective taste exists for these consumers in terms of their choices for
visual imagery. AfricalA mer i can consumemmnu nairtey da wistphe cainala
that is tailored to their culturally specific norms which can be addressed through the work of
African-American artists. The NBFAS has a similar sense of pride in the cohesive nature of
the AfricanAmerican visual aesthetics vai is based on a shared history of discrimination.
Their ultimate goal, howevefor the NBFAS,is integration into the mainstream art world,
with the fair providing a circular means of interventidm.contrast,h e Pl AEOs | i t e
with its preponderase of images of people enjoying art at the fair and in their home as well
as the testimonials and choices in visual imagery, suggests that art is about and for the
community, specifically an Africasmerican global communityPeople ardic onnect ed o
art which implies community in additontdi col | ecti ngo art whi ch i1
place as both cultural artifact and commodity.

Both the PIAE and NBFAS offer a variety of images and media, yet the biggest
difference is in the artists. PIAE artists @antemporary AfricarAmerican artists who tend
to be actively creating work and may or may not have had strong exhibition records at
museumsand mainstrearnsommercialgalleries. he NBFAS dealers represent, for the most
part, the works of artists whoregr@ nt previ ous decades and are
AMaster artistso tend to fall chronol ogicall

landscape painters, Harlem Renaissance and New Deal period artists{24@8s modern
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painters ad printmakers (post950s), and contemporary artists who have achieved success
in the eyes of art critics across the board.

Anothermajor differenceb et ween t he fAmastero artists t
and the Apopul ar 06 ar t ihatiNBFASvdrtsts tgpicallyap@ear int h e F
major surveys of AfricasAmerican art and in art historical literature. Although the last
twenty years has shown an increase in art historical writing concerning Afkioanican art
in the form of exhibition cataloggemonographs, etc., many of the names of the PIAE artists
do not show up at all or rarely in canonical literature. As art historical literature often helps to
establish provenance, works by PIAE artists would most likely lack sufficient documentation
to determine value as in the case of auctions.

Quality is assessed by the NBFAS standards in terms of more traditional art making
categories whereas the PIAE focuses less on materials anthldrig parameters but on
commercial interest and accessibility toder audiences (volume)he producers of the
PIAE did not emphasize price or originality as the determining factor of value in artwork.

They measured their success through their ability to showcase works that are variable in style

and have a sliding pricscale to draw more visitors. They explain:

AExhibiting all  original artwork or art with extremely high

price tags is not what brings in the biggest crowd. The Expo is not a show for the

elite. The Expo succeeds by the means of a wide representatidrstyfes, mediums

and concepts, and price8 ranging from mod

One way in which fair organizers reached

realm of price appreciation for certain works for art and related affidtise t er m fApost

219 Connecting People with Art : Contemporary AfrieAmerican Art 221.
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referred to disparagingly by Josh Wainwright in NBFAS literature was also a way of
distinguishing hmself from other art fair producers thaere believedto disseminate such
products?*! The PIAE, with its array of visual products, whichn c | uded fAposter s,
interpreted as one of Wa i nhoweavey,hih Gasmordi scr e
economically competitive market for Africefamerican art, the overlapping appeal of certain

artists demonstrated that the two art worlds were ahvtiys significantly different. For

example, gallery owner and appraiser Eric Hanks notes that limited edition prints have
always maintained importance among collectors of Afrddamerican art for its affordability

and the originality of the hand of the mast pr i nt maker . He notes t|
Sharecroppe1968) has had appraisal values of $25,000 and that galleries selling versions

of this print have done so for approximately $15,68®@imilarly, the Redcrossein their

description of the markefor AfricanrAmerican art, mentiont h e sal e of Ca
Sharecropperat a Swann Galleries auction in February 2006 for $8500 as well as other

prices for artists such as John Biggers and Romare Bearden alongside images and references
to exampl espafamorarfiists such as Charl es B
Tolliver®*Wi I | i am Tolliver, for example, rivaled
1994 entitledPas de Deuxwhich the Redcrosses suggest is now $13%00learly, both

the NBFAS and the PIAE fair organizers understood the importance of price appreciation for

works of art, yet the importance of documentation via the tertiary or auction market became a

212 Eric Hanks, "Dollars and Printslfiternational Review of African American A, no. 4 (2004), 181.
23 Connecting People with Art: Contemporary Afriedmerican Art 440447.

214214 connecting People with Art: Contemporary AfrieAmerican Art 440.
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crucial indicator of market success for all artists and a key tool imathgtheir individual
missions among their audiences.

Theweightyissue ofgqualitydin African-American aricontinued to take place among
scholars, curators and art dealers as both a barrier to mainstream access not due to
impoverished aesthetic sensitids but to a difference in perspective among many African
American artists.ll a 2001 interview with gallery owner, Eric Hanks of M. Hanks Gallery in
Santa Monica, Californja Davi d Dri skell discusses his Vvie
canond™*® Driskell related that his connoisseuralt andar ds emerge from th
and thata separatéAfrican-American canon does not exisb u t t hat Afone may
ma k i 7°g .Dadskell cites color, for example, as a variable in which many African
Ameri can artists tend to be accused of Avio
aesthetic preference, despite the common training among artists in their training, which tends

to be governed by traditional Western models.

Dri skel |l 0s stinetibns rinethrecuse oft color ésia provocativeeo He
suggests that differenda the use of color by many Africamerican artists is not due to
lack of skill, but, rather, a deliberately transgressive act that counters the hegemonic
0 We st er n deamyofoundsn naihstream society. In other words, Driskell challenges

the OWestern canondé for its apparent excl us

215 The interview took place in conjunction with a basigning helcat t he gal | eoolkyThé or Dr i ske
Other Side of Colqra 240 page coffee table publication of images and essays about the collection of African

American art owned by Bill and Camille Cosby. Eric Hanks, the brother of Camille Coslowhed his

gallery since 1998.

218 Eric Hanks and M. Hanks Gallery (Santa Monica, Calitysterpieces of African American Art : An African
American Perspective, January 25 to March 30, 2002, M. Hanks Gallery, SantedylGalifornia(Santa
Monica, CA: M. Hanks Gallery, 2002), 57.
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between groups, color being one example in this regard. Therefore, determination about
Gqualityé can be incomplete or inaccurate if artists of differing backgrounds are held to that

standard®!’

Al t hough Driskel!]l admits to an adherence
norms, his other writings are clearly more consistent with cqomeany postmodern thinking
on difference. IrAfrican American Visual Aesthetics: A Postmodernist \((E295),Driskell
indicates that notions of postmodernism espoused in the latter part of the twentieth century
by EurocAmerican artists were not a recergvélopment among AfricaAmericans. The
contemporary focus on autobiographical and cultural system of aesthetics was one that could
be located in the history of Africaimerican scholarship. Driskell draws from the writings
and activities of figures suchs&lain Locke, James Amos Porter, and to a lesser degree
James V. Herring to define the central questions espoused by the discipline of an-African
American art historical phil osophy. Howard
both for Driské | and for future historians of what
consider as a space for both black artists and thinkers in a tiche jofe segregation and
|l i mited educational opportunities for Afric
desire for racially inspired aesthetic based on deep understanding of an African ancestral past
in conjunction with a rigorous program of aligning sicld e as wi t h OWesterno

tradition?'®

27 bid.

28David Driskell, AThe Progenitors of AficaRAnseticamoder ni st
Visual Aesthetics : A Postmodernist Vjed. David C. Driskell (Washington: Smithsonian Institution Press,
1995).
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By its 10" anniversary in 2006, the NBFAS would not be challenged by continuous
interrogations about quality perceptions linked to their efforts of mainstreaming of African
American art but instead mor@ternal concernsAs a strategic venue with annual visitation
increasing, space became paramount concern for dealers. In addition, renovations of the Puck
Building rationalized the need for a move to a newer location. In 2009 the location of'the 13
Annual National Black Fine Art Show fair changedaanore spacious locati@ithe 7 West
Building on West 47 Street and Fifth Avenue Descri bed in a press re
and convenient, o0 the 7 West Bui lddgandgmaeas si t
depart ment stores such ashicMand sepresentedna nmied t o wr
valued positioramong physical venué$’ Despite the seemingly auspicious move, changes
in the United States economy would threaten its economic potentiah 2d.0 the fair was
placed on hiatus by Wainwright. At the time of this writing in 2012, the hiatus ended but so
too did the NBFAS, according to its websité The PIAE continud to maintain its ties to
community via its highly interactive website whicltindes videos, blogs, and information
about local and national events related to Afrigemerican arthroughout the year

In addition, ompetition from other segments of the art show and auction Wweddn
to emergeFor example, gllery owner, Mark Kaglsen of Mason Murer Gallery organized
anotherdealebased fair call ed #Embr &tHevwever dortsAt | ant

by auctioneers toonnect tahe particular tastes of art fair attendees such as those of NBFAS

2 Keeling Wainwrg ht  A's s MationaaBlaek ine Aft Show AnnouncessN\w Ho me, 06 Press r el e
2009.

220 5ee main home pageww.blackfineartshow.correccessed 3/19/2012.

221 catherine Fox, "Public Attendance Low, but Dealers Laud NBAF Fine Art Aaie"Atlanta Journal
Constitution July 30, 2006sec. L6.
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signaled the beginning @nother form of mainstream recognition ffrican-American art

special auctions for AfricaAmerican art
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CHAPTER IV

SWANN GALLERIES AND AFRICAN -AMERICAN ART AT AUCTION

In February of 2007, Swann Galleries, a New York based auction,Howsen for
selling rare books, manuscripts and works on paper, introduced itfficgtn-American
fine art department by initiating the first of severabbnual auctions and a significant
milestone in the development of a niche mafkein this chaper | will argue that although
these special auctions for Africakmerican fine art advanced the belief that associated
works of art by African Americans had now entered the broader art market, emphasis on
economic value also unveiled additional tensiorsuaiis historical value among patrons
and scholars and the role of auctions alongside other patronage strategies. The example of the
Swann Galleriegfrican-Americanfine art department and auctions raise important
guestions about the critical receptidnAdrican-American art as these works of art both

shape and are shaped by economic considerations.

Seeds f oAfricd-Amenicardirse art department were planted years earlier
asAfrican-American artists names began to emerge in both major and muicta@orahouses.
Several artists began to fetch I mpressive
Christiebs prompting discussion about the
progression of AfricasAmerican art as a distinct field oblbecting and historical interest.

Jean Michel Basquiat, Jacob Lawrence, Romare Bearden, Martin Puryear, David Hammons

222 Dannatt,Swann Holds First Africamerican Fine Art Sales5.



and even late 1Bcentury artist Henry O. Tanner were among those who attracted attention

for price appreciation, however, concern aras®ng long time collectors and dealers who

felt that other AfricaPAmer i can arti stsd prices had not sh
The African-AmericanFine Art department at Swann is headed by Nigel Freeman,

the Associate Director of the Prints and Wirggs Department. Swann Galleries, which was

founded in 1941 and named for antiquarian book dealer Benjamin Swann, is an auction

house specializing in works on paper divided into several departments: autographs,

photographs, posters, maps, books and paimtisdrawings. Prior to coming to Swann,

Freeman began his career as an artist and acquired his MFA in painting from Columbia

University and a BA in history and visual arts from Brown Univergttgeman was

acquainted with AfricasAmerican art as an aucheer and student of American art but also

through auctions a t?ItBal becoenb gppasent orFem@rhthai tiete i e 6 s

was a market for this work, as evidenced by the frequent auetiaied successes of works

by modern artists such asare Bearden, Jacob Lawrence, Alma Thomas and Charles

White. For example, in a 2006 auction at Chr

painting,Subway Acrobat§l959), sold just shy of the $ 1 million mark at $968,000. A year

later, another Jacob Lawrence paintiige Buildersvas purchased by the White House

acquisition trust for $2.5 million at anothe

223 |nterview with Bill HodgesFebruary4, 2011. Also,Quashelle Fannie Curtis, "Afian American Art in the
Marketplace: The Path to Inclusion” (Master's Thesis, Seton Hall University, 2003).

224 |nterview with Nigel Feeman, August 17, 2007, Also ssleawnya L. Harris, "The Swann African
American Fine Art Auctions: Conception, Achievement and Respoh#erhational Review of African
American Art22, no. 1 (01, 2008), 389.
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which hangs in the Green Room (Figure £¥)However, Freeman noted that for the most

part, prices fetched by other modernist artists such as Rothko and De Kooning continued to
eclipse that of AfricarAmerican artists, suggesting that there was still consiteegabwth

needed to equalize the playing fiéfd According to art critic Daniel Grant, many art dealers

and collectors felt that the general ignorance of auction houses to the historical or critical
information about artists of color and their audiences aprevailing theme and, perhaps,

one explanation for the lack of value applied to such works. Therefore, specialized sales for

60 Af r-Amemi cané art would seemingly provide th

market for lesser known or sold artiété

Fine art by AfricarAmerican artists such as Romare Bearden and Jacob Lawrence
frequently appeared in earlier Swann auctions of modern and contemporary American and
European prints and drawings as well as tA&ican-Americanauctions. However, thidea
for developing specialized auctions and a corresponding department was sparked in 2005
when Freeman had been called upon to appraise the estate of late journalist Harry Henderson
who had ceauthored the publicatioA History of AfricarAmerican Artiss: from 1792 to the
Presenf 1993) with | ate artist Romare Bearden. |
compendium and survey text for Afric@imerican artists was viewed with reverence in the
academic community for its copious entries and ddftelven works by Bearden from
Hendersonds collection weYandaJ§@aanteryprintsand uded i

drawings conducted by Swann on September 15, 2005. The works included highly visible

22%Jacqueline Trescott, "Green Room Makeover Incorporates a Colorful Plastashington PosSeptember
20, 2007, sec. CO1.

226 Harris, The Swann African American Fine Art Auctions: Conception, AchievemeRempinse30-39.

Z'Dani el Gr aMmmer ifichafrr iAcratn Capt i vat es BlbeChristhh Scieice and Wh i
Monitor 93, no. 146 (2001): 19.

116



works such as the collagB#tsburgh(1965) and=amily (1970) which had recently toured in
the National Galleryo6s major tr a%lhougng retr o
the sale was dominated by works on paper by modern artists such as Pablo Picasso, Paul
Cezanne and Marc Chagall, severaligdn-American art luminaries including painters Lois
Mailou Jones, Norman Lewis, and printmaker Dox Thrash also appeared. Following this
Amodern masterso sale, and a sale on March 7
appeared from another estate), 8wéegan to receive several inquiries by other collectors
who were eager to establish a more aggressive secondary market for works by African
Americans to accompany the growth in gallery representation. Freeman proposed the idea of
a department oAfrican-Americanf i ne art to Swann Galleriesod
agreed to its creation.

The first auction of the newly formed Africa&merican Fine Art Department was
held on February 6, 2007. The timing of the auction corresponded with celebddtiziask
History Month and other major events and announcements related to Afmncarcan art.
New York Citybés Mayor Bl oomberg decl ared t ha
11" annual National Black Fine Art Show, to be Black Fine Art Wéékreeman noted that
it was one of the best attended exhibitions

buzzo among artists, artist families, and co

228 The two collages included in the Bearden retrospective Riéigburgh(1965), and Family (1970), and were

estimated to bring $30,000 to $50,000. Bearden abstract oilacrylic paBhirgls the Smoke of War, White

the BonesofMdn ( 1960), featur ed AfritanBmeaticamAri(1MPeand exhibiiesint e xt b o o |
1991 at the Studio museum in Harlem and Chicagobés Mus
http://swanngalleries.rfcsystems.com/asp/search.asp?pg=8&fmsci¥sed 10/6/20Q7)

229 Keeling Wainwright and Associates, Ilcst WEEK OF BLACK HI STORY MONTH DE¢
FI NE ART WEEKO BY MAYOR BdnZ5Q008 ERasEkc1) 2T, CE .
<http://www.nationalblackfineartshow.com/PR/NBFAS_press_release_3.pdf>.
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collectors. According to Freeman, typical auctionasisted of 100 lots per hotf”
However since there were close to 200 lots to be auctioned that day and a large number of
bidders participating, much more time was requited.

I n terms of the preparation frespondeche f i r st
with other auctions which they typically run
full catalogue is also available online with full color images and written descriptions about
the work including any known provenance. Each object haseave amount which typically
ranges from half of the low estimate to a preset low estimate established by the consigner and
the auction house. Bidders are allowed to ask questions during the bidding process; however
they are able to receive detailed coiitreports and even some buying advice in the weeks
prior to the auction, particularly if they plan to participate in online bidding. In terms of the
starting bid for certain objects, absentee bids often functioned as the starting point.

Top lots were irpressive at this initial auction generating a certain degree of
optimism about théfrican-AmericanFine Art Department at Swann Galleries. The auction
itself earned $2.3 million in sales with an 87% sell through¥a&. i zabetNudeCat | et t
Torsg a caved mahogany sculpture, believed to be the first of her sculptures to be sold at
auction, fetched the sum of $120, ThOlGkgefdFi gur €
of John Brownwhich graced the cover of the inaugural catalogue, sold for XIG6gure

4.3). Nor man L e winttlédsoidtios 67,200 (see Fgare 447 i n g

29 nterviewwith Nigel FreemanAugust17,2007. In the typical auctions described by Freeman offerings are
divided as discrete elements which are termed 0l o0tsbd
considered to be a unit. Auctioneers announce eadly lah assigned number and description.

21| nterview with Nigel Freemarugust17,2007.

%32 The sell through rate is the percentage of works sold relative to works available at a given auction.

23 Dannatt,SwannHolds First AfricanAmerican Fine Art Sales5
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Another important aspect of interest to collectors was, of course, the estimates listed
in the catalogues. Although Swann Galleries attempted to gauge goodtestfor what
each object will finally be sold by looking at the broader art market for comparable objects
selling privately or through dealers, it was not always a precise exercise. In many cases, the
works were purchased directly from artist studios desaarlier or by other undocumented
means. There was little in the way of reliable price documentation. Freeman remarked that
since accurate pricing measures could be difficult to construct in isolation, considerable
experience in auctioning comparableri®was necessary in determining the estimates.
Therefore, actual auction results were critical for the art market in developing accurate
appraisal valuations*

In terms of where the demand lay chronologically, Freeman noted that work or
imageryby AfricanrAmerican artists from the WPA/New Deal or Depression era (3930s
1940s) through the 1950s remained popular. Artists with longer careers or recognizable
styles such as Jacob Lawrence, Elizabeth Catlett, Romare Bearden and Charles White
remained faorites as well. In the February 2007 sale, Freeman followed a chronological
approach intentionally instituting a Acoatt a
artists of similar periods (e.g. Depressena artists) or similar genres (e.g. Sd&ealist
content) in order to set first time records. Freeman saw another major growth area in the
work of first and second generatigfrican-Americanabstractionists as well as 1960s protest
era art from individuals such as Mel Edwards, Betye Saaandl Hammons as he

anticipated the second sale from the fine art departfiient.

234 | nterview with Nigel Freemamugust17,2007.

235 bid.
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The second auction held by Swann Galleries took place on October 4, 2007 for the
historic corporate art collection owned by the Golden State Mutual Life Insurance Company,
one of the oldest Africamerican owned insurance companies in the country (see Chapter
1) . I n an effort to quickly IlIiquidate its co
prized art collection, originally begun in 1965, was slated to be pigryjublic auction
rather than private sale. The sale, which earned $1.54 million, auctioned 94 works which
emanated from the Golden State Mutual l nsur a
more weltknown artists such as Henry O. Tanner, Hughie Lreél Romare Bearden,
Elizabeth Catlett, David Hammons, and Charles White, as well as lesser known yet well
regarded artists from California and elsewhere such as Varnette Honeywood, John T. Riddle,
Beulah Woodard, Richard Wyatt, and William Paj&dd.

The auction had several notable attendees and like the first, eager buyers. Recording
artist and entertainer Béyonce Knowles was in attendance as was her mother, Tina Knowles.
Charles White'sieneral Moses (Harriet Tubmgal965), which was featured dmet cover
of the auction catalogue (Figure 4.5), earned $360,000 from an anonymous phone bidder, a
figure that was believed to be at | east ten
Hughie LeeS mi t h 6 s Skm $on@%4) was purchased byentor and entrepreneur
Ken Hakuta and earned $216,000 which far exceeded the modest high estimate of $60,000

established by the auctioneer (Figure 4%6).

#*See AThe Golden State Mutual Life I nsuraccessee¢ Company
March7.2012 http://www.swanngalleries.com/full.cgi?index_id=347&sch_id=375

#7indsay Pollock, "Floating Fair, L.A. Black Art, NYT Garage Sale: Auction RoundBlodmberg New;
October 5, 2007, accessed April 23, 2008,
http://www.bloomberg.com/apps/news?pid=newsarchive&sid=a0VmnOPnR.QE
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Although the Swann Galleries auctions achieved a favorable response in its first
auction, tke second one generated more emotional sentiment due to Golden State Mutual
Insurance Company Collection had for the Los Angeles community. Art historian, Samella
Lewis, was among those outraged at the sale, arguing that its historic importance in the Los
Angeles community in particular far outweighed the profit to be made from the sale. Lewis
remarked, A"lt's one of t he AfricamAmericanc ol | ect i o
culture and art. It's like a museum. It's going be a great loss to Califoirieaves because
we need t ha%®ArisnWillkam Pedaud, theroriginal art director for Golden State
Mutual commented that since there were few venues for Afdgaarican artists, the value
of the collection lay in its patronage of artistsomaould otherwise be ignored or unknown
to the viewing public®® Retired Los Angeles County Museum of Art preparator and
activist, Cecil Fergerson, stated that the decision to sell the collection was unnerving to him,
and that the struggling insurancegprany was fiputting out i ts han
collection worth so much more than what he believed could be achieved at atiction.
Charmaine Jefferson, executive director of the California African American Museum,
expressed concern that the companyiaidaken the time to discuss the possibility of

selling pieces to a museum or similar institution such as theirs so that it could remain a

community and educational resoufée.

238 indsay Pollock, "Historians Angered by Auction of Black Attgds Angeles Time#ugust 17, 2007,
accessed March 7, 2012tp://articles.latimes.com/2007/aug/17/entertainmeiifatkart17

29 pid.

240 cecil Fergerson, "Selling the Dreamhds Angeles TimesOctober 03, 2007, accessed March 12, 2012,
http://articles.latimes.com/2007/oct/03/newstBERGERSON3

241 pollock, Historians Angered by Auction of Black Arb
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The Golden State Mutual sale marked a pivotal crossroads for the i@puotat
Swann Gal | eAmerea &ineAft Depactment. On the one hand, their emergence
as a secondary market venue compromised the demise of the Golden State Mutual Insurance
Company as a symbol of black economic and social empowerment and tiglgatron of
African-Amer i can art. On the other hand, the sal
brokering equal economic opportunity and exposure for works by AfAca@rican artists
through the machinations of the auction house. Despite itct@Bathe prospect of selling
pieces from the Golden State Mutual Art Collection was viewed by some such as gallery
owner, Michael Rosenfeld, as a step in the right direction considering the rising value and
historical currency of some works by Afric@merican artists available on the
market**?Auctioneer Nigel Freeman echoed similar sentiments adding that the opportunity
for new records to be set for wéthown artists such as Elizabeth Catlett, Charles White and
Jacob Lawrence as well as leskeown Calfornia artists, for example, far outweighed the
disappointment of what was once a cohesive corporate art coll&ttion.

Outside of the particular case of the Golden State Mutual Insurance Company, others
in the fine art community waged complaints aboeteffects of the Swann Galleries
African-American art auction in terms of price inflation. Art dealer and gallery owner Ellen
Sragow (Sragow Gallery, New York) remarked that it was disheartening to find bidders
aggressively bidding for work that was avhllelsewhere at lower prices. Another gallery
owner, Thelma Harris, (Thelma Harris Gallery, Oakland, CA) suggested that some price

estimates were entirely too high to begin with and that more galleries should have been

#Fergerson, fSelling the Dream. o

243 | pid.
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consulted first by the auction hou8&Ironically, the arbitrary nature of dealer pricing was

not considered problematic and art dealers found that their centrality in determining price and
reputation of many artists whom they represented was dismissed. Sragow, for example,
commented that ivas not uncommon for her to now find herself bidding against her own

former clients for works of art.

Statistical Analysis

In order to understand the function of the auction setting at Swann Galleries and how
the African-AmericanFine Artdepame nt 6 s emphasi s on price perf
achieved, | caleveloped a statistical methodology for quantitatively analyzing price
performance and correlatidii® | argue that a further analysis about auction prices for objects
sold at Swann Galleries undeores some actual determinants for price formation and the
complex factors involved in assessing the value of Afr&arerican art in the discourse of
the art world. The statistical analysis was based on the following themes or questions: 1)
How can theelative popularity of specific Africahmerican artists whose work sold at
auction be measured? 2) Does the relative age of the artists sold have an impact on their
prices? 3) What is the effect of medium on auction prices at Swann Galleries? 4) Did the
timing of a particular auction effect prices for works of art?

The statistical sample or population was composed of 933 data points and 203 unique

artists from a series of eight seaminual auctions occurring in tidrican-AmericanFine

Art departmentait Swann Galleries between 2007 and 2010. Each data point represents one

244 Cherilyn "Liv" Wright, "The Boom: What does it Meanfiternational Review of African American A2,
no. 1 (2008), 3&9.

245 The following statistical analysis was done compiled by Pu (John) Donggiuye, a graduate student in the
Statistics department at the University of North Carolina at Chapel Hill and myself in 2011 and early 2012.
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auction lot, or art object sold and was originally compiled in a spreadsheet generated by this
author from auction catalogues and online price data offered through the Swann £allerie
website in their archived price data section.

Information on unsold lots was not included. The spreadsheet differentiated each lot
using the following fields: | ot number, awuct
death date, ti¢ of the art work, and date of creation, medium of the art work, low estimate,
high estimate, size (height, width and depth in inches) and sold price. Thirteen lots were
composed of more than one work of art and the analysis does take into accouniahdivid
items in terms of size, medium and quantity for each lot. In cases where individual lots were
composed of wvarious artists (this occurred i
respective artists were not individualized as it would not be ddestatistically significant in
relation to otherlotsAl | prices included the hammer pric

premium or commission earned by the auction hdi%e.

The popularity of artist by various different measures

Popularity of the artist was evaluated in terms of price performance. In other words,
the correlation between the demand for works by certain artists among the offetmgset
of auctions being examinedas initially considered by the total dollars earned per artist.
The statistical evaluation considered the 7
auctions f r omAffcanesAmericaGank Artedeparanerd only (see Table 4.1).
I n ot her wotrycs ifip orpaill atri ve to the | imitation

found in the aforementioned auctions rather than other concepts such as the relative fame of

246 The hammer price isthe winningbidannoced by the auctioneer at a publi
the strike of gavel when the auctioneer announces that the bidding has ended.
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the artists, available documentation, ®fcThe different measures that were used to raek t

popul arity of the artists include a) the tot
b) the average dollar amount earned per auction; c) the median price; d) the total number of
items sold; e) the percentage of cestimation(i.e. their pices tended to fall below the low

estimate listed in the illustrated cataloguahd f) the percentage of unekstimation(i.e.

their prices tended to far exceed higher estimate listed in the illustrated catalbigee)

numbers were plotted using the redles of price and individual artist name Figure 4:7)(a

The same data was arranged in table format in Table 4.1 with the ranking of each artists
based on the parameter examined (total or average dollar amount, @aeadeth price, etc.)

in parentheseim each column.

The Atop 200 ranking of artists shows sol
have sold frequently or in some cases more than once at certain auctions meaning they
provide several offerings. Thereforthere may be a coragion between the frequency at
which an artistés work appears at auction a
average prices, which at times were on the lower side for some artists, do not appear to be
consistent with total dollar figuse further suggesting some correlation with frequency. For
exampl e, Charles White was the most dApopul ar
amount achieved ($414,518), yet henly ranks 22 in terms of average price per item
($18,860.24). Whe ranks number three in terms of his frequency at auction, following
artists Jacob Lawrence (#1) and Romare Bearden (#2) with 75 objects appearing at auction.
Although Jacob Lawrence had more objects available at auction (104) he lagged behind in

averageprice compared to other artists achieving on a rank of 50. There were some artists

247 The examination of popularity using these and other variable will be examined in future research.

125



that did achieve both higher total or average dollar figures, yet they only offered few works
at auction at high prices. SWinglLowpw e Charioh gs , M
(1929) and RoAleegend Dintyl Teld168@)t weré sole offerings by each

artists selling at the higher prices of $228,000 and $132,000 respectively.

The median prices for the artists considered in this top performer list djfesagy in
most cases from the averad®.This indicates that there must be outliers or prices that are
extremely high or extremely low in some casE o0 r exampl e, Eli zabeth
price (0,280.88)was significantly higher than her median @i($3,960). Since she had 48
works which rankedher high in auction offerings, one could assume that she had high and
low extremes in terms of price ranges for her work. Catlettinlithct, have sculptural works
available (two works above $200,000 and one above $100,000) yet the majority of her
works, which were prints, fell closer to the median figure. However, for most of the artists in
the list, the average price and median price areistems indicating that the price of art

works is in many ways predictable.

Bar plots shown in Figure 4.7-fpalso provide information about the degree of ever
estimation or undeestimation made by Swann Galleries in setting high and low estimates
before their auctions. The percentage of egstimation was calculated by subtracting the
final auction price from the low estimate in the auction catalogue and dividing it by the final
auction price (Figure 4.7e). The percentage of wedémation was calcated by subtracting
the high estimate from the final auction price and then dividing it by the final auction price.

The names listed on these plots vary greatly from some recurring names on the previous plots

248 The mediaris the number which is the middle number or equivalent to the sum of a population divided by
two.
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(Figure 4.7 (&d) or Table 4.1For example Gald Jackson was overestimated in price by

over 65% (see Figure 4.7e). In terms of upelirmation, Delilah Williams was undervalued

by over 80%. In both cases, the artists had only appeared once in the series of auctions
examined. Since Jackson and Vditis had not appeared in the Swann Galleries auctions or
perhaps any other auctions where public price records could be generated, it may have been
difficult for the auctioneer to set up reliable estimates. These results harken back to the
earlierdiscussio of Ni gel Freemands use of a fAcoatta
up more accurate estimates. However, several artists such as Jackson and Williams were hard

to forecast in terms of price performance.

Age range of artists

To detemine the general age groups of artists which appeared in this series of
auctions from Swann Galleries, the distribu
several different ways to measure the age of the artists. First, the age of the tigina¢
in which a work of art was created was generated and was distributechisttggam or plot
in Figure 4.&. The remaining histograms arrange the age of artists by the following

parameters:

1 the amount of time elapsed since the birth of aatidt2011(Figure 4.8b)and

1 the amount ofilne elapsed since the deathtioé artistand 2011(Figure 4.8c)

Therelated histogramsffer the variable of age as one parameter for definiag th
more popular artists in Swa@allerie®auctions for AfricarAmerican Fine ArtEach
histogram displays the number of artists which fall in the given age range on the top of the

individual bar. The horizontal oraxis displays the age ranges and the verticalaoty
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illustrates the number of artists correspondingtac h. The variabl e Ano
figure corresponds to the number of observations used to produce the distributions (for
example, under Figure 4.8a, there were dGjBais observed to generate thstogram)in
reviewing the age distribution, it apgrs that rastof the art works at the auction werede

by artists who were betwedine age of 30 and 60 at the time of creation with only a few
artists known to be below the age of twenty and ten who happened to be above the age of
eighty®* Figure 4.8b shows that of those artists, the very mature artists, who were between
perhaps 60 and 100 were among those most soughtTdfeedeath of the artist also creates a
change in statugigure 4.8c, shows the distributiondpularartistsfollowing their death
(n=183)to be in continuous decliren the auction market, despite a temporary incraaise
theinitial time ofana r t i s t \Whethed teeadéchnie popularity wa due to a general

lack of interest in certain artists as years pdss simply a lack of promotioby auctioneers

for those artistsvasunclear from the data. Finallyj Figure 4.8c a few artistre calculated

as being above 100, y@tmost cases this is doubtful and may reflect a discrepancy in the

birth or death date catted®®

The effect of medium on the auction price

AlthoughSwa n n G adtalogue descsptions of artistic media varied widely in
terms of materials and technique in some cases, the following categories were established as
representative of most workk) 2D (Two Dimensional) Original®ne of a kind works

which have not been mechanically reproduced and are two dimensional in nature, normally

249 Artists are assumed to be alive if no death date is provided.
20 There were eight instances in which data for age at time of death was inconclusieedsade date or

birth date were unknown after correspondence with both auction specialists at Swann Galleries or other art
historical sources.
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framedand meant to hang on a wall; 2) Photography; 3) Multiples (limited edition prints,
etchings etc); and4) Sculpturgthree dimensional objectdh terms of the relationship

between artistic medium and auction price, the information collected suggestfXthat 2
Originals brought in the top dollars ($8,305,579) and had the most items (504) available.
Multiples constituted second place in terms of the number of items (493) yet the total dollars
earned ($ 2,705, 297) was approximately one third of that of 2 D Originals. Therelbre, 2
Originals and Multiples are the most numerous items at these auctions i@fidréhkave the

potential for more scrutiny’!

Photography ranked the lowest in terms of total dollar amount, average dollar
amount, and number of sold items suggesting that photography is the least popular and less
likely to appear at auction. Sculpture, which was observed in 35 instances, rarked thir
total dollar amount but its average dollar amount ($33,538) was much higher than all media
examined, yet the exact reason is unknown and may warrant future examination. The total
dollar amount, average dollar amount and number of items sold arariStatle 4.2 for

these four media types, respectively.

Clearly, medium needed to be examined to determine how much significance
different types had on price. Thevplue or probability values of preliminary statistical tests
became the primary indicatof the degree of uncertay or randomness in the dafhe p-
value is a numerical value ranging from O to 1 which reflects the level of significance from

the evidence that we should reject or accept the null hypothéSise smaller the valueis,

%1 Note that the total number of items is higher than the number of lots (933). This is due to the fanighat so
lots had more than one item.

%2 The null hypothesis is thessumption is that whatever is proposed as a cause has no effect on the variable
being measured
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the stonger the evidencgointing against the null hypothesis. Traditionally, the threshold for
reaching a conclusion of rejecting the null hypothesis-valpe of 0.05. Therefore, if & p
value from any statistical test is less than 0.05, then we should tegciull hypothesis

made by that statistical test.

Following two normality ésts (see results in Tables 413 4.4), a Ftest was done
to determine whethethe null hypothesisvould showthat the average price for the four
media types would be equdf. The null hypothesis showed that the media types were not
equal.The price was logarithmically transformed so that the prices would distribute normally
as opposed to linearlyp avoidinoi sed or outlying data that

depiction of pice trend<>*

The resultfor the Ftest listed in Table 4.5, showed that thevgdue was around
0.001. For 2D Oiriginals and photography, the average price far exceeded both the low and
high estimates. For the multiples and sculpture, however, thedwitat amount exceeded
expectations on the average price for the low estimate but underesterpeadatios on the
average price for thénigh estimate In cases of photography and sculpture, the data
conformed to normal distribution after transformatiodicated by greater p values (> 0.05).

A p-value of 9.777€42 indicated that the average prices for originals and prints were
significantly unequalA pairwise ttest was performed to find out the degree to which two of

the media groups were different in average price. The two groups selecteZDverginals

253 An Ftest is a statistical test done to test a hypothesis on two or more groups of a Vartalease since
there were four media types, the four were caegpa

24 Normal distribution typically refers to distribution pattern of data graphical shown in the form of a bell
curve. Data is said to be normally distributed if it produces less extreme values and is balance on opposing sides
of the center of the curve.
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and prints. The-test was adjusted to account for heterogeneity of the two groups since the
numbers of ojects in each group were of unequal sizes and unequal variances (see Table

4.7).%°

The effect of auction date on auction price

Since Swann Gallerieafrican-AmericanFine Art Department held two auctions on
the same months each year, February and Octdaé&g was collected for four consecutive
years on these two dat&§If one month was more popular than another, the assumption was
that there may be some significance attached to certain times of the year and that the auction
house may have gained addital leverage for attracting attention. Since the National Black
Fine Art Show (discussed in Chapter 3), for example, took pilacthe same month,
February, agthe Swann Galleries auctignandwere often advertised in their promotional
catalogue, it islear that the two events attempted to attract the same or similar aud®nces.

The average dollar amount was established for these two Swann dates, and it is
summarized in Table 4.8. Since only a 1:1 comparison of the auctions months of February
and Octobewere in question, ttestwas performed to compare average dollar amounts for
the two auction dates each year. The prices were logarithmically transformed to bring the
distribution closer to normal distributidi® The population variances were not thensafor

the two groups since all objects were unique ones with different attributes. Therdftast a

%3 Before performing the-test, a Bartlett test was used to determine how homogeneous the two groups were
(see Table 4.6)

%8 There was one exception to this pattern. On June 4, 2010, a jazz theme basedCutovitie Blue:
Modern Art and Jazaccurred.

%7 see for example, the back matteKieeling Wainwright Associated\ational Black Fine Art Shav2007.

28 pripr to the test and logarithmic transformation, a Bartlett {sse Table 4.9)as also done to refine the
data since the number of objects for each date were different
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with unequal sample sizes and unequal variances was performed and the result is
summarized in Table 4.10he results suggest that the average dollanuants for the two
auction dates are indeed unequalrranting an investigation of the effects of auction dates

on average price

It appearghat the time of the auction hasmeeffect on pricesln order to determine
whether thadegree top whichuctionsof one month were consistently more popular than the
others, auction data for four years was examined. In order to answer this question, we
performed a-testregarding total dollar amount, number of items sold and average dollar
amount for the two date3able 4.11 and 4.12 summarize the relevant auction information
for four years at the two dates. A test of homogeneity for all these variables (Table 4.13)
indicates that variams are nbequal. Therefore, atestwith equal sample size but unequal
variances was performed. The results shown in Table 4.14 indicate that we should reject the
null hypothesis and conclude that the auctions at the two dates are equally popular for four
consecutive years. However, by \asunspection, the auction held in February seems more
popular than the one in October by total dollar amount and number of items sold. By
increasing the number of data points for testing, we may achieve more robust statistical result
in checking the diffeznce between these two datésr a P value o#1, the auction would be
considered statistically significant. However the P value here is .245 indicating that the time

of year when the auction takes place has no major influence on price statisticlpgpea

Regression analysis for predicting the auction price

To predict the auction price for each art work on the market, initial regression
analysis was attempted using the following independent variables: 1) age of artist at the time

of creation; 2) the status of the artist as alive or dead; 3) media of therirtamd 4) the
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auction date. For each variable, missing or abnormal values were appropriately handled. For
example, for the age of the artists, there are 8 data points with missing either the date of birth
or the date of creation and thus were removenh flarther analysis. In determining whether

the artist was alive or dead, if the date of death was left blank, then that artist was assumed to
be alive. Otherwise, he/she was denoted as dead. Therefore, 925 data points were used for

this round of regressiaanalysis.

Art medium and the auction date seenh&ve beemelevant to the auction price and
have statistical significance, yet the age of the artist at time of creation does not contribute
much to the model. Distribution of the dependent variableti@uprice) was checked before
regression analysis using diffetdrss, including the Shapir@Vilk test and the BoxCox
method®® The Shapirewilk test shown in Table 4.15 confirmed this observation by having
a pvalue of < 2.2€16. The linear regressi@nalysis before transformation gives rather poor
results (shown in Table 4.16) reflected by the smalv&ue. Therefore, a transformation
would be needed to improve the linear fitting since normality assumption typically serves as
basis for linear regre®n and many followp analytical procedures. Linear regression
analysis after BoxCox transformation shows improvement over the initial attempt (shown in

Table 4.18).

There was no cleaexplanation as to what causedce fluctuation in the Swann
Galleries art auctions surveyed. The question which arises is what aspects of art objects cause
price fluctuation or how more of the variability can be explained. In order to be able to

interpret a larger proportion of variability in the dataset, more explanatorables would

2% The ShapireWilk test and Box Cox test are two tests used in statistics to achieve normal distributions in
highly skewed data.
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need to be included in the model. Despite the improvement of linear fitting after
transformation of the auction price, only 12% of the original variability which existed in the
dataset is explained by the current linear model (shownebiRthalue of 0.119). To achieve

this more data regarding the size of the art work, including height and width for 2D originals,
photography, and prints as well as the additional dimension of depth for sculpture. After
cleaning the data, 12 data pointshwihissing values of either height or width were excluded
from further regression analysis. Since the depth variable was only associated with sculpture,

it was decided that it too would be removed from regression analysis.

Although age was included ingHinal mathematical model, Table 4.19 summarizes
the linear regression analysis results with the addition of size variable. It shows improvement
in terms of proportion of variability explained by the mode 0R0.227 versus Rof 0.119).
Variable seledbn procedure was then performed to select the best model based on both the
predictive error and model complexity. A stepwise selection algorithm was applied and the
Akaike information criterion (AIC) was used as the target function. The AIC measures the
goodness of the fit of a model by taking into account both the predictive error and model
complexity. In the stepwise procedure, starting from the current model, it will either drop or
add variables if AIC decreases when doing so. This process continiiésauAIC no longer
drops. By applying this method to the data, we found out that ag8%agel height variables

were dropped out from the modslet date of auction was -ietroduced despite seeming

280 Thjs variable refers to the a@f the artist squared.
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irrelevant in early testing The final mathematical mof& is below:

Y =3.05- 0.047 l{artist_alive}- 0.024° I{mediun= prints}- 0.023 I{medium= photd
- 0.082 I{mediun sculpturg - 0.0223 I{date= octobet} + 0.00003% area

- -0.3
Where y:_Le'l
0.3
And RF=0.23
Conclusion
Swann Gall eri esd c-@Ameriamp Fine Ar Depdrtmenttofers Af r i ¢

important insight on the formulation @& spedic tertiary marketfor elevating African

American art ito the mainstream art market. The development of the department and
speciali zed auctions was viewed by Swann Gal
an important step in establishing pgiin the art market by creating price records for several
African-American artists. However, their approach was not without tensions, particularly by
many artists, art historians and art dealers who viewed the creation as a troublesome one
since its sepate classification of AfricaAmerican art constituted yet another form of
exclusion in the art market. Some art dealers and gallery owners who had represented the
work of AfricanrAmerican artists found that this development in the secondary market

threateed their positions as specialists in this niche market as well. Tensions surrounding the

%! The symbolsl{ } represent an indicator function, the value of which is 1 if the statements inside curly
brackets are evaluated to be true and 0 otherwise. If 0, the variable is not applicable.
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Swann Galleries auctions suggest differences in the economic and cultural values attached to
African-American art as well as the negotiation of these values as thendefor works of

art inceased in the art market.

Since many AfricarAmerican artists, appeared less often at major auction houses,
|l i ke Sothebyds and Christiebds they achieved
as a result, low or neexisent prices.This chapter demonstrates that the development of a
strong tertiary or auction market for Africemerican art was pursued through an emphasis
on special auctions that would highlight many of those artists and give them the necessary
exposure Wich could establish or augment prigxords. The case of Swann Galleries is
important in that it introduced such an auction series on a continuous basis providing more

targeted price data for Africafimerican artists at auction.

In the accompanying studyf auctions which occurred at Swann Galleries between
2007 and 2010, | examined how price actually correlates with other aspects of the works of
art sold and if any trends could be detected. Although it is doubtful that any future prices
could be predigd due to the relative uniqueness of each work of fzat final modeldid
explain22.7% of the variabilityn pricein the original datasetThe final model included the
variables of age of artist at the time of creation, whether the artist is aliveadr ohedia of
the art work, auction date and the size of the art work (area of the art Workgver, n
order to truly explain auction prices several other variables needed to be considered. The
preliminary statistical tests results showed that the average prices for the four media types are
different, and this difference was particularly evident in thgecof two media: 2D Originals
and Multiples. In addition, it watund that auction date didave somebearing on price

where October sales tends to depress values in relation to February, yet the reasons for this
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are not clearAnother important questiofor future research is the whether size of art works
matter for different media or simply the imagery alone when evaluating demand. When
examining prices for works grouped by different medium and different auction dates,
unequal population sizes were usgdt each work was also igne in both imagery and
size?®” Based on the-palues recorded iffables 4.7, 4.10, 4.14 posit that size must have

had some significancdn addition the area or size of the artwork did appear in the final
mathematical model oflowing the AIC test, suggesting some correlation. a prior
interview, auctioneer Nigel Freeman asserted that that size of individual artworks did not
appear to be as relevant for buyers as the imagery in catalogues and other promotional
materials in tkir purchasing decisiofi® This corroborates with other studies which have

determined thathe use of visual imagery from auction catalogues did correlate with

prices?®*

%2 his study of auctions for oil paintings by 16 African American artists over a 30 year period, economist
Richard Agnello determined that African American artists had only a 47% chance of appearing in major
auctions versus their white contemporaries Wiiad a 68% likelihood of doing so. SRehard Agnello,

"Race and Art: Prices for African American Painters and their Contemporagesiial of Black Studie4l,

no. 1 (2009), 24 Jun 2011.

263 |nterview with Ngel FreemanQOctoberl8,2011.

264 Kathryn Graddy and Orley Ashenfelter, "Auctions and the Price of Art" University of Oxford, Department of
Economics, Economics Series Working Papers: 131, 2002).
http://www.economics.ox.ac.uk/Research/wp/pdf/paperl31.pdf
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CHAPTER V

CONCLUSION

In the latter part of the 3Dcentury, the struggle for broader recognition in the art
world for AfricanrAmerican artists proved to be not only an intellectual one, but a pecuniary
one in which credibility in the art market was an important theme. Art historical discourse
has consided the philosophical constructions of AfricAmerican art; however, the ways
in which it became a nomenclature specifically designed to satisfy perceptions developed
through the art market had not previously been considered. This dissertation has examined
several strategies for incorporating a category of AfrBarerican art into mainstream
discourse by emphasizing its place in the art market. | have argued that the public reception
to a newly formedimeatieq@nr yardfé aAchrhaadbednu a n c e «
defined in part by changes in art markets and that such assessments should become a part of
critical discourse. These perceptions were fraught with complications and competing notions
about which artists, artworks and constructed narrativédrifan-American art would have

significance.

The demands for a more inclusive and global art community through the multicultural
wars of the 1980s brought with it renewed interest, scholarship, and exhibitions of previously
overlookedartists such as woam and ethnic minoritieAfrican-American artists and their
supporters had experienced some reprieve for their activism against systematic injustice and

exclusion in the whitelominated institutions of museums, academia and the commercial art



world. A lae 20" century art boom along with multicultural activism prompted more
dialogue and strategies about incorporating marginalized groups such as -Afmegican

into dmainstrearart discourse.

In Chapter 1 | traced the patronage of Afrigamerican artfrom the philanthropic
and private support beginning in the Iatethléentury to the rise of markégsed
considerations which evolved by the latd"2thd early 2% century. | argued that the latter
was defined by diverse activities: the expansion of-prarfit and forprofit gallery spaces
emphasizing works by AfricaAmerican artists and the growth of scholarly literature and
knowledge about the lives and production of several Afrigarerican artists. Scholarly and
economic worlds collided in ways thegquire a ranvestigation of patronage narratives for

African-American art.

Incorporating the perspectives of art middlemen, collectors, and auction
professionals, are critical in helping to frame an analysis on meanings assigned to works of
art and thei makers. In Chapter 2, | argued that as the number of art middlemen and dealers
of African-American art grew, and so too did the strategies and potential markets for
incorporating AfricakAmer i can art i nto dominant dtmai nstr
for many dealers was reckoning with the variety of audiences and markets which either
subscibed to or resisted to the contributions of AfriecAmerican artists This study
identified i nconclusive assessment dquegbout e
defined O6canond of wo rAearican art anhdhitemarketssechased s e o f
on academic art criticism and another based on populist interest. Art dealers navigated the
terrain by stratifying 01 eéngaginganresséntiafistnotionso p o p L
about values held by the Africelimerican community to establish a broader patron base.
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The wunion of cul tur al consciousness and
importance as art fairs and auctions devoted to afri&merican art arose. In Chapter 3, |
examined the attempts of National Black Fine Art Show (NBFAS) organizer, Josh
Wainwright, to utilize the platform of an annual art fair to build new audiences for African
American art and compared his event with ti@eelelphia International Art Expo (PIAE),
another fair located in Philadelphia and organized by Evelyn and Mercer Redcross. | argued
that the NBFAS and PIAE differed in t-heir e
American art. Some of theseffdrences were related to the ways in which the two fairs
engaged their audiences: through the integration of Afrigaerican artists into a dominant
Omainstreamd art scene ofr through the cul't

American audiences.

Finally, in Chapter 4, examined the case of special auctions for Afriéamerican
art developed bySwann Auction Galleriesin New York City. | argued that the newly
developedAfrican-AmericanFine Art Departmenboth reinforced thenotion of acategory
for AfricanrAmerican art, but it alssmtroducedothertensions about how AfricaAmerican
art related to definitions of thé ma i n st r e amachanism @& dotumented price
valuation. Swann Galleries not only helped to create new price records foals&fvecan

American artists, but it also pointed to the presencedastancttertiary market fotheir art

Chapter 4 also explored actual price data derived from eight auctioAficdn-
Americanfine art at Swann Galleries through quantitative angsis. Using quantitative
analysis, | developed a model or index for evaluating many of the variables that affect the
market for AfricanAmerican art. Although variables such as size, medium and auction date
provided some interesting correlations, furttgatistical and economic analysis would
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require many more variables to understand the behavioral aspects involved in auctions
involved. For example, the number of bidders or identity of bidders (if they can be
recovered) could provide more information dme tappeal of specific auctions or the
inventory in those auctions. However, even quantitative surveys leave additional questions as
they are considered in isolation and only tell part of the story, since it assumes an intact

constr uct-Amerdfcana Af r 6 c an

Future Research

It is hoped that future art historical scholarship will begin to incorporate more critical
interdisciplinary approaches which will cressamine the economic, sociological and
historical evolution of art markets and our knowledge lgécts. This study has determined
that additional rigor is required in unpacking the diverse levels of meaning of art historical
classifications or categories and their variability over time. More research into the study of
art markets as not only an ingtnent of wealth creation but also its intetationship with
social constructions and social hierarchies could yield more strategies for understanding the

meaning of works of art.

One way in which further research in this area couldalditated is thestudy of
more private collectors of AfricaAmerican art. In one sense this has begun in the form of
collectorbased catalogues and similar narratives which have created dialogue about the
growth of AfricanAmerican art. However, the impact of private eotbrs on a larger
narrative for work by AfricarAmerican artists has only been summarily referenced in
popul ar articles. For exampl e, t he name

contemporary patron of AfricaAmerican art in the popular imaginatiopet a study of
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Cosbyds collecting practice in relation to
the work to accomplish this will involve oral interviews and even investigations of the
private archives generated by collectors. In additioneunss that have featured specific
private collections or have acquired them as later donations can be important sources for
scholars to consider. The developing archives of David C. Driskell at the University of
Maryland at College Park and Samella LewidHampton University are examples of ones

that may provide substantive information that would be invaluable to scholars about

collectors.

In addition to private collector records, dealer records are now developing in major
archival repositories such as tAechives of American Art. For example, the records (for the
year 19621988) of Heritage Gallery in Los Angeles, contain copious articles, price lists, and
correspondences with clients related to the careers of Charles White and other artists
represented bytheir gallery and such information has not been analyzed. In my
correspondence with some art deal ers such
Gallery, their galleries maintaisubstantial archival records which could be eligible for use
by scholar$®® By reviewing such records in tandem with publislaedounton art dealers
or gallery ownersit may be possible to reconstruct the relationships and ideas referenced in

this dissertation.

Another possible direction for future inquiry is an investigatd the role of museum
curators in situating debates about the character of Afcaarican art in relation to art

markets. The unconventional melding of seemingly disparate art wastds which is

I nterview with Geor ge N6 Namdlleyharfisbuog; Apdl 5, 2015, 2012 ; i
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endorsed by dominant mainstream discourse and its isaakd one that is dependent on the

norms of some members of the AfrieAmerican communityis an interesting one which

deserves further researdfor example,te ubi qui t ous nat-Amedcamof &6 po
art has already been explored in the esttmhiworld and related criticism when in 2002, the

Studio Museum in Harlem exhibitelack Romantic: the Figurative Impulse in
Contemporary AfricasAmerican Art?® Although the show aimed to unearth the continuing
significance of figurative realism in theork of several AfricarAmerican artists, the major
focus of the media was its incorpora®ion of
critic Jerry Saltz described the contentBtack Romant@a s bei ng fAda worl d ap
mainstream art wld?®’ The artists in the exhibition such as Alonzo Adams and Kadir

Nel son, represented the paradox of a 6émains
many AfricanAmerican communities. This dispelled the myth of a singular art world

0 ma i n s ¢omtrelladnby the aesthetic and intellectual interests of the larger dominant
white institutions such as the Whitney Museum of Art and the Museum of Modern Art. It

al so debunked th@& meot canda aHiredr appealf or emplassi

amory all AfricanrAmericans. The notion of multiplget co-existing art worlds which make

up the def i nAmdaroinc aoaf a&rAtfd& iicana compelling on

The place of art fairs as a site of both contention and reward in patrsctagmes for
African-American art is of importance as well. Even using the example ofBthek

Romanticexhibition,there is evidence in the biographies located in the catalogue that several

266 studio Museum in HarlenBlack Romantic :The Figurative Impulse in Contemporary Afridamerican Art
(New York: Studio Museum in Harlem, 2002), 124.

267 Jerry Saltz, "A World Apart,The VillageVoice47, no. 19 (May 14, 2002, , 65.
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artists who were featured had not excelled na@t ma i n sexhibiéiom wedues, but instead
through smaller community based venues and culturally specific outlets where they resided.
A few of these artists list the October Gallery or the Philadelphia International Art Expo as
one of the few venues for showcasing theork as well as the National Black Fine Art
Show in New York City and the Black Arts Festival Atlanta, Georgia among others.
Therefore, the inclusion of art fairs as exhibition venues highlights their relevance as outlets

for African-American visual poduction.

Analysis of other auctions of AfricaAmerican fine art should also be done to
determine the ways in which Africelimerican art has been characterized beyond the
paradigm offered by Swann Gall eri especidbwann
sal es 0 fAmericaAdrtralthcughnthey stood alone in developing a department for
that purpose. Other major and minor auction houses have begun to put emphasis on special
African-American art sales or at least the Africdime r i ¢ a n tlaat brokefrexdrds ms 0
more comprehensive ones. F o r OpenxHowm@uctmn foron Jur
postwar modern and contemporary artwork included works from the private collections of
collectorsPeggy Cooper Cafritz and Alitash Kebede feaw works by artists such as iona
rozeal brown, Romare Bearden, Norman Lewis, Alma Thomas, Bob Thompson, Jacob
Lawrence and Glen Ligoff® Leslie Hindeman Auctioneers in Chicago also annodnce
plans to hold bannual auctions of AfricaAmerican art, with its first one having taken

place on March 1, 201%°

268 nExceptional Contemporary African American Art on Sale at Christie's Open HArs&3ily, July 27,
2008, accessed 2/22, 201atp://lwww.artdaily.com/index.asp?int_sec=1ih& new=24910&int_modo=1

289 Daniel Grant, "Are Sales of African American Art Picking Up Or in DeclinB® Huffington PostMarch
1, 2012), accessed March 15, 2012.
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Figure 1.1Elizabeth Catlett Print Ad, Black Art: An International Quarterly,c. 1976
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Figure 1.2Hale Woodruff, The CardPlayers Oil on canvas, 1978. Hewitt Collection,
Bank of America Collection.
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Figure 2.1 Cover of Halima Taha, Collecting African American Art : Works on Paper
and CanvasNew York: Crown Publishers, 1998
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African-American Art
20th Century Masterworks

Figure 2.2Cover of Michael Rosenfeld Gallery African-American Art: 20th Century
Masterworks New York: Michael Rosenfeld Gallery, 1993Courtesy of Michael
Rosenfeld Gallery
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Figure 2.3Cover of William H. Johnson : Works from the Collection of Mary Beattie
Brady, Director of the Harmon Foundation[exhibition] September 14November 11,
1995. New York: Michael Rosenfeld Gallery, 199%Courtesy of Michael Rosenfeld
Gallery
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African-American Artists-11

Figure 2.4 Cover of Bill Hodges Gallery, African American Artists I, New York: Bill
Hodges Gallery,2000.
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Figure 2.5Ad for Romare Beardend a mmi n 6 a t19811082, Cdlaretchiyng and
aquatint. Black Art: An International Quarterly 5, no 3, (1981): 64
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