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One of the most startling portraits in the collection is Marc Quinn's white
marble sculpture, Selma Mustajbasic (2000), which is modeled after a young
woman who is an amputee. This work obliterates the Platonic ideal, yet
imitates its material, proportion, and smooth finish. By choosing to sculpt hu-
man forms that are physically imperfect, Quinn resolutely denies the body as
important to the realities of existence, yet strangely relates the amputation to
fragmentation of antiquities. Moreover, he infers that our interior life completes
us, a reference to spirituality that is refatively out of favor today.

In images of the landscape, artists choose to signify the action and residue
of our existence, abbreviating the details of the story to intensify the real-
ity. Herein lies the most pressing political commentary in the realist genre, a
fascinating subject too extensive to discuss fully, but which is encapsulated in
the work of two artists whose artistic choice could not be more contrary. Kara
Walker's Shiny Penny (1995) is a jet-black cutout silhouette that depicts an
absolutely perverse and threatening story that is both easy and difficult for the
viewer to complete in detail. This simple work speaks volumes as an historic
narrative of the American South and of depravity in general. Conversely, Alexis
Rockman's Disneyworld Il (2005) is painted in the high traditional style of the
Hudson School, filled with detail that forecasts the future as a grim reality

resulting from casual and careless human actions. Here we see the fast-for-
ward chronicle of society’s legacy foretold by Idelle Weber's trash bin.

Walker and Rockman's political and moral messages affect new analysis
of the collection. James Rosenquist's cellophane-wrapped doll, Alex Katz's
Amanda, and Jennifer Bartlett’s boat at the sandy shore, all lose their offhand
innocence and accrue a strangely ominous nuance. In fact, if we look at this
new generation of artists in the Seavest Collection, we see indicators of the
realities of the post-9/11 world, which challenges our previous perspectives
of a bridge. a skyscraper, a shop window, a fire truck, or an airplane.

Art is often viewed strictly in the marketplace in cold terms as a commodity
to be bought and sold. The Seavest Collection of Contemporary Realism is
evidence that it is indeed more than that. These works attest to the enduring
and expressive power of realism. The collection, shared in this forum, conveys
the capacity of artists to describe our cities and the people in them with an
unflinching eye, as well as their ability to embed in their work the economics
and politics of our time, and informs us of the high value placed on art as part
of our everyday existence.

Dede Young

Curator of Modern and Contemporary Art
Neuberger Museum of Art

SUNY Purchase, New York



Lisa Yuskavage .

Though less audacious and provocative than her earlier works, which
were branded with such titles as Asspicking, Foodeating, Headshrinking,
Socialclimbing, and Motherfucking Bad Habits (1996), Lisa Yuskavage's re-
cent paintings continue to marry the classical female nude with authentically
déclassé, contemporary sexuality.! After abandoning wholly fictional charac-
ters in favor of a real-life model, Yuskavage again changed her source material
to found pop-culture images, painting most often from 1970s Penthouse
photo spreads. As part of this new approach, Pajamas appears as an ideal-
ized-but-real figure, simuitaneously evocative of the clichéd props, passive
demeanor, and open bits of clothing associated with soft-core pornography
but firmly rooted in a seductively beautiful style that restricts the viewer from

an exaggerated erotic reaction.

Like many others, Yuskavage faced the difficulty of depicting the female nude
while remaining a contemporary artist. In earlier work, Yuskavage found the
solution in the mannerist distortions of “bloated bellies, elongated necks,” and
hyperbolic buttocks that symbolized the burden of sexual attributes and their
use in modern culture. The appropriation of conventionally attractive women
from the pages of Penthouse, however, drew her work further away from

the grotesque, staging a more seductive relationship with the viewer that is,

ironically, less confrontational.

Pajamas also develops its modernity by serving as a contemporary reworking
of Degas' pastels of women in intimate settings. Employing a similar use of
a single color, the work abandons Degas’ monotype gray in favor of a soft
red that unites the figure and foreground. Yuskavage also adopts Degas'
alchemical backlighting of the figure, using the technique to imply a narcis-
sistic admiration that nearly succeeds in containing the light from escaping
behind her reach.’ In order to save the nude from any such stereotype, though,
Yuskavage portrays her with downcast eyes that suggest she has accepted
her role as a sex symbol but that she still yearns for something more real.

Through its elegant and meditative silence, Yuskavage continues to obliquely
remind her viewer of the absence of such qualities in their sexual realities, all
the while harkening the “enduring possibility of their renascence.™ The result
is a Penthouse image painted with a tenderness that combats and ultimately
overwhelms its role as an idiomatic commodity.
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