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ACCORDING to Auguste Re-
noir, the French Impressionist
painter, “There’s only one indi-
cator for telling the value of
paintings, and that is the sale
room”. One might be inclined
to disagree with this statement
but one cannot deny the impor-
tance of the art market in estab-
lishing prices and influencing
perception about the relative
values of artists and works of
art. Yet how much do we really
know about the workings of the
art market? What, if any, are the
themes that run through inter-
national markets? And what are

will help the interested reader
pursue the field in more depth.

The brief Argentina chapter
tells a different story. The au-
thor, Adrian Gualdoni Ba-
sualdo, notes that there are one
hundred galleries in Buenos
Aires of which twenty are note-
worthy. There are nine auction
houses operating locally in addi-
tion to a strong international
market for contemporary Ar-
gentine artists with top prices
being set at Sotheby’s and
Christie’s in New York. A chart
plotting the growth of sales in
the domestic Argentine auction
market clearly correlates to eco-
nomic highs and lows of that
country over the past sixteen
years. The author refers to cer-
tain requirements that need to
be met before works can be ex-
ported noting that these can de-
ter both sellers and buyers. He
also postulates that this along
with geographic isolation may
be the reason that prices for Ar-
gentine art are below “appropri-
ate” levels.

Australia, another country that
is geographically isolated, has seen
a dramatic increase in sales over
the past fifteen years from total
sales of US$15.2 million in 1991
to US$79.4 in 2006. In this re-
gard despite its isolation Austra-
lia seems to mirror the broader
international art market. The au-
thors, Georgina Pemberton and
Josh Pullan, provide a very clear
and well-structured analysis of
the Australian art market. They
describe both the Australian art
and Aboriginal art market seg-
ments (the term Australian art
being used here solely to distin-
guish between indigenous and
non-indigenous art). The Aus-
tralian art market refers to the
art market in Australia in its
entirety. An interesting detail,
and one of many to be found
throughout the book, is pro-
vided by the authors: the first
known Australian painting is
John Lewin’s Fish catch and Dawes
Point, Sydney Harbour ¢c. 1813. The
oldest known work by an indige-
nous artist is said to be a 50,000
years old rock painting.

They point out and illustrate
with charts the change that has
taken place in the market be-
tween 1988 when Aboriginal art
represented 1.7 per cent of the
market and 2006 when it repre-
sented 13.7 per cent of the mar-
ket. They also quote interviews
with key players to compliment
their statistical findings. Their

porary art is in the ascendancy.
There are more international
buyers attending the New York
auctions than ever before. But it
is really a picture of the extra-
ordinary depth of American
collecting which emerges. From
Los Angeles to Miami, from
American paintings to 20th cen-
tury furniture, record prices are
being created, important collec-
tions formed, and there are
auctions, dealers, fairs and mu-
seums catering to every taste.

Reportedly there are one
hundred fairs during the year,
and more than twenty art shows
taking place at the time of ART
Basel Miami Beach. There are
even plans for a yacht filled with
art galleries to sail along the
Eastern seaboard, “the brain
child of Floridian fair organizer
David Lester”. One can only
wonder at how long all this
can be supported in the face of
the current financial crisis. Of
course this is no longer a ques-
tion for only the American mar-
ket; the impact of the financial
turmoil has already been seen in
recent auctions in Asia.

The International Art Markets in-
cludes ten chapters on Asian
countries. China, India, Indone-

Japan

Black Oribe “Kutsu” shaped tea
bowl, 8.2 x 13.7 cm, Edo period
Image courtesy of

Tanimatsuya Toda Shoten

sia, Japan, Malaysia, The Phil-
ippines, Singapore, South Ko-
rea, Taiwan and Thailand are
all covered, and these chapters
will no doubt be of interest to
readers of Arts of Asia magazine.
A brief review of the first two
will perhaps help to highlight
the strengths and weaknesses of
the book.

The author of the China
chapter, Ruben Lien, covers the
market for Chinese art with an
elegant and succinct summary
of the major categories of Chi-
nese art sold around the world.

the factors that influence the
markets in each country? These
are some of the questions that
are addressed in this book.

The International Art Markets is
the brainchild of consultant edi-
tor James Goodwin. He writes
about and lectures on the art
markets for Maastricht Univer-

sity, City University, Kingston
University and Christie’s Educa-
tion. research and writing

has been used in various jour-
nals including The Economist and
The Financial Times. The book it-
self covers an immense sweep of
forty-two countries (alphabetically
from Argentina to Venezucla)
and two regions (Sub-Saharan
Alrica, and the Middle East and
North Africa). There are contri-
butions from fifty-eight authors
selected from auction house
staff, academics, journalists, art
writers, museum curators and
art dealers. As such its findings
are the result of a huge body of
research that details the work-
ings of markets around the globe
as understood by those who are
intimately familiar with their lo-
cal markets. By and large the
authors concentrate on the fine

review of the “distribution net-
works” includes discussion of
auction houses, dealers and gal-
leries as one would expect. In
addition they describe Aborigi-
nal Community Centres which
play a role in assisting artists
with the production and sale of
works. A short section on “mar-
keting and placement” includes
interesting revelations based on
the results of a survey about
the marketing practices amongst
galleries and dealers.

In a sharp contrast to Sub-
Saharan Africa, 70.1 per cent
of the Australian population is
connected to the internet and
yet traditional marketing activ-
ities dominate including maga-
zine advertising and mailshots.
They also describe the activities
of the government-funded Aus-
tralia Council for the Arts which
provides grants to artists, and
has recently promoted thirty-six
mid-career artists to American
galleries with the aim of secur-
ing them representation in that
market. If Argentinian and Aus-
tralian markets both suffer from
being geographically isolated,
it appears that the Australian
authorities are playing their part
in extending the reach of local
artists to the international mar-
ket. Certainly through their
research and exposition of the
market in Australia, the authors
have achieved their aim in pro-
viding readers with the re-
sources to develop further their
interest in this field.

Austrian artists are very much
in people’s minds these days. In
September 2006 Gustav Klimt’s
1907 painting Adele de Bloch-
Bauer sold privately to the Amer-
ican collector Ronald Lauder
for a reported US$135 million,
making it the most expensive
work of art ever sold. However
the authors of the chapter on
Austria, Andrea Jungmann and
Claude Peining, note that there
is a long history of collecting
within Austria. Originally the
aristocracy and then after 1850
the affluent middle classes were
dominant. The period from the
end of the 19th century through
to the early 20th century saw
wealthy industrialists, many of
them Jewish, forming collections.
This period of collecting coin-
cided with a vibrant art move-
ment in Austria. Klimt, Schiele
and Moser, who all died in 1918,
were at the heart of the Seces-
sion, the Viennese Art Nouveau
movement founded in 1897.

With notable exceptions such as
the US chapter most only deal
with Fine Art. So it is refreshing
and instructive to have informa-
tion about the market for Deco-
rative Arts particularly as they
are such a key part of the mar-
ket for Chinese art.

For future editions it would be
helpful to include a more de-
tailed analysis of the market in
China. After a summary of Chi-
na’s economic rise, the art mar-
ket it self is described as being
unsuitable for foreign buyers and
sellers. For certain it is widely ac-
cepted that, as Lien notes: “Reg-
ulations are somewhat lacking in
the auction business, and auction
results have been known to be
untrustworthy at times.” While it
is wise to be cautious it would be
interesting to learn more about
the Chinese market. In 2005 Chi-
nese authorities estimated that
there were between 1000-2000
auction houses with turnover of
approximately US$2 billion. The
auctions of the leading Chinese
auction house China Guardian,
based in Beijing, are large aflairs
approaching in value the Hong
Kong auctions of Christie’s and
Sotheby’s.  Guardian reported
“transaction volume of US$142
million” for their 15th anniver-
sary auctions held in Beijing in
April 2008.

Christie’s is attempting to
hold auctions in China through
a licensing agreement with its
auction partner Yongle. In addi-
tion to art fairs hosting Western
galleries a number of overseas
dealers of contemporary art have
established branches in China,

joining well-established counter-

parts such as Red Gate Gallery
and Beijing Tokyo Art Projects
in the capital and ShangART in
Shanghai. It would be interest-
ing to learn about their experi-
ences and whether the market
has met their expectations.
Additionally Hong Kong is
now ranked as the third largest
market worldwide for both So-
theby’s and Christie’s. It would
be instructive to hear more
about the factors behind the rise
in this market. Perhaps in view
of the “one country, two sys-
tems” policy operated by the
Chinese authorities, future edi-
tions of the book will include a
separate chapter on the Hong
Kong market. In addition to So-
theby’s and Christie’s a number
of smaller auction houses oper-
ate here or plan to open in com-
ing months. Other than the auc-

arts and include references to
those artists who sell at auction
for the highest prices.

The criterion for the countries
selected was “those represented
in the secondary market by the
three main auction houses, Chris-
tie’s, Sotheby’s and Bonhams”.
The auction houses were selected
because of their relatively high
share of total auction sales, long
history and transparency. The
authors were requested to cover:

= art history: in terms of inter-
national originality and innova-
tion;

= the art market history to date:
including taste, fashion, value,
artists, art types, subjects, sales,
prices and records;

* market structure and perfor-
mance: including auctioneers,
dealers, trade associations, mu-
seums, exhibitions, fairs, train-
ing and education;

= tax and regulation.

Apart from the written mate-
rial there is an impressive array
of tables and charts relating to
investments and prices including
comparisons of different forms
of investment, record prices,
price changes, collecting catego-
ries and categories of collectors
to name but a few. Goodwin’s
introduction highlights many of
the issues that collectors and in-
vestors need to be familiar with.
These are condensed into short
subsections each with headings
such as “The trading of art”,
“Art research”, “The workings
of the art market”, “Auctions”,
“Art fairs” and “Art indexes”
and so on. Goodwin’s familiarity
with economic issues and art his-
tory allow him to place the art
market in a broader context.

The tremendous variety be-
tween the art markets within the
countries chosen, and hence the
vast range of the book, is neatly
illustrated by the first four chap-
ters: Sub-Saharan Africa, Ar-
gentina, Australia and Austria.
Covering four continents and
numerous cultures the findings
of these chapters could hardly be
more different. A brief review of
these chapters shows what the
reader can expect to find in The
International Art Markets.

The chapter on Sub-Saharan
Africa is certainly one of the
more interesting, all the more so
because of the dearth of avail-
able information to the both
layman and professional. The au-

Unlike other European coun-
tries there were no dealers, so
artist associations formed around
1900 to organise selling exhi-
bitions for their members. By
contrast auctions are well-estab-
lished in Austria having started
in 1707 when Emperor Joseph I
founded Versatz-und Fragamt
“to regulate the credit business
and invite Austrians to pawn
items legally”. When loans were
not repaid the items were sold
by auction. Not only does this
resonate during the current
credit crisis but it reinforces the
oft-quoted maxim that auctions
thrive due to the three Ds:
death, debt and divorce. The
original institution became the
Dorotheum in 1923 and in 2001
it was privatised. It is currently
Austria’s leading auction house.

Certainly Austria could not
be described as geographically
isolated in the same way as Ar-
gentina or Australia. Nor has it
undergone the process of colo-
nisation that Sub-Saharan Af-
rica, Argentina and Australia
suffered. But the present Austri-
an art market can no more es-
cape its history than can those
of other countries. In 1938 the
Nazis confiscated many collec-
tions from their Jewish owners
who ecither risked arrest or fled
the country. Besides the per-
sonal tragedy, the art market in
Austria during and after the war
became regional and secondary.
Subsequently the restitution law
of 1998 arose after two paint-
ings on loan from Austria were
confiscated while on exhibition
at MOMA in New York. As a
result of the law and subsequent
attempts to find the original
owners or their families, some
six thousand objects have been
returned and the work con-
tinues.

Outside of their local markets
most collectors or investors are
likely to be familiar, at least su-
perficially, with the art markets
of the United Kingdom and the
United States. Together these
two markets accounted for 70
per cent of worldwide auction
turnover by value. The author
of the chapter on the United
Kingdom is the art market vet-
cran Godfrey Barker. He pro-
vides a fascinating review of
London as the erstwhile centre
of the worldwide art market,
and a similarly revealing history
of British art and its popular-
ity in the international market.
Although New York displaced
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tions houses Hong Kong is also
home to dealers such as Hanart
TZ, Schoeni Art and Plum Blos-
soms which played leading roles
in developing an international
market for Chinese Contempo-
rary Art. From a market per-
spective Hong Kong has devel-
oped into a hub, or at least one
of several hubs, in the region.
Sonal Singh the author of the
chapter on India concentrates
almost exclusively on Modern
and Contemporary Indian art.
She gives equal weight to mar-
ket activity inside and outside
of India. India has two indige-
nous auction houses, Saflronart
which offers online auctions and
Osian’s. Whereas in the 1990s
in the early days of Indian art
being offered at international
auctions non-resident Indians
(NRIs) were dominant buyers,
nowadays it is resident Indians
who play an increasingly impor-
tant role. The affluence of In-
dia’s middle class, the reduction
of import duties on art and the
relaxing of currency controls
are some of the factors that
have combined to encourage In-
dians to buy overseas.
Domestically there are also a
handful of influential dealers
such as Vadhera, Kumar Art
Gallery, and Nature Morte in
Delhi; Chemould, and Pondule
in  Mumbai. Their activities
alongside those of the domestic
auction houses and the publica-
tion of such market-oriented
books as A Guide to Modern and
Contemporary Indian Artists (2005)
by Amrita Jhaveri have helped
stimulate the interest of local
buyers. This in turn helps the
market, although the author

thor, Katrin Schmitter, describes
the market, or lack of it, in this
region in historical, social, polit-
ical and cultural terms. She notes
the abyss between antique and
contemporary art, and differing
factors that influence collecting
within these two distinct groups.
She also refers to the influence
of overseas collectors who ex-
pect African artists to display a
certain  “Africanness” in their
art. This point must surely reso-
nate in other parts of the world
and will certainly be familiar to
those in the art markets as far
away as India or China. The
economic difficulties suffered by
many African countries mean
that the preservation of old mu-
seums or the building of new
ones is not a priority. However,
she points to two in unexpected
locations, the National Museum
in Mali and the National Gal-
lery of Zimbabwe, that attach

Sub-Saharan Africa

A male Fang statue, Gabon,
sold for €371,250,
June 2004 in Paris
© Christie’s Images Limited

importance to contemporary art
and understand the role that
muscums can play in helping
people to understand their cul-
ture. On the commercial front
there are few galleries locally
and while the internet may ap-
pear to offer potential, total in-
ternet penetration in this region
is only 3.6 per cent of the popu-
lation. As is the case in many
other chapters, there is a list of
several artists that are selling
regularly at auction, a bibliogra-
phy and an extensive list of web-
sites and online articles. These

London as the leading centre
for the art market in the late
20th century, the British capi-
tal is showing signs of resur-
gence. Part of this is attributed
to the strengthening of the pound
against the dollar, although this
situation is now reversing, and
part of it is due to the prefer-
ence of Germans and Russians
to sell in London rather than
their home countries. One might
also add that the presence of a
large number of wealthy fami-
lies from Russia, India and the
Middle East, who make London
their home, is undoubtedly a
contributing factor.

A more salutary lesson for
investors is shown in the tale
of 18th century British art sold
between 1911 and 1925. Rey-
nolds, Gainsborough and Law-
rence were valued on a par with
Rembrandt, Raphael and Ti-
tian. 18th century British paint-
ing, fuelled by wealthy Ameri-
can collectors, came to be the
most expensive school of paint-
ing ever known until in the
1980s it was displaced by French
impressionism. Eighty years af-
ter its heyday Barker describes
18th century British painting as
the “bargain basement” of the
art market; although one must
allow for hyperbole clearly this
category has fallen from its for-
mer lofty position. Outside the
US and the UK it holds little ap-
peal to a wider audience.

There are, however, British
artists who manage to hold their
own including Joseph Turner
and John Constable, Francis Ba-
con and Lucian Freud, and of
course Damien Hirst. The lat-
ter’s star appears to shine even
more brightly after his recent
single artist sale at Sotheby’s in
London. Barker concludes that
“The issues in Hirst’s art are not
British issues but universal ones.
It is likely to be on this basis that
British art revives and flourishes
on the art market in the 2Ist
century, not, as a century ago,
on its ‘Britishness’ alone.” It is
interesting to contrast this state
of affairs with the current situa-
tion pertaining to African art
and artists as referred to above.

The chapter on The United
States market by Brook S. Ma-
son, focuses more on the art
market today and gives an excel-
lent overview of the diverse col-
lecting fields in the US, includ-
ing both fine and decorative arts
and design. The market for
American post-war and contem-

points out that there remains a
lot to be done in the area of art
education. Research such as
Singh’s will play a role in edu-
cating both Indian and overseas
collectors.

For those wanting to learn
more about the Indian market
there is also an excellent bibliog-
raphy and a list of websites
which can provide further infor-
mation. Finally it is of note that
in India we can see what ap-
pears to be a familiar pattern in
the development of art markets
in Asia and elsewhere. As coun-
tries become wealthy more col-
lectors participate in the inter-
national market to collect the
art of their own country. As pri-
ces rise media interest increases,
and more collectors and invest-
ors enter the market.

As the editor points out this
book is the first of its kind.
There is an unparalleled amount
of information about a huge
range of markets. It should also
be noted that most chapters
carry supplementary informa-
tion about the art history of
their countries on the internet
which can be accessed using a
code provided with each book.
By using different authors for
each chapter the book leans on
those with the greatest experi-
ence in their own fields, and no
one particular bias is allowed to
dominate discussions of the
market as a whole. A clear ma-

jority of the authors achieve the

goal of illuminating their mar-
kets for both the novice and the
experienced collector.

The art market has enjoyed
impressive growth over the past
few years. Not just in terms of
increasing values but in terms of
the breadth and the depth of the
market as a whole. It is also a
market like any other. As we
have seen in recent months a
lack of transparency has exacer-
bated the turmoil of the finan-
cial markets. The International Art
Markets will surely play a role in
clearing away some of the opac-
ity in the art market and intro-
ducing readers to new areas.
For those who want to learn
more it is an admirable place
to start.

Roddy Ropner

Roddy Ropner has recently completed
an MBA at the Chinese Universily of
Hong Kong. He is currently research-
ing a book on contemporary Korean
arl. He was formerly a director of
Christie’s Asia.



