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Introduction: (recording begins with introduction in progress)...he lived on a farm, and has done
assorted number of things for the environment...that he lives in...and, I saw a show out there
at...the Johns Lyons Gallery, it just absolutely — absolutely bowled me over....that’s
terrific...(unintelligible), and it’s great to have him here this year. You’re welcome, thank you.

APPLAUSE

WELLIVER: Thank you. Does this record, or project too? Just record. It occurred to me when -
when I was driving up here today if Bill Cummings had been on the ball here, he would have had
Monet here, you know, after the last week of weather. And I know you’ve suffered that, so
suffer...me. I first want to show you a film, and it’s made quite some number of years ago by
Rudy Burckhardt, and I know some of you know his films, and... it’s a film of me painting, and
is ostensibly about me painting. But I think it’s a lot more about Rudy Burckhardt films, but
under any circumstances I think you should see it, and look at it for whatever it’s worth, and after
that...why, we’ll go on. Can you show the film?

(FILM STARTS, AUDIO BREAK)

Speaker: Anticipating questions, may I say that... I don’t normally paint inside, but that was
during black fly season. (Laughter)

Question: (unintelligible)

Speaker: Yes. This is quite short, and I’d like to have the liberty of reading it, and then
answering questions which, I find for me a better forum, really. And while I’m talking, I’'m going
to show slides of pictures that go back...I think now close to ten--nine or ten years, and
then...they’re in an approximate chronological sequence; and it occurred to me when I came



here that it might be a good idea, rather than showing a group of more recent pictures, to show
you a sequence of paintings that go back quite a few years, because I think they get clearer as
they go along, and maybe that will mean more to you than just seeing a group of paintings which
I feel more on top of. And I’m not going to comment on them, except to... change them when
they’re boring to me and probably to you. And then after I’'m finished with this...talk, paper—
whatever-- I’ll... answer any question that I can. Okay? We can show some slides now, if you
want. Oh--one other thing I wanted to say about the paintings — you can turn the lights out, it’s
perfectly okay — one other think I wanted to say about the paintings is that they’re, for the most
part, roughly six feet square, and there are going to be exceptions to that, and I think the...the
slides will make those exceptions clear — a few details, and some paintings that are clearly
smaller than the others; but for the most part they’re approximately in the range of six feet. You
can show the first slide if you want. And can I just tap to have you change them?

Comment: You need...(unintelligible)...as loud as possible, the machine makes noises...

Speaker: ...Okay, I’ll speak as loud as possible. Sir Joshua Reynolds made on the occasion of an
address to the Royal Academy in London the following statement, and I’d like to quote it: I
would chiefly recommend that an implicit obedience to the rules of the art as established by the
practice of the great masters should be exacted from the young students. That those models who
have passed through the approbation of ages should be considered by them as perfect and
infallible guides, as subject for their imitation, and not their criticism.” This particular notion of
obedience to the rules of the masters was essentially art’s governan...governance until the mid
19™ century, and the advent of what we call modern painting. The point, and the particular
painting at which this began, I’ll leave to you, as I do not intend this to be a historical talk. The
revolution in 20™ century painting embodied. ..centrally...the idea of personal freedom, and the
development of personal imagery. There was a new look at those masters unstuck to the tar baby
of the French Academy and its rules. My experience has been that students are fairly well versed
in the history of 20" century painting, and I’ll spare you a synopsis of these freedoms. But within
its broad framework, there is a range — 20" century art — there’s a range from the manifest anti-
art, to the most rigid and procedural aesthetic. (Taps)...Change, my god! Change, I’'m sorry I
forgot. Change...(Pause) Personal idiosyncrasies....have been developed into styles, and, on the
face of it, the art of painting has been wide open for the past sixty years. It is only in recent years
that we have gained a vantage point, from which we are able to see that at least some of this
freedom was illusory—Change, please-- and that there have been a fairly rigid continuum, in 20"
century painting, which has been, to some degree, even restrictive for the past twenty years. By
this, of course, I mean the consuming and pervasive drive to reduction. (Knocks on wood) That
tap will change, okay? The mainstream of Western painting, since Cézanne, has moved
inexorably in the direction of reduction... of content and form.

SLIDE

I mean this to be descriptive, and in no way a derogation of this tendency... (Pause)...I came
here to praise Caesar. It is also even more apparent, when one pictures this development in term
of the other plastic arts, particularly architecture...in which it is covered (taps)

SLIDE



by the Miesian dictum “Less is More;” and this principle still governs...the procedures of
contemporary architecture. This development in painting had it’s accompanying rational and
apology in contemporary criticism, which, like it’s visual counterpart (taps)

SLIDE

was self-perpetuating. Both the painting and the apology were distinguished by their gradual but
inexorable shift away from reference to the natural and material world. (taps)

SLIDE

I think art leads, albeit inadvertently. Hence the manifestation of these tendencies to self-
perpetuation and contained procedures are blatant as they are manifested in general cultural
pursuits. Some examples: The consumption of resources, and the accompanying residual waste
without thought or feeling for its effect in nature. We have, in short, been going down a highly
articulated and confined path creatively...and culturally, convinced that this path of restricted
sensitivity and means would, and must, lead us to something whole. It appears that we have gone
this path politically and socially...(Pause) (taps)

SLIDE

Underlying this whole problem — as I have outlined it — is our absurd, ridiculous and stupid belief
in some idea of progress...particularly quantitative progress and its accompanying efficiency,
which is the spine...of a technological culture. In the criticism of painting, this belief is evidence
in the Hegelian — some call it NYU-- Marxism which has pervaded American criticism for the
past twenty-five years. (taps)

SLIDE

The neat, tight, historical continuum, based on the logical necessity of its own development,
marching ahead to conquer new and greater bastions next year, which are by necessity, implicit
in the paintings being painted this year, by the painters who are privy to the secrets this historical
continuum. (taps)

SLIDE

It was a steamroller, this idea... this sea of reason, this argument, constructed with modular
units, this banner of progress. (taps)

SLIDE

I would present to you the proposition that art does not progress, nor improve, but is primal.
(taps)

SLIDE



About ten or twelve years ago, I noticed that painters visiting my studio laughed less, were less
patronizing, and argued more seriously about the folly of my pursuits....Let me give you some
typical statements: “How can you have studied with Albers and be doing this?” (laughter) “Well,
I guess square painting is okay...for you;” and “Don’t you know it’s not moving this way?
Man.” (laughter) (taps)

SLIDE

Some of these will need focusing; I’m sorry. One is, under any circumstances, stuck with their
own pursuits; and my pictures — as I recognized by that time — were becoming squarer by the
month; and outside the support of a few friends and empathizers, they were criticized roundly
both in the press and privately. I did not like it. (taps)

SLIDE

During these years I particularly enjoyed and benefited — that will need focus... (laughter)
surely. (Pause) Why don’t we pass the next one; that one’s backward anyway.

SLIDE

My mistake...I think just focus any of these that need it-- and I think that needs it too; I’m sorry.
Focus... a little bit. (Pause). Where was I? Ah. During these years I particularly enjoyed and
benefited from conversations with Fairfield Porter, Alex Katz and Phillip Pearlstein.
Never...never heavy talk, just off-hand and mutually supportive. (taps)

SLIDE

SLIDE

SLIDE

SLIDE

Don’t even focus it; it’s all right. I was, during these years, painted nudes in the wood, children,
animals, etcetera. (taps)

SLIDE

However... the theme of the pictures was the natural...world, and still is. (taps)

SLIDE

To get on with my personal story: I found myself included in group shows which had evaded me
before; and one day, sure enough, I had a call to be included in the first show called “The New

Realism.” I was pleased, and then someone called me a New Realist, and I was less pleased. And
then I saw a New Realist show, and I was even less pleased. And then I read an explanation of



the New Realism, and learned that it was a logical continuum of Pop art (laughter), and I was
dumbfounded and broken-hearted. I said this to a number of people, and discovered that I soon
was not included in certain New Realist shows (laughter). And from a distance it became clear
that the lid was being systematically lowered on realism. And it appeared, from a distance, that a
lot of people were scrambling to get out of the pot. The idea...of a new realism is, for me, an
affront to the old realism... (taps)

SLIDE

...and, because of the emphasis on its figurative character, implies in some spooky way, that
abstractions were unreal. I also discovered on talking...with some of the New Realists...a
disdain for and a hostility to abstract painters and paintings which I saw as my roots, and which
are dear to me. Around...this New Realism, a chauvinism developed which is for me...
repugnant. There was also talk of a new Academy, by those apparently unaware of the academy I
outlined at the beginning of this talk. I only describe all this because it was an anathema to me;
and I want to go a bit further and tell you what it was I wished for in a new painting. (taps)

SLIDE

(pause) Without getting heavy, let me say that I have no interest at all in my paintings when they
are finished. (taps)

SLIDE

They are as tracks in the snow, behind me, and it is not my nature to examine my own tracks.
Which of the pictures is “best” is also of little concern to me, as I am primarily interested in the
process of painting and not in connoisseurship. However, certain of the pictures are clearer than
others, and when this is the case, the painting tells you. (taps)

SLIDE

That needs to focus, I think. It was always my hope that a new painting would develop which
was — and I put great emphasis on this — inclusive in nature... whole, non-atomistic in its
perception and construction, based on a sense and awareness of the great Western tradition from
now, back to the Tigress and Euphrates... (taps)

SLIDE

...a painting wholly and completely...completely personal, created, though, by a person
with a profound sense of cultural roots and the great styles of Western painting... (taps)

SLIDE

...a painting based on touch, and affection for the natural and physical world, to the point that
the act of paint parallels directly the life and growth process of that being painted. (taps)



SLIDE

A complete assimilation of the subject into the act of painting...(pause) I don’t know how that’s
there; it’s a detail of one of the earlier pictures. (taps)

SLIDE

No it isn’t; it’s a small sketch. (Pause) That needs focus. Natural subjects are aggressive in their
identity; and if there is to be a symbiotic relationship between picture and subject, it is this
identity with which one is faced. If one is to paint nature, one must get drunk on nature... sleep
with it...fill one’s mind with it-- to the exclusion of everything. Finally, and by far most
important, accept oneself as an animal part of it. Not one to manipulate and destroy it in the
name of progress anymore...anymore than one would manipulate and destroy oneself on the
same grounds. Respect and concern for natural processes is ultimately respect and concern for
oneself...and I recommend it to you. (taps)

SLIDE

Painting in these circumstances is useless, and its very attraction is its uselessness. It will not
help in solving the consuming problems of our time as they are outlined in the press. It is utterly
and entirely a self-indulgent act. However, Fairfield Porter said to me recently, “Painting has a
function again,” — excitedly said to me — “and it is to put people back in touch with the material
world.” (taps)

SLIDE

(Pause) That needs focus. (Pause. Background conversation) Would you focus that a little bit,
please? (laughter) Could we go back to the last one and focus it? (laughter, background
comments) No...the next one back, please. That’s okay. I don’t object to this at all, it’s nice to
see them... in a flash....achistoscopic is the word, is it? Yes. Back up a little bit...good. Well,
it’s close. And finally, to tell you a bit about my own painting....

Question: (Unintelligible)

Speaker: I'm sorry. I said I want to tell you just a bit about my own painting. I live and work
here in Maine, in relatively isolated circumstances. My farm, where I live, is essentially self-
sufficient. I raise my own food... make my own electricity.... and for entertainment, battle with
snowmobiles, hunters, power companies and the like. And for me it’s a very good life. I spend a
large portion of my time in the woods, doing exactly what I recommended to you earlier. I've
made the acquaintance of numerous animals, and find a remarkable degree of acceptance by
them. (taps)

SLIDE



There is a considerable time lapse — that needs focusing—There.... There is a considerable time
lapse between my first impulse to paint a certain location, or moment, and finally coming to it.
The pictures I’'m now painting have been in my head for a number of years. (taps)

SLIDE

They are never precisely a location at a given time. I’m considerably more interested in moment,
than in location, and really, in a peculiar way, at a loss to describe what I mean by “moment.”

(taps)
SLIDE

There are, though, those brief intervals in one’s eye...and mind... when everything is, for a
second, real and clear. They are the most fleeting moments of all. Faster than the fastest camera,
they are not entirely visual, but rather encompass one’s entire psychology. The air is
crystalline... the direction of the wind is absolute. Light falls with astounding clarity; every
object sits in its designated space or moves with unbelievable precision. Every gesture is right,
the mind functions free of distraction. To paint, for me, it to build a construct with an exact
parallel to this experience. The color reaches its ultimate pitch. (taps)

SLIDE

The forms are utterly one. The materials are entirely dematerialized. A muteness settles over the
canvas, and that moment of which I spoke is present again.... And to want less of a painting is,
for me, to lack ambition. I keep few of the pictures I paint, for the moments of which I speak are
so elusive by nature they are most often lost, and failure is endemic to this search. Immanuel
Velikovsky, in his — the cosmologist, I’m sure most of you know — in his marvelous book, Earth
In Upheaval, said, “All fruitful ideas have been conceived in the minds of non-conformists for
whom the known was still unknown, and who often went back to begin where others passed by,
sure of their way. The truth of today, was the heresy of yesterday.”

(pause) (applause)

Speaker: I’d be glad to answer any questions.
Question: Where is that swamp?

Speaker: I’m sorry; I can’t hear....

Question: Where is that swamp?

Speaker: That swamp is... by my house. (laughter)
Question: Is it far from here?

Speaker: No, an hour and a half. Close. (laughter)



Question: How many acres do you have?
Speaker: What?
Question: How many acres do you have?

Speaker: That’s a very embarrassing question. Someone said, “How many acres do you have?”
and I said, “That’s a very embarrassing question.” Because I have eleven hundred acres...

Comment: Wow.

Speaker: ...and I sit sort of in the middle of it. But about eleven years ago when I came

here, the land was five dollars an acre, and every time I sold a painting, I bought more land,
because I kept hearing someone was going to put a hunting camp, or do something like that, and
I’d run out and borrow the money, thinking I would sell a picture or something, and buy more
land. And I’m now the...slightly embarrassed owner of eleven hundred acres... (laughter) which
was then worth nothing, and is now worth a lot, and makes me...rich, in a very peculiar way.
(laughter)

Question: What animals are you acquainted with?

Speaker: Well, it’s very nice to paint in the woods, and I don’t mean to make a big issue of that,
but I paint beaver often; I paint on beaver dams a lot. And they are very shy, but get quite
accustomed to you, and come by...and deer, and even a moose. And after you paint in one place
for quite a while, they come regularly, and the birds too...come...and it’s very nice.

Question: In that movie, you were painting on unstretched canvas. Do you...always have?

Speaker: I normally do not paint on unstretched canvas; and that movie is—unfortunately, I
think, is not very... in one way, is not really very... indicative of the way I paint, because it
literally was black-fly season and you couldn’t paint outside. And so I was painting in the barn.
And normally I paint on the site, or make numerous paintings from the site and then paint in the
studio. But for the most part--And, obviously, in some places I can’t get the paintings in. You
know, it’s hard to get a six-foot painting on beaver dam...and I don’t do it. But I go to great
lengths sometimes to do it — take a boat and... carry the painting in, and... so on, depending on,
you know, how I feel about that situation.

Question: Do you paint outside in the winter, too?

Speaker: I do paint outside in the winter. And I paint in my van; I had a van...for a while. And
when it’s ten below, that’s not much help either (microphone noise, unintelligible)... Well, you
just freeze your ass off. (laughter) And it gets to the point that you enjoy it, in some peculiar
way. You make adjust — you make painting adjustments in the winter, because the paint gets
stiff. There are really like physical problems about painting in the winter.

Question: Do you wear gloves?



Speaker: What?

Question: Gloves? Do you wear gloves?
Speaker: I don’t wear gloves, no....
Question: Even in winter?

Speaker: No, I don’t.

Question: (Unintelligible)

Speaker: Yes, on occasion...yup. The painting — you know, without going into that at length,
the--my painting, because of where I paint, is so often dictated by circumstances. You know, if
I’m painting on a beaver dam, literally, I have to figure whether I can go in there. And if I want
to paint a large painting of the snow, I have to figure out how to get there, and how to —
sometimes I make a little polyethylene cover, you know, and build a little fire inside, and things
like that. And it sounds — it sounds very bizarre, but it’s not so bizarre. After a while it just
becomes—you know that becomes another problem in painting — physical problem. I’'m very
sorry...Yeah?

Question: (unintelligible)
Speaker: Yes, I know it. Yes, I mean I know of'it...I’ve read it.

Question: (unintelligible)

Speaker: Yes, it’s so persuasive; you know when you’re in the woods it’s just there all day, that
sort of incredible (unintelligible) feeling of life. Yes, I do like it. Yeah?

Question: (unintelligible)

Speaker: No. I studied with Albers; and when I studied with Albers it seemed to me — I was quite
young-- and soon it came to me that the best way to study way to study with Albers was to paint
abstractly. And I don’ mean any...I don’t mean that I recommend that; but I was very anxious to
learn about color, which I thought I knew very little about, and I found him not entirely
agreeable to the sort of thing I was doing, which was only half-formed anyway—Right? It was
sort of a figurative painting, but half-formed—I was unsure of it-- and when I was a student I
made abstract paintings when I worked with him — for part of the time I worked with him, and I
must say...benefited a great deal from it. And... we had our differences...I don’t mean to — and
very strong ones-- but when I was working with him in the beginning of the time I painted
abstractly. And then before I left school I was again making figurative paintings.

Question: (unintelligible)



Speaker: Absolutely. Absolute — I have the most profound, I have the most profound respect for
him. I disagree with him implicitly on a great many things, and...and we’ve had real... you
know, serious differences about certain things. In as much as you can have a difference with
Albers. He’s not, you know, one for the most part to give you the benefit of the difference. But I
have had (laughter) (unintelligible) And...he was...I wrote an article on him once, ostensibly an
interview, right, where we made tapes for hours and hours and hours; and then I then I wrote a
thing for Art News which was like a conversation between Albers and myself. So I-- it was really
mine in the end, because I did all the editing, you know, and it was like taking a voluminous
amount of stuff and making a very short article. The tape is much more interesting than the
article. But, anyway, he said “I’m not interested in squares.” (unintelligible) And I said, “Wbat?”
He said, “I’m not interested in squares; that’s the dish I serve my craziness about color in.” You
know, and that’s a marvelous idea. He’s just drunk on color, you know, crazy about it. And
when you’re with someone who’s...so...you assimilate that. And I’'m drunk on color, right? But
it’s very... different circumstances. More questions?

Question: What medium do you use; is it always o0il?

Speaker: I use oil, and I use only turpentine.

Question: Only turpentine?

Speaker: Only turpentine, simply because-- I used to use medium — a variety of mediums; and
then I discovered that...paint-- good paints, Winsor-Newton and Rembrandt and so on, are really
extremely fat, you know...and I paint very thinly, although the paintings don’t show that, for the
most part the paintings are quite thin, if you study them... carefully, and so...there’s not that
need for a great deal of binder, I don’t think. And I use — I use turpentine with the paints, and still
find that they’re still plenty fat when I paint with them. And I find medium much too dense for
those pigments.

Question: (Unintelligible)

Speaker: What?

Question: Very little over-painting?

Speaker: Very little--? — there’s no over-painting in my painting; they’re all wet paint into wet
paint....Yes?

Question: (Unintelligible)
Speaker: With my clothes on. (laughter)... What?
Question: Have you ever painted yourself?

Speaker: I have. See. Doing something theatrical, is that what you mean?...No I just paint....

10



Question: I was just how you position yourself in the...(unintelligible)

Speaker: Well, I paint myself seldom, you know, but I have on occasion done it, and I usually
paint myself just standing or sitting.

Question: Do you ever paint an outdoor picture indoors?

Speaker: Yes... yeah.

Question: (unintelligible)

Speaker: No, I don’t. I usually — there’s usually some...fairly complicated references to the
outdoors. Serious drawings, small watercolors, whatever... you know, whatever I use...for the
painting.

Question: (unintelligible)

Speaker: No, I don’t.

Question: (unintelligible)...those figures in the yellow painting. Is there are reason for that, or is
it just--?

Speaker: No, I think it’s just the development of a color idea, and I went through that, you know.

Question: In your paintings, there is a great deal of restriction of like the pallet and an
articulation of like very — it’s seemingly very kind of controlled color (unintelligible), and I was
wondering if you could like, elaborate on, on like how you may have came to the decision to deal
with those colors that you — I mean, without getting really specific about iz, | mean, there is a
great deal of neutralized... color and wonderful activity (unintelligible) and I was just wondering
if you were interested in like using color — Zow you were interested in using it, you know, like in
order to make space or to make light, or all of those things, or whatever. I mean, it’s an
interesting way of organizing...(laughter)

Speaker: It’s very interesting that you asked that, and I don’t mean this as a put-down, so
understand my answer, okay? You framed that question in such a way that I would have to give
an academic answer.

Comment: Sorry.

Speaker: No, it’s okay. Because you said to me, “how do you--" and then you said “deal with
light, space...”

Comment: Oh, I just wanted you to elaborate on it. I didn’t want to ask-- (Interrupted by speaker)

Speaker: I will say actually one thing about the color, right, and then I’'m going to-- I talked with
a couple of people about this today. The color on which the painting is predicated, the first color

11



put down, conceived, thought, felt, or whatever, is the premise from which the painting is made;
and it’s really quite immaterial what it is. Right? And from there, the construction is built and
predicated on that first color you put down, which becomes the premise for the whole painting. I
could paint you with green hair, right? And that’s a perfectly legitimate premise, for me, to begin
a painting from. But then... then the structure of the subject and so on dictates the color form, the
color relationships in the rest of the painting. So if you said to me, “do you paint local color?” I
would say maybe, but it depends on the occasion. I may paint local color and I may not, you
know...depending on how I feel about that particular situation.

Question: In the movie, they showed (unintelligible) canvas stretched out...(unintelligible)

Speaker: Well that canvas was reall...y part of a whole series of drawings I’d made on the site,
until we were driven out, you see. So--

Question: What drove you out?
Speaker: Black flies. Black flies.... More questions?
Question: At the some of the early stages ....(unintelligible)...did I misinterpret that?

Speaker: Yes, you did misinterpret me. I’m utterly and completely uninterested in the difference
between abstract and figurative painting as a political argument, right? And I think that the...the
battle that goes on between abstract and figurative painters on the kind of roughneck level, of
which there’s a lot, is just the most incredible... garbage. I mean, I just—I really can’t accept — I
really can’t accept... Some of my best friend are abstract painters (laughter). And I think my
position is made clear by my painting; I don’t ~ave to debate that anymore.

Question: Do you see any trouble with the art world or the critics of the arts? (laughter)

Speaker: Well...(laughs)I don’t see any trouble with the art world, actually. (laughter)I think it’s
marvelous. And I love New York, by the way. I absolutely adore New York — after all that talk, [
adore New York. Rudy Burckhardt, who the most laconic guy in the world, one time said a very
marvelous thing. Rudy speaks in very, very simple and wise ways. He said to me, in what
context [ can’t remember, he said: “You know,” seriously, “You know, New York is EXACTLY
like Maine;” (laughter) and I said, “Oh, really?” And he said, “Yes, in Maine when you walk in
the woods, you see something different every minute, and in New York when you walk in the
streets you see something different every minute.” (laughter, applause)...I’ll do whatever you
like, I’1l answer more questions, if there are more, or...

Question: Do you ever use any photographic references?
Speaker: I do not. I never use photographs, and for a very specific reason — I don’t object to it...
at all, I mean if people choose to do it; but there’s a moment which is like monocular in

photographic. You see it. You know, if I student is working from a photograph I can spot it a
country mile away.
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Question: Why is that?

Speaker: I think because it is monocular, and because it’s that stop — as I tried to say about my
interest in motion — in moment — it has very little to do with the stop — stopping action, right?
And the photograph does that, does it in a peculiar way; and I don’t choose to have that in my
painting, although I love it in photographs... you know; I scour old antique shops around here
for photographs. I like them, but it has nothing to do with my painting, and as a matter of fact,
is — if I were to do it, I’'m sure it would always be in the way of what I’m interested in painting.
So I never use photographs, no.

Question: (Unintelligible)

Speaker: Inclusive moments, you know it includes past experiences....yes?

Question: And your saying a photographic moment does not include this?

Speaker: I saw you take a photograph today (laughter)(laughs); so I...I understand your question
better, I think. I’'m not prepared to say. What I’m saying to you is that what /’m interested in in
painting, has nothing to do with the stopping of action. That’s not my interest; and I can imagine
that photographers are not interested in the stopping of action, either. They’re interested in
something more inclusive. But the kind of thing that I’m interested in, I don’t find in
photographs. I find other things in photographs. I’ve taken a lot of photographs. I like
photography; I collect photography, you know; but in terms of what I’m talking about I think it’s

not an issue. (someone starts a question...speaker interrupts) Excuse me...let him finish.

Question: (unintelligible)....finished painting. (unintelligible)This is a moment in nature that you
saw as against..(unintelligible) photographic images (unintelligible)

Speaker: Right, I would say not. I would that it’s mine exclusively for an...extended period.
Question: (unintelligible) essential?

Speaker: Yes, time is important.

Question: So then, I mean, your moment (unintelligible) the time you spent (unintelligible)--
Speaker: Yeah, you say long, and that’s okay, I would say the word — I would say inclusive.
Your camera is that period and that fraction (unintelligible) those painting are of that period, that
moment, which includes a long, extended period....yes?

Question: I just want (unintelligible)

Speaker: No....yes?

Question: You said that what you’re painting now, you’ve had in your head for years, and I was
wondering how you made that...jump.
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Speaker: I can’t remember which painting was last; it was one of a pond with some open water,
very dark water when you do it. I’'ve been looking at that for five years... and I know that spot.. I
walk everyday in the woods for a number of hours. I know that spot; I see it in the winter again.
I put my snowshoes on and track down there; and I looked at it, and looked at it, and looked at it
and looked at it...and looked at it. And then finally I painted it. I find when I just look, and then
paint, you know like next year or next week or whatever, that I don’t — it doesn’t come the way I

like it.

Question: Those paintings are probably done fairly quickly?

Speaker: Those large paintings take me roughly three weeks.

Question: But there are no...(unintelligible)

Speaker: I don’t quite understand the question

Question: There’s no...disappearing during the painting...or the whole three weeks.
Speaker: No...no....Yeah?

Question: (unintelligible)

Speaker: Yeah.

Question(continuation of previous): Do you ever...(unintelligible) this pond in five years...do
you ever go out and take that...(unintelligible)

Speaker: No. Rarely. Practically never... practically never. You see, it’s...it sounds — that
sounds...that sounds... exaggerated when one says it, but then when you live on a place, and
your painting around it, I do that every day. I walk around those places every day... for miles
around these wet wild lands; I walk for miles on it. And...I see these things again and again and
again and again, just as if I were in New York I would walk up to (unintelligible) and back.

Question: (unintelligible) was before my tour, but when you did...(unintelligible)...you came
and you (unintelligible)

Speaker: Yes... (unintelligible )

Question: (unintelligible)

Speaker: I’ll add — yes, absolutely. Friend of mine said to me recently that when he painted...a
major painting, he said, “I just go out and put everything in... everything in.”. That seems to me

like the dumbest idea I’ve ever heard in my life. (laughter) You know, it’s like you have no
mind, no feelings, no sensibilities, no nothing. You’re just like a....stupid, you know? You go
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out and stick everything in. I don’t understand; I...can’t get it in my head that anyone would do
it.

Question: ....(unintelligible) perfect painting. (laughter)

Speaker: Well... If I’'m working on the perfect painting, the perfect scene — the perfect scene, I’d
be getting into that cocky and phenomenal and (unintelligible) world, you know? I’d just sit and
groove on it. You know, what a great...place.

Question: Do you think that color is more felt than seen?

Speaker: Yes. Well, I put it there because it seems right, not because it’s local color.

Question: You were talking before about (unintelligible) and how you reacted to (unintelligible).
It seems to that, if that were the case, then in your painting there would be a kind of
inconsistency in terms of how you reacted to the place. But in your paintings they’re very
consistent. Like... each painting has a relationship with the other paintings, in term of color and

composition.

Speaker: That’s the way (unintelligible)...Let me say one thing, okay? So you don’t mislead
yourself. You’re an (unintelligible)

Question: Well, I would...(speaker interrupts)

Speaker: No, I would say my paintings — [’'m not interested much in consistency; I would say
they’re not that consistent. You know, in the sense...that — who was it said--? Emerson said
“Consistency is the hobgoblin of little minds.” (laughter) And I’m not interested in being
consistent...at all. And I think I may have been in the selection and distribution of those slides,
but otherwise not particularly...... Yes?

Question: Do you have (unintelligible)

Speaker: I don’t know all of them, but I’ve seen some of the pictures, and I saw one...painting of
a beaver dam with some birds flying and a very — Do you know that picture?

Comment: No, un-huh.

Speaker: It’s — it’s absolutely gangbusters. I can’t remember the name of it — Yes, I’ve seen some
of the paintings; I think some of them are very good painters. I object--I object from my own
point of view to that twenties’ color. It reminds me of...who’s that man who always painted man
against the elements with factory fires and steam — steel furnaces behind?

Comment: (unintelligible)

Speaker: Huh, do you know that color? Who was it?
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Comment: (unintelligible)

Speaker: No. It’s not very famous. Bill would — Bill, who was the fellow who painted the —
always painted the Pittsburgh steel mills with men trudging....

Comment (Bill?): Oh...uh...

Speaker: You do know, because it-- You know that very spooky color and so on; sometimes
that’s made it into paintings and I don’t care much for it. It doesn’t matter; if you run into the
paintings you’ll know what I'm talking about....Oakley, Thornton Oakley! Thornton Oakley was
one of them. (laughter) He was a very famous (unintelligible) ...because I’ve seen him in old
magazines..... And... are there more

questions? Yes?

Question: (unintelligible)

Speaker: I take the picture to the spot.
Comment: Yes, I realize that.
Speaker: Yes.

Question (continues): You’ve lived in a particular spot for a long time, and have lived...in a
studio there, for like ten years.

Speaker: That’s because (unintelligible) (laughter). Yes, I take a picture in there and very often
spend some time. (laughter...applause) No, I don’t (unintelligible) I do — I am just
(unintelligible) take a person there and look at it and...sometimes paint it, make a small painting.
Last summer I painted a lot of small paintings with models in water. (unintelligible) very
agreeable models. Rudy Burckhardt made another film that showed a scene of that...painting
outdoors. Me painting outdoors with a model in the stream, you know... (unintelligible)? Yeah.

Question: (unintelligible)

Speaker: Not really, no. I wouldn’t go here in front of everyone. (laughter) But I can get a
sandwich...would someone...can someone here speak French?...(unintelligible conversation,
laughter)

Question (might be speaker?): What is painting to you? (laughter)

Speaker: After, if you’d like to (unintelligible) French or English (laughter) So...you know that’s
like...(unintelligible) (laughter)...That’s all I do. I mean I don’t do anything but paint and think
about painting and speak a little painting. I don’t do anything else so...(unintelligible)...all I

know to do to do.

Question: (unintelligible)
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Speaker: Yeah, yes. (unintelligible conversation) The question was, “Can you paint a feeling in a
figurative format?”, and I don’t know. I don’t really understand the question quite.

Question: Well, there comes a point where you...intellectualize...in a problematic way, it
becomes very difficult to kind of, you know, an involvement where others can solve it. And if
you put the painting together in any... you know, you just saw it, like you know you talk about
your painting and you “felt the area,” or you... you know, you just wanted to paint it for a long
time. And then when you paint it, you know...like there becomes a point in the painting where
your emotions, your desires, have been felt...used up...and the painting is just over. Can you
equate that with, you know, painting a feeling rather than just setting up “you know, I just want
to paint the side of this mountain because this shape relates to the feeling?”

Speaker: Oh jeez, I’d never think that. My god! He said to me, “Do you ever...say...I want to
paint that mountain because this shape does--?"” Never, ever, ever since school. Ever. I mean, ’'m
aware of that shape, obviously, but I never think in those terms. Never. Do I do something
because this shape and that shape?

Question: Then you don’t believe yourself to be a problematic painter?

Speaker: Yeah, I’'m a problem-- I do deal with problems in painting, but what — you see, your
question is a little like his question — you see it’s got an academic frame to it, which I find
difficult to answer. And yes, I have innumerable problems in my painting and I...and it’s very
difficult for me. And I think all the time about it... and so on. But the way you framed that
question it sounded like...a design class...criticism, or something. No...never. Never that kind...
Question: You’ll change some things, then? You know...

Speaker: Oh, absolutely. I’ll change it when it smells wrong.

Question: Little interpretation is like...sound (unintelligible)

Speaker: Yeah.

Question: Do you think it’s necessary to...love a subject or to have some feelings about the thing
you’re looking at if (unintelligible)

Speaker: It’s necessary to love everything.

Question: Then you think we should be — you think it’s necessary to...be with things that you
have a good feeling about. When you’re painting (unintelligible) to...arrange things so
that...happens.

Speaker: I think that’s a very complicated question because... You see, I certainly don’t say to

you...I’m sure Paul Resika will get some very good pictures of Maine. He doesn’t live
here...but he has a painter’s sensibility. And I’m sure that he will soon...find here a relationship
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with some part of this that’s meaningful to him. I’'m not saying — I personally must spend a good
deal of time in the woods, I do that all the time. But, no, I think it’s possible for something...if
you have a painter’s sensibility, it’s certainly possible for something to... to be...taken in by you
with which you don’t live every minute.

Question: Do they...(unintelligible)--

Speaker: See, it could be — I think it would be a disaster for me if...if you made a completely
literal interpretation of the things I’ve said. I’'m talking about the relationship to myself, and I
think in essence they’re right, and I think you must adore what you’re going to paint. You say,
“Well, what do you mean by adore?” and I can’t tell you. But I mean you have to be completely
and ultimately in touch with whatever it is you’re painting.

Question: (unintelligible)
Speaker: I don’t think disinterestedness in painting makes anything...ever.

Question: But...in a sense you have...say...trying to find what can happen out of an exercise,
what you paint. I know, myself, that sometimes I can become attached to something just because
I have picked it, to work on, because...for practical reasons. Model in the studio.
(unintelligible)...and sometimes I find it difficult, and so often wanted to... just...to have
what(unintelligible)...lots of paintings have beautiful sunlight; and... but then (unintelligible)it’s
better to have practical, and have precious too.

Speaker: well, you’re talking really about your own head, and I can’t help you with that. You
know, you’re saying, “I work better...” and some people like to be beaten.” (laughter) No, I’'m
serious, some are masochists--

Question: (unintelligible) Everything...and he does too (unintelligible)

Speaker: Well, I do that, but you know, but there some — But it’s perfectly possible for a guy to
be a masochist and only be able work under the most adverse circumstances.

Question: But [ mean... I’m just trying to figure out whether... something... about—to learn
something new about (unintelligible)

Speaker: Well, but it’s all...it’s all extra. That’s the point about painting being useless, it’s all
extra effort for nothing. You know, painting is utterly...god-forsaken... and useless; that’s it’s
beauty. That’s the whole point of it, you know? And of course you always get more by making
more effort. You know, except Alex Katz one time said to me about a painter, “Hard work and
perseverance will get him nowhere”, you know?” And I think that...being a donkey isn’t
necessarily going to do it for you.

Question: (unintelligible)

Speaker: Yep. What?
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Comment: (unintelligible)

Speaker: I understand what you’re saying. (laughter) But I can assure you that (unintelligible)
Question: What do you — Do you try to salvage paintings that go bad?

Speaker: No

Question: You throw it away?

Speaker: Yes.

Question: You don’t save those?

Speaker: Never. Never work over a painting, never.

Question: Why?

Speaker: Paint it through, and throw it out if it doesn’t work.

Question: (unintelligible)

Speaker: (unintelligible) (laughter, applause) I got a real put-down this winter from
(unintelligible, sounds like “Marcus”). The guy was so damn bright, and he really put it to me. I
went to a party, which was hosted by the people who had taken — who had handled the grain deal
in Russia. (laughter) Very fancy place. I didn’t know them. And being... badly adjusted
socially, we talked two minutes and I called him, and I said, “Oh, you’re the guy that... ran the
company that sold the grain Russia.” And he said yeah; and I said, “(unintelligible) because that
sounds lousy.” And (unintelligible). He said, “Young man” — he’s quite older — “Young man,
newspapers are entertainment.” (laughter) I thought that was very good....More questions?
Hmm?

Question: (unintelligible)

Speaker: Pardon me? (question is repeated) Well, I use a window (laughter). (unintelligible)
Other questions? (Applause)

END OF LECTURE
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