
 

Creating Markets, Collecting Art 

Celebrating 250 years of Christie's 

Overview of Sessions for the 2016 Conference.   
 
Please send your proposal to the Session Convenor/s listed at the top of each 
Session by 7 December 2015.  Papers should be 20-25 minutes in length and 
there will be 3-4 in each 2 hour session, with time for discussion.  Proposals 
should be accompanied by a brief biography and the whole submission not 
more than 250 words.   
 
NB: Please also cc your proposal to conference2016@christies.edu 
 
We look forward to hearing from you. 
 
Rebecca Lyons, Head of Subject:  Renaissance to Modern 
Prof. M Michael, Academic Director, London 
Dr. Véronique Chagnon-Burke, Academic Director, New York 
 
 
Sessions 
 
Christie’s and the birth of the European art market 
 
Session Convenor:  Prof. Filip Vermeylen, Erasmus University 
Rotterdam, The Netherlands  
 
Contact:  vermeylen@eshcc.eur.nl 
 
The basic structure of today’s global art market has its roots in the eighteenth 
and nineteenth centuries with the establishment of auction houses and art 
dealerships. These are fascinating times when the art markets of Europe were 
becoming inter-connected and the cross-border trade in works of art was 
expanding rapidly. Christie’s in London was a prime mover of these 
developments, as the company fast rose to primacy after its inception in 1766. 
This session aims to explore how Christie’s pioneering business practices 
were instrumental in shaping the London art market, and how the company 
was able to secure the sale of the most prominent art collections of the period.  
 
The session thereby addresses one of the seminal themes of the conference 
by examining how intermediaries in the art ecosystems may have shaped 
national tastes in the visual arts in the early years of Christie’s, and how this 
relates to the business models of the major auction houses in the 
contemporary art market. In addition, the internationalization of the art trade 
invites interesting comparisons with today’s emerging art markets.  
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Creating the Market for Old Master Paintings: 
Innovative dealers active between 1800 and 1900 
 
Session Convenor:  Dr Susanna Avery-Quash, Senior Research Curator 
(History of Collecting) at the National Gallery 
 
Contact:  Susanna.Avery-Quash@ng-london.org.uk 
 
The 19th century witnessed the rise of the Old Master art market in Europe 
and America, and the growth of firms such as Colnaghi, Agnew’s, 
Dowdeswells and Arthur Tooth in Britain, and Goupil and Knoedler abroad. 
Originally often perceived as ‘curiosities’, by the end of the century 
Continental Old Master pictures sold for record prices and were sought out by 
important private and public collections alike. This panel seeks to shine light 
on some of the most innovative art dealers that flourished during this century 
but which hitherto have received little scholarly attention or comparative 
research. Usually diverse in origin, purpose and structure, these businesses 
developed to become increasingly competitive and professional. Recently, 
many of these important dealer archives have been bought by research 
institutions or museums and are consequently in the public domain and 
available for study. In the light of these important new primary sources this 
panel will explore the following questions: Why, when and how did these 
dealers come to specialise in selling Old Masters? What shaped their 
expertise and subsequent practice and how did they operate and diversify? 
How did they make a name for themselves and what, if anything made them 
distinctive or innovative? What effect did they have on the art market and on 
patterns of collecting? Ultimately, this panel will seek the advancement of 
scholarship in the field of art market studies and the history of collecting by 
drawing attention to various collaborative, cross-disciplinary and innovative 
approaches.  
 
 
Pioneers of the Global Art Market: International Dealer Networks from 
the Mid-Nineteenth through the Mid-Twentieth Century. 
 
Session Convenor:  Dr Christel Hollevoet-Force, Associate Research 
Curator, Modern and Contemporary Art, The Metropolitan Museum of 
Art, New York 
 
Contact: Christel.Force@metmuseum.org 
 
This session addresses the promotion of Impressionist and modern art 
outside of France, when Paris was the center of the international art market. 
From the 1850s through the 1930s, several Paris-based art dealers made a 
concerted effort to build alliances and expand internationally. In so doing, they 
were tapping into the ever-growing new pool of collectors across the Atlantic, 
but also countering the devastating effects of the currency devaluations, the 
Depression, and political upheavals which stalled collecting in several 
European countries in the 1920s and 30s.  
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In order to understand how these networks of firms governed the circulation of 
artworks, it is crucial to map the configuration of partnerships and the 
exchange of information, by cross-referencing the records. These 
relationships informed everything involving the sale of artworks, from scouting 
and co-shares to markup and pricing.  
The purpose of these talks will be to identify some major dealers who 
explored new venues for the market, and who they partnered with, as well as 
to uncover some players who were important at the time but whose role has 
fallen into oblivion. The papers will delineate how the global marketing of 
contemporary art took shape, resulting from international alliances between 
dealers, extending primarily from France to Germany, the UK, and the US, 
and will illustrate the art market’s impact on the history of collecting, and 
ultimately on the history of art.  
 
 
The Salesroom as Social-Cultural Space 
 
Session Convenor:  Prof. Anne Helmreich, Dean, College of Fine Arts, 
Texas Christian University  
 
Contact:  alhelmreich@gmail.com 
 
The commercial art gallery and auction house, arguably the most visible 
component of the modern art market, developed ostensibly as a means of 
facilitating fiscal transactions, bringing together sellers, buyers, and objects. 
But it is impossible, this session argues, to regard these spaces as purely 
transactional because they also functioned as spaces of social-cultural 
formation and exchange.  
Indeed, some of the earliest visual representations of Western European 
salesrooms focus on the sociability of these spaces, which functioned as sites 
of display for both objects and people. Such images register the gradual 
expansion of the art market to serve a broader range of social classes, but 
such processes were neither smooth nor uncontested.  
Such questions concerning the intended audience(s) of the salesroom are 
underscored by the history of the built environment of the commercial art 
gallery and auction house. The histories of locales and physical contexts, both 
exterior and interior, reveal the changing status of these spaces.  
The formation of these spaces and the strategies of display deployed therein 
cannot be separated from the objects circulating through these spaces. What 
was the dynamic interaction between objects and spaces, as well as the 
dynamic interaction between objects and people facilitated by such spaces?  
This structural triad of objects, people, and space was mediated and activated 
by speech acts and texts, such as catalogues. These materials compose the 
epistemological origins or building blocks of art history. Therefore, 
understanding the salesroom as a social-cultural space shapes our histories 
of not only the art market but also the discipline of art history. This session 
seeks innovative papers that study the salesroom as a social-cultural space, 
establishing arguments on rigorously analyzed evidence and carefully 
considered methodological frameworks, eschewing an anecdotal approach.  
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Home Subjects: The Art Market and the Domestic Sphere in Britain 
 
Session Convenors: Dr Anne Nellis Richter, American University and Dr 
Morna O’Neill, Wake Forest University  
 
Contact: anne.nellis@gmail.com / oneillme@wfu.edu 
 
The commonly-held assumption that the English style of living is intertwined 
with tastes in collecting and patronage can be traced back centuries. In the 
1790s, for example, when important Italian paintings were being imported into 
Britain during the French Revolution, the idea that such pictures might be 
unsuitable for English collectors and houses gained a certain currency. One 
critic wrote, “A most puerile objection is…made against the pictures of Paul 
Veronese, because…they cannot be admitted into our London houses.” The 
decoration of the private home has become the focus of a tremendous 
amount of academic energy during the past five years. What is missing from 
these accounts, however, is a consideration of the vital role that the art market 
played in enabling the decoration of interiors at all social ranks. This session 
seeks to reconsider the relationship between the art market and the domestic 
sphere in the eighteenth through early twentieth centuries. We welcome 
proposals that explore the complicated set of expectations governing the 
acquisition and sale of artworks intended for private display, including but not 
limited to the role of the art dealer as interior decorator, the auction “house” 
and the domestic ideal, and the relationship between private and public 
modes of display and decoration, plotting a new trajectory for modernity 
traced through the private, domestic sphere. 
 
 
Modern and Contemporary Print Collecting: Fine Art and Ephemera 
 
Session Convenors:  Ruth E. Iskin, Department of Arts, Ben-Gurion 
University of the Negev and Britany Salsbury, Department of Prints, 
Drawings, and Photographs, Art Museum, Rhode Island School of 
Design 
 
Contact: ruth.e.iskin@gmail.com / britanys@gmail.com 

The ubiquitous presence of prints in everyday life as well as the 
transformation of printmaking from a reproductive to an increasingly 
experimental artistic medium brought about dramatic changes in collecting the 
graphic arts beginning in the nineteenth century. As artists began to 
experiment with the modern fine art print and the art market developed, 
publishers and galleries provided new opportunities for artists and collectors, 
and what was formerly largely an aristocratic practice became accessible to a 
wider range of social classes. Increasing numbers of enthusiasts began to 
see prints as an affordable means to amass a sophisticated collection of 
contemporary art. In addition collectors acquired not only art prints but also 
posters, books, and diverse ephemera. From the late nineteenth century 
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onwards, the interest in collecting prints was supported by a network and an 
emerging art market that included specialized dealers who were often also 
publishers, and specialized publications—both journals and reference texts 
that catalogued and explained aspects of the graphic arts. 
This panel seeks to explore various aspects of print collecting from the 
nineteenth century to the present, including collecting practices; types, social 
classes, and individual collectors; collecting by museums; and the wide range 
of printed materials collected from fine art to the everyday, including for 
example advertising posters, political posters, and caricatures. Papers may 
address any aspect of print collecting, including (but not limited to) collecting 
practices, the changing market, notable collectors and collections, journals for 
collectors, marketing, reception, museums collecting prints, and the 
historiography of relevant texts We invite papers on case studies, and papers 
that integrate history, analysis of discourses, theoretical issues and the social 
history of collecting. 
 
 
“Nothing like the real thing!” Connoisseurship; Dead or Alive in the 
Digital Age? 
 
Session Convenor:  Elizabeth Herridge, Arts and Arts Management 
Consultant 
 

Contact:  info@elizabeth‐herridge.com 

 
Once a vital component as a determinant of value, has the practice of 
Connoisseurship in the art and auction market been subsumed by technology 
and diminished through easy access to electronic images of artworks? Or are 
we perhaps witnessing the development of a new methodology, a new kind of 
Connoisseurship for the digital age? This session will explore issues related to 
the changing definition, value and practice of Connoisseurship from the 
eighteenth century to the present day and its impact on the art and auction 
market.  We will explore whether its definition has changed over time, as well 
as its function in determining authenticity and value. The role of technology in 
terms of the accessibility of visual media platforms and their use by collectors 
and professionals in the art world will be examined in this context. We will 
explore the experience produced through the use of electronic platforms and 
the judgments that they might facilitate in the viewer. Fundamentally, we will 
consider whether a new kind of methodology or approach to Connoisseurship 
is developing through the use of these platforms. The larger question of 
whether it is still necessary to look at art in person or if an electronic image is 
an acceptable substitute will be discussed. Finally, if we believe the premise 
that there is “nothing like the real thing”, and that art must be viewed in person 
and not through the lens of technology, then what is its value in the art and 
auction market in the digital age? 
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Priceless: The Value of the Invaluable 
 
Session Convenors:  Dr. Jan Dirk Baetens and 
Dr. Helleke van den Braber, Radboud University Nijmegen 
 
Contact:  J.Baetens@let.ru.nl / H.v.d.Braber@let.ru.nl 
 
 
Priceless is the invaluable, the object that is beyond any price. Priceless is, 
paradoxically, also the very costly object, which more than any other object is 
defined by its price. In a sense, therefore, the priceless or the invaluable 
seems to equal the pricy or the valuable.  
 
Ever since Pierre Bourdieu’s seminal analysis of the ‘field of cultural 
production’, the denial of art’s commercial dimension that lies at the heart of 
the cultural field’s auto-rhetoric has been explored by many scholars of the art 
market. Their studies have demonstrated that the notion of pricelessness, i.e. 
the (alleged) impossibility to translate a work of art’s artistic merits to 
commercial value, is central to the paradox of many market strategies and, 
perhaps, even to the market itself. Indeed the construction, by the art market’s 
various agents, of the artistic sphere as autonomous and beyond economic 
value, whence commerce is radically banished, typically results in precisely 
the opposite: the creation of commercial value. Yet the strategies to create 
commercial value by means of its denial are many and diverse: different 
actors (artists, dealers and other middlemen, curators, auctioneers, collectors, 
critics) engage in the discourse of ‘the valuable invaluable’ in many different 
ways and media (journals, newspapers, catalogues, other publications, ego 
documents, personal exchanges, exhibition displays, social rituals, the artistic 
object itself) and in many different temporal and geographical contexts. Other 
strategies and contexts are at odds with the logic of ‘the valuable invaluable’, 
thus clearly showing that this logic is a cultural construction which is both 
time- and site-specific. This session aims to bring together case studies from 
a wide array of different temporal, geographical and artistic contexts, in order 
to explore the myriad ways in which the notion of the invaluable has been, 
and is, construed and translated to commercial value, as well as case studies 
of alternative or subdominant discourses and strategies that run counter to 
this (il)logic. 
 
 
Collectors of Contemporary Art: Tastemakers or Market Makers? 
 
Session Convenor:  Dr Véronique Chagnon-Burke 
 
Contact:  vchagnon-burke@christies.edu 
 
Every summer for the last 24 years, ArtNews has published the ranking of the 
top two hundred collectors; a quick glance at the list reveals that a large 
number of these collectors are focusing either on modern and contemporary 
art or increasingly solely on contemporary art. If we understand the art world 
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as a microcosm or a network of dependencies between a set of players who 
range from artists and critics to art dealers, collectors, curators, museum 
directors, auction houses and art historians; is it right to propose that at this 
particular moment in time, collectors are the authoritative voice in defining 
contemporary art? For the sake of the discussion, we have chosen to 
understand contemporary art as a loose category represented by artists from 
the end of the 20th century such as Andy Warhol and Jean-Michel Basquiat 
as well as by living artists. 
 
The goal of the session is to provide insights on the role played by 
contemporary art collectors in the global art world and to assess if they are 
indeed the main taste and market makers. It hopes to contribute to renewed 
academic interest in collectors that institutions like the Frick Collection Center 
for the History of Collecting have been fostering.  
 
The following themes and questions represent some of the themes that could 
be addressed: 

 Can we understand the rise of private museums as a manifestation of 
the collectors’ taste making power?  

 Matronage: the role of women collectors.  

 What role does the collectors play in bringing emerging artists into the 
main stream? 

 Do collectors have the authority to make markets or/and to inscribe the 
artists in the canon of art history?  

 Who are the ‘glocal’ collectors?  
 
 
Moving Objects: Representations of Chinese Art in Europe  
 
Session Convenors: Nixi Cura, Programme Director (Arts of China) and 
Dr Monica Merlin, Christie’s Education London 
 
Contact: ncura@christies.edu / mmerlin@christies.edu 
 
The acquisition, exchange and connoisseurship of Chinese art long predate 
the very modern construction of the category ‘Chinese art’. Since early 
imperial China, the concept of cang (store/hide/treasure) developed within 
complex circuits of production and consumption, which in the modern era 
assimilated and adapted European modes of collection and display.  
Conversely, Chinese objects transferred, collected and exhibited in Europe 
generated new frameworks of viewing and understanding Chinese art. 
 
This session seeks to explore how practices in Europe informed and shaped 
the meanings, interpretations and definitions of Chinese art and its histories.  
 
Papers employing diverse theoretical frameworks could address the following 
questions:  
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 How have collecting and display strategies in Europe created 
alternative places and spaces for the appreciation and presentation of 
Chinese art? 

 How has European literature around Chinese objects (e.g., accounts of 
China, fiction, histories of art, archives, exhibition and sale catalogues) 
formed perceptions of Chinese art? 

 To what extent have dealers and the art market changed notions of 
Chinese art? How have social networks mobilised around the taste for 
and knowledge of Chinese art? 

 
 
The Rise of the Latin American Art Market 
 
Session Convenor:  Dr. Diana Bramham, Specialist Latin American Art, 
Christie’s 
 
Contact:  dbramham@christies.com 
 
While Latin American art as a collecting category is a relatively recent 
concept, particularly when compared to more traditional markets like Old 
Masters, objects from the region have been bought and sold across the globe 
for centuries. Long before the term Latin America came into common 
parlance, a fervid desire for art works from the region existed. During the 
colonial period, it was gold vessels, textiles, biombos and enconchados from 
the Viceroyalties of New Spain and Peru that fed the European demand for 
objects from the New World. In the 20th century, interest in art from Latin 
America reached new heights both within the region and abroad as artists 
from Mexico to the Southern Cone settled in London, Paris and New York 
(and vice versa), museum and gallery exhibitions as well as pioneering 
scholarship devoted to such figures as Diego Rivera, Candido Portinari, 
Wifredo Lam and later Carlos Cruz-Diez and Jesús Rafael Soto proliferated 
and a dedicated sale category was introduced at Christie's and Sotheby's. 
Building on this momentum, the 21st century has seen new curatorships in 
Latin American art established at major institutions, museum exhibitions of 
Latin American artists held not only in the Americas and Europe but in Asia as 
well and sale prices for works by artists from Mexico, Colombia or Cuba 
continuing to rise. The purpose of this session is to examine this seismic 
growth in the Latin American art market. The session welcomes papers that 
consider the rich and varied history of the Latin American art market from the 
colonial period to the present day. Papers may address any aspect of the 
market, including but not limited to: the role of the dealer, museum curators 
and directors or the private collector in establishing the market for Latin 
American artists. What were the agendas of these figures? How have their 
efforts affected critical reception and the commercial value of these artists’ 
works today? How has the demographic of buyers and sellers of Latin 
American art shifted over time? While prices for Latin American art are on the 
rise, they remain drastically below the records achieved by European and US 
modern and contemporary artists—what are the reasons for this and will it 
ever change? Will Latin American art become a speculative market? As the 
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art market becomes increasingly more global, is there a benefit to defining an 
artist as Latin American as opposed to simply modern or contemporary? 
 
 
Provenance and Due Diligence in a Global Context 
 
Session Convenor:  Dr Christa Roodt, Research Lecturer in Art, Law and 
Business, University of Glasgow 
 
Contact:  Christa.Roodt@glasgow.ac.uk 
 
Provenance research helps to remove impediments arising from lack of 
information about works of art and cultural objects for sale. It also clears up 
pollution that may have occurred in respect of information that is available. 
This session turns the spotlight on business practice in respect of provenance 
and on the aspirations that are pertinent to this process (i.e. the quality of 
enquiry and decision-making or due diligence). Papers dealing with the 
following themes are welcome (related themes will also be considered): 

 

 what one needs to know in order to be able to recognize a stolen 
work of art or a cultural object;  

 what one needs to know to form a clear picture of how provenance 
was faked; 

 factors that have provided the strongest support for putting together 
a plausible provenance for a work in respect of which a business 
decision had to be made; 

 factors and vicissitudes that hamper provenance research;  

 the due diligence standard that apply in business dealings and 
whether it derives from law; 

 the legal standards for acquisition that play a role in enquiries and 
decisions concerning provenance and the interpretation of these 
standards; 

 challenges posed by requirements set by jurisprudence, statute, 
Conventions or secondary EU law;  

 a critique of one of the codes of conduct affecting the art trade; and 

 ethical standards that have affected business decisions after having 
embarked on provenance research. 
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