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It is sometimes hard to believe that it already has been 
twenty years since Vicki and I began collecting contemporary 
art.  It is equally hard to believe that this passion has not always 
been part of  our life.  But perhaps that is the way it is for all 
devoted collectors—or should I say, demented.  In any case, 
obsessive-compulsive behavior seems to be a common 
denominator for all the major collectors that I have met.  In a 
positive vein, however, I have found it to be a more spiritual 
quest, perhaps not unlike the journey taken by Kandinsky, 
Mondrian, Malevich or Rothko in their pursuit of  “absolute” 
meaning in their art many decades ago.

We want to thank the many dealers, curators and 
museum directors (all have become great friends) that have 
played such an important role in building the collection.  I hope 
this attempt to explain the “why” of  what we have done will 
encourage other collectors to do the same.

While all the participants in our small world are 
passionate about art, no one epitomizes the depth of  this 
passion as much as the individual collector.   A museum 
collection, no matter how extensive or grand, is essentially a 
body put together by a consensus of  multiple curators, directors 
and trustees over decades.  An individual collector, however, 
stands alone with his own conviction and his own eye (not to 
mention his own money), and indelibly stamps his vision and 
passion on the collection for all the world to see.  This to me 
defines a true patron of  the arts.

Odyssey and Philosophy
Gary Garrels, the Elise S. Haas Chief  Curator of  

Painting and Sculpture at the San Francisco Museum of  
Modern Art (SFMOMA), first coined the phrase “A Portrait of  
Our Times” as the title of  the 1998 inaugural exhibition of  our 
collection at SFMOMA.  This exhibition introduced the 
roughly 250 contemporary works in our initial 1997 gift to the 
museum.  Fifteen years later, Vicki and I still feel it ideally 
captures the spirit of  our collecting passion.

As a general philosophy, the collection has reflected 
our belief  that art is a mirror of  our culture and that the best of 
it provides insight into issues that face us as individuals and as a 
society as a whole.  I have always been impressed by a passage 
that I read early in my collecting career:

	 Every work of art is the child of its age and, in 
many cases, the mother of our emotions.  It follows 
that each period of culture produces an art of its 
own which can never be repeated.  Efforts to revive 
the art principles of the past will at best produce 

 art that is still-born. … [T]he artist must have 
something to say, for mastery over form is not his 
goal but rather the adapting of form to its inner 
meaning.

This statement was made by Wassily Kandinsky, one 
of  the most respected abstract painters, and surprisingly it was 
made nearly 100 years ago in The Art of  Spiritual Harmony 
published in 1914.  To me it is a defining, enduring statement 

about the purpose of  contemporary art, not only for the early 
20th century but also for contemporary art today.

We have always been interested in collecting art at the 
time it is made, with particular focus on younger and emerging 
artists.  Art at its conception can be controversial, confusing 
and often times ignored.  Its ultimate importance is far from 
clear; most will be irrelevant within 20 years, regardless of  
whether the collector has a good eye or not.  Nonetheless, as 
collectors we have always found this to be the most exciting, 
and ultimately the most satisfying, part of  the collecting 
process.  While today it seems humorous, there actually was a 
serious article in Life magazine’s January 1964 issue titled, “Is 
He [Roy Lichtenstein] the Worst Artist is the U.S.?”  In the 
same vein, in a review of  a Gerhard Richter retrospective at the 
Museum of  Modern Art in New York, Richter recalled the art 
world’s reactions to his early 1980s candle paintings:  “Nobody 
bought any of  them.  And they were very cheap.  Now they sell 
for a fortune.  But they were out of  time and unexpected.”  
Two other acknowledged masters, Barnett Newman and Andy 
Warhol, were vociferously derided when their work was first 
exhibited in the 1950s and 1960s.  Warhol’s importance was 
finally widely recognized in the 1990s.   

Alfons Hug, a curator of  the Sao Paulo Biennial, 
perhaps captured the entrepreneurial collecting spirit best when 
he said, “Rather than running after art history, I prefer to 
anticipate it.”  While Vicki and I concur completely, we felt that 
it was important to anchor the collection with acknowledged 
masterworks from influential artists of  the 1960s and 1970s in 
order to provide a reference point for the work of  subsequent 
generations of  artists.

While our philosophy has evolved over the years, it is 
fair to say that we had no preconceived ideas when we began 
collecting in the early 1990s.  We did not set out to build a 
collection.  Our initial exposure to contemporary art occurred 
in the late 1980s in Vail, Colorado, where a dealer, Arne 
Hanson, had a gallery above the Uptown Grill, our apres-ski 
hangout.  Vicki had also worked at the Denver Art Museum in 
the mid-1970s in the publications department.  Our latent 
interest was rekindled in 1992 when a friend and dealer, Larry 
Evans, invited us on a gallery walk one Saturday in San 
Francisco.  That afternoon we bought our first painting, The 
Butler’s In Love (1991) by Mark Stock, which is still in the 
collection today.  From that purchase, we got to know Martin 
Muller, owner of  the gallery Modernism in San Francisco.  
Martin became my first invaluable tutor in art history; Larry, as 
well as Mark and Martin, have all remained good friends.  To 
me, this is what collecting art is all about—not a competitive 
contest or a superficial means of  seeking status, but a process 
involving friends which literally becomes a way of  life.

Our early collecting from 1993 to 1995 concentrated 
on California artists including important 1960s Bay Area 
Figurative artists such as Richard Diebenkorn, David Park, 
Wayne Thiebaud, Mel Ramos, Nathan Oliveira and Manuel 
Neri.  Artists of  later generations such as Raymond Saunders, 
Christopher Brown, Deborah Oropallo and Stephen de 
Staebler joined the collection along with 1990s artists such as 
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Kevin Christison, Doug Schneider, Lucy Puls and Maria 
Porges.  By the end of  1995, there were approximately 100 
pieces in what actually had become a collection.  In addition to 
Martin Muller and Larry Evans, several other dealers were 
important influences on the collection in its embryonic stage 
including Paul Thiebaud, Cheryl Haines, John and Gretchen 
Berggruen, and Steve and Connie Wirtz; we remain gratefully 
indebted to them all.

Quite by chance, the next important milestone in 
building the collection occurred in the latter part of  1995 when 
Vicki accompanied me on a business trip to London.  We 
walked into Anthony d’Offay Gallery one Saturday morning 
and struck up a conversation with one of  the young directors, 
Polly Robinson.  Through Polly, we were introduced to Robin 
Vousden and later to Anthony.  In the next two years the 
d’Offay Gallery became our largest dealer.  During this 
1995-1997 period when the art market was still depressed, we 
bought a large number of  works by Andy Warhol from d’Offay 
and other dealers which ultimately became the cornerstone of  
our collection, including a large Self  Portrait (1986), eight Skulls 
(1976-77), Double Jackie (1964), and Gun (1981).  The collection 
has included a total of  34 Warhols, as well as an important 
Warhol/Basquiat collaboration painting from 1984.

In addition to being the guiding light behind our 
acquisition of  Warhol works, the d’Offay Gallery cultivated our 
initially reluctant interest in Jeff  Koons, represented by 12 
works in the collection.  Koons, in addition to Warhol and 
Damien Hirst, are the three we consider to be the core artists 
in our collection.  Other important artists that entered the 
collection during this period were Philip Guston, Anselm 
Kiefer, Francesco Clemente, Richard Hamilton, Gerhard 
Richter, Kiki Smith, Gilbert & George and Bruce Nauman.  
The first work by a Young British Artist (YBA) to enter the 
collection was purchased from d’Offay.  That artist, Richard 
Patterson, was featured in an exhibition program of  emerging 
artists run by Sadie Coles at the time.  It is safe to say that no 
one has had a greater influence on our collection than Polly 
Robinson, Robin Vousden and Anthony d’Offay.  To this day, 
Vicki and I count them as great friends and are deeply grateful 
for their guidance.

Although Richard Patterson was the first YBA to 
enter the collection, the term YBA had not really been widely 
used at that time.  In truth, we did not foresee the importance 
that this group would assume in our collection, nor for that 
matter in the art world in general.  The man largely 
responsible for the YBA component of  the collection was the 
irrepressible super-salesman Jay Jopling.  In my opinion, 
London would not have achieved the status in the 1990s art 
world that it did without Jay, Damien Hirst and Charles 
Saatchi.  While numerous other artists, dealers and collectors 
contributed enormously to the success of  the YBA art scene, 
these were the “three horsemen.”  I first met Jay in Los 
Angeles, not in London, at one of  the alternative art fairs—this 
one at the Chateau Marmont.  Jay got me into a bidding war 
(with myself) for an Antony Gormley piece, Fruits of  Life (1989).  
The only way I could get out of  the suite was to commit then 
and there!  This was the beginning of  a relationship that Vicki 
and I have had with Jay and his wife, artist Sam Taylor-Wood, 
which we cherish to this day.  Jay’s gallery Whitecube became 
our second largest dealer during this period.  While I consider 
Jay to be the preeminent salesman in the art world, I hasten to 
add that there is not a dealer more genuinely or passionately 
devoted to his artists than Jay.  Important works by Damien 
Hirst, Marc Quinn, Sam Taylor-Wood, Marcus Harvey, Gavin 
Turk, Gary Hume and Tracy Emin were all added in the 
1995-1999 period.  And our collection of  Gormley’s work 
expanded to five pieces, including the life-size maquette for the 
majestic Angel of  the North at Gateshead, England, which is 
installed at our home in Vail, Colorado, overlooking the Rocky 
Mountains.

In addition, our collection would not be what it is 
today without the invaluable contributions from London 
dealers Stephen Friedman, Michelle D’Souza, and Nicholas 
Logsdail of  the Lisson Gallery.

While we were very active in London in the second 
half  of  the 1990s, we also dramatically escalated our 
involvement in New York.  Our initial contact with the East 
Coast grew out of  our association with Martin Muller and one 
of  the New York artists he represented, Jerry Kearns.  Jerry 
matured in the fast-paced, helter-skelter 1980s with a number 

  L
O

G
A

N
 C

O
LL

E
C

TI
O

N
:  

A
 C

ol
le

ct
or

’s 
Ph

ilo
so

ph
y 

The Logan Collection 

Installation includes works by 
Andy Warhol, Bo Bartlett, 
Marc Quinn, Thomas Demand, 
Damien Hirst and Juan Munoz



3

of  other artists associated with one of  that decade’s major 
dealers, Doug Walla of  the Kent Gallery.  Jerry (an art 
professor at the University of  Massachusetts at the time) and    
I began a dialogue, which blossomed into a full-fledged 
collaborative working relationship for a number of  years.  
Many of  the key dealer, artist and curator relationships that      
I eventually formed began with an introduction from Jerry.  
Through him I also met Jeanette Ingberman and Papo Colo, 
the founders of  the alternative space Exit Art.  Eventually I 
served on the board of  Exit Art for several years and was 
immensely affected by the energy and commitment to 
emerging artists embodied in Jeanette and Colo.

I hesitate to name New York dealers and auction 
house directors who have had a hand in shaping the collection 
since there are so many that have been invaluable.  However 
there are a few that early-on were so helpful, and are now close 
friends, that I mention specifically to thank them for their 
input:  Friedrich Petzel, Lawrence Luhring and Roland 
Augustine, Andrea Rosen, Neal Meltzer, Tracy Williams, 
Helene Weiner and Janelle Reiring of  Metro Pictures, Jill 
Sussman who was a director of  Marion Goodman at that time, 
Doug Walla, Max Protetch, Ron Feldman, Bob Monk and 
Matthew Marks.  I also owe a special debt to San Francisco 
private dealer Tony Meier for all his counsel during the years 
and particularly for the addition of  a number of  important 
works to the collection.  These include Andy Warhol’s Silver 
Electric Chair (1964), Last Supper (1986), and several Warhol box 
sculptures; Sigmar Polke’s The Pair (1965) and Untitled (1995); 
Robert Gober’s Untitled (Door) (1998) and Untitled (Cat Litter) 
(1989); Ed Ruscha’s Burning Gasoline Station (1965-66); John 
Currin’s Girl in Bed (1993) and The Colossus (1994); as well as a 
number of  important works on paper by Bruce Nauman, 
Georg Baselitz, Gerhard Richter and Damien Hirst.

The 1997 Gift to the San Francisco Museum of  
Modern Art

A major milestone for the collection (and for Vicki and 
me) was reached toward the end of  1997.  By that time the 
collection had grown to roughly 250 works, far outstripping our 
ability to display all the work in our San Francisco home.  We 
found ourselves reflecting on the ultimate disposition of  the 
collection since we have no direct heirs.  Over the prior four 
years, we had been drawn into the orbit of  SFMOMA and its 
unassuming, articulate, knowledgeable and charming curator, 
Gary Garrels.  I have refrained from mentioning Gary’s 
influence until this point because he retains a singular place in 
our hearts and minds.  Without question, Gary had the most 
important impact on Vicki and me as collectors and on the 
composition of  the collection itself.  He was the key to our 
decision to make a gift of  the collection to SFMOMA in the fall 
of  1997.  Gary captured the essence of  our collecting 
philosophy in the catalog accompanying the first exhibition 
staged by SFMOMA:

 The Logans made a conscious decision not to 
collect abstract art, in which content derives from 
form.  Looking back to the late 1950s and early 
1960s as the foundation of  today’s art, they were 
interested in the emergence of  Pop Art, figurative 
art and realism after the dominance of  Abstract 
Expressionism and in contrast to Minimalism.  
The scope of  their interest has ranged from the 
psychological and representational to the material 
and conceptual aspects of  contemporary art.  The 

Logans have been most interested in collecting art 
at the time it was made, with particular emphasis 
on younger and emerging artists and the art of  the 
past ten to fifteen years.  Very quickly they realized 
that it was critical to anchor such works with 
representative and key works by artists of  the 
immediately preceding generations; these 
important works from the late 1950s to the 1970s 
would provide a foundation and serve as reference 
points for the core contemporary collection.

Almost from the outset, Vicki and I envisioned 
returning our private holdings to a public institution, reflecting 
our view of  the importance of  the visual arts in the historical 
documentation of  society.  More than business, athletics or 
politics, it is culture—music, literature, the arts—that survives 
and is passed down from generation to generation.  It is culture 
that defines the achievements of  past civilizations and therefore 
sets the yardstick for the current one.  It has always been our 
feeling that for art to fulfill the purpose of  its creation, it must 
be seen, discussed and critiqued in the context of  the times in 
which it was created.

Vicki and I came to approach collecting in much the 
same way as a museum curator does, obviously using private 
funds rather than public resources.  In our view a curator’s 
responsibility and challenge is to assemble a collection that is a 
reflection of  the culture of  society at a moment in time and to 
preserve it for future generations.  Each artist does this from an 
individual standpoint, drawing on personal experiences and the 
forces that have shaped their personality.  However art is not 
created by an individual in a vacuum.  The hallmark of  truly 
great art, in our opinion, is when an artist’s personal statement 
actually captures (in many cases unwittingly) a more universal 
theme that can be applied to a broad cross-section of  
contemporary society.  A curator, in turn, can stand back from 
these proverbial “trees” (individual artists’ statements) and 
“paint” a picture of  a broader “forest,” drawing on the entire 
pool of  artists that he or she believes are making pertinent 
statements about our society.  Similarly, our objective as private 
curators has been to create such a statement about current 
contemporary culture as reflected in the visual arts and then 
return it to the public trust.

Because of  that, the most important element in our 
1997 gift to SFMOMA was the museum’s commitment to stage 
a series of  seven focused, thematic exhibitions curated from the 
collection over a ten-year period, in addition to a major survey 
of  the entire Logan Collection which was held in 2003-04.  
This would not have been successfully concluded without the 
dedicated and far-sighted assistance of  the SFMOMA trustees 
and staff  members.  We would particularly like to recognize the 
efforts of  the late Elaine McKeon, former chairman of  the 
board; Brooks Walker, Jr., former chairman and a member of  
the executive committee; Lori Fogarty, former senior deputy 
director; and Bonnie Levinson, former deputy director for 
external affairs.

Concurrent with the gift of  our collection to 
SFMOMA, we also endowed the construction of  the Kent and 
Vicki Logan Center at the San Francisco campus of  the 
California College of  the Arts (CCA).  The Logan Center 
houses the CCA Institute that presents an ambitious program 
of  cutting-edge developments in art, architecture and design.  
Our continuing hope is that our simultaneous gifts to these 
institutions serve as a bridge in which the programs of  
SFMOMA serve as an inspirational source for creative young 
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president of  CCA, for his encouragement in this endeavor and 
for his ongoing friendship.  Also we would like to acknowledge 
the creative genius of  Lawrence Rinder, the first director of  the 
CCA Institute and now Director of  the Berkeley Art Museum 
and Pacific Film Archive at the University of  California, who 
organized the first two of  CCA’s scheduled eight exhibitions 
from the Logan Collection—Spaced Out:  Late 1990s Works from 
the Vicki and Kent Logan Collection in the spring of  1999 and 
Present/Potent in the spring of  2000.  The third show took place 
the following winter and was organized by Ralph Rugoff, the 
former freelance curator and critic who replaced Rinder and is 
now Director of  the Hayward Gallery in London.  The theme 
of  Ralph’s show, A Contemporary Cabinet of  Curiosities, evoked the 
historical “wunderkammer” (literally a cabinet of  curious and 
wondrous objects), the forerunner of  the modern museum.  
Vicki and I believe this show embodied one of  the most 
intellectually imaginative and stimulating curatorial insights 
into our collection.  It began to achieve our goal of  fostering 
independent explorations of  the thematic inter-relationships 
for what eventually became the collection’s 1,300 objects 
produced by 260 artists spanning six decades.

The 2001 Gift to the Denver Art Museum
Creative artistic energy seemed to explode in the last 

half  of  the 1990s and so did our collecting activity.  The YBA 
movement that reinvigorated the contemporary art world in 
the early 1990s continued to percolate, while a wave of  new 
figurative artists emerged in New York.  Simultaneously, a new 
generation of  contemporary Japanese, Chinese and other 
Asian artists appeared in numerous museum surveys and 
biennials, followed by the emergence of  a group of  artists 
centered in Berlin who were focused on exploring the 
boundary between representation and abstraction as well as a 
new approach to surrealism.  Paralleling this burst of  creative 
output, our collection grew from 250 pieces at the end of  1997 
to roughly 700 works by mid-1999.  Consequently and despite 
the ten-year display commitments made by SFMOMA and 
CCA in 1997, our principal objective of  exhibiting a now-
expanded collection still remained elusive because of  its size.

Following my retirement from the investment banking 
industry in 1999, Vicki and I decided to make our permanent 
home in Vail, Colorado.  Our roots in Vail go back almost 30 
years, and in fact we were married on the top of  Vail Mountain 
in 1985.  Aside from a few collectors who call Vail home 
(usually a second home), there really is little focus on visual arts 
in the Valley.  Vail, however, sits almost exactly midway 
between Denver to the east and Aspen to the west.  Just about 
the time we decided to relocate to Vail, Dean Sobel, former 
curator of  modern and contemporary art at the Milwaukee 
Museum of  Art and now the Director of  the Clyfford Still 
Museum in Denver, was appointed the new Director of  the 
Aspen Art Museum.  Shortly thereafter, Dean agreed to 
organize an exhibition from the Collection, “Warhol, Koons 
and Hirst—Cult and Culture,” which was staged during the 
summer of  2001 in Aspen.  This was a show that we had 
always wanted to do in order to explore the similarities 
between these three important artists of  the post-war period.  
With this western link forged in Aspen, it was natural to next 
look eastward to the art community in Denver.

As mentioned, our earliest exposure to contemporary 
art had actually been in Vail.  Our first purchases of  art of  any 
kind had been through Tom Basset of  the Clagett-Rey Gallery 
in Vail and Jim Robischon of  the Robischon Gallery in Denver.  
Several years and many acquisitions later in early 2000 
following our decision to relocate to Vail, Diane Vanderlip, the 
curator of  modern and contemporary art at the Denver Art 
Museum, contacted us.  As we got to know her over the 
ensuing months Vicki and I became more and more impressed 
with her curatorial vision and insights.  Through Diane, we 
also met Lew Sharp, now retired Director of  the museum, who 
was orchestrating a dramatic enhancement.  In 1999, the 
citizens of  Denver had approved a $62.5 million bond initiative 
to transform the museum’s existing 200,000 square foot 
building into a 350,000 square foot cultural complex designed 
by internationally acclaimed architect Daniel Libeskind.  Even 
more impressive to us was the fact that the museum successfully 
completed the first phase of  its pledge to increase its endow-
ment by over $50 million (to a total in excess of  $80 million) by 
November 2001, the end of  a very difficult economic year.  
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The new Libeskind building greatly expanded 
exhibition space for Diane Vanderlip’s modern and 
contemporary program.  As we have repeatedly said, the only 
real condition to all of  our gifts is that the art must be shown—
if  not, it does not fulfill the artists’ purpose in creating it, or 
ours in collecting it.  The Denver Art Museum’s commitment 
to stage a major survey exhibition from our collection when the 
new building opened in 2005, followed by four smaller 
exhibitions, was key to our final decision to make this gift.  Our 
hope is that these 197 works truly made a difference at a major 
transitional point in the history of  the Denver Art Museum.

The year 2001 also marked the construction of  our 
own private museum in Vail.  Exhibited there are over 150 
objects from the collection, which in addition to the 150 works 
in our private home next door, brings together major works in 
one location.  Our intention is still to gift the entire body of  
work to the public.  Of  the 1,300 pieces in the collection, 331 
works have been given to SFMOMA, 197 to the Denver Art 
Museum, and 14 to the Phoenix Art Museum. 

The Collection—A Profile
The complete Logan Collection consists of  

approximately 1,300 objects created by 260 artists spanning six 
decades.  The artworks include a large selection of  paintings, 
followed by sculpture, photography and video works, and works 
on paper.  Drawings, or works on paper, are an important 
component of  our collection; we find this medium more truly 
reflects the actual hand and first thought of  the artist.

While our collection focuses on young and emerging 
artists, it is anchored with recognized masters from the 1960s 
and 1970s who heavily influenced subsequent generations.   
The foundation was built around the Pop Art movement, 
particularly Andy Warhol, Ed Ruscha, John Wesley and 
Richard Hamilton, whose works were equally important in a 
conceptual sense; the Bay Area figurative artists Richard 
Diebenkorn, Wayne Thiebaud, Mel Ramos and David Park; 
David Hockney from the London School; and the German 
Expressionists George Baselitz, Sigmar Polke, Gerhard Richter 
and Anselm Kiefer.  Bruce Nauman is represented by four 
works, which are important in establishing the conceptual basis 
of  the collection.

From the outset the Logan Collection has been truly 
an international one; approximately half  of  the artists are 
American, with a large sampling of  British, German and other 
European nationalities, plus Middle Eastern and Latin 
American representation.  The collection also includes 
approximately 200 works by Asian artists, making it one of  the 
largest collections of  contemporary Asian art in the world and 
consisting of  artworks that are as definitive of  the last decade as 
the YBA movement was of  the 1990s.  Given the importance of 
Asia in the world’s political and economic order as we entered 
the 21st century, it seemed particularly important to document 
that region’s transition as reflected in the visual arts. 

Our major focus has been on Japanese and Chinese 
artists.  These two societies have undergone and continue to 
undergo dramatic transformations.  Japan’s postwar evolution 
from a regional player to an economic superpower (all under 
the watchful eye of  the United States) was followed by the 
collapse of  the 1980s bubble economy and the subsequent 
economic downturn that continues to this day.  This represents 
perhaps the most staggering example of  change in a major 
society in the past 60 years.  Tatsuo Miyajima’s LED objects 
allude to these dramatic changes in a classic philosophic 

investigation into the nature of  time/space/infinity and life/
death/eternity questions.  Yasumasa Morimura’s staged 
conceptual photographs, on the other hand, address Japan’s 
Americanized brand of  consumer-capitalism by satirizing 
Japan’s propensity to appropriate status and culture in a 
nouveau-riche manner so typical of  the 1980s.  Takashi 
Murakami’s provocative works capture Japan’s obsession with 
“manga” (comics) and “anime” (animation), which are 
pervasive in the comic-cartoon subculture of  today’s Japanese 
society.

Similarly, China’s transformation continues and its 
integration into the world order became the first watershed 
event of  the new millennium.  While China’s artistic roots go 
back centuries, the era of  Socialist Realism and the traumatic 
mid-1960s to mid-1970s decade of  Mao’s Cultural Revolution 
caused a radical disjuncture.  Not until the “China/Avant 
Garde” exhibition opened in February 1989 at the National 
Gallery in Beijing was a freer artistic expression publicly 
acknowledged again.  Tragically, the brutal repression of  the 
student democracy movement in Tiananmen Square the 
following June stunned the arts community.  However, that 
event galvanized the intellectual and artistic communities 
outside China into paying increased attention to the way art 
reflects important political and social issues as Chinese society 
evolved in the 1990s.  Given the magnitude of  the change that 
China is undergoing, it seems particularly important to us that 
its art be an integral part of  our contemporary collection.  
Therefore, artists such as Fang Lijun, Liu Xiaodong, Yue 
Minjun, Zeng Fanzhi and Zhang Xiaogang are prominently 
featured.

The Philosophy—Conceptual Realism
Our collection is often referred to as “figurative”.  

However while many works use the figure, they are not about 
the figure but rather use the figure in a conceptual sense.  
Warhol’s silkscreens of  Jackie Kennedy following the 
assassination of  President Kennedy are clearly figurative but 
they are really more about America’s loss of  innocence and 
idealism following the “Camelot” years.  Even a painting such 
as David Park’s Les Baigneuses (1959), which seems to be a 
straightforward depiction of  two nude women, raises questions.  
Are there perhaps two nude women and one man?  Perhaps a 
black Adam and Eve toweling off  after an outdoor bath or 
swim?  The title recalls the grand tradition of  19th century 
French painting with its nude picnic masterpieces; the paint 
handling evokes European expressionism.  The woman facing 
the viewer recalls the central figure in Picasso’s Les Demoiselles 
d’Avignon, except that she is in motion.  It appears that David 
Park was thinking about “what” and “why,” as well as about 
“how” to paint the figure.  In essence, this was a “conceptual 
portrait” in which he fashioned images of  the ordinary to recall 
history and/or evoke provocative contemporary issues.

Georg Baselitz’s Partisan (1965) is certainly a figurative 
painting but its importance derives from its symbolic heroism of 
Europe recovering from World War II, as well as Germany’s 
struggle to reconcile its guilt and resurrect its identity.  Likewise, 
the image of  a Ku Klux Klansman in Philip Guston’s 1970 
canvas The Room is a powerful symbol of  American society in 
the throes of  its march toward civil rights for all, a wrenching 
issue faced in the 1970s which continues to this day.  
Consequently, we have always felt that to describe the collection 
as “figurative” was much too simplistic; more appropriately, we 
characterize it as “conceptual realism.”
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“ready-mades” of  Marcel Duchamp in the early 20th century, 
as well as from the first use of  text in painting in the collage 
and analytical cubist work of  Pablo Picasso and Georges 
Braque.  The actual term “conceptual art” was coined over    
60 years ago by Edward Keinholz and popularized in the late 
1950s and 1960s initially in the work of  Robert Rauschenberg 
and Jasper Johns, and later in works by Andy Warhol, Ed 
Ruscha, Mel Ramos and the British Pop artist Richard 
Hamilton.  Pop Art was essentially about signs and sign systems 
(semiotics) or easily recognizable precoded symbols.  Pop 
imagery mirrored the culture of  the 1960s—postwar economic 
prosperity, rising industrial productivity and the emergence of  
the newly empowered middle class with great purchasing 
power, covered with a veneer of  celebrity idolism.  Obsession 
with fame and money was a particular sign of  the times.  Also 
the 1960s ushered in the concept of  sexual innuendo in 
consumer product advertising—“sex sells,” a theme first 
explored by Mel Ramos and Tom Wesselman.  We consider 
Andy Warhol, Ed Ruscha and Mel Ramos to be important 
conceptual artists, rather than simply Pop Art personalities.

Building on the foundation established by the Pop Art 
movement, conceptualism gained momentum and legitimacy 
as a vehicle for addressing the growing litany of  socio-political 
issues arising in the 1970s—civil rights, anti-Vietnam War 
sentiment, and feminist enfranchisement.  Artists as diverse as 
Bruce Nauman, Cindy Sherman, On Kawara, Robert 
Colescott, Gilbert & George, Leon Golub, Jenny Holzer, 
Barbara Kruger, Jeff  Koons and Raymond Saunders were 
associated with the reintroduction of  content into artistic 
expression in the 1970s and 1980s.  They in turn opened a 
floodgate for the 1990s artists to aggressively invest their work 
with implied narrative, ambiguous interpretations and/or 
psychological suggestions.  In fact, conceptualism was the basis 
of  the Goldsmiths College curriculum where the 1990s YBA 
movement was nurtured.

Artists in the 1990s seemed preoccupied with identity 
as an issue.  While the prior generation dealt with the question 
of  an individual’s role and place in society, the 1990s saw a 
shift in focus to self-reflection and a quest for apparent inner 
peace and contentment.  Late 1990s art seemed to expand 
upon a sense of  spirituality (first captured by Felix Gonzalez-
Torres and Robert Gober) perhaps as a counterpoint to the 
increasingly dehumanizing aspects of  the Internet-nurtured 
Generation X.  It was conceptualism that was the catalyst 
behind the explosive use of  photography as a medium of  
choice for artistic expression over the past 30 years.  First used 
by feminist crusader Cindy Sherman in the late 1970s, it was 
later embraced by a host of  other artists including Glenn 
Ligon, Laurie Simmons, Sharon Lockhart, Jeff  Wall, Thomas 
Demand, Mariko Mori, Sam Taylor-Wood, Yasumasa 
Morimura, Gregory Crewdson and Vik Muniz.

For the past 50 years, conceptualism has championed 
content over form, demystifying the veneer of  elitism 
associated with abstraction and thus enabling visual arts to 
become the window into our culture at large.  Most of  the 
works in the Logan Collection can be classified as conceptual, 
usually incorporating realist images or symbols.  The following 
chart summarizes the breakdown of  some of  the conceptually-
oriented artists included in the collection, including painters, 
photographers and sculptors.  Interestingly, while American 

artists wrestled with concepts that were particularly American 
in the 1960s, German artists likewise in the 1970s, and Chinese 
in the 1990s, the art of  the most successful of  the artists in each 
period quickly expanded from specific nationalistic concerns to 
more universal themes.

Conceptual Realism
Selected artists from the Logan Collection

1960s Artists
Georg Baselitz	 	
Richard Hamilton	 	
David Hockney 	 	
Bruce Nauman	 	
Sigmar Polke	 	
Mel Ramos	 	 	
Robert Rauschenberg
Ed Ruscha
Andy Warhol

1970s Artists
Robert Colescott
Gilbert & George
Leon Golub
Philip Guston
Anselm Kiefer
Cindy Sherman

1980s Artists
Ida Applebroog 	 	 Tom Otterness
Jean-Michel Basquiat	 Raymond Saunders
Robert Gober	 	 Laurie Simmons
Jenny Holzer	 	 Kiki Smith
Jeff Koons 	 	 Hiroshi Sugimoto
Barbara Kruger	 	 Mark Tansey
David Levinthal	 	 David Wojnarowicz
Cady Noland

1990s Artists
Janine Antoni	 	 Yasumasa Morimura
Radcliffe Bailey	 	 Ron Mueck
Vanessa Beecroft		 Vik Muniz
Matt Collishaw	 	 Takashi Murakami
Gregory Crewdson	 Juan Munoz
Thomas Demand		 Jack Pierson
Tracy Emin	 	 Marc Quinn
Felix Gonzalez-Torres	 Neo Rauch
Wenda Gu	 	 Matthew Ritchie
Damien Hirst	 	 Yinka Shonibare
Dana Hoey	 	 Gavin Turk
Michael Joo	 	 Jeff Wall
Brad Kahlhammer	 Rachel Whiteread
William Kentridge		 Sam Taylor-Wood
Glenn Ligon	 	 Zhang Huan

These universal themes cross decades.  Artistic 
thought is a continuum, originated by one artist and expressed 
in a particular style or medium and often extended and 
expanded upon by a successive generation in a new way.  In 
every decade there are artists who are ultimately recognized for 
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capturing this sense of  thematic universality about society and 
expressing it in such an articulate manner that it generates 
successive waves of  influence.  

In our collection, three artists seem to fit this 
description almost perfectly—Andy Warhol, Jeff  Koons and 
Damien Hirst.  We feel these three are the core artists who 
define the collection philosophically and warrant a more in-
depth discussion.  While it is hard to imagine Pop Art without 
the groundbreaking, transitional (from abstract expressionism) 
work of  Jasper Johns and Robert Rauschenberg, Andy Warhol 
arguably remains the most important and influential artist in 
the last half  of  the 20th century.  Following in Warholian 
tradition, no one captured the excesses of  conspicuous 
consumption and self-aggrandizement that so defined the go-go 
1980s better than Jeff  Koons.  Finally, it is impossible to 
imagine the rejuvenation of  the contemporary art world in the 
1990s without the contribution of  the YBA movement ignited 
by Damien Hirst in the August 1988 “Freeze” exhibition which 
featured seventeen of  his fellow classmates at Goldsmiths 
College of  London.

These three artists represent three distinct 
generations, although it is safe to say that Warhol had 
almost as much of  an impact in the 1980s as in the 
1960s.  Warhol’s embrace of  common culture and the 
influence of  mass media set the stage for Koons’ 
exploration in the 1980s of  class and status issues in 
addition to the “self ” (reminiscent of  Warhol’s “15 
minutes of  fame”) using kitschy and commonplace 
objects.  Also Warhol was preoccupied with death 
(think of  the Jackie Kennedy and Marilyn Monroe 
series, as well as subjects such as car crashes, electric 
chairs, skulls, guns, etc.), which is also a major theme 
of  Damien Hirst’s art beginning in the early 1990s.  
Warhol also was the incarnation of  the idea of  the 
artist as pop star—bigger than even the art he 
produced.  Certainly both Koons and Hirst aspired to, 
and achieved, that goal more successfully than any 
other artists of  their respective generations.

Paul Schimmel captured the spirit of  Jeff  
Koons perfectly in his introductory essay to 
“Objectives:  The New Sculpture” which he organized 
in 1990.  It could just as well apply to Damien Hirst.

 If  Jeff  Koons did not already exist, the art world 
would have had to invent him.  Perhaps we did.  
Certainly, Koons would have us believe that we 
did, that he is a mere reflection of  our needs and 
desires, and that, through the looking glass—Jeff—
we find an image of  fulfillment.  As Koons likes to 
point out, someone in every generation has to be 
held up as a shining example of  what is wrong 
with current art.  It is a dirty job, but Koons who 
has the single-mindedness of  a missile, has taken 
on the duty.  Koons’ conceptual strategy is to 
reveal his ambition.

In many ways, Koons’ art updated Marcel Duchamp’s  
early 20th century use of  “ready-mades” for the complexity of  
contemporary life in the 1980s.  While the objects are simple, 
recognizable, and in many cases relate to childhood memories, 
they are psychologically provocative.  Basketballs floating in 
aquariums evoke memories of  backyard games of  innocent 
childhood years, but just as readily can become a highly 

charged racial metaphor for the elusive path of  upward 
financial and social mobility for inner-city African Americans.  
In similar fashion, the shiny toy train cars and liquor 
advertisement paintings of  the “Luxury and Degradation” 
series symbolize both the allure of  adulthood and the 
shallowness and pretentiousness of  the upwardly mobile 
nouveau riche.  All of  these are simple but psychologically 
complex objects which can be found in department stores, 
souvenir shops, the mall—collectibles straight out of  a mass 
media, advertising-saturated culture so typical of  the 1980s, 
and so much a logical extension of  the Warholian 1960s.  Both 
Warhol and Koons became “manipulators of  cultural signs,” a 
phrase used by Art in America editor Brian Wallis in his essay 
accompanying the exhibition “Jeff  Koons” organized by the 
San Francisco Museum of  Modern Art in 1992.

The post-modern artist is no longer seen as a 
contemplative source of  original and enlightened 
insights but is regarded more as a consumer or 
manipulator of  cultural signs.  The artwork that 
he or she makes is seen less as an autonomous, 
sacrosanct object and more as a “text,” endlessly 
replicable and interpenetrated by innumerable 
potential meanings.  The critic Craig Owens 
argued that post-modern works are typified by an 
“allegorical impulse,” in that they harbor multiple, 
contradictory meanings that must be read through 
one another like an allegory.  For the post-
modernist, viewing is an ongoing, deconstructive 
process of  reading signs, which are fundamentally 
ambivalent.

In a similar vein, ambiguity is a hallmark of  Damien 
Hirst’s art.  Like Warhol, Hirst deals with death and human 
mortality (in many cases with a sense of  humor) and by 
inference with the perplexing issues of  life—like Koons.  He 
offers no answers, does not sermonize or philosophize.  The 
questions he poses are impossible to answer.  He succeeds 
however in forcing reflection upon the paradox inherent in 
man’s attempt to arrest the inevitable march toward mortality, 
even in a technologically advanced age.  One of  his earliest 
bodies of  iconic work, medicine cabinets, points to the futility 
of  the drug industry’s attempt to prolong life.  Hirst once said, 
“Art’s about life, and it can’t really be anything else.  There isn’t 
anything else.”

Hirst, like Koons, is a conceptual synthesizer.  Both 
work with an eclectic array of  objects ranging from Hirst’s 
severed cows heads and dead sharks to Koons’ basketballs, 
aqualungs, marble statuary and inflatable flowers.  Both have 
encased things in vitrines—a minimalist framing technique—
creating psychological distance from everyday objects.  Both 
have borrowed extensively from artistic precedents as varied as 
Marcel Duchamp and Salvador Dali.  Both artists also have 
made extensive use of  assistants to create the work while 
exclusively guarding the conceptual content, also reminiscent of 
Warhol’s famous “Factory”.

In a conceptual sense, Hirst’s art updates the 1980s art 
world’s concern with the experiences and images of  the body, 
the AIDS crisis and by extension the dismantling of  the gay 
stereotype.  While not dealt with by Koons himself, these issues 
became dominant themes among younger artists such as Kiki 
Smith, Felix Gonzales-Torres and Robert Gober.  Gober's body 
parts incorporating candles or drains accentuate the body’s 
vulnerable and potentially fatal consequences.  As Gober 
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drains and the butt with candles and they seemed to present a 
trinity of  possibilities from pleasure to disaster to resuscitation.”  
This parallels Hirst’s symbolism of  the cycle of  contemporary 
life, as well as the frustration of  modern medicine, hospitals 
and doctors to cure AIDS, cancer or any similar devastating 
disease.  In his body of  work Theories, Models, Methods, Approaches, 
Assumptions, Results and Findings, one piece, Rehab is for Quitters 
(1998-99), displayed a skeleton crucified on a glass cross.  In 
and of  itself, this is a fairly obvious symbol of  the sacrifice Jesus 
Christ made for humanity.  In order to emphasize the hope of  
life after death, the eyeballs (two painted ping pong balls) are 
still alive, spinning on two jets of  compressed air.  Earlier works
—severed bulls heads stripped of  all flesh and floating in 
vitrines of  formaldehyde—were entitled The Twelve Disciples, 
also referencing basic Christian beliefs and the symbolism of  
The Last Supper.  Remember that Warhol himself  used the 
image of  Leonardo’s The Last Supper in a series of  paintings 
completed in 1986 just before his own unexpected death in 
1987.

Raising questions, prompting thoughtful reflection, 
but providing no simple, definite answers are hallmarks not 
only of  the work of  Damien Hirst but also of  Jeff  Koons and 
Andy Warhol.  To me the distinguishing feature of  great art is 
not only aesthetic attraction but work that stimulates thought 
about important universal themes.  Nothing seems more 
important or is more universal than life and death, a theme 
that permeates the art of  these three artists.

The Themes—The Extended Conceptual Platform of  
the Collection

The linkage of  the art of  Warhol, Koons and Hirst 
across four decades also underscores what Vicki and I feel is the 
heart—and strength—of  the collection.  The collection is not 
simply about figurative work, or a particular artistic style such 
as Pop or Conceptual.  We tend to think of  the collection in a 
broader sense—as a collection of  ideas and themes.  While any 
art collection is by definition a collection of  objects that have 

their own intrinsic artistic importance, our objective has been 
to assemble a body of  works which reflect many of  the 
important issues facing society.

In a small way we are wrestling with the dilemma 
addressed by the New York Museum of  Modern Art in its 
three-part exhibition “MOMA 2000” and by London’s Tate 
Modern in its inaugural exhibition in 2000.  New York 
MOMA’s presentation was divided into three time periods:  
“Modern Starts” covering 1880-1920, “Making Choices” 
spanning 1920-1960, and “Open Ends” covering 1960 to 2000.  
While those breakdowns were not earth shattering, critics were 
particularly surprised by MOMA’s decision to present what is 
considered to be the most conservative part of  the permanent 
collection (the earliest works) in a very unconventional way—
emphasizing the traditional genres of  the figure, landscape and 
still life rather that using a chronological presentation of  those 
40 years.  The Tate adopted an even more radical scheme, 
presenting a genre-based installation spanning the entire 
modern period from late 19th century to the present, again 
abandoning a traditional chronological review.  While opinions 
differ on how successful each presentation was, it is significant 
to note this shift from a chronological or stylistic presentation 
to a more thematic approach by two of  the world’s major 
institutions.  Even if  the Tate’s attempt to thematically link 
works of  art with as much as a 100-year disparity may have 
been overly ambitious, Vicki and I very much endorse a 
thematic approach across chronologically relevant time frames.  
In other words, it is reasonable to assume that artists working in 
the 1990s would have had first-hand experience or direct 
knowledge of  the influences affecting artists working in the 
1960s, 1970s and certainly the 1980s.  Contrasting art of  the 
1990s to art done in the 1960s could be considered 
chronologically relevant.  Consequently, we believe that the 
work of  the younger artists in the collection has more meaning 
when shown as an extension of  thematic issues first raised by 
the artists who preceded them in the 1960s and 1970s.

The following sections describe the thematic concepts 
that are the foundation of  the Logan Collection.  It is 
important to note that we do not consider these to be static 
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statements; these themes were not obvious when we began the 
collection in the early 1990s and we fully anticipate that they 
will continue to evolve in the future.

Themes of  the Logan Collection
• Pop Art:  The Fountainhead of  Conceptual Realism
• Multiculturalism:  The Search for Ethnic, Sexual and 

Racial Identity in a Post-Modern World
• Post-Modern Portraiture:  Studies in Conceptual Identity
• “Alice in Wonderland”:  Landscape as Metaphor in a 

Virtual Reality World
• A New Modernism for a New Millennium:  Abstraction 

and Surrealism Reinvented in the Internet Age

Pop Art:  The Fountainhead of  Conceptualism
While Pop Art is often thought of  as a distinctly 

American movement, the term was actually coined by the 
British art critic Lawrence Alloway, a leading figure in the 
Independents Group that broke off  from the Institute of  
Contemporary Arts in London in the early 1950s.  Alloway  
first used the term “Pop Art” in referring to Richard 
Hamilton’s iconic collage, Just What Is It That Makes Today’s 
Homes So Different, So Appealing? (1956).  This work was the 
centerpiece of  the 1956 exhibition “This Is Tomorrow” 
organized by Hamilton in 1956 and featuring his work as well 
as the work of  Edouardo Paolozzi, John McHale, John 
Voelcker, Nigel Henderson and others.  In a later exhibition 
catalog from a survey show of  his work, Hamilton listed the 
subjects he thought the exhibition, and his collage, addressed:  
“Journalism, Cinema, Advertising, Television, Styling, Sex 
Symbolism, Randomization, Audience Participation, 
Photographic Image, Multiple Image, Mechanical Conversion 
of  the Imagery, Diagram, Coding, Technical Drawing.”  In 
many ways, Hamilton anticipated the thematic underpinnings 
of  American Pop Art, which would manifest in the 1960s.

Pop Art was not just about comic strip characters   
and coke bottles; it was about signs and sign systems (semiotics).  
These were loaded images, or as Lawrence Alloway put it, 
“precoded material” that when put into this newly created 
context by artists in the 1960s functioned simultaneously as 
images of  popular culture as well as an artistic style.

American Pop Art catapulted to the forefront of  
America’s consciousness in 1962 when Sidney Janis opened   
the “New Realists” show in his New York gallery.  Many of    
the artists who constituted the first wave of  Pop were included:  
Andy Warhol, Claes Oldenburg, Jim Dine, Tom Wesselman, 
Roy Lichtenstein and James Rosenquist.  Their art mirrored 
the culture of  the time—post-war prosperity, the emergence    
of  a middle class with a voracious appetite for new consumer 
goods, a fascination with the rising power of  mass media, 
advertising and celebrity idolism.  The 1960s ushered in a new 
era of  American materialism that would dissipate in the 1970s 
social conscience, only to be revived in dramatic fashion in the 
go-go 1980s.  Certain consumer goods became symbols of  the 
decade, reflections of  this new mass culture.  Wealth became a 
sign of  the times, a symbol of  the flourishing economy and 
American superiority—in short, the American dream.

This new spirit also was reflected in the work of  the 
artists included in the so-called West Coast Pop group, most 
notably Ed Ruscha, Wayne Thiebaud, Mel Ramos and the 
transplanted British painter David Hockney.  Again these artists 
chose typical symbols of  Americana as their images—gasoline 
stations, apartment buildings, comic strip characters, hot dogs, 

slices of  pie—not for the image per se, but for the ideas 
embodied by the image.  For example, the first use of  female 
eroticism as advertising image makes its appearance in the 
work of  Mel Ramos, extending the concept first hinted at in 
the work of  Tom Wesselman, and also anticipating the rising 
influence of  the mass media and many of  the feminist issues 
raised in the following decade.  For his part, Ruscha pioneered 
the use of  text as a conceptual tool (although both Warhol and 
Lichenstein used text in early works they later abandoned it).  
This set the stage for John Baldessari, Joseph Kosuth and 
Gilbert & George, who would significantly expand the use of  
text and introduce the first use of  photo/text-based conceptual 
art.

In Europe, the Germans Sigmar Polke and Gerhard 
Richter adopted many of  the trappings of  American Pop.  
Originally referred to as “capitalist realists,” their work dealt 
with the issues surrounding the emergence of  a capitalist mass 
culture in post-war Europe, reflecting the dramatic economic 
recovery of  Germany and using images associated with this 
new culture.  Polke’s kitsch images of  cartoon characters, 
Playboy bunnies, basketball players and sausages underscored 
the cynicism which arose with this apparent cultural descent 
from pre-war German elitism to a level now apparently 
dictated by the new American example.  His adoption of  raster 
dots as a technique even mimicked Lichtenstein’s earlier use of  
Ben Day dots, both symbolic of  the emergence of  a new 
mechanical, commercial culture, which emphasized the 
collective whole at the expense of  the individual touch.  In 
many ways both artists followed in Warhol’s footsteps as he 
rapidly moved away from an early hand-painted style to his 
trademark mechanical, mass-reproducible silk-screening 
process.  Richter, like Warhol, made extensive use of  common 
photographic images lifted from newspapers.  He also dealt 
with socio-political issues of  identity in his work, exposing both 
public frustration with bureaucratic realities as well as a more 
general sense of  lost purpose.

While Pop Art is most closely associated with an 
American artistic style in the 1960s, in my view its most 
important contribution is that it is the foundation upon which 
conceptual art and post-modernism (which dominated the 
second half  of  the 20th century) were built.  The artistic legacy 
and influence of  Pop Art is not the flatness of  the painting 
surface or the use of  mundane everyday objects or the 
introduction of  mass media images as source material.  Instead 
its importance stems from these loaded images of  precoded 
material that give content to a work of  art rather than defining 
its form or style of  expression.

Multiculturalism:  The Search for Ethnic, Sexual and 
Racial Identity in a Post-Modern World

It is often said that socio-political art becomes dated 
very quickly and disappears from all curatorial agendas.  And 
while art that refers to overt, specific events or persons typically 
does not stand the test of  time or memory, there have been 
several universal socio-political themes which have been a part 
of  the fabric of  society for the past 50 years and thus have 
transcended the narrow label of  “socio-political art.”  In fact, 
art that is relevant to social issues is at the heart of  the 
definition of  post-modernism and is often referenced under the 
umbrella of  multiculturalism.

As discussed above, Pop Art was a mirror of  the 
popular culture of  materialism and “keeping-up-with-the-
Joneses” so prevalent in the 1960s.  But as the decade drew to a 
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early 1960s seemed to evaporate with the continued escalation 
of  the Vietnam War and the concurrent growing anti-war 
sentiment at home.  Simultaneously, the civil rights movement 
was in full swing heightened by the assassinations of  Martin 
Luther King Jr. and Robert Kennedy in 1968.

Up to this point, mainstream artists only addressed 
socio-political issues obliquely.  The first artist of  stature who 
dared to do it directly was, ironically, the Abstract Expressionist 
painter turned realist Philip Guston.  In 1970, Guston shocked 
the art world with his show of  hooded Ku Klux Klansmen at 
the Marlborough Gallery.  The evil images of  Klansmen 
smoking, drinking, sitting around in empty rooms or patrolling 
streets reflected Guston’s deep disenchantment with the 
Vietnam War, the oppression of  minorities’ civil rights, and 
general political corruption and ineptitude.  Leon Golub 
explored this same territory in a more graphic figurative 
manner.  His paintings of  torturers, mercenaries and thugs 
exposed the dehumanizing aspects of  tyranny, abuse of  power, 
oppression and the exploitation of  the innocent.  In a similar 
manner, the German artists Georg Baselitz and Anselm Kiefer 
held up a mirror to Germany’s role in World War II and the 
holocaust.  Kiefer was often referred to as the “archaeologist of 
German guilt” and “as a kind of  Pied Piper leading away from 
the demons of  the Third Reich” (Bernard Marcade, Flash Art, 
October-November 1985).  Baselitz’s 1965 “hero” paintings of  
partisans and peasants rising out of  the ashes of  post-war 
Germany represented the hope that German society could 
rebuild and regain a sense of  respectability and pride.  In 
Britain, Gilbert & George’s series of   “photo-sculptures” 
referenced issues as far ranging as homosexuality, social 
stratification, racism, totalitarianism and the disillusionment of  
youth—all questions raging through British society at the time.  
These artists in many ways legitimized socio-political art for the 
artists of  the 1980s and 1990s.  Similar issues were pursued by 
artists as diverse as Cady Noland, Ida Applebroog, Jean-Michel 
Basquiat, Tom Otterness and William Kentridge, as well as the 
whole first generation of  contemporary Chinese artists.

Racism, segregation and black voter 
disenfranchisement had also reached a boiling point in the 
early 1970s.  The artist who first embraced those issues was the 
“new image” painter Robert Colescott.  His cartoonish, 
raucous images of  African Americans in distorted historical 
situations were a biting commentary on popular racial 
stereotypes.  This subject remained a central theme in work of  
such 1980s artists as Jeff  Koons and Raymond Saunders as 
well as 1990s artists including Glenn Ligon, Kara Walker, 
Radcliffe Bailey and Yinka Shonibare.  While these issues first 
surfaced publicly in the 1960s and 1970s as macro issues of  
society as a whole, they evolved into issues of  individual 
identity in the 1990s and continue to this day.

Of  all deep-seated sociological currents that have 
swept through American culture in the past half  century, 
perhaps none are as significant as the issues of  feminism, 
gender stereotypes, sexual exploitation and role reversals.  As 
discussed earlier, one of  these issues, that of  sex and 
advertising, was first raised in the 1960s work of  Tom 
Wesselman and Mel Ramos.  However as the decade of  the 
1970s dawned, feminist art was still in its infancy.  In 1971 the 
art historian Linda Nochlin published in Art News a now 
famous feminist essay, “Why Have There Been No Great 
Women Artists?”  The first generation of  feminist artists, 
including Louise Bourgeois, Eva Hesse and Nancy Spero, 
focused on the physiology of  the female body as distinct and 
different from the male.  They sought to reverse the repression 
of  women’s rights and to project a real portrayal of  what 
women felt and experienced, in contrast to the stereotyped 
versions promulgated by the male-dominated media and art 
worlds.

Paralleling the rising tide of  feminism, photography as 
an artistic medium was also gaining respectability in the 1970s, 
becoming a key enabling force in the development of  
conceptual art.  One of  the earliest pioneers in this newly 
defined field of  staged, conceptual photographic art was Cindy 
Sherman.  Her original 1977 series of  Film Stills featured 
herself  as a variety of  characters (actress, model, career girl) 
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cast in roles that women were supposed to play in the male-
dominated society at the time.  Sherman’s work evolved during 
the 1980s and 1990s to address a number of  universal social 
issues including sexual exploitation, AIDS and pornography, 
ultimately even parodying the tradition of  Old Master 
portraiture painting with her altered vision of  the genre in her 
late 1980s series of  “history” photos.  This type of  conceptual 
work attracted other artists such as Laurie Simmons, Barbara 
Kruger, Jenny Holzer, Ida Applebroog and Kiki Smith.  
Feminism continued to actively engage many of  the 1990s 
artists such as Janine Antoni, Vanessa Beecroft, Nicole 
Eisenman and Sue Williams.

On the international front, an equally intriguing 
example of  commentary on race and gender inversions was 
found in the photographic work of  the Japanese artist 
Yasumasa Morimura.  In Portrait (Futago) (1988), the cross-
dressing Morimura inserted himself  (a la Cindy Sherman) as 
both the prostitute and the black maid in a replica of  Edouard 
Manet’s painting Olympia, which raises questions not only of  
gender but of  cross-cultural issues between the West and the 
Orient.  He also raises the artistic issue of  photography-as-
painting, an issue explored in detail by Gerhard Richter.

While racism and feminism, two of  the most universal 
socio-political themes, emerged in the 1970s and gathered 
momentum in the 1980s, the issue unique to the 1980s was the 
recognition of  the gay liberation movement with its assertion of 
civil rights for homosexuals and its intolerance of  the regressive 
mores of  a homophobic society.  The emergence of  AIDS in 
1981 added a new tragic dimension to the overall issue.  The 
movement was strongly supported by the arts community and 
became the focal point of  some of  the most important and 
spiritually moving art of  the 1980s.  Foremost among those 
artists working in this thematic vein were Robert Gober and 
Felix Gonzales-Torres.  While much has been made of  the 
Duchampian ready-made connection with Gober’s sinks, 
urinals, cribs and doors, to me the deeper significance lies in 
the intensely personal conceptual origins of  the imagery.  All   
of  the objects have double meanings (personal and universal) 
which when considered in the context of  the hand-crafted 
nature of  their construction are symbolic not only of  Gober’s 
Catholic upbringing (like Warhol) and the trauma of  early 
childhood, but also of  sexual identification and even death.  
Death itself  has been the preoccupation of  many of  the most 
important post-modernists, first extensively explored by Warhol 
in the 1960s and 1970s, and then by Gober’s contemporary 
David Wojnarowicz, as well as by Felix Gonzales-Torres, 
Damien Hirst and Rachel Whiteread.

Gonzales-Torres made the same leap as Gober—from 
art that reflected an utterly personal experience to work that 
resonated in the public consciousness.  As art dealer Andrea 
Rosen stated in Gonzalez-Torres’ catalogue raisonne, “What 
emerges is that the work is less about the self-aggrandizing 
implications of  immortality than the desire for a continuation 
of  life.”  In the introduction to the same publication, Lorand 
Negyl captured the essence of  the young artist’s life and work 
(he died at the age of  30 of  AIDS):

 …[T]his artist was an aesthetic who, by wielding 
the power of  seductive beauty and the poetic pain 
of  impermanence, sought to weld the feelings of  a 
generation growing up in the shadow of  AIDS 
with his provocative social commentary.  His work 

discusses universal truths in terms of  personal 
sensitivity…If  one projects the sociological 
connotations of  prostitution and urban subculture 
with the omnipresent risk of  AIDS onto the 
glistening façade of  our consumer world, shaped 
as it is by every manner of  sensual manipulation, 
the contradictory dialectics of  aesthetics and 
morality produce a complex system of  the symbols 
comprising our late-modern culture.

The importance of  socio-political inspired art 
underscoring the broader issues of  multiculturalism and 
identity over the past 50 years seems indisputable.

Post-Modern Portraiture:  Studies in Conceptual 
Identity

Under the combined weight of  the New York School, 
modernism and Clement Greenberg, figurative art in general, 
and portraiture in particular, almost died completely in the late 
1940s and early 1950s.  Kept alive by the work of  Larry Rivers, 
Alex Katz, Philip Pearlstein and Lucien Freud, it began to 
make a comeback in the late 1950s.  All these artists, however, 
were objective realists in the sense that they were engaged in 
painting “exactly” what was in front of  them.  The Pop artists 
(Warhol in particular) injected psychological content into 
portraiture, essentially creating more of  a conceptual portrait 
rather than a strict representational rendering.  In California, 
Bay Area Figurative painters David Park and Richard 
Diebenkorn had moved away from abstraction to a more 
gestural style of  figuration.  In 1970 Philip Guston added a 
whole new twist to portraiture with the introduction of  his 
Klansmen paintings, followed by a series of  conceptualized self-
portraits.  The advent of  photography as an artistic medium 
also kept portraiture alive.  In the pioneering work of  Gilbert & 
George and Cindy Sherman, the portrait was invested with an 
underlying social message as well.  Finally, Chuck Close’s 
monumental portraits using photographs as source material 
introduced new issues of  scale and hyperrealism, carrying 
vestiges of  both Pop and Conceptual art in a new direction.

But it was the artists of  the 1980s that began to 
aggressively use the portrait to explore issues of  psychological 
identity.  While approaching this subject differently, artists as 
diverse as Jean-Michel Basquiat, Jeff  Koons, David 
Wojnarowicz, Marlene Dumas and Antony Gormley all 
explored this genre extensively.  In addition, Francesco 
Clemente’s work dealt almost exclusively with self-portraiture.  
Kathy Halbreich in the Hirschorn Museum catalog, Culture and 
Commentary: An Eighties Perspective, described Clemente as: 

… a voyeur of  his own homelessness, and his 
sexuality gives him his portable dwelling, the 
shelter of  identity.  In Hindu fashion, he often 
portrays evanescent or out-of-body experiences 
reached through a widening of  orifices and erotic 
possibility.  This opening of  the senses to the world 
creates a visage alternatively vulnerable, terrified, 
resigned.

In a more general sense, Dan Cameron, former senior 
curator at the New Museum and now Chief  Curator at the 
Orange County Museum of  Art, even went so far as to say that 
“identity is something we don’t construct visually, I think we 
construct it conceptually.”  Perhaps the most striking examples 
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of  pure conceptual portraiture were Felix Gonzales-Torres’ 
candy and lightstring works and his wall drawings of  names, 
places and dates.  By the late 1980s, the art pendulum seemed 
to have swung almost totally toward conceptualism and the 
pronouncement that painting was dead again reverberated 
throughout the art world.  And then quite unexpectedly, a 
whole new generation of  1990s figurative artists began to 
emerge who successfully balanced conceptualism with 
figuration in what we were refer to as conceptual realism.  

As Jeffrey Deitch stated in the exhibition “Post 
Human” that he curated in 1992:

. . . I do think we are seeing a significant 
movement toward figurative art.  I see it as more 
of  a reinvention of  figurative art, however, rather 
than a return to figuration.  I feel that we are 
seeing a rebirth of  figurative art that is coinciding 
with these changes in the social and technological 
environment.  This new figurative art is coming 
from someplace very different than the figurative 
tradition of  Picasso and Matisse.  A new type of  
figurative art is developing instead that is heir to 
the conceptual tradition of  Duchamp and Warhol.

Within this context, portraiture was more loosely 
defined by this generation of  figurative artists.  Many were 
fictional composites of  “everyman,” not specific individuals; 
artists such as Kurt Kauper, Lisa Yuskavage and John Currin 
fall into this category.  Some were abstracted and/or surreal 
portraits, created by artists such as Nicky Hoberman, Sarah 
Morris, Nicola Tyson, Cecily Brown, Martin Maloney and Kim 
Dingle.  Some were grotesquely distorted physical bodies such 
as those of  Jenny Saville and Ron Mueck.  And some had an 
ambiguous narrative component, typical of  Philip-Lorca 
diCorcia, Hiroshi Sugimoto, Anna Gaskell, Vanessa Beecroft, 
Kara Walker and Glenn Ligon.  A portrait became a lot more 
than a picture -- it was truly a loaded image.

“Alice in Wonderland”:  Landscape as Metaphor in a 
Virtual Reality World

Landscape, that venerable genre of  artistic 
representation, reemerged in the 1990s after an extended hiatus  
but in a much altered fashion—surreal, computer-generated, 
abstracted, urbanized.  Contemporary landscape became a 
product of  this digital, virtual reality-bred generation of  artists.  
As the British artist Paul Morrison explained when describing 
one of  his black and white, Disney-like Pop rendered imaginary 
landscapes, “It reflects the images the mind sees behind the 
retina.”

Jan Debbaut, former Director of  the Van 
Abbemuseum Eindhoven and Director of  Collections for the 
Tate Museums in London, captured this new spirit perfectly 
regarding the artists in the exhibit in his foreword to the catalog 
for the 2000 exhibition, “Twisted, Urban and Visionary 
Landscapes in Contemporary Painting”:

Their paintings not only continue to be figurative 
and referential, but in their work one of  the most 
traditional motifs in art history, the landscape, 
plays an important role once again.  This is not so 
much a reference to a visible or tangible reality, 
but rather to a reality that is artificial, otherworldly 
or fabricated.

Theirs is a twisted landscape, not based on the 
perception of  nature but representing the new, 
constructed (sometimes even virtual or visionary) 
landscapes that continuously surround us in the 
contemporary urban environment:  from billboard 
publicity to comic strips, from pulp science fiction 
to computer-generated representations of  outer 
space, from video games and computer graphics to 
television series, from film and advertising to other 
manifestations of  the media.  It is a reality that is 
completely man-made, manipulated and synthetic, 
far removed from “normal” reality.  Many of  the 
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works are characterised by an artificial use of  
colour, a sampling of  disparate elements, and 
patterns that are almost abstract.

Apparently paralleling the emergence of  conceptuali-
zation in portraiture, the notion has been expanded to the 
conceptual landscape, which in many ways has become 
metaphorical.  This conceptual approach first was reflected in a 
series of  majestic, mythological paintings by Anselm Kiefer in 
the 1980s.  During the same period, Mark Tansey also made 
extensive use of  landscape as either the principal subject or as a 
backdrop for the narrative puzzles which characterize his work.  
Then in the 1990s, artists took landscape in a multitude of  
futuristic directions.

Both Sarah Morris and Franz Ackermann abstracted 
the urban environment.  Morris’s images of  the facades of  
midtown Manhattan skyscrapers or the dazzling neon signs of  
Las Vegas seemed to speak of  the alienation of  the 
disenfranchised individual in a crowded, impersonal urban 
reality.  The same feeling is evoked when looking at Franz 
Ackermann’s paintings and particularly his more intimate 
“mental maps,” which reflected a sense of  urban sprawl 
careening out of  control, creating widespread personal 
disorientation.  Julian Opie’s Ikea-like sculptures of  buildings 
seemed to be the residual effect of  a de-populated landscape 
following a neutron bomb attack; his roads leading off  to 
nowhere echo this same theme of  human bewilderment in an 
age of  relentless technological change.

Takashi Murakami, Paul Morrison, Matthew Ritchie 
and Ernesto Neto branched off  in a more surrealist direction.  
Murakami’s mushroom-populated landscapes existed only in 
the mind, bearing no resemblance to nature, which appeared to 
be symbolic of  his country’s escapist approach to dealing with 
difficult social issues.  The British artist Paul Morrison created 
highly stylized impressions of  flowers, trees and fields solely 
from pictures in books or other indirect sources.  In essence, it 
was a representation of  a representation rendered in a Pop-like 
cartoonish style.  While the image was instantaneously 
recognizable, it quickly morphed into a psychologically charged 
ambiguous sign.  Matthew Ritchie probably took the most 
ambitious approach of  all in the sense that he tried to capture 
and explain nothing less than the universe itself—he referred to 
his work as “a map of  everything.”  He even created his own 
vocabulary—a color-coded chart of  all the elements and 
symbols in his new surreal world through which he purported 
to explain the inter-relationships between politics, art, religion, 
science and economics.  The Brazilian Ernest Neto’s approach 
was softer and more sensual; he created seductive portable 
environments into which the viewer literally walked, thus 
displacing himself  from a real environment into a meditative 
inspirational landscape.  In some ways, this intensely personal 
experience represented the counterpoint to the impersonal 
pressures of  contemporary life visually expressed in the work of 
Morris and Ackermann.

All of  these artists used landscape as a metaphor to 
explore the many disturbing, confusing and challenging facets 
of  contemporary life in which reality can be easily manipulated 
and distorted by a cacophony of  computer-generated images 
reflecting a virtual-reality world.

A New Modernism for a New Millennium:  
Abstraction and Surrealism Re-Invented in the 
Internet Age

Two of  the most interesting phenomena of  the late 
1990s were the reincarnation of  surrealism in a Pop-like 
manner and the widespread exploration of  the boundary 
between abstraction and representation.  Abstraction had 
pretty much run its course by the end of  the 1960s in the work 
of  the color field or stain painters Helen Frankenthaler, Morris 
Louis, Kenneth Noland and Jules Olitski.  However, it never 
completely died.

Gerhard Richter quickly comes to mind.  His 1960s 
photo-realist paintings were the first to explore the boundary 
between abstraction and representation, followed by his color 
chart paintings later in that decade.  These paintings were very 
similar to the actual samples of  paint colors found in hardware 
stores, although much larger, and the colors were not in order
—e.g. all the reds, followed by the blues, etc.  Richter created a 
recognizable abstraction, an idea of  an image derived from 
reality.  Of  all the post-war artists, no one has moved as freely 
and as often between realism and abstraction, or as easily 
mixed the two, as Richter has.  Michael Kimmelman said of  
Richter in the January 27, 2002, New York Times article “An 
Artist Beyond Isms”:

… [H]e expects people to look for something 
recognizable in an abstract picture, a chair or a 
cloud, even in an all-gray painting.  It is instinctive 
to search for something, he says.  Abstract art is 
inherently about the search—and about not 
finding anything.  “My gray monochromes have 
the same illusionistic implications as my 
landscapes,” [Richter] insists.  “I want them to be 
seen as narratives of  nothingness.  Nothing is 
something.  You might say they are like 
photographs of  nothing.”

Richter’s close colleague Sigmar Polke also continued 
to mix abstract elements into his compositions well into the 
1980s.  Similarly, the monumental portraiture of  Chuck Close 
began as a realist rendition in the early 1970s, but by the 1980s 
had morphed into an abstract grid-like image.  In the same 
vein, the 1980s graffiti-strewn work of  Jean-Michel Basquiat 
certainly evokes comparisons with the abstract paintings of  Cy 
Twombly.  Even West Coast realist painter Wayne Thiebaud 
developed an abstract style in his San Francisco cityscape series 
in the mid-1990s, followed by his abstracted landscapes of  the 
Sacramento River Delta.

Clearly, abstraction survived the 1970s and 1980s, 
although it had morphed from the “purity” of  the New York 
School into this middle ground between abstraction and 
representation in the work of  a few important artists who 
followed them.  Then quite unexpectedly, the trickle turned 
into a torrent in the 1990s.  Artists as diverse as Sue Williams, 
Marlene Dumas, Gary Hume, Cecily Brown, Inka Essenhigh, 
Sarah Morris and Brad Kahlhammer all began exploring this 
territory.  It also became the cornerstone of  a number of  young 
German artists of  this decade—Franz Ackermann, Michel 
Majerus, Thomas Scheibitz, Eberhard Havekost and Dirk 
Skreber.  An interesting theory regarding abstract art was 
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Beach Institute of  Contemporary Art and now Chairman of  
Post-War and Contemporary Development at Christie’s in New 
York, in her essay accompanying the 2001 exhibition “Glee:  
Painting Now”:

Since its inception, abstract painting has come to 
symbolize one of  two things.  The first, that a two-
dimensional picture plane can convey a spiritual, 
mystical, or subconscious message from the artist 
to the viewer.  Wasily Kandinsky is the first name 
that comes to mind, with his 1910 treatise, 
“Concerning the Spiritual in Art.”  Piet Mondrian 
used the term “higher intuition” to describe his 
intentions, and Kazimir Malevich described 
painting’s ability to “commune with a concrete 
thing” and spoke of  his abstraction as an 
expression of  “pure feeling.”  Later in the century, 
Mark Rothko would come to represent the high 
spiritual, and even Ellsworth Kelly would confess 
his desire to make a “mysterious object” … 

The second symbolic function of  abstraction was 
to represent the onset of  a major technological 
era, or prefigure a shift in structure and apparatus 
of  modern thinking.  This placed the artist in the 
position of  the seer, ahead of  the curve, and 
prompted many artists to integrate utopian 
thinking into their abstract compositions.

The artists of  the 1990s may not have been 
anticipating a new technological age as much as they were 
reacting to it.  Or more specifically, they were reacting to the 
feeling of  individual insignificance and the difficulty in defining 
personal identity in a world dominated by an unrelenting 
torrent of  computer-generated, digitally distorted images of  a 
reality most of  us have trouble accepting.  Abstraction offered a 
path of  retreat into a simpler, less frenetic, more idealized state 
of  mind, very similar to the spiritual quest of  earlier 
generations of  abstract artists.  It is probably this same 
phenomenon that was the catalyst for the simultaneous revival 
of  surrealism.

The original surrealist movement dated from 1924 
when the poet Andre Breton published his First Surrealist 
Manifesto.  It evolved out of  the Dada movement, which had its 
genesis in the horrors of  newly industrialized nations 
brutalizing each other in World War I.  Rather than creating 
the economic and social utopia promised by the Industrial 
Revolution, this first technological era resulted in war, 
widespread disillusionment and tragedy.  In reaction, the Dada 
movement was one of  protest to the monstrous reality of  the 
contemporary world as it was in 1916.  By the early 1920s, the 
disillusionment of  the Dadaists had turned into a retreat into 
the subconscious dream world of  the surrealists.  The fantastic 
dream imagery was understood to be a bridge from the realities 
of  the outside world to an inner spiritual sanctuary—very 
similar to the goal sought through abstraction.

A Pop-inspired variation of  surrealism reappeared on 
the artistic agenda in the late 1990s.  Again it is difficult to 
isolate the precise reasons for the timing of  its resurrection, 
unless, as just postulated, it is the result of  an attempt to deal 
with the constant visual barrage of  mass media images that 
have been the primary staple of  the visual diet of  Generation 
X since the dawn of  the Internet age.  The number and 
nationalities of  these surrealists is surprisingly broad.  Painters 
include John Wesley, Carroll Dunham (following in the 
cartoonish style of  Guston), Jenny Saville, Michael Bevilacqua, 
Lisa Yuskavage, John Currin, Chris Finley, Nichola Tyson, Inka 
Essenhigh, Pieter Schoolwerth, Richard Patterson, Takashi 
Murakami, Yoshitomo Nara, Yasumasa Morimura, Fang Lijun, 
Liu Wei and Franz Ackermann.  Sculptors include Ron Mueck, 
Pia Stadtbaumer, Marc Quinn, Robert Lazzarini, Steven 
Gontarski, Ernesto Neto, Tom Otterness and Matthew Ritchie, 
as well as the Japanese Murakami and Nara who are active in 
both media.  Photographers include Gregory Crewdson, Anna 
Gaskell and Thomas Demand.

Perhaps the best explanation was captured by J. G. 
Ballard in “The Coming of  the Unconscious, A Users Guide to 
the Millennium:  Essays and Reviews,” published in 1996 and 
quoted in the catalog for “Pop Surrealism,” a 1998 exhibition 
at the Aldrich Museum of  Contemporary Art:

The techniques of  surrealism have a particular 
relevance at this moment when the fictional 
elements in the world around us are multiplying to 
the point where it is almost impossible to 
distinguish between the “real” and the “false”—
the terms no longer have any meaning.  The faces 
of  public figures are projected at us as if  out of  
some endless global pantomime, and have the 
conviction of  giant advertisement hoardings.  The 
task of  the arts seems more and more to be that of 
isolating the few elements of  reality from the 
melange of  fictions, not some metaphorical 
“reality,” but simply the basic elements of  
cognition and posture that are the jigs and props 
of  our consciousness.

Surrealism offers an ideal tool for exploring these 
objectives.  As Dali has remarked, after Freud’s 
explorations within the psyche, it is now the outer 
world which will have to be eroticized and 
quantified.

In Summary
We view The Logan Collection as a collection of  ideas 

and themes.  And while any art collection is by definition a 
collection of  objects which have their own intrinsic individual 
artistic importance, our objective has been to create a body of  
works which first of  all reflect in a visual sense many of  the 
important issues facing society, and second, set the stage for the 
continued exploration of  those themes in the years to come.


