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Suspect Left
Trail of Conflict

Uttered ‘No More Baby
Parts,’ Official Says

This article is by Julie Turke-
witz, Richard Fausset, Alan
Blinder and Benjamin Mueller.

HARTSEL, Colo. — Robert L.
Dear Jr. was a man who lived off
the grid.

On this lonely, snow-covered
patch of land in a hamlet ringed
by the Rocky Mountains, his
home was a white trailer, with a
forest-green four-wheeler by the
front door and a modest black
cross painted on one end.

As police officers surrounded it
on Saturday, looking for clues to
what they said had sent its owner
on a shooting rampage at a
Planned Parenthood center that
left three dead and nine wound-
ed, neighbors said they barely
knew him, beyond one man’s
memory of his handing out anti-
Obama political pamphlets.

Van Wands, 58, whose wife
owns a local saloon, said there
were two types of people in the
area: the old-timers who put ef-
fort into getting to know their
neighbors, and the newcomers
who wished for solitude. Mr.
Dear, he said, fell solidly into the
second category.

“That’d be one that preferred
to be left alone,” he said.

A day after the shooting, a por-
trait emerged of a man with a
sporadic record of brushes with
the law, neighbors and relatives.
In 1997, Mr. Dear’s wife at the
time reported to the police that
he had locked her out of her home
and pushed her out of a window
when she tried to climb back in.
In 2002, he was arrested after a
neighbor complained that he hid
in bushes and tried to peer into
her house. An online personal ad
believed to be posted by Mr. Dear

sought partners for sadomaso- |

chistic sex.

With Colorado Springs resi-
dents telling chilling tales of
hours spent hiding in stores near
the shootout on Friday, the au-
thorities shed no light publicly on
whether they believed Mr. Dear,
57, had deliberately targeted

Planned Parenthood. But one |

senior law enforcement official,
who would speak only anony-
mously about an ongoing investi-
gation, said that after Mr. Dear
was arrested, he had said “no
more baby parts” in a rambling
interview with the authorities.
The official said that Mr. Dear
“said a lot of things” during his
interview, making it difficult for

Continued on Page 27
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Robert L. Dear Jr. wanted “to
be left alone,” a neighbor said.

“He said to us, ‘I think it’s going to take about 30 years,
maybe 40, before people stop caring whether I’'m black
and just pay attention to the work.””

Tarin Fuller, daughter of the artist Norman Lewis, below, who died in 1979
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The March Into the Museum

Black Artists, Long Neglected, Join an Expanding Canon
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By RANDY KENNEDY

The painter Norman Lewis
rarely complained in public
about the singular struggles
of being a black artist in
America. But in 1979, dying of
cancer, he made a prediction
to his family. “He said to us, ‘1
think it’s going to take about
30 years, maybe 40, before
people stop caring whether
I’m black and just pay atten-
tion to the work;” Lewis’s
daughter, Tarin Fuller, re-
called recently.

Lewis was just about right.
In the last few years alone,
his work has been acquired by
the National Gallery of Art in
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ESTATE OF Nb}éMAN W. LEWIS, COURTESY OF IANDOR FINE ARTS, NEW JERSEY
An untitled oil on canvas, from 1949, by Norman Lewis.
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Washington; the Museum of
Fine Arts, Boston; and the
Museum of Modern Art in Manhattan. This
month the Pennsylvania Academy of the Fine
Arts opened the first extensive survey of Lewis,
an important but overlooked figure in the Ab-
stract Expressionist movement — and a man
who might well have been predicting history’s
arc for several generations of African-American
artists in overcoming institutional neglect.

After decades of spotty acquisitions, under-
nourished scholarship and token exhibitions,
American museums are rewriting the history of
20th-century art to include black artists in a
more visible and meaningful way than ever be-
fore, playing historical catch-up at full tilt, fol-
lowed by collectors who are rushing to find the
most significant works before they are out of
reach.

“There was a joke for a long time that if you

went into a museum, you’d think America had
only two black artists — Jacob Lawrence and
Romare Bearden — and even then, you wouldn’t
see very much,” said Lowery Stokes Sims, the
first African-American curator at the Metropoli-
tan Museum of Art and later the president of the
Studio Museum in Harlem. “I think there is a
sea change finally happening. It’s not happening
everywhere, and there’s still a long way to go,
but there’s momentum.”

The reasons go beyond the ebbing of overt
racism. The shift is part of a broader revolution
underway in museums and academia to move
the canon past a narrow, Eurocentric, predomi-
nantly male version of Modernism, bringing in
work from around the world and more work by
women. But the change is also a result of sus-

Continued on Page 24

SIS’ Grip on Libyan City
- Gives It a Fallback Option

| .
Extremist Group Extends Its Power and

Brand of Violence to Colony in Surt

This article is by David D. Kirk-
patrick, Ben Hubbard and Eric
Schmitt.

MISURATA, Libya — Iraqi

| commanders have been arriving

from Syria, and the first public
beheadings have started. The lo-
cal radio stations no longer play
music but instead extol the great-
ness of the Islamic State’s self-
proclaimed caliph, Abu Bakr al-
Baghdadi.

When the Libyan arm of the Is-
lamic State first raised the
group’s black flag over the coast-
al city of Surt almost one year
ago, it was just a bunch of local
militants trying to look tough.

Today Surt is an actively man-
aged colony of the central Islamic
State, crowded with foreign fight-
ers from around the region, ac-
cording to residents, local militia
leaders and hostages recently re-
leased from the city’s main pris-
on.

“The entire Islamic State gov-
ernment there is from abroad —
they are the ones who are calling
the shots,” said Nuri al-Man-
goush, the head of a trucking
company based here in Misurata,
about 65 miles west of the Islamic
State’s territory around Surt.
Many of its employees live in
Surt, and five were jailed there
recently.

As the Islamic State has come
under growing military and eco-
nomic pressure in Syria and Iraq,
its leaders have looked outward.

One manifestation of the shift
is a turn toward large-scale ter-
rorist attacks against distant tar-
gets, including the massacre in
Paris and the bombing of a Rus-
sian charter jet over Egypt, West-
ern intelligence officials say. But
the group’s leaders are also de-
voting new resources and atten-
tion to far-flung affiliate groups

that pledged their loyalty from
places like Egypt, Afghanistan,
Nigeria and elsewhere. There are
at least eight in all, according to
Western officials.

Of those, by far the most im-
portant is based in Surt, a Libyan
port city on the Mediterranean
about 400 miles southeast of Sici-
ly. Western officials familiar with
intelligence reports say it is the
only affiliate now operating un-
der the direct control of the cen-
tral Islamic State’s leaders. In
Libya, residents of Surt and local

STATE OF TERROR
A Mediterranean Foothold

militia leaders say the transfor-
mation of the Islamic State group
here has been evident for
months.

“Libya is the affiliate that
we’re most worried about,” Pat-
rick Prior, the Defense Intelli-
gence Agency’s top counterter-
rorism analyst, said at a recent
security conference in Washing-
ton. “It’s the hub from which they
project across all of North Af-
rica.”

The leadership of the Islamic
State, also known as ISIS or ISIL,
is now clenching its grip on Surt
so tightly that Western intelli-
gence agencies say they fear the
core group may be preparing to
fall back to Libya as an alterna-
tive base if necessary, a haven
where its jihadists could continue
to fight from even if it was ousted
from its original territories.

“Contingency planning,” said a
senior Defense Department offi-
cial, speaking on the condition of
anonymity to discuss intelli-
gence. Western officials involved
in Libya policy say that the Unit-

Continued on Page 16

Pledges to Cut Emissions Lag

As Climate Talks Get Underway

By JUSTIN GILLIS

After two decades of talks that
failed to slow the relentless pace
of global warming, negotiators
from almost 200 countries are
widely expected to sign a deal in
the next two weeks to take con-
crete steps to cut emissions.

The prospect of progress, any
progress, has elicited cheers in
many quarters. The pledges that
have already been announced
“represent a clear and deter-
mined down payment on a new
era of climate ambition from the
global community of nations,”
said Christiana Figueres, execu-
tive secretary of the United Na-
tions Framework Convention on
Climate Change, in a statement a
month ago.

Yet the negotiators gathering

difficulty of emissions cutbacks.

In effect, the countries are
vowing to make changes that col-
lectively still fall far short of the
necessary goal, much like a pa-
tient who, upon hearing from his
doctor that he must lose ‘50
pounds to avoid life-threatening
health risks, takes pride in cut-
ting out fries but not cake and ice
cream.

The scientists argue that there
is only so much carbon — in the
form of exhaust from coal-burn-

Continued on Page 12
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“I think there is a sea change
finally happening. It's not
happening everywhere and
there’s still a long way to go, but
there’s momentum.”

LOWERY STOKES SIMS, above, the
first African-American curator at the
Metropolitan Museum of Art and later

the president of the Studio Museum in
Harlem.

From Page 1

tained efforts over decades by black cu-
rators, artist-activists, colleges and col-
lectors, who saw periods during the
1970s and the 1990s when heightened
awareness of art by African-Americans
failed to gain widespread traction.

In 2000, when Elliot Bostwick Davis
arrived at the Museum of Fine Arts,
Boston, as chairwoman of its Art of the
Americas department, there were only
three oil paintings by African-American
artists in the wing, she said, and not
many more paintings by African-Ameri-
cans in the rest of the museum’s col-
lection. “I had to deal with a lot of blank
faces on the collections committee, be-
cause they just didn’t know these artists
or this work,” said Ms. Davis, whose
museum has transformed its holdings
in the last several years.

DAVID HAMMONS, VIA PHILLIPS
A basketball hoop as light fixture by David Hammons sold for $8 million in 2013, putting him among the most expensive living artists.



Over just the last year, the Whitney
Museum of American Art, the Walker
Art Center in Minneapolis, the Los An-
geles County Museum of Art, the Dallas
Museum of Art and the Nelson-Atkins
Museum of Art in Kansas City, Mo.,
have hosted solo exhibitions devoted to
underrecognized blagk artists. Within
the last two years, the Metropolitan Mu-
seum has acquired a major collection of
work by black Southern artists, and the
Museum of Modern Art has hired a cu-
rator whose mission is to help fill the
wide gaps in its African-American hold-
ings and exhibitions.

A More Even Playing Field .

In interviews with more than two doz-
en artists, curators, historians, collec-
tors and dealers, a picture emerges of a
contemporary art world where the play-
ing field is becoming much more even
for young black artists, who are increas-
ingly gaining museum presence and
market clout. But artists who began
working just a generation ago — and
ones in a long line stretching back to the
late 19th century — are only now receiv-
ing the kind of recognition many felt
they deserved.

Like Norman Lewis, most of these
artists showing up for the first time in
permanent-collection galleries — in-
cluding the painters Beauford Delaney,
Alma Thomas, Bob Thompson, Aaron
Douglas and William H. Johnson — did
not live to see the change.

But others, like the Los Angeles as-
semblage sculptor Betye Saar, 89, and
the Washington-based abstract painter
Sam Gilliam, 81, are witnessing it first-
hand. The Chicago painter and print-
maker Eldzier Cortor, who worked in
New York for many years and died at 99
on Thanksgiving Day, lived to see his
work featured in the inaugural show of
the new downtown Whitney Museum.
Mr. Cortor had been fielding curators’
inquiries with increasing frequency and
donating pieces he still owned because
the market had ignored them for much
of his life.

“It’s a little late now, I’d say,” he ob-
served dryly during an interview last
month in his Lower East Side studio.
“But better than never.”

And while it was bad enough for male
artists, black women faced even steeper
obstacles. “We were invisible to mu-
seums and the gallery scene,” Ms. Saar
said. .

Through the rise of Modernist formal-
ism and, especially, as abstraction took
hold, black artists were often at a disad-
vantage because their work was per-
ceived by the white establishment as
formally “lesser” — too often figurative
and too narrowly expressive of the
black experience.

But even abstract artists like Lewis,
who resisted pressure from within the
black art world to be more overtly politi-
cal, were eclipsed — in part, paradox-
ically, because when curators did seek
out black artists’ work, figuration
helped them check off a box. “Up until
about five years ago, when curators
came to us, they were really only in-
terested in narrative works that showed
the black experience so they could dem-
onstrate in no uncertain terms to their
visitors that they were committed to
representing black America,” said the
New York dealer Michael Rosenfeld,
who has shown work from black artists
and their estates for decades. One in-

dication that serious change is afoot, he
said, is that more and more museums
are seeking prime abstract works by
black artists.

Ann Temkin, chief curator of painting
and sculpture at the Museum of Modern
Art, said that even within MoMA's strict
vision of Modernism, there were black
artists — like the abstractionist Alma
Thomas — “who would have absolutely,
comfortably fit into the narrative.” But
the museum bought its first Thomas
works only this year.

“It’s pretty hard to explain by any
other means than to say there was an
actual, pretty systemic overlooking of
this kind of work — with some truly
wonderful exceptions, but exceptions
that prove the rule,” she said, adding
that the way the museum was making
up for lost time was by actively buying
works, “putting our money where our
mouth is.”

Museums Make Up Ground

A handful of institutions — among
them the Philadelphia Museum of Art,
the Brooklyn Museum, the Smithsonian
American Art Museum, the Newark
Museum and the Corcoran Gallery of
Art (now closed) — have been regarded
as ahead of the curve. As others make
up ground with gathering speed, said
Edmund Barry Gaither, director of the
Museum of the National Center of Afro-
American Artists in Boston, “I think
what we're seeing now is the aggrega-
tion of forces that have been in motion
for at least the last half-century.”

He points to black collectors and his-
torically black colleges, like Howard
University and Atlanta University (now
Clark Atlanta University), which were
buying work when few others were. An-
other force was the founding of the Stu-
dio Museum in Harlem in 1968 and pio-
neering exhibitions that began to
change the conversation, like one Mr.
Gaither organized at the Museum of
Fine Arts in 1970, “Afro-American Art-

ists: New York and Boston”; and “Two
Centuries of Black American Art,” cu-
rated by the scholar David C. Driskell in
1976 for the Los Angeles County Mu-
seum.

The shows pushed “curators and his-
torians to admit there was a whole body
of art out there they hadn’t known,” Mr.
Gaither said. “They showed how a dis-
cussion about African-American art is
inseparable from a discussion of Ameri-
can art. One can’t exist without the oth-
er.” And slowly — far too slowly, he add-
ed — the seeds that were sown changed
academia and curators, of all races, who
are now in charge of permanent col-
lections and exhibitions.

Gavin Delahunty, a Dallas Museum of
Art curator who recently organized a
show devoted to Frank Bowling, a Guy-
anese-born abstract painter who has
long worked in New York, said a grow-
ing number of curators emerging from
graduate programs since the late 1990s
felt “like we were educated to address
an imbalance in representation.”

“And it’s very natural to me that it’s
what we should be doing now in our po-
sitions,” he said, adding, “I think there’s
a real sense that the doors are pretty
wide-open now.”

One result is a growing realization by
ambitious collectors that the absence of
important works by black artists in
their collections diminishes their own
seriousness. John Axelrod, a Boston
lawyer who saw shows of work by black
artists years ago at Mr. Rosenfeld’s gal-
lery, said: “I always wanted to have a
great collection of American art. I start-
ed educating myself, and it was like a
light went off, or more like a bomb:
‘How can I call myself a great collector
of this period without some of these art-
ists?’”

Mr. Axelrod, who donated and sold
most of his American collection to the
Museum of Fine Arts, Boston, in 2011,
added: “As we became exposed to it,
more collectors came to the same con-

e

clusion: There are great pieces out
there. These are great artists. Why ha-
ven’t I seen them before? And I'd better
get them now before they’re all gone.”

While the market is catching on, it is
doing so slowly and unevenly. Auction
prices for the most sought-after con-
temporary black artists are very strong
now when compared with their peers. A
David Hammons basketball hoop as
chandelier sold for $8 million in 2013,
putting him among the most expensive
living artists. Paintings by Glenn Ligon
and Mark Bradford have recently sold
for more than $3 million, and Kara
Walker, whose pieces exploring the hor-
ror of slavery are tough sells for col-
lectors’ homes, has approached the
half-million-dollar mark.

But prices for critically successful
artists who came of age earlier, even as
recently as the 1960s and ’70s, still lag
behind what many dealers think they
should be. Mr. Gilliam, who represented
the United States at the Venice Biennale
in 1972 and whose draped canvases
have had a strong influence on younger
painters trying to rethink the medium,
has only recently broken $300,000 at
auction, though works by Mr. Gilliam on
view recently at the Frieze Masters art
fair in London were priced at up to
$500,000.

“I'm sorry, but I really believe that if
he were a white artist, you wouldn’t be
able to afford him now; you wouldn’t be
able to touch him unless you had sev-
eral million,” said Darrell Walker, the
former professional basketball player
and coach, who has collected works by
Mr. Gilliam, Norman Lewis and other
black artists for more than 30 years.

A Rush for the Best Works

As the gauge begins to move toward
correction, more collectors and mu-
seums are scrambling to find the best
works. “The prices are now well beyond
what I could do without major financial
sacrifices to buy just a single painting,”
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said James Sellman, who, along with his
wife, Barbara, has been collecting work
by self-taught black artists like Thorn-
ton Dial for decades.

Mr. Sellman is on the board of the
Souls Grown Deep Foundation in Atlan-
ta, which last year donated a major col-
lection of 57 pieces by African-American
artists from the South to the Metropoli-
tan Museum, a gift Thomas P. Camp-
bell, the Met’s director, called “a land-
mark moment” in the museum’s evolu-
tion. (It came 45 years after a widely de-
rided Met exhibition, “Harlem on My
Mind,” which was intended to celebrate
the cultural history of black Americans
but contained no work by painters and
sculptors with flourishing careers in
Harlem.)

A show organized around the Souls
Grown Deep donation is being planned
by the Met, and next fall, at its new Met
Breuer building, the museum will host a
retrospective of the work of the highly
sought-after contemporary painter Ker-
ry James Marshall, making for perhaps
the most concentrated focus on work by
African-Americans in the museum’s his-
tory.

But Ms. Sims has been around long
enough to know that the art world does
not always move in a consistent di-
rection, and warned that such progress
in many ways remains fragile. “The
canon is like a rubber band,” she said.
“You can stretch it, but there’s always
the danger it’s going to snap back.”

Thelma Golden, the current director
of the Studio Museum in Harlem, said,
“Yes, things are better.” But, she added:
“What we need to continue to under-
stand is that the exhibition and col-
lection of this work is not a special ini-
tiative, or a fad, but a fundamental part
of museums’ missions — and that

progress is not simply about numbers,
but understanding this work, in the con-
text of art history and museum practice,
as essential.”

ELDZIER CORTOR, MICHAEL ROSENFELD GALLERY

Eldzier Cortor, who died on Thursday, lived to see his work in the new Whitney Museum. Right, a 1982 work of his, “Still Life: Souvenir No. IV.”
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