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For the sake of clarity, it is important to start by identifying the main Haitian collections, 
which are the following: the Nader, Issa El Saieh, Bourbon Lally, Marianne Leyman, Jorgen 
Leth, and Monnin collections; the Bartoli collection; and the collection of the Haitian Art 
Museum of Saint-Pierre College; as well as the set of mural paintings at the Episcopal Church. 
It should be made clear, on the one hand, that these are exclusively private collections, mostly 
made up of over a thousand artworks each. Furthermore, only the last two on the list are open 
to the public, and during the years of insecurity, some of these collections have been partly 
transferred to warehouses located in Florida.

On the other hand, the number of private collections of Haitian art in the United States 
remains unknown, although the volume of trade entitles us to assume the existence of impor-
tant American holdings. Nevertheless, the Brooklyn Museum collection, which dates back to 
the 1970s, is extremely well known by specialists, while in France the Jean-Marie Drot col-
lection probably constitutes one of the most important bodies of Haitian painting in Europe. 
It is also important to signal the success of the itinerant exhibition “The Meeting of Two 
Worlds as Told by Haitian Painters,” today the property of Culture France International, which  
began in 1992 and still continues to tour various locations around the world.

As a rule, the Haitian art market supplies a predominantly American demand, which 
has existed since the 1930s. Indeed, numerous collections of naïve paintings sprang up in 
the United States in the context of the “Harlem Renaissance.” Subsequently, geographical 
proximity and economic instability grew to be the determining factors in the trade. How-
ever, over the last decade or so, a shift from the naïve art market toward that of art known 
as “brut” (in the sense defined by Dubuffet, i.e., spontaneous arts by autodidacts, but also 
by the mentally ill and even children) has been growing. This very specific market referred 
to by the term “outsider art” is organized mostly around annual fairs (the most important 
one taking place in Chicago), but equally through a whole network of specialized galleries. 
Consequently, Haiti supplies this art brut circuit with a great variety of objets d’art, but it is 
also dependent on the export of artifacts from the Vodou religion. In short, it is important to 
stress the underground nature of this market, for a large part of the Haitian art market evades 
formal commercial trade. This trafficking is organized around numerous middlemen who 
have made an at-times lucrative profession out of it. Nevertheless, from the exiled avant-garde 
artists of the 1960s (e.g., Télémaque, Jacques Gabriel) to the recent work of Valérie Christelle 
Saint-Pierre, contemporary Haitian art has been subject to a double-edged ostracism. Feared 
from the inside because it renders obsolete an aesthetic system based on Indigenism and its 
ethnicist corollaries, it resists the Siren song of official art. Furthermore, diverse reasons explain 
the ignorance within regional and international networks of contemporary Haitian art. In fact, 
the absence in Haiti of research centers specifically in the artistic field is not the only cause 




