Birnbaum, Martin

Bender, Albert M.
Birth: year/place 1866/Dublin, Ireland
Died: year/place 1941/San Francisco, CA, USA
Specialization Asian art; 20th-c. art

History Born in Dublin, Ireland, in 1866, Albert Maurice Bender was a Jewish insurance
broker, art collector, and philanthropist, who
died in San Francisco, California, in 1941, having emigrated there at the age of fifteen.
Bender was one of five children born to
Rabbi Philip Bender and his wife Augusta,
both of whom had previously emigrated from
Germany to Dublin. Although the family was
Jewish, Philip ran a multi-faith private school
for boys in Dublin, but by 1879 moved to Hastings, England, to take a new rabbinate and
start another school. Albert Bender's appreciation of his Irish roots, however, always remained with him, despite the fact that he left
Ireland for good when he immigrated to California with an uncle in 1881. Once established
in San Francisco as an insurance broker, Bender began to dedicate much of his time to art
collecting, receiving advice from local dealers
regarding purchases of Asian art. Additionally, he was a supporter of contemporary artists,
notably Diego Rivera, husband of Frida Kahlo,
among others.
Bender's greatest contribution to the British art world came between 1931 and 1941,
when he donated 260 Asian art objects from
his collection to the National Museum of Ireland in honor of his mother. This bequest included rare Tibetan-Chinese t'angka paintings, a tapestry depicting the legendary
Chinese “One Hundred Boys” dating from the
18th c., and an extensive collection of Japanese
woodblock prints.
Evidence suggests that Bender had considered gifting his art to his Irish birthplace for
some time, writing to the then director of the
museum Adolf Mahr stating: “Mr Dear Mahr:
I am writing you at the suggestion of my friend
… regarding the project of my presenting to
the museum twenty-one Tibetan pictures, in
the name of my dear mother. Today I entertained at my house one of the ex-directors of
the Louvre, who was so interested in the pictures that he asked me to present them to that
institution [the Louvre]. I explained to him
that I felt they should first be offered to my native city.”
Bender's decision to bequeath a significant
amount of his art collection to Dublin, instead
of such a highly-respected insitution such as
the Louvre, confirms the impact that Dublin

had on his formative years and later life, as an
Irish Jew in the United States. The National
Museum's acceptance of the gift is also interesting, not only due to the fact that since Irish
Independence they had developed an Irishcentered collections policy, but also because
the director of the museum at this time, Adolf
Mahr, was a known Austrian Nazi sympathiser. This suggests that the Jewish community
had an influential position in Ireland, and due
to Bender's international success and endorsement by the Louvre, his donation was not opportunity which Mahr could decline. Furthermore, such an international bequest paved the
way for future donations from similar patrons,
the most famous of which was the Chester Beatty Library and art collections, which were
donated in 1950.
Upon his death in 1941, Bender was a fellow of the Royal Society of Antiquaries of Ireland; a trustee of Mills College, California; a
director of the San Francisco Art Association,
Opera Association, and Symphony Orchestra;
a commissioner of the San Francisco Public
Library; and had received honorary degrees
from Mills College and the University of California at Berkeley. An exhibition entitled A
Dubliner's Collection of Asian Art – The Albert Bender Exhibition ran from Nov. to Mar.
2009, and a selection of his art collection continues to be shown on permanent display at
the National Museum of Ireland, Dublin.

Archival situation Albert M. Bender Papers,
1920–1941, Online Archive of California, F. W.
Olin Library, Mills College.
Bender Collection Files, AI/108/009-012,
Bender Collection, Art & Industrial Division
Archive, National Museum of Ireland.
Secondary sources
Byington, Lewis Francis. History of San Francisco,
vols. 1–3. Chicago: S. J. Clarke Publishing Co.,
1931: 47–49.
Rosenbaum, Fred. Cosmopolitans: A social and
cultural history of the Jews of the San Francisco Bay Area. Berkeley: University of California
Press, 2009, 263–65.
Whitty, Audrey. "Irish Arts Review Albert Bender:
A Dubliner's Collection of Asian Art." Irish
Arts Review 25, no. 4 (Winter 2008): 118–21.
Whitty, Audrey. "The Albert M. Bender Collection
of Asian Art in the National Museum of Ireland." In Ireland Looking East, ed. Christophe
Gillissen, 75–88. Brussels: Peter Lang, 2010.
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Birnbaum, Martin
Birth: year/place 1878/Hungary
Died: year/place 1979/Laren, New York, NY, USA
Address Independent agent after 1926
Previous/other addresses Berlin Photographic
Company (publisher, with a New York gallery
1910–34), 305 Madison Avenue, New York, NY,
USA, 1910-16; Scott and Fowles, 667, 590 5th
Ave., New York, NY, USA, 1916–ca. 1926
Specialization 19th-c. and early 20th-c. European and American art; painting, graphic art
and sculpture

Biography Birnbaum was trained as a lawyer, was a virtuoso violinist, amateur photographer, playwright, and travel writer. He spoke
French and German fluently. While working
for the Berlin Photographic Company, he
was a dealer and manager of the New York
City office, created exhibitions, and published
catalogs. For Scott & Fowles, he was a partner and exhibition curator; assisted patrons,
collectors and artists; and published exhibition catalogs. What Birnbaum brought to
art dealing was a scholarly approach. He was
the first to show many modern artists in the
United States (e.g., Paul Klee, Edvard Munch,
Aubrey Beardsley, Oskar Kokoschka, Lyonel
Feininger, James Ensor, Paul Manship, Julies
Pascin, and Wilhelm Lehmbruck), and wrote
catalogs on painting, sculpture and graphic
art for the exhibitions. He promoted many
artists' careers, including Loïs Mailou Jones,
Eastern European graphic artists, John Singer
Sargent, Augustus John, and Elie Nadelman.
His exhibitions traveled throughout the United States in his attempt to support collectors
and educate the public in Chicago, Cincinnati,
Cleveland, and Buffalo. He gained an international reputation: in 1934 he became the
commissioner of the Venice Biennial's U.S.
Pavilion, and in 1936 the Italian government
invited him to organize an international exhibit in Venice of nineteenth-century artists'
portraits. Birnbaum was committed to a philanthropic collecting ideal—which he shared
with U.S. collectors—that private collections
belonged in the public sphere. He assisted collectors linked to public institutions, including
Grenville Winthrop and the Fogg Museum;
Eliza Radeke, president of the Rhode Island
School of Design; Henry McIlhenny and William Donner and the Philadelphia Museum of
Art; Bertrand Arkell and the Arkell Museum;
Thomas Cochran and the Phillips Academy
Museum (now the Addison Gallery of American Art); and Charles and Anna Sinton Taft
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Design (where he donated 32 graphic works),
the Rhode Island School of Design, the Philadelphia Museum of Art. Birnbaum preferred
the secondary market, often buying directly from owners, but he also purchased items
from auction houses and dealers, such as Knoedler, Colnaghi, Seligman, Tooth, and Goupil.
He had a vast network of people in Europe to
help him find works and owners, from agents
working for other dealers, to seamstresses and
servants who provided information on owners' whereabouts. His career was successful,
allowing him to travel around the world and
collect African and Asian art on his own initiative in his later years.

Fig. 1 Martin Birnbaum, The Last Romantic (New
York: Twayne Publishers, 1960), frontispiece.

and the Cincinnati Art Museum. He worked
with museum directors in Cleveland, Chicago,
Boston, Cambridge, New York, Philadelphia,
and Cincinnati to purchase works by major
artists, such as Théodore Géricault, Édouard
Manet, Edgar Degas, James Whistler, John
Marin, Charles Demuth, Georgia O'Keeffe,
G. F. Watts, William Holman Hunt, Théodore Chassériau, Pierre-Paul Prud'hon, and
Charles-Albert Despiau. This public commitment persuaded many Europeans to sell him
their precious family heirlooms, in the hopes
that their artists, once placed in the United
States, would gain an international reputation.
Birnbaum helped shape an emerging United
States modernist culture through writings,
dealing, collecting, and influencing museums.
Birnbaum and Winthrop sought artists who
were hitherto uncollected, including Sargent,
Mary Cassatt, Whistler, John Audubon, and
Winslow Homer. Birnbaum secured paintings
and drawings by Jean-Auguste-Dominique
Ingres and Jacques-Louis David (including
David's sketchbooks). Birnbaum and Winthrop believed that these artists and the medium of drawing—rarely collected in the United
States—would transform U.S. art production, reception, and taste. For Winthrop, he
purchased Ingres's Raphael and the Fornarina,
Madame Frédéric Reiset, Odalisque with Slave, and Self-Portrait.
In retirement, he was a donor and board
member for the Metropolitan Museum of Art,
and a donor to the Cooper Hewitt School of

Archival situation The Archives of American Art, Smithsonian Institution, Washington, DC, USA, hold the Martin Birnbaum
Correspondence; business materials, legal
documents, writings, printed material, notebook, photographs and tape recordings; the
Berlin Photographic Company exhibition catalogs, 1915–17; and the William G. Bowdoin
Letters, 1917–22 (he was art critic at the New
York Evening World). Penn State University
holds Martin Birnbaum's letters to Stanley
Weintraub, 1962–63. The Harvard Art Museum Archives hold the Papers of Grenville
L Winthrop, 1885–1943; Archives of the Fogg
Art Museum, 1895–1985, including correspondence of former Museum directors; the Paul
J. Sachs papers (Associate director, Fogg Art
Museum); and the Papers of Edward Waldo
Forbes, 1956–1971 (Director, Fogg Art Museum). At Yale University are the William
Adams Delano papers, 1902–60, 1939–60
(Delano was an architect, taught at Columbia University, 1903–10). At the Cleveland Art
Museum, the Records of the Director's Office
include the Frederic Allen Whiting Archive,
1913–30. The Metropolitan Museum of Art
holds relevant material in the Joseph Breck
(director) Archives, Box 5, Folder 9, letters. At
the Arkell Museum Archives are letters about
the Gilbert Stuart portrait of George Washington. At the Taft Museum Archives are records
on 10 paintings purchased from Scott and
Fowles when Birnbaum worked there. The Art
Institute of Chicago holds papers of Robert
Harshe, Director, 1921–38. The Henry McIlhenny Papers are located at the Philadelphia
Museum of Art.
Primary sources
Contributions to American Art News, 1913–14.
Over 25 exhibition catalogs, beginning 1910.

Secondary sources
Rather, Susan. Archaism, Modernism. and the Art
of Paul Manship. Austin: University of Texas
Press, 1992, pp. 30, 105, 116, 127, 16–70, 211 n. 14,
216-17 n. 91.
Sherwood, Ruth. The Story of Albin Polášek. Chicago: Ralph Fletcher Seymour, 1954, p. 254.
Walker, Andrew J. Critic, Curator, Collector:
Christian Brinton and the Exhibition of National Modernism in America, 1910–1945. PhD
diss, University of Pennsylvania, 1999.
Wolohojian, Stephen. A Private Passion: 19th century Paintings and Drawings from the Grenville L. Winthrop Collection, Harvard University.
New York and New Haven: Metropolitan Museum of Art and Yale University Press, 2003.

Julie Codell

Galerie Arkade
Other names: Klaus Werner
Founding year 1973
Closed 1981
Address Straußberger Platz 4 (at Karl-MarxAllee), Berlin, GDR
Specialization contemporary art; German art

History Galerie Arkade was an official forum
for contemporary art in the German Democratic Republic that brought recognition to young
emerging artists and older controversial artists, such as Michael Morgener and Hermann
Glockner. Its name referred to the arcades on
Strausburg Platz, where it was located.
In Mar. 1973, Klaus Werner assumed leadership of the Association of Fine Artists Berlin
(Berliner Genossenschaft Bildender Künstler)
and founded Galerie Arkade that same year
with the support of the Association's executive board. Under a directive of the Ministry
of Culture, in 1975 the GDR's State Art Trade
(Staatlichen Kunsthandel der DDR) took over
the Association of Fine Artists in Berlin, as
well as in Leipzig, Karl-Marx-Stadt (Chemnitz), Dresden, and Weimar. They appointed
Werner director of Galerie Arkade on 1 July
1975 and designated it as a facility of the Association of Fine Artists in Berlin (Einrichtung
der Berliner Genossenschaft Bildender Künstler). Werner ran the gallery for eight years,
from 1973 to 1981.
Werner had excellent qualifications for
the position of director. He was an art historian with experience in financing art collectives. He had joined the East German Socialist
Unity Party (SED) out of his conviction and
the hope that he could do something positive

P i pp y H o u l d s w o r t h G a l l e r y

for the arts. Above all, the artists who sat on
the executive board of the Association of Fine
Artists in Berlin, including Robert Rehfeld,
Hanfried Schulz, and René Graetz, knew that
Werner stood for a non-doctrinaire cultural
policy and that he was someone they could
work with.
Werner's unorthodox vision encompassed
both his efforts to present and promote contemporary art at the gallery from an ideologically critical, yet aesthetically progressive
viewpoint, as well as the positive structural
changes he introduced to enable artists to be
socially effective and financially solvent. His
pioneering work contributed to the opening of
the state's cultural policy to artistic willfullness
(Eigensinn).
Sincerely interested in improving artists'
conditions from within the art market, Werner
found himself repeatedly fired from the various jobs that he held in the Ministry of Culture due his support of non-conformist artists,
such as Harald Metzkes, Robert Rehfeld, and
Helmut Diehl. He found work outside of the
capital at the Council for the district of Neubrandenburg's department of Fine Arts, where
in 1969 he helped to successfully establish the
financially independent Center for the Fine
Arts Neubrandenburg (VEB Zentrum Bildende Kunst Neubrandenburg) as a gallery
and workshop. Artists finally had the opportunity to produce and sell their own work.
Werner returned to Berlin in 1971 and
worked at the Arts and Crafts Shop of the
Association of Fine Artists in Berlin (Kunstgewerbegeschäft der Genossenschaft Bildender Künstler Berlin) at Strausburg Platz 3.
Once the space next door to the shop became
vacant, Werner founded a gallery at Strausburg Platz 4 on 12 Nov. 1973, which became
Galerie Arkade.
As gallery director, Werner understood his
role to be a supportive friend and benefactor
of the artists, yet to remain attentive to collectors and art lovers (the public). He organized
67 exhibitions and a host of unconventional programs, all of which caused a sensation
among artists, collectors, and the public, while
stirring the concerns of the Stasi (Staatssicherheitsdienst, the state secret police). Werner
dared to promote West German artists, such
as Klaus Staeck in 1976, and non-conformist
art forms, such as actionism and performance
art. Gregor-Torsten Kociks's action The Black
Breakfast (Das Schwarze Frühstück) was the
first performance by a GDR artist. It took place
in the gallery's display window on the occa-

sion of Kociks's exhibition opening at Galerie
Arkade on 6 July 1979.
Werner consciously documented exhibitions as well as his artists' oeuvres. He concomitantly published catalogues raisonnés,
graphic editions (e.g., the graphic work of
Dieter Goltzsche), portfolios, and catalogs
on thematic exhibitions (e.g., Sehen & Sammeln) to create a small compendium on art in
the GDR. The small format of the catalogs was
the result of his limited financial resources and
available printing options. The print run of a
100 catalogs, plus the printed editions of authored graphics, added to the catalogs' exclusivity, which was expressed less in their price
than in their rarity. Even the exhibition posters had artistic value for Werner, as they not
only promoted exhibitions, but they also readily displayed an overview of the gallery's exhibition program or were even auctioned. The
idea behind his documentation was to sell and
collect art for small prices.
At the core of the gallery's unconventional programming, which included lectures
on the international art scene given by Werner himself, actions, and organized study and
field trips, were the nine Pleinairs. The Pleinairs aimed to provide a safe space for artists
to try out new forms of art production, such
as installation, performance, and video. They
were private initiatives that Werner organized
in collaboration with Galerie Oben in KarlMarx-Stadt (Chemnitz) and the artists of the
Clara Mosch group.
All the Pleinairs were under permanent
observation by the Stasi and its unofficial informants, poet Sascha Anderson and photographer Ralf-Rainer Wasse. Werner had these
actions documented with video and photographic cameras provided by contacts in the
Permanent Representation of the Federal Republic of Germany (Ständige Vertretung der
BRD) in the GDR. The state dealt with Werner very harshly because of these "illegally"
procured cameras and his disregard of certain
protocols in regard to the Leussow Pleinair.
Although Werner was invited to emigrate to
West Germany, he declined. In 1981, Werner
was summarily fired, released into "freelance
employment," and banned from SED membership. Galerie Arkade closed on 31 Dec. 1981.
After his dismissal, Werner continued to
live in Leipzig. In 1991, he founded the Gallery
for Contemporary Art (Galerie für zeitgenössische Kunst), which he directed from 1998
to 2000. In 2000, he became a professor and
rector at the University of Graphics and Art
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(Hochschule für Grafik und Buchkunst). Since
2006, Werner's papers have been archived at
the Akademie der Künste in Berlin. Werner
died in Jan. 2010.

Archival situation Klaus-Werner-Archiv,
Archiv der Akademie der Künste, Berlin, Germany.
Secondary sources
"Die Galerie Arkade." Bundeszentrale für politische Bildung (bpb). http://www.bpb.de/geschichte/deutsche-geschichte/autonome-kunstin-der-ddr/55802/galerie-arkade.
Fiedler, Yvonne. Kunst im Korridor: Private Galerien in der DDR zwischen Autonomie und Illegalität. Berlin: Ch. Links Verlag, 2013.
Gillen, Eckhart and Rainer Haarmann, ed. Kunst in
der DDR. Bonn: Verlag Kiepenheuer & Wirth,
1990.
Mesch, Claudia. Modern Art at the Berlin Wall:
Demarcating Culture in the Cold War Germanys. New York: Tauris Academic Studies, 2008.
Weißbach, Angelika. Frühstück im Freien—Freiräume im offiziellen kunstbetrieb der DDR: Die
Ausstellungen und Aktonen im Leonhardi-Museum in Dresden 1963-1990. Berlin: HumboldtUniversität zu Berlin, 2009.

Cristina Cuevas-Wolf

Pippy Houldsworth Gallery
Other names Houldsworth and Co.; Houldsworth Fine Art Ltd.
Founding year 1988
Address 6 Heddon St., Mayfair, London W1B
4BT, UK
Previous addresses Houldsworth, 34 Cork St.,
London, UK, 1999–2005; Houldsworth Gallery, 50 Pall Mall Deposit, London, UK; 124-128
Barlby Rd., London, UK, 2005–11
Principal protagonists Pippy Houldsworth,
founder, owner
Specialization contemporary art; emerging
and mid-career artists

History Pippy Houldsworth began representing artists from her home in 1988. Houldsworth graduated from Oxford Brookes University with a degree in art history and then
went to Paris to study at the Sorbonne. Before
starting out on her own, Houldsworth had
worked at ▶ [COUNTRY] Waddington Galleries, London and the New Art Centre, Roche
Court. As Houldsworth came from Scotland
and had visited artists' studios in Aberdeen,
Dundee, Edinburgh, and Glasgow, the art-
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S econdary sources
"National: Artist Ai Weiwei Makes a Point with
His Latest Work. (Guardian Home Pages)." The
Guardian, 28 Apr. 2012.
Elmhirst, Sophie. "His and Hers." New Statesman
141, no. 5098 (2012): 12.
Gerlis, Melanie. "Welsh Heiress on the Block." Financial Times, 28 Jan. 2017.
Reyburn, Scott. "Emerging Art Cools Down: In
Uncertain Economy, Buyers Begin to Shift
Away from Young Artists." International New
York Times, 7 Sep. 2015.
Sullivan, Robert. "Earth, Spin, And Fire." Vogue
205, no. 9 (2015): n/a.

Naylan Bağcıoğlu

Fig. 2 Pippy Houldsworth Gallery, Luke Diiorio, Sunset Park, 2015, solo exhibition, installation view.

ists she represented in these early years were
mainly Scottish. Around this time, she sold
works by the young Scottish artist Cameron
Galt, who came from the same generation as
Allison Watt and Jenny Saville, to ▶ [COUNTRY]
Charles Saatchi.
During the six years that the Pippy Houldsworth Gallery was housed at Pall Mall Deposit in West London, its focus was more on
the artists and their particular approaches to
art practice, than on producing exhibitions.
During these years, Houldsworth instead produced smaller-scale exhibitions. However, attracting visitors was difficult because its location was too far off the beaten track.
Towards the end of the 1990s, focusing on
their program became a more important goal,
and Houldsworth decided to move the gallery back to London's West End. In 2011, after
searching for the right location for a few years,
the gallery moved to a first-floor location on
Heddon St. Being on the first floor was a calculated decision, as Houldsworth preferred
the reserved nature of a non-street-level space,
which provided fertile ground for more intimate and focused discussions and engagement
with the works on show. In their new location,
the gallery gained momentum, and grew both
in terms of its reach and its roster of artists.
Another impetus for this expansion was
Mary Kelly, who the gallery began to represent
in 2012. Following Kelly, the gallery's focus immediately moved towards women artists and
influential work from the 1970s, and Houldsworth started to collaborate with artists such
as Martha Rosler, Carrie Mae Weems, and Su-

san Hiller on special projects. In tandem with
their growing focus on women artists, younger
artists became an integral force for the gallery.
The gallery also has a wide range of male artists in its roster.
The juxtaposition of older-generation artists—spearheaded by women artists from the
1970s—with very young talent is a continuous
focus of the gallery's program (Helen Frankenthaler and Aimée Parrott, Soaked, Not
Resting, 2015; 5 Years at Heddon Street, 2016–
17). The generational crossover, as well as the
relationships forged between older and younger artists, are two of the gallery's identifying attributes.
Houldsworth Gallery frequently collaborates with museums both locally and internationally, and often sells works to public institutions. The gallery has a loyal collector base, 70
percent of which is comprised of U.S. collectors. Houldsworth participates in three to four
art fairs per year, and produces special presentations for each (Luke Diiorio for Art Basel
Hong Kong in 2016; Mary Kelly for Frieze New
York in 2016; The Bruce High Quality Foundation, Ayan Farah, Rachel Goodyear, and Stefanie Heinze for the Armory Show in 2017).

Archival situation The archive is partly digital, partly in the form of stills that are kept in
storage and in the gallery.
Primary sources
Houldsworth, Pippy and Jonathan Horrocks. Interview with Neylan Bagcioglu, Pippy Houldsworth Gallery, London, 11 Jan. 2017.

Galerie Vollard
Founding year 1892
Year closed 1939
Address 28 rue de Martignac, Paris, France,
19201 – 139; also Vollard‘s residence
Other addresses 15, rue des Apennins, Paris,
France, 1892 – 93; 37, rue Laffitte, Paris, France,
1893 – 95; 39, rue Laffitte Paris, France, 1895 – 96;
6, rue Laffitte, Paris, France, 1896 – 1918?; 28,
rue de Grammont, Paris, France (address of
Editions Vollard in 1918 – 19; also Vollard‘s residence ca. 1906 – ca. 1929)
Principal protagonists Ambroise Vollard
(1866 – 1939), founder, owner
Specialization impressionism; post-impressionism; early 20th-c. painting; sculpture;
drawings and prints; artists‘ books

History Ambroise Vollard (b. 3 July 1866,
Saint-Denis de La Réunion, Fig.1), the first
child of a notary, was sent to Montpellier in
1885 to study law. In 1887 he went to Paris
to continue his curriculum there, obtaining
a first diploma in 1888. In 1891 he applied to
work at the ▶ Galerie Georges Petit where he
was turned down because he spoke no foreign
languages (Vollard 1936, 33). He was hired
soon after by Alphonse Dumas before establishing his own business in 1892, the same year
he abandoned his studies of law.
From the start Vollard championed avantgarde artists whose work he presented in both
monographic and group exhibitions, working
with a rapidly growing stock. In his first space
on the sixth floor of 15 rue des Appenins in the
17th arrondissement, Vollard showed works by
Armand Guillaumin, P
 ierre-Auguste Renoir
and Gustave Caillebotte. From Sep. 1893 until Apr. 1895 he rented a small gallery at 37 rue
Laffitte, the street harboring the city’s progres-

Galerie Vollard

sive art trade, where he showed works by Paul
Gauguin, Odilon Redon, and Alfred Sisley,
among others. At that time he also frequented the shop of Julien (“Père”) Tanguy where he
discovered Cézanne.
Vollard soon attracted the attention of collectors such as Charles Loeser and Georges Viau who warmly recommended him to
friends and artists. In a letter to his son from
21 Jan. 1894, Camille Pissarro wrote: “I believe
this little dealer will succeed, he likes only
works from our school of painting or those
that exhibit similar talent. He is very enthusiastic and knows his job. He is already beginning to attract the attention of certain collectors […]” (Rewald 1980, 227).
A defining early move in 1894 was the purchase (in several transactions) of drawings
and oil sketches from the widow of Edouard
Manet, which Vollard showed in an exhibition held in Nov.–Dec. 1894. The exhibition
brought several outstanding artists to his gallery, some of whom bought works (or procured them in exchange for their own work),
among them Edgar Degas, Paul Gauguin,
Claude Monet, Camille Pissarro and PierreAuguste Renoir. The Manet show was soon
followed by an exhibition of works by Vincent
van Gogh (June 1895) and, six months later,
by Vollard’s first exhibition of over 100 works
by Cézanne, a show which further strengthened his rapidly growing reputation. Vollard
hung the Cézanne paintings unframed, a decision dictated not by pure economic considerations, but rather indicative of his readiness
to shrug off conventions. The Cézanne exhibition not only reinforced Vollard’s contacts
with artists—some of whom again bought or
exchanged objects for their own work—but
also brought him prominent collectors such as
Isaac de Camondo, Gustave Geffroy, Auguste
Pellerin, Georges Viau, and others.
In June 1896 Vollard inaugurated his new
space at 6 rue Laffitte that included a mezzanine and the soon legendary cellar, a humid
windowless basement where Vollard hosted
meals for artists, friends and clients until 1913
(Apollinaire 1913; Fig. 2). The gallery was inaugurated with an exhibition of prints entitled Les
Peintres-Graveurs (The Painter-Printmakers), a
remarkably traditional title familiar from the
connoisseurship of old master prints. For the
show Vollard commissioned a poster from
Pierre Bonnard (Fig. 3) and produced an album of contemporary prints (edition of 100,
priced at 150 French francs [FF]). Commenting
on the show, Camille Pissarro wrote: “This Cre-

ole is amazing; he wheels from one thing to another with startling ease,” (Rewald 1980, 227).
As late as 1924 Georges Rouault noted
that Vollard’s editions were not sufficiently
known (Rabinow 2007, 292), but in 1925 Vollard showed his collected editions in the “Bibliothèques” section of the Exposition des arts
décoratifs, Paris and in 1930–31 he proudly presented an exhibition of his books at Editions
Le Portique, accompanied by a catalog of 19
published works and a long list of planned editions, a show that met with critical acclaim.
Another such exhibition was mounted at the
Palais des Beaux-Arts in Brussels in 1933, while
a show on modern illustrated books at MoMA
New York in 1936 paid tribute to Vollard’s defining role in this area (the exhibition catalog
was dedicated to him).
After ca. 1900, the rising success of avantgarde art, combined with Vollard’s already established reputation, his keen sense for promising young artists, and his rapidly growing
network, positioned him as one of the principal players on the Paris market for contemporary art (Fig. 5). Until 1911 Vollard continued
to exhibit with a comparable frequency to the
years before 1900, mounting almost 40 shows
in 11 years. In doing so, he returned to artists
he had shown in the previous decade, particularly Cézanne and Gauguin, but also presented newcomers, notably Émile Bernard,
Francisco Iturrino, Pablo Picasso, Maximilien
Luce, Aristide Maillol, Pierre Bonnard, Henri
Matisse, Kees van Dongen, Mary Cassatt, Jean
Puy, Maurice de Vlaminck and several less
well known artists. Starting late in the first decade of the new century, Vollard also occasionally bought from Henri “Douanier” Rousseau.
Remarkably, after closing his second Picasso show early in 1911, Vollard seems to have
practically stopped mounting exhibitions.
Thus, there is only indirect evidence of putative or planned exhibitions held at his last address, 28 rue de Martignac, after 1922 (Rabinow 2007, 290); on 26 Jan. 1926, for example,
Rouault writes: “He will give me an exhibition
in less troubled times, when the Franc has stabilized” (Rouault 1926). However, Ruth Morris
Bakwin, a client from 1927 onwards, noted in
her memoirs that Vollard did organize “several
shows” there, in the gallery on the first floor
(Rabinow 2007, 294).
New collectors after 1900 reflect the ongoing rise of foreign buying power. They included Louisine and H. O. Havemeyer, Ivan
Morozov, Gertrude and Leo Stein (who continued to buy most of their art from Vollard),
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Karl-Ernst Osthaus, Marczell van Nemes, Vincenc Kramář, Simon Meller and John Quinn.
From ca. 1905 onwards, Sergei Shchukin and
Ivan Morozov engaged in several large-scale
transactions, usually comprising about half a
dozen paintings, with totals in the five-digit
range. In Dec. 1912 Albert C. Barnes bought
three Cézannes and two Renoirs, but he preferred to conclude these transactions through
the intermediary ▶ [COUNTRY] Durand-Ruel rather than through “his majesty, Vollard,
the first” (Rewald 1989, 173). Similar transactions with Barnes followed in June 1913 and
then again in June 1921, yet in 1924 Vollard directly sold to Barnes three works for 513,000
FF, and in 1925 Cézanne’s Card Players for one
million FF. After ca. 1910, five-digit prices for
single paintings by Cézanne and other artists
became more and more frequent. In Feb. 1912,
for instance, Eugene Meyer, a New York banker, bought a large Cézanne still life for 50,000
FF. On 3 Dec. 1913 Vollard‘s friend ▶ [COUNTRY]
Mary Cassatt wrote to Louisine Havemeyer
that Joseph Durand-Ruel “would not buy the
things from Degas that Vollard gladly took
and sold again at large profits. Vollard is a genius in his line he seems to be able to sell anything” (Mathews 1984, 91).
Commercially, Vollard particularly liked
to acquire in bulk. On 14 May 1918 the dealer ▶ [COUNTRY] René Gimpel noted in his diary that Vollard’s fortune was originally based
on his very early acquisition of 250 canvases
from Cézanne for ca. 50 FF each, the majority of which he kept until he could sell them
for 10–15,000 FF each. The information seems
plausible in view of similar bulk acquisitions
Vollard made after 1900 (see “notable transactions”). By contrast, except for contracts regularly concluded for the illustration of books,
Vollard seems to have signed hardly any contracts with artists and only two appear to be
known; one of these was drawn up with Paul
Gauguin, securing the artist’s upkeep in the
South Pacific (Mar. 1900–May 1903), the other
with André Derain in 1905.
From the middle of the first decade of the
20th century, Vollard collaborated frequently
with other commercial galleries. In Paris his
first business partner was ▶ [COUNTRY] Galerie Bernheim-Jeune (beginning in 1904; until 1906 they were his neighbors at 8 rue Laffitte), with whom he jointly acquired works
by Cézanne. Together with Bernheim-Jeune,
Vollard also bought a portion of Cézanne’s estate after the artist‘s death in 1906 (29 paintings and 187 watercolors for a total of 275,000
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Fig. 3 Paul Cézanne, Ambroise Vollard, 1899. Oil on canvas. Musée des Beaux-Arts de Ville de Paris, Petit
Palais.

FF), leading to a joint exhibition of Cézanne’s
watercolors at Bernheim Jeune in June 1907.
During the later 1910s Vollard also established
strong business contacts with Durand-Ruel.
Vollard regularly supplied works to foreign
galleries. In July 1905 ▶ [COUNTRY] Galerie Miethke, Vienna, bought two Gauguins for 3,000
FF; in Mar.–Apr. 1907 Vollard lent 60 works
to an exhibition of French post-impressionist
art at the same gallery; a similar collaboration
with ▶ [COUNTRY] Kunstsalon Cassirer, Berlin,
began in 1909, when Vollard sent 18 Cézanne
paintings and 13 albums with 757 photographs
of works by Cézanne; with ▶ [COUNTRY] Grafton Galleries, London, in 1910 (exh. Manet and
the Post-Impressionists and again in 1912 to the
second post-impressionist exhibition there);
and in 1910, with Edward Steichen’s and Alfred
Stieglitz’s ▶ [COUNTRY] Gallery 291, New York.

Other known collaborations transpired in 1913
with ▶ [COUNTRY] Galerie Heinemann, Munich, ▶ [COUNTRY] Galerie Arnold, Dresden,
▶ [COUNTRY] Galerie Flechtheim, Düsseldorf,
and ▶ [COUNTRY] Goupil & Co., Paris; and in
1914 with ▶ [COUNTRY] Marius de Zayas, New
York.
Towards 1910, Vollard also began to sell to
museums internationally. Early transactions
included a sale of four works by Vlaminck,
Aristide Maillol, Van Gogh, and Gauguin to
the Städel Museum, Frankfurt am Main in
January 1908 (further sales in 1911), the sale
of Manet’s Execution of Emperor Maximilian
to the Museum of Fine Arts, Boston in September 1909, and the sale of Manet’s Funeral
to the Metropolitan Museum of Art in April
1910. Enhancing his international network,
Vollard regularly lent to institutional exhi-

bitions, including in 1909 to the Munich Secession and shows in Cologne, Wrocław, and
Berlin; in 1910 to shows in Prague, Florence,
Brighton, and to the Paris ▶ [COUNTRY] Salon
des Indépendants; in 1911 to the Museum of
Fine Arts in Budapest; in 1912 to the Institut de
France, St. Petersburg; in 1913 to the ▶ [COUNTRY] Armory Show, New York; and in 1914 to
the Statens Museum for Kunst Copenhagen
(the exhibition later travelled to Oslo and
Stockholm). During the war years Vollard lent
to exhibitions in Winterthur (1916), Barcelona
(1917) and Zurich (1917).
The outbreak of WWI in August 1914
seems to have had little immediate effect on
Vollard’s activities, but business—which continued along the familiar pattern—apparently
slowed towards the end of the war. However,
after Degas’s death on 27 Sep. 1917, Vollard was
entrusted with drawing up the artist’s inventory together with Joseph Durand-Ruel. This
turned out to be a daunting task that kept the
two men busy for several months. Together
with Gaston and Josse Bernheim-Jeune and
Joseph Durand-Ruel, Vollard was also named
as one of four experts for the posthumous sale
of the artist’s estate, which took place in four
auctions in 1918 and 1919 (Fig. 6). Here, Vollard was additionally involved as a highly active buyer, both on his own account and with a
150,000 FF-stake in a consortium formed with
his colleagues Bernheim-Jeune (who contributed 100,000 FF), Durand-Ruel (200,000 FF),
and ▶ [COUNTRY] Jacques Seligmann (823,706
FF).
After WWI, while continuing his gallery
business and collaboration with BernheimJeune and Durand-Ruel, Vollard also revived
and expanded his network with galleries
abroad, among them Galerie Arnold, Dresden;
Alfred Flechtheim, Berlin; ▶ [COUNTRY] Hugo
Perls, Berlin; ▶ [COUNTRY] Galerie Thannhauser, Berlin & Lucerne; ▶ [COUNTRY] Brown &
Phillips, London; ▶ [COUNTRY] Leicester Galleries, London; ▶ [COUNTRY] Erhard Weyhe,
New York; Marius De Zayas, New York; Masamune, Japan; ▶ [COUNTRY] Alex Reid and
Lefevre, London. Many of these transactions
involved books and prints, but there were also
more substantial deals, for example with Thannhauser in Mar. 1924 and in Jan. 1927. Many
dealers purchased extensively from Vollard in
the 1920s and 1930s and he lent regularly to
their exhibitions, as well as to exhibitions of
institutions worldwide; in the 1930s ▶ [COUNTRY] Georges Wildenstein became a regular
client.
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New European clients after WWI included
Robert von Hirsch, Frankfurt; Oskar Reinhart,
Winterthur; Gottlieb Friedrich Reber, Germany/Switzerland; Samuel Courtauld, London.
New overseas clients included Ralph M. Coe,
Cleveland; Juliana Force, New York (via De
Zayas); Masanosuke Soma, Nagasaki; Zenichiro Hara, Yokohama; Bakusen Tsuchida, Tokyo; and Robert Lehman, New York. Six-figure transactions for single paintings became
increasingly common, but it should be noted
that after WWI and in the course of the global
economic crisis, the French franc weakened to
almost a fifth of its previous value against the
dollar (from ca. 1:5 in 1918 to ca. 1:25 in 1930).
Generally, although Vollard’s visible activities
as a dealer diminished after WWI, his selling
remained punctuated by high-volume transactions.
At the same time, Vollard became increasingly preoccupied with his wish to leave a
mark on art history. Thus he declared to the
collector Leo Stein in 1920 that he was unhappy about how many people had begun to
see art as an investment and that he wanted to
concentrate on writing. Vollard had brought
out his first monograph, Paul Cézanne, in 1914
(published by Editions Vollard with a print
run of 1,000 copies). The book, which was republished in an inexpensive edition in 1919,
had been received very favorably by many reviewers. It was followed by two monographs
on Renoir (1918 and 1919), the first of which,
according to René Gimpel’s diary (6 September 1918), was mostly written during a visit to
Renoir with Émile Bernard; it was Bernard’s
task to converse with the master while Vollard, sitting at a table and pretending to catch
up with his correspondence, noted everything
the artist said. In fact Vollard made no secret
of this method, titling one of his most successful later books En écoutant Cézanne, Degas,
Renoir (1938).
In 1923 Vollard organized a literary prize
presided over by an artist-only jury whose
winner was Paul Valéry with his text entitled
Degas. Danse. Dessin. In 1924, Vollard published a popular, cheaply priced book on Degas which quickly ran through several editions and was translated into German (1925)
and English (1927). This was followed by Réincarnations du Père Ubu (Fig. 7) in 1925. In
May 1926 Vollard signed a contract with Little,
Brown, and Co. (Boston) to write his memoirs,
a book finally published in 1936 in English and
in 1937 in a slightly expanded French version
by Albin Michel. Generally, the tone of Vol-

lard’s writings is rambling, as he aims to illustrate the character of his subjects with the aid
of stories and anecdotes, clearly intended to
reveal the human, approachable side of these
outstanding artists.
In June 1920 Vollard had acquired the
townhouse at 28 rue de Martignac for 330,000
FF. He began to take up commercial activity
there in the fall of 1922. Despite the grandeur
of these surroundings, and true to his previous style, Vollard kept their appearance highly
informal, almost messy, as seen in several atmospheric interior photographs by Thérèse
Bonney and Brassaï where Vollard poses as a
contemplative hermit apparently unconcerned
by commerce: “In the entryway […] one is
welcomed by statues by Maillol that seem in
dialogue with Renoir’s Bathers, in front of an
accumulation of frames, stretchers, and rolled
canvases that would seem to suggest a bankruptcy or estate sale” (Guenne 1944, 8; Fig. 1,
Fig. 8). In 1926, Rouault wrote: “If I were to
paint Vollard this is the title I would choose:
the solitary life of a picture dealer lost in the
jungle” (Rouault 1926).
It is difficult to define today the precise
extent of Vollard’s undoubtedly vast personal collection, partly because of the unorderly
settlement of his estate (see below), partly because the demarcation between the collection
and his stock seems to have been unclear. Vollard frequently donated works of art to institutions, above all in Paris, but not all of them
were accepted. A significant group of artworks
was donated in spring 1931 to the city of Paris. A selection from Vollard’s own collection
was shown at ▶ [COUNTRY] Knoedler Gallery
and the Detroit Society of Arts and Crafts in
1933, the catalog featuring a preface by Albert
C. Barnes.
Centered exclusively around Vollard himself, Galerie Vollard closed abruptly following
Vollard’s unexpected death in a car crash on
21 July 1939 near Tremblay-sur-Mauldre, ca. 40
km west of Paris. Maurice Denis, Pablo Picasso, and Georges Rouault were among the artists who attended his funeral. It soon emerged
that Vollard had made no preparations for the
settlement of his extraordinary estate. His will
dated from 1911 and several of the heirs it mentioned had died in the meantime. What ensued was a series of lawsuits and the dispersal of his collection, parts of which appeared
at different auctions decades after his death. It
should be noted, however, that Vollard’s will of
1911 had provided for a dispersal of his collection at auction for the benefit of his heirs.
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Commercially, Vollard particularly liked
to acquire in bulk. On 14 May 1918 the dealer ▶ [COUNTRY] René Gimpel noted in his diary that Vollard’s fortune was originally based
on his very early acquisition of 250 canvases
from Cézanne for ca. 50 FF each, the majority of which he kept until he could sell them
for 10–15,000 FF each. The information seems
plausible in view of similar bulk acquisitions
Vollard made after 1900 (see “notable transactions”). By contrast, except for contracts regularly concluded for the illustration of books,
Vollard seems to have signed hardly any contracts with artists and only two appear to be
known; one of these was drawn up with Paul
Gauguin, securing the artist’s upkeep in the
South Pacific (Mar. 1900–May 1903), the other
with André Derain in 1905.
From the middle of the first decade of the
20th century, Vollard collaborated frequently
with other commercial galleries. In Paris his
first business partner was ▶ [COUNTRY] Galerie Bernheim-Jeune (beginning in 1904; until 1906 they were his neighbors at 8 rue Laffitte), with whom he jointly acquired works
by Cézanne. Together with Bernheim-Jeune,
Vollard also bought a portion of Cézanne’s estate after the artist‘s death in 1906 (29 paintings and 187 watercolors for a total of 275,000
FF), leading to a joint exhibition of Cézanne’s
watercolors at Bernheim Jeune in June 1907.
During the later 1910s Vollard also established
strong business contacts with Durand-Ruel.
Vollard’s apparent unwillingness to earnestly prepare for the settlement of his estate and the lifelong absence of partners who
might have been able to carry on his gallery
provide indications of how he viewed himself.
Rather than looking for a next generation that
would continue to build his business, Vollard
seems to have felt that his style of dealing was
tied to his personality and could not be continued by others. Anecdotes of his idiosyncrasies abound, often describing the strange, no
doubt calculated manners with which he surprised and sometimes even snubbed his clients. On her first visit to the gallery in 1901,
Vollard reportedly made Louisine Havemeyer
wait for so long that she missed her boat to
the United States. Other telling incidents are
related by Kenneth Clark (Another Part of the
Wood, 1974, p. 240–242) and by Ruth Bakwin,
a regular client of the 1920s and 1930s: “He enjoyed acting sullen and arbitrary. […] most
of the time he discouraged buyers from purchasing one of his paintings. […] Many times
when we came back, Vollard would say that he
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didn’t have that painting [coveted by us] anymore, but we could see it sticking out of the
end of the closet” (Rabinow 2007, 294).
Vollard’s intentions to craft his image are
similarly evident in the photographs that were
made of him at rue de Martignac, in the numerous portraits that he himself commissioned from “his” artists (among them Cézanne (Fig. 9), Renoir, Picasso; his portrait by the
latter was sold to Morozov in 1913), and not
least in his writings. Far from being elitist, far
from styling himself as an elegant tradesman,
Vollard’s down to earth manners and his lifelong interest in the production of prints and
books shows that he hoped to bring art also
to a wider audience. He also went out of his
way in his books to portray artists as kind, approachable beings with very human emotions.
In fact, Vollard was a dealer who kept close
to the artists. He sometimes went so far as to
actively advise them on their next steps—most
significantly, perhaps, in the case of Renoir,
whom he enticed to take up sculpture on a
visit to Cagnes in 1913, a suggestion that allowed the aging painter to continue creating
in spite of impaired eyesight. He also encouraged artists to paint portraits of each other (cf.
e.g. Renoir’s portrait of Monet). However, although he kept abreast of the developments of
several artists who were younger than he, Vollard nevertheless stopped short of championing abstraction. While it is difficult to define
Vollard’s impact on the course of art history, it
seems fair to say that his activity was of primary importance for the reception of Manet, but
above all of Cézanne, whose recognition, without Vollard’s efforts, would probably have arrived only much later. Moreover, his activity as
a publisher of books illustrated by artists led to
some remarkable manifestations of creativity,
enriching the history of illustrated books with
a number of outstanding works that would not
have been made without Vollard’s engagement
and creative commissioning.
Altogether, Vollard’s overtly informal approach to art dealing appears to have been
highly suited to the intimate circles of the budding French avant-garde in the late 19th and
early 20th centuries, while his ever growing
network and his engagement in book publication later ensured that his position kept up with
the increasing internationalization of newly established art movements in the first decades of
the 20th century. Among the half-dozen most
outstanding dealers who decisively promoted
the French avant-garde between the 1890s and
the 1930s, Vollard was certainly the most flam-

boyant—and one who clearly also looked beyond his immediate business interests.
On 21 May 1925 Vollard was named a chevalier of the Légion d’honneur. His activity
and achievements, somewhat obscured in the
decades following his abrupt death, were the
subject of a large traveling exhibition shown in
2006–07 by The Metropolitan Museum of Art,
New York; the Art Institute of Chicago; and
the Musée d’Orsay, Paris.

Economic situation While Vollard’s extant
papers (Fig.10) offer detailed evidence of Vollard’s affluence during his later years, the economic situation of earlier decades can only
be gleaned from circumstantial evidence. It
seems that Vollard began his career virtually
penniless, although upkeep from his family
had surely been forthcoming, at least during
his studies. However, the fact that he was able
to establish himself in rue Laffitte by 1893 indicates remarkable business acumen at an early
stage. Indeed, Vollard does not seem to have
shunned risks; many of his early transactions
show that he quickly reinvested earned money
in new acquisitions.
By the late 1890s Vollard was already firmly
established economically, permitting him to
found Editions Vollard in 1900. However, the
latter venture may have entailed some financial difficulties. In 1913 Mary Cassatt claimed
that substantial payments made by the Havemeyers, whom she had introduced to Vollard,
saved him from financial ruin in 1901 [n. 250].
She probably referred to the purchase made
by the Havemeyers in April 1901, yet it should
be noted that Vollard invested a sum almost
equal to the income generated by this transaction in the following month (May 1901), when
acquiring 109 paintings from Émile Bernard
for 17,900 FF—suggesting that Vollard was not
in need of money to settle debts.
Further records spotlight the development of
Vollard’s increasingly comfortable situation:
- From ca. 1900 onwards, Vollard makes
purchases at increasingly large sums (a
purchase from Degas in 1910 or 1911 for a
total of 122,000 FF).
- Joint acquisitions with Bernheim-Jeune
from 1906 onwards suggest, however, that
Vollard’s capital base was still relatively
thin.
- Vollard is recorded on 31 Dec. 1904 as
owning a property at Villeneuve-SaintGeorges; by 1911 he owned “La Marjolaine,” a manor house with extensive
grounds at Varaville (near Calvados); and

-

-

-

by the 1920s properties in the forest of
Fontainebleau and at Tremblay-sur-Mauldre.
On 14 May 1918 René Gimpel notes in his
diary: “Vollard is the wealthiest dealer in
modern pictures. He is a millionaire ten
times over.”
In June 1920 Vollard bought the townhouse
at 28 rue de Martignac for 330,000 FF.
The 1920s brought several six-figure sales
involving some commercial galleries and
major collectors: in 1925 Albert C. Barnes
paid one million FF for Cézanne’s Card
Players (bought by Vollard twelve years
earlier for 100,000 FF); in 1927 Samuel
Courtauld bought Renoir’s Portrait of Vollard (1908) for 800,000 FF.
1934–35 tax documents show that Vollard
employed ten full-time staff (several of
them privately) and estimated the value of
his collection and stock at over 22.5 million FF. He reported selling for ca. 1.5 million FF that year.

Vollard’s notable transactions included bulk
acquisitions from artists, e.g.: 109 works from
Emile Bernard for 17,900 FF (May 1901; exhibited a month later); 165 paintings and 76 drawings from Jean Puy for 5.860 FF (Dec. 1905; an
exhibition of Puy was shown in Nov. or Dec.
1908); 147 paintings and additional works on
paper from Henri Manguin for 7,000 FF (Mar.
1906); 20 works from Henri Matisse for 2,200
FF (Apr. 1906); 27 paintings from Picasso for
2,000 FF (May 1906; writing to Matisse, Leo
Stein reported: “Picasso was very happy with
the price” [n. 146]); 68 paintings from Maurice de Vlaminck for 2,120 FF (May–Sept.
1906); 21 paintings from Jean-Louis Forain
(Aug. 1906); sculpture from Aristide Maillol for 3,950 FF (May 1907); a group of works
from Renoir for 5,350 FF (Jan. 1909); 13 works
from Edgar Degas for 102,000 FF (Dec. 1910
or Jan. 1911) and 11 works from the same for
150,000 FF (Jan. 1912); or 770 works (many
unfinished) from Georges Rouault for 49,510
FF (May 1917).
In assessing these records, it should be kept
in mind that much of Vollard’s capital was
invested in art and real estate. In spite of his
wealth, his cash base may have been comparatively thin at times, entailing the necessity to
engage in joint ventures.

Archival situation Relatively complete archives covering over 50 years of Vollard’s career, including many photographs of works
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that passed through his gallery, were given by
Vollard’s heirs to the Bibliothèque et Archives
des Musées Nationaux, Paris, in 1989. About
14,000 photographs (ca. 9,500 negatives and
ca. 2,500 prints) are kept at the Musée d’Orsay,
Paris. Further material is at the Wildenstein
Institute, Paris; among the John D. Rewald Papers at the National Gallery Archives, Washington, D.C.; and with descendants of Vollard.
Although Vollard assigned stock numbers (occasionally to be found on the reverse of paintings, as well as in shipping receipts and datebooks), only one stock book is known to exist.
Primary sources
Apollinaire, Guillaume. “La cave de la rue Laffitte.”
Mercure de France (1 June 1913): 661–3.
Mathews, Nancy Mowll, ed. Cassatt and Her Circle.
Selected Letters, New York: Abbeville, 1984.
Rewald, John ed. Camille Pissarro: Letters to his Son
Julien. London: Routledge & Kegan Paul, 1980.
Rouault, Georges. “Georges Rouault n’écrira pas sur
Ambroise Vollard.” Comoedia (30 Jan. 1926): 3.
Vollard, Ambroise. Recollections of a picture dealer. London: Constable, 1936 (French: Souvenirs
d’un marchand de tableaux. Paris: Michel, 1937).
Secondary sources
Cahn, Isabelle. Ambroise Vollard: un marchand
d‘art et ses trésors. Paris: Gallimard, 2007.
Coppel, Stephen. Picasso prints: the Vollard suite. London: British Museum, 2012. Exhibition
catalog.
Guenne, Jacques. La vérité sur Vollard (Les cahiers
de belles lettres, no. 3). Neuchâtel: Richème,
1944.
Morel, Jean-Paul Morel. C’était Ambroise Vollard.
Paris: Fayard, 2007.
Pascoe Pratt, Jonathan. Ambroise Vollard: Dealer
and Publisher, 1893–1900. PhD diss., Courtauld
Institute of Art, 2006.
Rabinow, Rebecca A., ed. Ambroise Vollard, patron
of the avant-garde. New Haven: Yale University
Press, 2007. Exhibition catalog.
Rewald, John. Cézanne and America: Dealers, Collectors, Artists and Critics, 1891–1921. Princeton:
Princeton University Press, 1989.
Sotheby’s. Trésors du coffre Vollard. Paris, 29 June
2010.
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Galerie Hanna Bekker vom Rath
Other Name Frankfurter Kunstkabinett Hanna
Bekker vom Rath
Founding year 1947
Address Braubachstr. 14–16, Frankfurt am
Main, Germany (1995 – ))

Other addresses Kaiserstr. 5a, Frankfurt am
Main, Germany (1947 – 49); Börsenplatz 13 – 15,
Frankfurt am Main, Germany (1949 – 88);
Braubachstr. 12, Frankfurt am Main, Germany
(1988 – 95)
Owned/funded by Rudolf de le Roi, inactive
partner, 1947 – 49; Günther Haase, inactive
partner, 1947 – 49; Anja Döbritz-Berti, Kunstund Auktionshaus Döbritz (since 2016)
Principal protagonists Hanna Bekker vom Rath
(1893 – 1983), founder and director until 1968;
Joachim Cüppers (1923 – 2006), partner in
limited company (GmbH), 1968 – 90; Herbert
Meyer, partner, 1972 – 84; Helen Remszhardt,
partner, 1972 – 84; Ernesto Wuthenow, partner,
1972 – 84; Marian Stein-Steinfeld, granddaughter of Bekker vom Rath, partner, 1984 – 89;
Margarete Wegner, sole holder, 1990 – 2015.
Specialization 20th – c. art, especially German
Expressionism, Bauhaus, Neue Wilde

History Frankfurter Kunstkabinett Hanna
Bekker vom Rath was one of the first galleries
founded in Frankfurt following the destruction of the Second World War. Bekker vom
Rath opened the gallery with financial assistance from two partners. For the first two years
a minimally damaged Wilhelminian house on
Kaiserstr., one of Frankfurt‘s former grand
boulevards, served as business premises. After
moving to a set of much larger rooms at the
Börsenplatz the gallery added evening events
including concerts, theater productions, and
film screenings to its repertoire, complementing its exhibitions. Between 1956 and 1974 the
gallery published 16 sales catalogs presenting paintings, watercolors, drawings, prints,
and sculptures by up to 100 20th-c. artists. In
1988 the gallery moved to smaller premises on
Braubachstr., where it was better integrated
into Frankfurt‘s gallery district, an advantage
that made up for the loss of space.
The first exhibition opened on 11 May
1947, showing woodcuts, etchings, and lithographs by Käthe Kollwitz from the collection
of Helmut Goedeckemeyer. The foundation
of the Kunstkabinett was built on the strong
friendships between artists and collector Bekker vom Rath, particularly German Expressionist artists affiliated with Die Brücke and
the Bauhaus.
The gallery thus focused on exhibitions of
their works, especially in the early years, with
the goal of rehabilitating the reputations of
artists who had been maligned as “degenerate” during the Nazi period and to grant them
wider recognition. The gallery also displayed
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work by young artists from Frankfurt. Already
during the Nazi period Bekker vom Rath had
held underground exhibitions of “degenerate”
art in her apartment.
Bekker vom Rath’s reputation as a collector and her contacts with museum directors
and art historians (including Ernst Gosebruch
and Ernst Holzinger), gallery owners (Günther Franke, Ludwig Schames), composers
(Paul Hindemith), theater people and collectors also provided a broad support base for the
business, which faced financial challenges early on. Sales to American military officers, admission fees, and sales of decorative art were
a source of income, and in the following years
the rebuilding of museum collections also led
to increased demand for artworks.
By 1949 the gallery had exhibited the work
of Erich Heckel, Karl Schmidt-Rottluff, Alexej
von Jawlensky, Ida Kerkovius, Ernst Ludwig
Kirchner, Christian Rohlfs, Ernst Wilhelm
Nay, Willi Baumeister, and Eduard Munch,
among others, and had also presented multiple group exhibits of Frankfurt-based artists.
Demand dropped briefly following the 1948
currency reform but then recovered. Only in
the early ’70s was the yearly number of exhibitions reduced to 5 – 6, from up to 9 per year
previously.
Between 1952 and 1957 Bekker vom Rath
undertook a number of world exhibition tours
as an “ambassador for art,” bringing along a
suitcase filled with over 200 fliers presenting
the work of 88 artists represented by the gallery, which she displayed at exhibitions. On
these trips she also built up contacts with artists living in exile (e.g. Isidor Aschheim, Luigi Coppa), whose work she then displayed in
Frankfurt.
When a younger generation took up leadership the gallery‘s focus shifted toward
younger, more figurative artists such as the
Neue Wilde. Magarete Wegner particularly
promoted the work of Elvira Bach, Stefan Szczesny, and Hans Steinbrenner. After German
reunification the gallery also began representing graduates of the academies in East Berlin,
Dresden, and Leipzig (e.g. Johannes Heisig).
The gallery closed in 2015 but was re-established in 2016 as Galerie Hanna Bekker
vom Rath in connection with the ▶ [COUNTRY]
Kunst- und Auktionshaus Döbritz.

Archival situation The complete archive of
exhibitions (up until 2015) was handed over
to the Institut für Stadtgeschichte der Stadt,
Frankfurt am Main, in 2015. Further materi-
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als are at the Stadtarchiv Frankfurt and Hessisches Staatsarchiv, Wiesbaden.
Primary sources
50 Jahre Frankfurter Kunstkabinett Hanna Bekker vom Rath. Frankfurt am Main: Frankfurter
Kunstkabinett Hanna Bekker vom Rath, 1997.
Secondary sources
Exhibition catalogs of the Stadtmuseum Hofheim
am Taunus (Germany).
Fuchs, Ulrike. Die Kunstvermittlerin Hanna Bekker
vom Rath. Die Anfänge des Frankfurter Kunst
kabinetts Hanna Bekker vom Rath. Frankfurt:
Peter Lang Verlag, 2013.
Schwerpunkte: 30 Neuerwerbungen aus der Sammlung Hanna Bekker vom Rath. Exhibition catalog. Wiesbaden: Museum Wiesbaden, 1988.

Ulrike Fuchs

Holly Solomon Gallery
Founding year 1975
Year closed 1999
Address 172 Mercer St., New York, NY, USA,
(1993 – 99)
Other addresses 92 Broadway, New York, NY,
USA (1975 – 83); 724 5th Ave., New York, NY,
USA (1983 – 93); Principal

protagonists Holly
Solomon (born Hollis Dworken, 1934 – 2002),
founder & owner; in partnership with husband Horace Solomon (1929 – 2005), 1975 – 88.
Specialization avant-garde art of the 2nd half
of the 20th c.

History Holly and Horace Solomon founded
the Holly Solomon Gallery in New York City’s
SoHo neighborhood. It followed the 98 Greene
Street Loft project, a non-commercial work
space the couple rented between Sep. 1969 and
Sep. 1973 to benefit visual artists, poets and
performers. Some were later featured at Holly
Solomon, e.g. Laurie Anderson, and Gordon
Matta-Clark, who designed both the loft and
the gallery.
The gallery opened on 6 Sep. 1975 with a
show including 19 young artists. During the
first years, it was strongly associated with the
Pattern and Decoration (“P&D”) movement,
providing an early commercial outlet for artists such as Robert Kushner, Kim MacConnel, and Ned Smyth (all featured in the inaugural exhibition). Solomon introduced their
ornamental-oriented art to Europe; shows
presented at the Mannheimer Kunstverein
(Dekor, Mannheim, 1977) and at the Neue Galerie - Sammlung Ludwig (Die neuen Wilden,

Aachen, 1980) were mounted under her supervision. In the USA, she was directly involved
in the organization of Patterning & Decoration, held by the Museum of the American
Foundation for the Arts in Miami, FL (1977)
and assisted on Pattern Painting at MoMA
(New York City, 1977). Solomon also worked
with Marcia Tucker who, as curator of the 1975
Whitney Biennial, selected many paintings by
Kushner and MacConnel.
The gallery more generally specialized in
contemporary American art with a focus on
Post-Minimalism and Anti-Modernist positions. It mainly targeted buyers interested in
unsettled trends (Art for Future Collectors,
1978). Thus, unlike the couple’s private collection, built in the 1960s and including established Minimal and Pop artists (Holly
Solomon was the subject of portraits by Roy
Lichtenstein and Andy Warhol in 1964 and
1966, respectively), the gallery program was
mainly dedicated to emerging artists whose
work contrasted with those movements. Two
examples are Susan Rothenberg, associated
with New Image Painting, and process-oriented abstract painter Mary Heilmann. Mixedmedia works and installations were also solidly represented at the gallery: its name was
associated with video art pioneer Nam June
Paik and with the rise of installation artist Judy
Pfaff. Many of the artists exhibited at Solomon
were known for their pluralistic oeuvre (e.g.,
Matta-Clark) and a focus on non-Western artistic forms (e.g., Kushner’s Islamic art references).
Gender and sexuality issues were characteristic of the gallery’s program. Solomon can
be considered an early champion of female artists, present in great number in her program –
although her judgement on related issues (e.g
their “visibility”) attracted her criticisms from
activists such as the Guerilla Girls in the 1980s.
Solomon was a founding member of ArtTable
and intervened at the A.I.R. Gallery (Artists
In Residence, Inc.), two organizations fostering greater opportunities for women in the
field. Her involvement with non-profit institutions included Solomon’s association with
the organization of Tina Girouard: Revival at
MoMA / Clocktower (New York City, 1978)
and Developments In Recent Sculpture at the
Whitney Museum (New York City, 1981, with
pieces by Donna Dennis). Regularly, the exhibitions mounted at her gallery took place
in conjunction with non-commercial shows
in venues such as The Kitchen, New York City
(Robert Mapplethorpe: Portraits / Sex Pictures,

1977) or The National Museum of Women in
the Arts, Washington D. C. (Judy Pfaff: 10,000
Things / Forefront, 1988–89).
In 1983, considering the Soho district less
attractive, the Solomons moved to a smaller
venue located on 5th Ave. From 20 Sep. they
continued showing artists exhibited on W
Broadway and added new-comers, e.g. Israeli
performer Izhar Patkin (The Meta Bride, 1983).
In the 1980s the selection of artists exhibited
grew more eclectic, with P&D artists featured
along international artists working in the same
vein (e.g. in ceramics, with Tristano Di Robilant), and others known for a more conceptual
approach, e.g. Annette Messager. Occasionally, the gallery also included established artists to its group shows, like Robert Indiana in
Text and Image: The Wording of American Art
(1986–87), or Robert Smithson in Early Concepts of the Last Decade (1987). Starting in the
late 1980s, Solomon worked as a guest curator
(Holly Solomon Curates, Janie Beggs Fine Arts,
Aspen, CO, 1989) and served as a juror (Art
Of The Northeast, Silvermine Guild Art Center
Gallery, New Canaan, CT, 1993).
Following her divorce, Solomon relocated
her gallery to Mercer St., Soho, opening on
3 Apr. 1993 with a Nam June Paik show (The
Rehershal, with pieces produced for the upcoming Venice Biennale). Until the end of the
1990s, the gallery showcased artists represented since its debut and others belonging to a
younger generation (Melissa Meyer as of 1991,
Julia Jacquette as of 1995). As a result of a conflict with its landlord, the gallery closed in Dec.
1999. Solomon continued to deal art through
fairs and by appointment at New York’s Chelsea Hotel until her death in June 2002.

Economic situation The gallery business revolving around P&D artists turned successful
within the first two years. Their introduction
on the European market was greeted with a
sold-out booth at the 1977 ▶ [COUNTRY] Art Basel fair. Collaborations with European dealers
ensued (e.g., with Daniel Templon in Paris).
In the beginning of the 1980s, as the gallery
program gradually opened up to non-American artists, Solomon tried on taking several
European painters – with mixed results.
Sigmar Polke’s first New York exhibition at
her gallery in 1982 did not turn into a longterm collaboration; her first show with French
painters, as the “Figuration Libre” movement
was introduced in the USA, was also unfruitful
(Statements One – Four Contemporary French
Artists, 1982). The 1980s were interspersed with
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Fig. 4 Ned Smyth, Portrait of Holy, 1983. Mosaic and cement.

several shows with emerging talents which did
not result in business partnerships (The Innovative Still Life, 1985). These fruitless tries contrasted with successful collaborations engaged
at the time with both young and established
artists such as Christo, Patkin, and Paik.
Solomon occasionally worked with her
son, Thomas, who opened a gallery named
▶ [COUNTRY] Garage in Los Angeles, CA, in
1988. Launched a year before with a dual exhibition presented simultaneously in both cities
(Breaking Through the Looking Glass, ▶ [COUNTRY] Fahey-Klein Gallery & Holly Solomon
Gallery, 1987), their collaboration resulted in
joint projects with the same artists (Luciano
Perna, William Wegman, etc.). Thomas also
served as a curator at his mother’s gallery (John
H. Franklin: Outer Limit, 1989), after having
first organized shows dedicated to the financial support of artists she championed – for instance at White Columns, Matta-Clark’s exhibition space in New York (Benefit Exhibition,
1985). Several artists originally featured at her
gallery (Barry, Paik) continued being exhibited in Los Angeles by her son after her death, at
the then-renamed ▶ [COUNTRY] Thomas Solomon Gallery.
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Jo van Gogh-Bonger

History Jo Bonger, the fifth child of an insurance broker, married the art dealer Theo van
Gogh (1857–91), Vincent van Gogh’s brother,
in 1889. Theo supported Vincent financially,
and Vincent bequeathed his art to him. Theo
and Jo’s Paris apartment was full of Vincent’s
works. It was Theo’s wish to gain recognition
for Van Gogh’s work; when Theo died, Jo was
left to cope with this legacy. She felt responsible for it and set about selling the paintings
and drawings strategically—initially in the
Netherlands and soon abroad. Over time, Jo
increasingly consulted her only son, Vincent
(1890–1978), who was heir to the art, about
which works to sell and how to price them.
Jo returned to the Netherlands and opened
a boarding house in Bussum to support herself and her son. She contacted artists, art critics, and literary figures, including Jan Veth, Jan
Toorop, and Richard Roland Holst, who acted
as intermediaries in staging ex-hibitions and
writing about Van Gogh’s life and work. Interest continued to grow, spread-ing to Germany
and France, and later Britain and the United
States. ▶ [COUNTRY] J. H. de Bois, ▶ [COUNTRY]
Paul Cassirer, and ▶ [COUNTRY] Gaston Bern
heim were also instrumental in promoting
Van Gogh’s work.
Jo organized the collection logically so
that she could meet the growing number of
loan requests, and she kept an eye on the way
prices developed. Bonger and her second husband, artist Johan Cohen Gosschalk, moved
to Amsterdam in 1904. Cohen Gosschalk and
Rijksmuseum curator Willem Steenhoff assisted Jo’s work. She did not run an art gallery
in the strict sense: she offered works for sale
and negotiated the asking prices depending
on the potential customer, but did not acquire
works to sell. Her aim was to ensure international recognition of Van Gogh’s work, and its
inclusion in public art collections led to that
goal. She made sure the works were given a
broad geographical spread. When she made
loans, she interspersed work that was for sale
with undisputed masterpieces that were not
for sale but that enhanced the overall appeal.
Her strategy was successful and Van Gogh’s
name became established. She had a clear idea
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Fig. 5 Unknown, Jo van Gogh-Bonger, 1984. Amsterdam, Van Gogh Museum.

of the works she would not sell; they are now
the nucleus of the collection in the Van Gogh
Museum.
The publication of Van Gogh’s letters to
Theo in 1914, with a German translation published simultaneously, boosted the artist’s reputation. Jo edited the letters and wrote the influential biographical introduction. Her wish
was to publish an English edition. When she
died in 1925, Jo, who had a degree in English,
had translated two-thirds of them.
Dealers often tried to haggle, but Jo seldom yielded; she was unwilling to spoil the
market. After the largest Van Gogh exhibition
in history—staged in Amsterdam’s Stedelijk
Museum (1905) and organized and financed
by Jo herself—prices rose dramatically. Between 1891 and 1925 at least 192 paintings and
55 works on paper were sold from the collection, as Jo’s account book reveals. One, Fourteen Sunflowers in a Vase, went to the National
Gallery (London) for 15,000 guilders in 1924.
“It is a sacrifice for the sake of Vincent’s glory,”
wrote Jo to museum director Charles Aitken,
summing up her devotion to what she saw as
her duty.

Archival situation Jo van Gogh-Bonger’s account book, numerous correspondence, and a
huge volume of documentation (owned by the
Vincent van Gogh Foundation) is held at the
Van Gogh Museum, Amsterdam.
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