








The exhibition offers a chance to see Leyendecker’s original large scale ol
paintings and their iterations in print. The artist’s imagery is a lot like
looking at a film still. He created vignettes where men are often glancing at
each other, where the ambiguity and unspoken connections make the
images compelling. “[It’s] telling stories, something is happening,” Albrecht
said. “Oftentimes it’s nuanced and not fully obvious, and that was the
intention, that you would look at it longer trying to figure out the
relationship between the people in the image.”

From a 21st-century perspective, it’s hard notto read Leyendecker’s
vighettes as queer. How that imagery would have been understood at the
time, however, is hard to know. According to Albrecht, “we don’t know what
people’s perceptions or receptions were. The one clue we have is that
Leyendecker’s work was featured in extremely popular magazines:
National Geographic, Collier’s, The Saturday Evening Post, Vanity Fair, and
appeared for decades... It's hard to know what they felt.” How
representations were understood also depended on the eye of the
beholder.

Leyendecker’s subjects exemplify an elite white masculinity that was
hardly representative of the diversity of the United States in his time, or
since. It was working in line with nationalist standards of rugged
masculinity espoused from the top by figures like Teddy Roosevelt that
permeated the culture at large. In at least one instance, with
Kuppenheimer menswear, the Jewish business owners hoped that
connecting to imagery of idealized white American men would help shield
their reputation from anti-Semitic sentiments. There is an exclusivity to
the lifestyles Leyendecker showcased, but the exhibition works to
consider it in light of the broader society. According to Albrecht, “we can
talk about him in gender terms, racial terms, sexual terms, you can treat
him in an intersectional way.”









