INFORMATION TO USERS

This manuscript has been reproduced from the microfilm master. UMI
films the text directly from the original or copy submitted. Thus, some
thesis and dissertation copies are in typewriter face, while others may be

from any type of computer printer.

The quality of this reproduction is dependent upon the quality of the
copy submitted. Broken or indistinct print, colored or poor quality
illustrations and photographs, print bleedthrough, substandard margins,
and improper alignment can adversely affect reproduction.

In the unlikely event that the author did not send UMI a complete
manuscript and there are missing pages, these will be noted. Also, if
unauthorized copyright material had to be removed, a note will indicate

the deletion.

Oversize materials (e.g., maps, drawings, charts) are reproduced by
sectioning the original, beginning at the upper left-hand corner and
continuing from left to right in equal sections with small overlaps. Each
original is also photographed in one exposure and is included in reduced
form at the back of the book.

Photographs included in the original manuscript have been reproduced
xerographically in this copy. Higher quality 6” x 9” black and white
photographic prints are available for any photographs or illustrations
appearing in this copy for an additional charge. Contact UMI directly to

order.

UMI

A Bell & Howell Information Company
300 North Zeeb Road, Ann Arbor MI 48106-1346 USA
313/761-4700  800/521-0600

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



THE EARLY YEARS OF THE AMERICAN ART ASSOCIATION, 1879-1900

by

Gerald D. Bolas

A dissertation submitted to the Graduate Faculty in Art
History in partial fulfillment of the requirements for the
degree of Doctor of Philosophy, The City University of New
York

1998

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



UMI Number: 9820513

Copyright 1996 by
Bolas, Gerald Douglas

All rights reserved.

UMI Microform 9820513
Copyright 1998, by UMI Company. All rights reserved.

This microform edition is protected against unauthorized
copying under Title 17, United States Code.

UMI

300 North Zeeb Road
Ann Arbor, MI 48103

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



© 1998
GERALD D. BOLAS

All Rights Reserved

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.

ii



iii

This manuscript has been read and accepted for the Graduate
Faculty in Art History in satisfaction of the dissertation
requirement for the degree of Doctor of Philosophy.

2o las 4 A/ Lo

Date Chair of the Examining Committee
- i - ¢ :;—' <
ll .—\’\' , -L: —7 ’,\ ; 4\( ,{“\ .'

Date Q(écutlve Offlcer

Marlene Parki\”‘”—“—"""“L YK

Supervisory Committee

THE CITY UNIVERSITY OF NEW YORK

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



iv

Abstract

THE EARLY YEARS OF THE AMERICAN ART ASSOCIATION, 1879-1300

by

Gerald D. Bolas

Adviser: Professor William H. Gerdts

In 1883 James F. Sutton, Thomas E. Kirby, and R. Austin
Robertson founded the American Art Association (AAA) 1in New
York City for the "encouragement and promotion of American
art." The history of the AAA illuminates the changing
fortunes of American artists, expresses the growing
cosmopolitanism of the American art world, and delineates
the establishment of a stable and broad-based market for art
in the United States. This dissertation focuses on the
AAA’s birth and maturation in the context of late-nineteenth
century art galleries, auction houses and institutions such

as the Metropolitan Museum of Art. Additionally, this study
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reconstructs the physical appearance of the AAA and several
other commercial art galleries.

Conceived as a commercial gallery devoted to American
art, in its first year the AAA exhibited Thomas B. Clarke's
collection of American pictures, the finest collection of
native art in the country. The AAA's "Prize Fund
Exhibitions" of American art, launched in 1885, were
initially hailed as extraordinary shows. Later "Prize Fund
Exhibitions" grew increasingly irrelevant as the Association
moved into the auction business and expanded its exhibition
program and inventory with European art. Most notable was
the collaboration with Paul Durand-Ruel, who brought
Impressionist pictures to New York in 1886 at the invitation
of the AAA. The Association's 1889 exhibition to benefit
the Antoine-Louis Barye Memorial Fund, which included some
450 of the sculptor’s works together with one hundred oils
and watercolors by his French contemporaries, was acclaimea
the greatest show of French painting ever held in the
country. Meanwhile, the AAA speculated in European art,
stock-piling Barbizon and Impressionist pictures, and in

1889 paid a world record $110,000 for Jean-Francois Millet's

The Angelus.
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At the AAA's sale of the Thomas B. Clarke collection
ten years later in 1899, auctions records of $10,150 for a
George Inness landscape and $4,500 Winslow Homer's Lifeline,
though modest in comparison to the Millet's cost, were
hailed as evidence of the rise in value--financial and
cultural--of American art. Thus, the Association fulfilled
its original aim of promoting American art by providing an
exhibition venue and highly visible auction arena where
collectors could buy, sell and appreciate American art

within a cosmopolitan context.
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CHAPTER ONE: INTRODUCTION

For the advancement of American painting it [the
American Art Association] gave exhibitions, fortunes in
premiums to painters, and its time and labor. It was a
Salon, an Academy, but independent of government,
schools, classes, clubs and cliques. For its mainte-
nance it is a dealer in paintings, sculpture, vases,
objects of art; and an auctioneer of art-collections
and libraries--the exhibitions of which are always
artistic sensations and ever advance American apprecia-
tion of art. The galleries of the association are

themselves a masterpiece of American art . . . . There
are quaint curio rooms, picturesque passages,
interesting corners . . . . There are carpets of Asia,

rich rugs, magnificent paintings; in cases of ebony,
vases of China, ivories delicate and complicated
ancient stuffs; impressive object-lessons in interior
decorations . . . . At [auction] sales, when pass in
review books bound for great collectors, paintings, or,
on a little table covered with a cloth of Peruvian gold
velvet, all the hallucinatory art of the extreme
Orient, in marvellous forms of vases, jades and
crystal, the American Art-Galleries are crowned with
beautiful women and great men. Then, if the lights in
the American Art-Galleries went out, all the artists
and art-lovers of New York would be in the dark.

King's Handbook of New York City, 1892

Founded in 1883, the American Art Association was a
distinctly American creation--a hybrid of commercial and
educational aspirations, personal and corporate aesthetic
agendas, and nationalistic and cosmopolitan ambitions.
Functioning at various times as a retail art gallery, an
educational and philanthropic enterprise, and an auction

house, the Association's history illuminates the changing
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fortunes of American artists, expresses the growing
cosmopolitanism of the New York art world, and delineates
the extraordinary expansion of a stable and broad-based
market for art in the United States. Understanding why the
organization's initial ambition to function as a gallery
devoted exclusively to American art failed, and how the AAA
(as the American Art Association was known) subsequently
evolved over a decade and a half into the most powerful and
successful auction house in the United States clarifies many
of the dynamic relationships affecting the visual arts in
late nineteenth-century America.

By 1892, when Moses King published the first edition of
his Handbook of New York City, the AAA had evolved in a
decade from the two-room "American Art Gallery" focused on
American painting and oriental collectibles into a
labyrinthine, three-level art center offering objects from
around the world. Customers examined paintings, sculpture,
furniture, books, decorative arts, and jewelry in a dozen
exhibition rooms that variously offered the intimacy of a
drawing room or the grandeur of a wealthy capitalist's
private picture gallery. What is surprising about King's

description is not the hyperbole but the accuracy of the
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perceptions it conjures, verified by more impartial
observations cited elsewhere.

Thomas Kirby, president of the AAA, contended around
1903 that "the advancement and appreciation of art in this
country, and particularly in this city, the art center, has
been brought about by the properly managed public sales and
exhibitions, conducted through business methods, and not by
the exhibitions of Institutions, Societies or Museums . "’
This study will test the truth of Kirby's assertion by
identifying the AAA's contributions to the education of the
American public about art from around the world through

exhibitions, publications, and the professionalism of the

art auctions.

To assess the significance of the American Art
Association, this dissertation explores three general areas:
the mission and early history of the organization; its
physical appearance; and its maturation into the premiere
auction house in the country. Fundamentally I have sought
to answer three questions: How did the AAA function? Why
did it function as it did? What was it like to visit? This

led me to seek answers to questions regarding the mission of
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the American Art Association to "promote and encourage
American art.” Why did this make sense in 1879 when the
American Art Gallery, progenitor of the AAA, was founded?
How did its founders set out to fulfill this mission, and in
what ways did their strategies differ from those of other
dealers, galleries, museums and academies in New York City?
Why did the American Art Gallery close three years later in
1882, and why did its mission--perpetuated by the new
American Art Association in 1883--mutate into a cosmopolitan
agenda that embraced the panoply of treasures enumerated in
King's Handbook?

Some answers are visible in the evolving physical
structure of the organization. Thus I have endeavored to
determine what it was like to visit the AAA's exhibition
galleries What did one see there and how was it displayed?
How were its installations similar to or different from
those of its predecessors, competing dealers, and clients?
Just what were the "impressive object-lessons in interior
decorations" applauded in King's Handbook?

The AAA is the organization most responsible for
transforming American art auctions from modest sales of

often questionable integrity into evening spectacles that
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gathered "beautiful women and great men" into a commercial
arena perceived as both fair and fashionable. How did a
relatively modest, two-room retail outlet remake itself over
the course of ten-to-fifteen years into the country’s major
venue for art auctions? What was it like to attend an
auction during this exciting period?

Organized into eleven chapters including this
introduction, the study begins with a survey of the
commercial art world of nineteenth-century America,
“Precursors and Precedents.” My focus is New York. A
comparative study of circumstances in other communities like
Boston and Philadelphia would shed light on broader
patterns, to be sure. But during and long after the era
under examination New York is the center of the art world in
the United States. The third chapter, “Contemporaries,”
introduces several art dealers who witnessed the birth of
the AAA and eventually became clients for its programs and
services and competitors for its clients. Chapter Four,
“Rehearsal,” characterizes the American Art Gallery--the
direct predecessor of the AAA--founded by Rufus E. Moore and
James Fountain Sutton in 1879. In 1883 Sutton reorganized

the American Art Gallery and engaged Thomas E. Kirby and R.
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Austin Robertson as partners in a new enterprise, the
American Art Association. “The Inaugural Year, 1883” is
examined in Chapter Five with special attention to the
important exhibition of Thomas B. Clarke’s collection of
American art. “The Early Years, 1884-1886,” the sixth
chapter, explores important Association exhibitions during
this period. A summary history of art auctions in the
United States is presented in Chapter Seven, “Picturing
American Art Auctions.” The eighth chapter, “AAA Auctions,”
considers several of the Association’s most interesting
sales including those of George Seney in 1885, Mary J.
Morgan in 1886, and A. T. Stewart in 1887. Association
dealings during late 1880s with the art of four well-known
foreign artists--the Hungarian Mihaly Munkacsy, the Russian
Vasilii Verestchagin, and the Frenchmen Jean Francois Millet
and Antoine Barye--are considered in the ninth chapter,
“Preaching, Power, and Prestige in the American Art Market.”
The AAA's evolution into an auction house was completed
during the late 1890s, the topic treated in the tenth
chapter, “Transition from a Gallery to an Auction House.”
Finally, the “Conclusion” assesses the historical

consequences of the AAA's activities in order to fully
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understand and appreciate its unique and profound contri-
butions to the art world of late nineteenth-century America.

Several reasons exist for ending this study at the turn
of the century. One of the topics treated concerns how the
AAA affected the market for American art during the late-
nineteenth century. Although the AAA failed in its original
aspiration to function exclusively as an exhibition-driven
retail outlet for American art, by 1900 it had established a
market for American art by very different means, as the
premiere auction house in the land. Further, during the
1890s a new generation of collectors of American art as well
as dealers such as William Macbeth and Newman Montross was
emerging. By the end of the century the market situation
had changed enough to warrant a separate study that treats
the emergence of dealers such as Alfred Stieglitz, new
auction houses like the Anderson Galleries (which eventually
merged with the American Art Association), the maturation of
museums like the Metropolitan Museum of Art and Corcoran
Gallery of Art, and new dynamics in collecting such as the
appetite for old master painting.

This dissertation originated with a study of the

American Art Association Papers, especially those related to
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Thomas E. Kirby, located in the Archives of American Art,
Smithsonian Institution, Washington, D.C. Given Kirby's
role as a founding partner and eventual owner of the
American Art Association, these papers constitute a vital
primary resource. Comprising correspondence, catalogs,
clippings, account books, ephemera, and Kirby's memoirs,
though incomplete in many ways, the American Art Association
Papers provide the armature for this history.

Among the AAA Papers, three sets of typescripts are
especially important. The first is a group of Kirby's
memoirs that he began preparing for publication by Doubleday
around 1915. A second constellation of documents includes
anonymous fragments of Kirby's biography, some of which were
prepared for press releases and magazine articles, others of
which were probably a Doubleday rewriting of Kirby's notes
and memoirs. Finally, Gustavus Town Kirby, Kirby's son,
commissioned Charles De Kay around 1924 to complete
posthumously his father's biography. DeKay was a seasoned
veteran of Kirby's generation, knew the auctioneer well, and
had served on the AAA's Barye Exhibition Committee in 1889.
Thus he was in a good position to convey something of

Kirby's and the AAA's personality. Though DeKay's book,
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“Art Under the Hammer,” was never finished, his drafts
constitute an informative, though undocumented and
occasionally incorrect, presentation of Kirby's papers and
memoirs.

Literature concerning the American Art Association is
scarce. Kirby delivered a speech for the inauguration of
the auction house's new facilities at Madison Avenue and
Fifty-seventh Street in 1922. Published that year by the
AAA, the thirty-two page Address of Mr. Thomas E. Kirby is
the only first-person history of the AAA in print, though it
is filled with numerous typographic and editorial errors.
Wesley Towner and Stephen Varble's 1970 history of Parke-
Bernet in the United States, The Elegant Auctioneers, offers
a wealth of chatty information, much of which was assembled
half a century ago in the 1950s when it was possible to
gather oral history from the friends and competitors of
Kirby and his partners. Lacking a bibliography and
footnotes, this informal, non-scholarly history emphasizes
social rather than aesthetic issues and provides entertain-
ing and useful background.? At the other end of the
spectrum lies Linda Henefield Skalet's 1980 Ph.D. disserta-

tion for Johns Hopkins University, “The Market for American
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Painting in New York: 1870-1915.” Ms. Skalet's observations
and plethora of data have contributed much to this study.
Finally, several recent studies like Peter Watson's
From Manet to Manhattan’, Sarah Burns’s Inventing the Modern
Artist®, Martha Ward’s examination of Impressionist install-
ations,’ and Patricia Mainardi's The End of the Salon: Art
and the State in the Early Third Republic’ have aided me by

suggesting methodological approaches and directions for

future study.

!“Biography: Thomas E. Kirby,” American Art Association
Papers, Archives of American Art, Smithsonian Institution,
Washington, D. C., box 1.

2Wesley Towner and Stephen Varble, The Elegant Auctioneers

(New York: Hill and Wang, 1970). Towner died before comple-
tion of the manuscript. According to the "Publisher's
Note," he drafted the chapters of the book that concern the
AAA. Having started work on it in 1955, it is possible that
he interviewed Hiram Parke, who had worked for Kirby. In
any event, there are a number of unsubstantiated, i1f not
editorially embellished details that defy verification.

’Peter Watson, From Mapet to Manhattan: The Rise of the
Modern Art Market (New York: Random House, 1992).

‘Sarah Burms, Inventing the Modern Artist: Art and Culture

in Gilded Age America (New Haven: Yale University Press,
1996) .

*Martha Ward, “Impressionist Installations and Private

Exhibitions,” Art Bulletin 73 no. 4 (December 1991): 599-
622.
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*patricia Mainardi, The End of the Salon: Art and the State

in the Early Third Republic (New York: Cambridge University
Press, 1993).
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CHAPTER TWO: PRECURSORS AND PRECEDENTS

A. "The American Invasion of the 0l1d World"

On July 4, 1866 a group of distinguished American
patriots gathered in the fashionable Parisian restaurant,
Pré Catalan, to toast the ninetieth anniversary of their
homeland's independence and consider what they could do tco
foster the progress of American culture. There, John Jay
(1817-1894), son of one of our country's founding fathers,
proposed that they dedicate themselves to creating in their
homeland a “National Institution and Gallery of Art.”
Subsequently, many reassembled in 1869 at the Union League
Club in New York and laid the foundations of an institution
inaugurated the next year as the Metropolitan Museum of Art.

Jay's inspiring call to action, “The American Invasion
of the 0ld World,”' articulated a distinctly post-Civil War
ethos contrary to William Cullen Bryant's nationalistic 1829
*Sonnet--to an American Painter Departing for Europe”
admonishing Thomas Cole to “keep that earlier, wilder
(American] image bright” lest he be lead astray by the
“*light of distant [European] skies.” Jay and his colleagues

constituted an advance force of American cosmopolites in
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Paris who would be followed by thousands of Americans
fulfilling aspirations to experience the 01ld World and
return home with as much of it as possible. Jay's confréres
eschewed the rustic, “wilder image” of America and sought
instead the refinement, elegance and erudition of European
art and culture.

At the 1869 Union League Club meeting Bryant encouraged
the “American Invasion” so that native artists might benefit
at home from the importation of European culture and cease
to be compelled to study abroad.’ The Metropolitan Museum's
first major purchase in 1871 of European old master
paintings directly responded to this long-standing plea.
Hence the new museum served American artists not by
purchasing their work but by importing European culture.

At the 1880 opening of the Museum's new facility in
Central Park, the Honorable Joseph H. Choate exhorted his
fellow countrymen:

Think of it, ye millionaires of many markets, what

glory may yet be yours if you only listen to our

advice, to convert pork into porcelain, grain and
produce into priceless pottery, the rude ores of
commerce into sculptured marble, and railroad shares
and mining stocks--things which perish without the
using, and which in the next financial panic shall
surely shrivel like parched scrolls--into the glorified

canvases of the world‘'s masters, that shall adorn these
walls for centuries. The rage of Wall Street is to
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hunt the Philosopher's Stone, to convert all baser

things into gold, which is but dross; but ours is the

higher ambition to convert your useless gold into

things of living beauty that shall be a joy to a whole

people for a thousand years.3

The conception, growth and maturation of the American
Art Association, as well as every significant late-
nineteenth century American arts organization, must be
located within the nexus of ideals and ambitions manifested
in the creation of the Metropolitan Museum of Art by Jay,
Choate, and their contemporaries.

To understand the mission and methods of the American
Art Associlation we must locate it within the context of New
York galleries, dealers, and auction houses that stood
ready, willing, and able to aid in the transmutation of
“useless gold into the things of living beauty.”
Establishing the place of American art in this landscape

defines both the challenges and opportunities that inspired

the idea of an art gallery devoted to American art.

Jay and Choate's peers enjoyed greater wealth and
leisure time as well as more opportunities to convert their
pork into porcelain than any preceding generation of

Americans. In 1880 more than a dozen art merchants and
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importers were well established in New York City, and a
dozen or more would emerge in the following decade.®
Downtown at Gaston Feuardent's Hanapaxion Gallery on
Lafayette Place collectors could acquire “implements of the
Stone and Bronze ages, the relics of the cave-dwellers

the coins and jewels that mark distant periods of growth

3

and decadence in art.” At A. A. Vantine and Co., a dozen
blocks north on Broadway at Eighteenth Street, or one of the
other half dozen importers of Oriental goods, could be found
porcelains, bronzes, textiles, paper goods: “High Class
Objects of Art, just received from Japan, China and
Turkey.”6 Nearby on Broadway New Yorkers could acquire at
W. and J. Sloane “Ancient and Modern Oriental Rugs.” Art
dealerships managed by Samuel P. Avery, the Knoedler
brothers, and William Schaus sold the "“blue chips” of their
day, the French salon masters esteemed for their classical
learning, technical skill, and Parisian flair, while Daniel
Cottier offered a few European paintings along with imported
furniture and decorative arts.’ On occasion, the same
dealers offered a painting by a Dutch or Italian 0ld Master

that might be verified as genuine, in contrast to putative

works offered just a few years prior.
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The wealthy of New York could acquire treasures in a
variety of settings. Samuel Avery maintained a private
gallery that enabled him to treat each client with the
discretion, respect, and back room bonhomie they enjoyed at
their private clubs. Roland Knoedler and his brothers
maintained on the ground floor of their townhouse at Fifth
Avenue and Twenty-Second Street a low cost print emporium
supplied by the Paris firm of Goupil, Vibert and Company
that had launched their father Michael Knoedler. On the
upper floors the Knoedlers entertained in private apartments
that differentiated their clients into “upstairs-downstairs”
economic strata. Through the Vantine oriental bazaar passed
both mass-produced objects priced at a dollar or two--
suitable for the well-informed, aspiring middle class
homemaker--and expensive gbjets d'art worthy of gracing the
Japanese-style parlors and bedrooms that were becoming a
regular feature of wealthy collectors’ homes. On Broadway
just below Union Square, the geographic center of the New
York art world into the 1870s, Leavitt's Art Rooms offered
an ever-changing inventory of decorative and fine arts that
ebbed and flowed through weekly auctions. Public sales

there and elsewhere distributed thousands of American and
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foreign paintings, decorative arts, and ogbjets de vertu to
conniving speculators and aspiring connoisseurs.

American art occupied a relatively small place in the
panorama of art set before New Yorkers. In the decade
following the Civil War few opportunities existed for
American artists ‘to exhibit and sell their work in the
United States, except for the annual and special exhibitions
of the National Academy of Design in New York and Pennsyl-
vania Academy of Fine Arts in Philadelphia, and occasional
special sales like those held to benefit the Artists’ Fund
Society. The founding in 1878 of the Society of American
Artists provided an important opportunity for younger
artists to exhibit and sell their work once a year.
However, no organization flourished comparable to the pre-
Civil War American Art Union that successfully marketed
American art during the 1840s. In the early 1880s neither
the fledgling Boston Museum of Fine Arts nor the
Metropolitan Museum of Art in New York mounted special
exhibitions of contemporary American art with any
regularity.

In New York Cottier, Avery, Knoedler, and Schaus

occasionally showed works by Americans, particularly those
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accepted into the Paris Salon.? Yet Schaus and Knoedler,
launched in this country as agents of the Paris-based
Goupil, Vibert and Company, increasingly capitalized on
their European connections and America's thirst for foreign
art. Though Avery initially handled American art, after
1867 he turned to promoting contemporary European art.’
Linda Skalet notes that in New York in the 1870s, subsequent
to Avery's decision to deal primarily in European art, only
Gustav Reichard and John Senedecor made concerted efforts to
exhibit and sell American art.'°

Generally American artists acted as their own agent:s."l
Occasionally they consigned a body of work to an auctioneer,
and it is probable that many artists sold more work through
individual and group auctions than directly out of their
studios.® By mid-century auctions were starting to
stabilize prices,®® but they did little to enhance artists'
reputations in public. Gentlemen's groups like the Union
League and Century Clubs that numbered artists among their
members mounted shows that led to occasional sales, but as

with the auctions, club sales failed to promote the artists

to a larger public.?
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The limited visibility of American artists in the
marketplace corresponded to the limited demand for their
work. Neil Harris has noted that the value of art imported
annually into the United States grew between 1850 and 1870
from less than $40,000 to more than $500,000.%° Just as a
rising tide raises all ships, so too, more American art was
being acquired as more collectors entered the field in
general; but the American art share of the market remained
small. In 1881 George Sheldon summarized the attitude of
American collectors as generally embracing “the creed the
first and front article of which is ‘I believe in the
transcendent excellence of Parisian Art.’”'® Thus Clarence
Cook observed that an American artist had to make a
“foreigner of himself” in order to find a place in the
American marketplace.’

Hence, many post-Centennial American artists felt
compelled to go abroad for training and opportunities to
exhibit in competitive exhibitions sponsored by foreign
governments.** Ironically, modest financial success might
come from home after acceptance into the Paris Salon.
Returning artists brought news and works by their European

teachers and colleagues that further whetted the American
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appetite for art from Paris, Munich, or one of the many
picturesque artists’ colonies on the French coast.

Dramatically increased travel abroad enabled Americans
to see acclaimed European art in famous museums such as the
Louvre and fashionable art galleries like those of Goupil,
Vibert and Company in Paris, London, Brussels, Berlin, and
the Hague. Wealthy Americans who experienced the private
galleries of their moneyed European peers emulated foreign
collecting models upon returning home, often erecting their
own galleries and filling them with foreign art.

Meanwhile, the growing art press on both sides of the
Atlantic fueled the fame of established art world stars--
artists and collectors--and created new ones. Improvements
in the reproduction and mass distribution of art images
nurtured those unable to travel abroad and enabled middle-
class collecting of prints and reproductions.

Art became an important subject for deluxe collector’s
books as well as the popular press. Luxury volumes like
Earl Shinn’s Art Treasures of America, 1879, Shinn’s Mr.
Vanderbilt’s House and Collection, 1883-84, and Artistic
Housegs, 1883-84 (attributed to George Sheldon though his

name does not appear on the title page), testify to the
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burgeoning wealth of the Gilded Age and concomitantly
escalating number of collectors. These high profile
publications demonstrated that the pursuit and appreciation
of art, particularly European art, was an appropriate, even
educational, use of the leisure time more Americans were
enjoying. American newspapers joined the art press in
spreading news of the arrival of European art on these
shores and further popularized fashions in the taste.

The 1876 Philadelphia Centennial Exhibition presented
the greatest international exhibition of art ever seen in
this country. The huge art show enabled tens of thousands
of Americans to see for the first time work by many of the
most popular artists of Europe; with increased familiarity
came increased demand. In Philadelphia Americans also
encountered the first major domestic exhibition of Japanese
decorative arts that, together with Chinese decorative arts,
would increasingly take their place next to European and
American art in tasteful drawing rooms.

Nationalism and cosmopolitanism were expressed in the
market as preferences for art created by native or foreign
artists, respectively. However, rarely did one preference

work to the complete exclusion of the other. For example,
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Lillian Miller notes that early in the nineteenth century
works by John Singleton Copley, Gilbert Stuart, John
Trumbull, and Washington Allston--all classical in ambition
--hung beside the European old masters prevalent in most

° At the end of the century it would

American collections.’
have been difficult to find a private collection of American
art that had not at one point or another co-mingled native
art with work by contemporary European artists, particularly
those academics favored as teachers. Further, virtually no
American collection of either native or foreign art existed
outside of proximity to Chinese and Japanese art. Thomas B.
Clark, justly characterized by Barbara Weinberg as the late
nineteenth-century's “Foremost Patron of American Art,”
opened his Art House in the early 1890s to sell not only
American paintings but Greek vases and oriental and near
eastern decorative arts. William Macbeth's gallery
inaugurated in 1892 at 237 Fifth Avenue is often described
incorrectly as the first devoted to American art--as we will
see the American Art Gallery, if not an earlier establish-
ment, deserves this acclaim (Macbeth’s gallery might be

characterized more correctly as the first sustained gallery

devoted to American art). In any event, during his earliest
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years Macbeth featured alongside his American pieces works
by David Teniers, Jan Van Goyen, Jan Both, Nicholas Lancret,
and Francisco de Zurburan, among others.

Though a few collectors sought only American art, they
acted in the midst of a growing knowledge of the art of
Europe as well as the Near, Middle and Far East. The
prevailing ambition of American collectors was not for
American art, but to follow Choate's call to “convert
railroad shares and mining stocks . . . into the glorified

canvases of the world's masters” [emphasis added].

B. Salons, Art Shops, and Drawing Rooms

Examination of the physical attributes of exhibition
galleries and installations of works of art in commercial
spaces adds to our knowledge of the tastes of a given
period; similarities and differences between commercial,
institutional, and private displays of art; and relation-
ships between artists, dealers, their clients, and the
objects they market.?° Analysis of printed and photographic
views of commercial spaces helps establish the context in
which the works of art were displayed, appreciated, and

marketed. Reconstructing the wall colors, ceiling and floor
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textures, and arrangements of art objects gives very direct
evidence for understanding the tastes and aspirations of
both art sellers and clients.

My study finds three basic types of commercial art
spaces: the salon, the art shop, and the drawing room. The
salon disposes works of art in an exhibition setting that
evokes the institutional prestige and grandeur of European
academic exhibitions such as those sponsored by the French
government (Fig. 1) and the Royal Academy in London. 1In the
salon art is organized into formal exhibitions. Furniture
may provide rest as well as a place to read collateral
publications. The scale of the salon implies institutional
prestige and durability, and facilitates social activities
such as receptions, fund-raisers and auctions.

The street-front art shop is a retail enterprise that
utilizes windows to advertise the wares inside and induce
customers to enter (Figs. 2 and 9). Art shops encourage
window shopping and informal drop-in browsing of art.

Intimacy is the hallmark of the drawing room, which
offers the privacy of a domestic residence or artist's
studio. A more personal space, in the drawing room decora-

tive arts are often intermixed with fine arts so as to
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suggest that it is a commercial extension of the "amateur's
cabinet" of the seventeenth and eighteenth centuries (Fig.
13).

Purveyors of art are self-conscious in manipulating
this repertoire of stylistic types. On one hand, Winslow
Homer, valuing the opportunity for his work to been seen at
a distance by large numbers of people through the street
front windows of the Knoedler gallery wrote to Knoedler’s in
1907, “I prefer your show window for two days to any
exhibition in America (with another mans hanging) of twog
months.”* On the other hand, Lord Joseph Duveen, the great
modern master of the private “power-deal,” referred to those
of his colleagues who conducted their businesses in street-
front galleries as “mere shopkeepers.”

Hybrids abound. Many nineteenth-century art shops and
salons, like their successors today, housed drawing rooms to
pamper clients and offer solitude for contemplating an
acquisition. Indeed, the American Art Association will be
shown to be a remarkably successful fusion of a retail art

shop, a grand salon and a private drawing room.
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C. Ante-bellum Antecedents:
Michael Paff and Parker Clover

Michael Paff (?- 1838?) opened in 1812 one of the
earliest art galleries in America at 221 Broadway,
relocating in 1814 to 126 Broadway at the corner of Cedar
Street, opposite City Hall. His subscription-prospectus
reminded Knickerbockers that

AMERICA though young, claims the honor of having given

birth to several of the first Painters of age

WEST, and . . . TRUMBULL. Her pride however must be

not a little humbled at the recollection, that those

eminent Artists were not taught in their native
country. . . . It was beyond the Atlantic, that their
genius unfolded itself; that their minds were expanded;
and that their well earned fame was acquired. In their
native country, they experienced an inconvencience

(sic) incident to all American Artists . . . from the

great scarcity of paintings, particularly those of tue

most distinguished European masters.>’

Thus Paff sounded the theme reiterated a half century
later by John Jay and the founders of the Metropolitan
Museum of Art, that American art suffered from lack of
proximity to European art and would be nurtured by the
acquisition of significant works from abroad. Lillian
Miller demonstrates that early nineteenth-century Americans

believed the "knowledge of art and the development of Taste

began with the Old Masters." As examples she cites the
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advice of Joshua Reynolds, president of the Royal Academy in
London, and Samuel F. B. Morse, who became president of the
National Academy of Design in New York:

“Whoever has so far formed his taste, so as to be able

to relish and feel the beauties of the great masters

has gone a great way in his study," wrote Sir Joshua;
and Americans who had learned about art from Reynolds
agreed. "Taste is only acquired by a close study of
the 0ld Masters," wrote Morse in 1814, and therefore he
urged that "first-rate pictures... be introduced" into
the country. Without "large supplies" of "really good
specimens of European art, ancient or modern, "

Americans, it was generally believed, would never

produce good artists.?

Paff's inaugural catalog, one of the earliest published
in this country, numbers among 230 paintings three
Rembrandts and works attributed to Peter Paul Rubens,
Anthony Van Dyke, Tintoretto, Claude Lorraine, and Hans
Holbein, as well as canvases by a few contemporary painters
such as Thomas Sully, Thomas Birch, and Gilbert Stuart--an
inventory that perfectly reflects Reynolds's and Morse's
counsel.?® The educational value of Paff's commercial
initiative justified twenty-five cent admission fees, and
the prospectus announced that annual tickets would range in

price from $4 for a single subscriber to $10 for an entire

family.
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There was little distinction between Paff's personal
and commercial holdings. His contemporary, William Dunlap,
recorded that “Mr. Michael Paff has long possessed a
valuable collection, which varies with the sales and
purchases he makes; but he retains many that he justly
values beyond the price which every day purchasers can

s Dunlap further noted that Paff's collection of

give.”?
prints was equaled only by those of the architect Ithiel
Town and a John Allen.

Undoubtedly "“0Old Paff's” clients learned something of
the content, if not the forms, of the classical traditions
of painting from his inventory, but even in his day the
dealer was reputed to lack scruples. Philip Hone--art
collector, auctioneer, and New York City mayor--recalled at
his death:

(Paff] was the prince of pictures, statuary, medals,

and knick-knacks. His house was a perfect museum. He

bought, sold, exchanged, and jobbed pictures, and when
required repaired, varnished, and reframed them,
transforming many a dark mass of undefinable objects
into the sunlit landscape of Ruysdael or Poussin, and
recovering from the thick veil of antiquated varnish
the graceful forms of Correggio and the rich tints of

Guido [Reni].?®

Painter Robert W. Weir reminiscenced to William Dunlap

that he used to amuse himself by artificially aging his
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paintings by “nearly obliterating” them with dirt and then
showing them to a "“would-be connoisseur” who would often
declare it the work of an o0ld master. Once Weir interrupted
a colleague copying an “undoubted original of Annibal
Caracci” lent him by Paff, who claimed it had cost him $300
--a work Weir had created.?’
Luman Reed, (1785-1836), the great patron of Thomas
Cole and Asher B. Durand, started his collection around 1830
with old master paintings from Paff.?® For his 1867 Book of
Artists Henry Tuckerman reconstructed the German dealer's
pitch to Reed:
Ah, Mr. Reed," said he [Paff] . . . "der is a gem for
you, but I don't think I sell it to you. I was
cleaning a landscape I bought at auction, and I cleaned
one corner a leetle hard and I thought I saw something
underneath, and sure enough, some one has stolen an old
master in Italy, and painted a landscape over it to

prevent detection, and now I have him. I don't know,
but I think it is a Correggio. I sell him now for one

t'ousan' dollar. But come to-morrow." Well, he came
to-morrow, and the picture was all cleaned and
varnished, with a nice glass in front. "Ah, Mr. Reed,

I can't sell him for one t'ousan'; it is a fine
Vandyke, here is the original engraving of it; no doubt
about it. I must have five t'ousan' dollars for it."*®
John Durand's biography of Reed confirms that the New

York merchant “commenced his education as an amateur in a

practical way; his first lesson consisted of a course of
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'old masters' at the end of this he realized the
meretriciousness of counterfeit works, the hypocrisy and
knavery of picture-dealers and the delusion of those who
survived in darkness.”*’

Without knowing if Paff conducted his business out of
his home, described by Philip Hone as a “perfect museum,”31
it is impossible to determine whether his establishment was
an art shop accessible to a broad audience or a more private
drawing room.

At his death “0l1d Paff” left more than 1300 works that
Aaron Levy auctioned in two sales at Platt's Art Store, No.
6 Spruce Street, across from City Hall. Levy's catalog
offers the caveat that the attributions to many of the old
masters are those of Paff.’® The works returned to the
auction market from which Paff originally acquired many of
them, a market where differentiation between original,
replica, copy and forgery was all but impossible for more
than a handful of Americans. Indeed, artists like Morse who
had studied abroad would have been the best equipped to make
judgments of quality. Authentication was no easier for Paff

than Reed in the era before photography, scholarship, and

rapid communication enabled transmission across the Atlantic
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of images and the experience of connoisseurship. The
broadly-based shift in American interest to contemporary art
from both sides of the Atlantic during the 1840s represents,
among other ambitions, a collective thirst for authenticity
lacking in the market epitomized by “01d Paff.”

Thomas Bangs Thorpe (1815-1878) offered an opinion of

Paff in 1872:

The taste of the public, after the demand for family
likenesses was satisfied, was for the “old masters,”
whose works were at that time shipped to New York by
the thousands. The sales were conducted first by
Gourlay, and subsequently by Levy and Harrison, who had
their weekly auctions of an immense number of these
ancient canvases, most of large size, and representing,
with almost unvarying sameness, some religious or
mythological subject; and all, with few extraordinary
exceptions, most execrable daubs. This trade filled
the houses of our ambitious citizens with time-dried
and smoke-blackened "horrors," and furnished a
precarious livelihood to those once famous "restorers, "
Marsiglia, N.A., and “old Paff,” who had always on hand
more genuine Raphaels, Correggios, and Da Vincis, than
can now be found in all the churches and palaces of
Europe.*?

Thorpe reserved his nationalistic admiration for L.
Parker Clover, who opened in 1818 a “looking-glass and
picture-frame store” at 180 Fulton Street. At the age of 18
Thorpe was exhibiting at the American Academy in New York
City, so he certainly knew both Paff and Clover's establish-

ments. He writes: “[Clover's was a] modest three-story
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wooden structure. The ceilings were low, and there was
consequently very little opportunity for the display of the

4 Thorpe provided a wood engraving of

wares inside.”’
Clover's store (Fig. 2) showing a well dressed couple
exiting while a mother and daughter window shop from the
street.’’

In Clover's front window were displayed canvases and
engravings by his friends Colonel John Trumbull and Samuel
F. B. Morse as well as other notable works like Gilbert
Stuart Newton's Sleepy Lecture and Charles Robert Leslie's
Anne Page and Slender and Shallow, which Philip Hone brought
home from London. In 1830 John Quidor launched his career
in the window with paintings inspired by Washington Irving's
tales of Ichabod Crane and Rip Van Winkle. William Sidney
Mount premiered in Clover's window with A Man in Easy
Circumstances, 1832, which the agent acquired for $30 and
sold to Philadelphia collector Edward L. Carey for $100.°°
Through the window, Thrope reports, Luman Reed first saw the
work of Thomas Cole, with the result that Reed became Cole's
greatest patron. And through the shop passed important

European works such as an “undoubted” work by Raphael and a

portrait by Sir Joshua Reynolds.37
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Additionally, the art merchant mounted and framed
engravings for subscribers to Trumbull's Declaration of
Independence and other works, using prints as a vehicle into
a broader market. Clover also installed art exhibitions for
the American Academy of Fine Arts, including the collection
of Joseph Bonaparte, former King of Spain, then resident in
Bordentown, New Jersey. Thorpe opined that its display in
the mid-1820s had been perhaps the last time many citizens
saw “genuine” Murillos and Claudes.>’

Clover's establishment was a multipurpose art shop
where mirrors, frames, and works of art were sold, and a
center for lively conversation between artists and
collectors, but not, as far as we know, an art gallery for
viewing exhibitions. Nor, it appears, was he an agent for
any particular artist or a speculator assembling collections
for auction. He was personally involved with American
artists at a time when they were few. Thorpe enumerates the
principle portrait painters--Trumbull, Morse, John
Vanderlyn, John Wesley Jarvis, James Frothingham, Samuel
Waldo, Charles Ingham, and William Jewett--and notes that

there were in his view only four landscape painters at that
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time, only one of whom, Thomas Doughty, made a living from
his art.?

Considering what we know of Paff's and Clover's art
businesses, we may conclude that the prevailing taste for
the old masters must be associated, in part, with two
characteristics evident in the marketplace. First, the
quantity of the “immense number of ancient canvases” sold at
auctions compared to the dearth of work by contemporaneous
Americans made it easier to collect foreign art. Second,
the accessibility of old masters at auction was an advant-
age, while the dependence of American artists on studio
visits and word-of-mouth advertising was a liability.
Finally, to the extent that Thorpe’s report of the desire
for religious and mythological subjects is valid, the many
American artists painting portraits, landscape and genre
scenes were failing to satisfy market demand. It remains
unclear whether price affected the desirability of American

work.

D. American Art-Union
The demand for old masters gradually gave way to that

for contemporary art from Europe, and by the late 1840s a
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new market was well established. Harold Lancour's index to
art auction catalogs lists only eight publications for the
1830s, including two for the Paff estate sales; none are

titled “modern” or “contemporary.”‘’

Frequency of auctions
grew considerably during the 1840s, and at least eight of
forty-three catalogs from that decade include “modern” in
the title. But there were dozens if not hundreds of sales
each year without catalogs. For example, no catalogs can be
identified for the sales mentioned by Asher Durand in his
February 19, 1840 letter to Thomas Cole:
The times are dark. . . . Still there are plenty of
pictures in the City to see & to sell--Not less than
five or six hundred mostly modern French pictures have
lately been sold at auction & another sale of about
three hundred more will take place tomorrow--they go
off generally for a little more than they are worth--
that is from five to twenty dollars.™
In New York City just the previous year John Herring
had organized “The Apollo Association for the Promotion of
the Fine Arts in the United States.” Based on the model of
a comparable organization in Edinburgh, Scotland, Herring's
enterprise matured into the American Art-Union, which built
a remarkably successful nationwide network of subscribers

who paid five dollars each to receive their annual premiums

of one or more engravings, copies of the Bulletin and other
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publications, and a chance to win an original work of art.
During the late 1840s the Union was attracting more than
half a million visitors a year to its gallery at 497
Broadway, near Broome Street. At its peak around 1849 gross
receipts reached $100,000 in a single year from almost
19,000 subscribers who won 460 works of art through the
lottery. Given its influence in nurturing the demand for
American art, the Art-Union is immensely attractive to
historians of American art, and its story has been
thoroughly documented.*?

Though the American Art-Union functioned as a “non-
profit” organization while the American Art Association
operated half a century later as a commercial endeavor, they
share much common ground. Most fundamentally, both
vigorously asserted the American belief that the arts are
justified by their educational value. As an educational
institution the American Art-Union developed “Taste” that
expressed classical learning and standards, constituted an
essential resource for building an “American” culture that
included the visual arts, and promoted social intercourse

and harmony.
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These ambitions are visualized in Samuel Wallin's 1849
woodcut view of the Art-Union Gallery that the association
published in its May 1849 Bulletin (Fig. 3). Here we are
plunged into a crowded salon of pictures, one of the Union's
two exhibition halls that totaled over 5,000 square feet.
The Gallery appears as a lively center for social
interaction. Men and women are seen singly and paired in
various states of rapt contemplation, lively conversation,
close examination of art, and study of catalogs. Numerous
children are present, including a girl on the right that
directs the attention of her father and a friend to an image
of interest. As we shall see, thirty-five years later the
American Art Association will be depicted similarly, with
the same repertoire of characters--men, women, and children
--engaged in the same actions--conversing, studying
publications, and contemplating art.*?

In 1850 the galleries became the most fashionable in
the country when an arabesque design was painted on the
wooden ceiling, perhaps in imitation of the baroque splendor
of European galons (cf. Fig. 1). And the new floor,

described by the New-York Courier and Enquirer, was state of

the art as compared to European standards:

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



38

In the larger gallery has been laid a new . . . floor

of short and narrow pieces of Georgia pine, laid

herring-bone wise. The extreme edge is bordered with a

darker wood, in which the pine is again inserted: the

effect is very fine, and the advantages secured in
cleanliness and economy very material. The carpets
formerly used collected dust, which was continually
scattered through the rooms, to the great detriment of
the pictures and their frames. Picture galleries in

Europe are rarely or never carpeted, but have bare

floors of ornamental or painted wood. That of the

Louvre is quite similar to the new one in the Art-Union

Gallery.*

Rachel Klein argues that in creating such a luxurious
setting the Art-Union was, in effect, following “the example
of Barnum’s museum by tempting spectators with lavish
display that extended out to the street.”*® Though the
American Art Association never established a presence on the
street (its facilities were accessed from the street up a
staircase), its handsomest galleries were clearly designed
to compete for admission-paying customers.

Another shared characteristic between the two organiza-
tions is the development of a national network of interest
in the arts. Mary Cowdrey's annotated bibliography of Art-
Union publications demonstraces that it was the most pro-
lific publisher of art materials of its or any preceding

. . . 46 . . .
generation in America. This was an essential vehicle not

only for fulfilling its educational purpose but also for
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publicizing its activities across the country. Later, by
the 1880s, civic associations in most major Eastern and mid-
Western cities organized mechanics fairs and industrial
expositions that often included art displays. The AAA
established national prominence initially as the greatest
single lender to these shows and as an organizer of travel-
ing exhibitions at a time when many organizations lacked the
capital necessary to circulate exhibitions.’

Miller notes that when the Art-Union was founded the
National Academy of Design and American Academy of Fine Arts
were the only arts institutions in New York City.*® Though
by the mid-1880s there were a dozen or more art associations
and gentlemen's clubs in New York City that organized exhi-
bitions, the Metropolitan Museum of Art, founded in 1870,
was the only new public arts institution, and it offered
little to those outside the metropolitan region. Freedom
from civic affiliation coupled with civic scale enabled both
the Art-Union and American Art Association to interest citi-
zens outside New York in art and issues that transcended the
parochial interests of regional museums and associations.

Miller reminds us that the Art-Union during its early

years as the Apollo Association started by exhibiting
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European old master paintings--reflecting early-century
taste for classical learning. By the mid-1840s public
patronage and broad-based distribution of American art
became its raison d'étre. The American Art Association's
Prize Fund Exhibitions of 1885 to 1889 are direct descend-
ants of this concept, modified by narrowing the patronage to
the top echelon of collectors and channeling the distribu-
tion of prizes to art museums and clubs presumably collect-
ing on behalf of the public. On the other hand, though the
AAA initially positioned itself as exclusively promoting
American art, it quickly expanded its agenda to embrace
contemporary and old master European art.

Citing the impressive figures attained by the Art-
Union--some 3 million are reported to have seen about 5,000
works of art exhibited during the organization's 1l3-year
life--Charles Baker, writing in the era before “blockbuster”
exhibitions, asserted that “the Art-Union galleries elicited
a keener interest among a greater proportion of the popula-
tion than has any other museum or gallery of art over an
equal period at any time before or since, anywhere in
America.”*’ During the 1880s and 1890s the AAA exhibited

more paintings than any other commercial or non-profit
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organization in the country; though difficult to estimate,
it certainly displayed 3,000 to 4,000 works of art each year
during the 1890s, and its attendance undoubtedly ranked
among the highest of arts institutions in the country.

Baker has analyzed the prices the Art-Union paid
American artists for almost 2,500 works over the organiza-
.tion's 13-year history.50 The average price paid to the 300
or so artists is around $90, with low prices in the $15-$35
range, suggesting that American art was somewhat more
expensive than the hundreds of cheap contemporary French
pictures that sold for $5-$20 according to Durand. In
contrast, in 1849 the Union managers paid the considerable
sum of $1,500 to Henry Peters Gray for The Wages of War,
1848 (it is visible over the door in Frank Waller's painting

1 The price approaches those paid

of the Museum, Fig. 26).
for works by the most popular contemporary European
painters. For example, in 1859 Goupil auctioned The Mother
by Eugéne Verboeckhoven for $2,200 and Franc¢ois Winter-
halter’s Florinde for $3,100. Meanwhile, in the same sale,
American works (undoubtedly many of which were sketches or

smaller in size) went for less than $100, while works by

Frederic Church and John Casilear went for $510.52

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



42

Declaration in 1852 that the American Art-Union was an
illegal lottery compelled the public auction of the collec-
tion assembled for distribution to members the previous
year. Over the course of the three-day sale, December 15-
17, 1852, 126 buyers paid a total of $35,743 for 198
paintings that had originally cost the Union $38,127.°° The
variance of less than 7% from original price suggests that
the auction market was closely synchronized with studio
prices. George Daniels paid the auction-high $1,300 for
Church's New England Scenery, acquired the previous year by
the Art-Union for $500.

The organization mounted two more auctions in 1852 and
1853 in an attempt to maintain viability as a venue for

* However, lack of capital from

exhibitions and auctions.’
membership and localization to the New York market doomed
its efforts at revitalization. The pictures remaining in
its possession were donated to the New York Gallery of the
Fine Arts, where they joined the collection of Luman Reed;

both were eventually transferred to the New-York Historical

Society.
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E. Disseldorf Gallery and Cosmopolitan Art Association

So successful was the American Art-Union in fomenting
interest in art that at least another half-dozen “educa-
tional” lotteries appeared during the 1850s in Cincinnati,
Philadelphia, Boston, New Jersey, and Chicago. Perhaps the
most memorable was the Cosmopolitan Art Association, founded
in 1854 at Sandusky, Ohio. Phenomenal financial success
enabled its purchase for $180,000 in 1857 of the entire
inventory of New York's Disseldorf Gallery of contemporary
German paintings.>

The Disseldorf Gallery was the creation of wine
merchant John Godfrey Boker (d. 1860). A German émigré who
had lived in New York since 1925, Boker was posted as
American consul to Remscheid, Germany--his birthplace--
Disseldorf and Basel during the 1820s and 30s. Possibly
concerned about the fate of a collection of paintings by
Disseldorf artists of anti-Prussian views after the failed
German revolution of 1848, Boker brought the entire
collection to New York. In 1849 he opened his gallery on
the second floor of the Divine Unity Church at 548 Broadway

6

(Fig. 4).°°® Boker replaced works that were sold with new

arrivals from Germany. Lois Fink suggests that the nature
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of the collection “encouraged the tendency of the public to
consider Disseldorf paintings as a corporate body of works,
whereas French paintings became identified with individual
French artists.”>” 1In 1851 Boker premiered a “blockbuster,”
Carl Friedrich Lessing's twelve by eighteen foot painting
The Martyrdom of Huss, 1850, for which the dealer had paid
an extraordinary $7,500 before it was completed. The huge
canvas 1is seen on the rear wall of the gallery (Fig. 5).
The design and scale of this exhibition salon, with its
central skylights and cove ceiling, is comparable to that of
the American Art-Union.

Hiram Power's Greek Slave, 1843, was the most famous
object displayed at the Disseldorf Gallery by the Cosmopol-
itan Art Association. Having raffled the marble in 1855,
the Association repurchased it at an 1857 auction for $6,000
before a crowd of five thousand, an indication of the extent
to which the display and acquisition of art had become a
spectator sport (Fig. 6).

As compared to the images popularized by the American
Art-Union, the Greek Slave is an essay in a cosmopolitan,
Orientalist formula.>® The sculpture is a stylistic and

cultural contrast to native landscapes like Frederic
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