This is a transcription of a lecture that was given at the Skowhegan School of Painting & Sculpture, an artist's
residency program in Skowhegan, Maine (www.skowheganart.org). It is part of an Archive of lectures recorded
from 1952 to the present, which are available in audio form on CD at this institution. It is important to note that
most of these lectures incorporated visuals, which are not available. However, the Skowhegan School of Painting &
Sculpture does have a limited number of slides from a selection of lectures in the Archive. You may contact
Skowhegan to find out if they exist for a specific lecture.

These lectures are not edited. Please be advised that there will be typos, misspellings and occasional “breaks” in
the audio. It would be prudent to listen to the audio to help determine the lecturer's intent. You must obtain
permission from the artists or their representative to publish any material contained herein. The contact information
is available from this institution.

SKOWHEGAN SCHOOL
OF PAINTING & SCULPTURE
Skowhegan, Maine

Lecture by Marguerite Zorach
Summer 1954

Announcer: ...that about the problem for the last week that I wanted to have clear. One is that
tomorrow we’re having a seminar in the morning. What time are...?

Audience Member 1: Nine thirty.

Announcer: Nine thirty? And then of course there’s a party tomorrow night that you don’t need
to be reminded about. Then, next week on Wednesday we’re going to have something we always
have done before the term closes here, a sort of round table discussion about schools because a
lot of you are interested in what schools you’re going o from here and so if you just get together
and exchange opinions about the schools that you have gone to that you know about and really
give frank evaluations of what you think of these various schools and what their good and bad
points are, it’s—we’ve found it’s quite a help to all of you to plan your future schools that is if
you are in the mood to go to school afterwards. And then the final seminar of the week is on
Thursday of next week and you can work right up through the week if you want to of course the
more people do work the better it is so the last week doesn’t become just a waste week of
hanging around and waiting to go. If you can really keep at work and keep yourself busy, the
better it is. And in this final seminar on Thursday—I think we’ve explained before of what we
try to do which is to give up the whole barn or put a counter down the center where the sculpture
work is shown and then with any screens that are necessary to go clear around so that each one
of you can in a sense put up a little one man show of your work as you can and that would
include not only your paintings, drawings and sketches and everything so that you can talk about
them and we’ll be as helpful in trying to you know do what we can in helping you steer your own
way through this sort of maze which is called contemporary painting.

Well, tonight Marguerite Zorach is here and she’s very much a neighbor of ours because she and
Bill Zorach live on Robin Hood Island which is about two hours away drive down the coast here,
and I asked Marguerite what she wanted to talk about and she didn’t seem to have very definite
ideas of wanting to talk about very profound problems of aesthetics but more interested in
talking about the development of an artist in a certain sense that is from being students to being



professionals and taking your place in the professional world and taking your place in the
movements of your time. That is about the time Eugene O’Neill was becoming known as a
playwright, artists like Bill and Marguerite Zorach were his contemporaries in the modern
movement in painting and they used to do what were called then very modern and very daring
posters and decorative work and paintings, and Marguerite, particularly I remember later on did
some extraordinarily beautiful tapestries. There aren’t very many of them in existence because
they were terrific labors of love. That is they represented an incredible amount of time and
application as well as aesthetic ability and the talent that went into them and those probably
you’ve never seen—have those been shown?

Marguerite Zorach: Not for a long time...[Inaudible]...quite familiar though they were at an
exhibition in...[Inaudible]...a long time ago of...[Inaudible]...but that was the last time.

Announcer: And another thing that occurs to me is that perhaps some of the...[Inaudible]...will
be interested in how to remain an artist even when you become a wife and mother. Marguerite
knows some about that. So, Marguerite anyway will talk to you and ask her questions.

MZ: [Name], my daughter is also an artist and lives on a farm, and they do all the farm work and
she writes children’s books and illustrates them and has a million things to keep her busy besides
two children and someone is always saying to her, how do you ever get any time to paint, and
she said, why anyone who is an artist always has time to paint. So the problem of how to be a
wife and mother and also paint.

I was—you often here people say nowadays that the younger generation believes art began in
about 1947 and that before that nothing existed, but I remember when I went to Paris, for me art
began at about 1907 and I confess I wasn’t so much interested in what existed before. So I
understand a bit about how people felt about that.

I had started out west in this country and had never really seen any paintings and our training
was all just copies of illustrations in books, in the art books mostly the Renaissance and such
things, and I went straight from there to Paris. And the day I arrived in Paris, somebody took me
to the [Name] Salon which is quite a surprising thing for me because here was something that
was entirely different than anything I’d ever knew existed and Matisse and Picasso and Braque
were all just very young people then and just starting out to do the things they resolved to and
instead of being repelled by it or worried by it. I thought it was wonderful.

Then, I went to the Louvre and I looked at the Old Masters and I thought they were just too dull
for words. But I went to the various art schools and there you didn’t see anything related in any
way to what you saw in the Autumn Salon. We all went through the regular training, and I was a
little convinced by it but I was very anxious to learn how to paint and was very much impressed
by all the people who were more clever than I was. I was very young compared to the others and
no one took me seriously at all which also hurt a bit, but one day an Englishman came over. We
were studying in a class run by a French portrait painter—why that class, I don’t know and it was
very academic in every way. Now, out of the clear sky, this Englishman came in one day when
the French one was absent and he gave us a talk on art, and he wasn’t a good artist and never was
able to do very much himself but he was a very intelligent person and he had a very fine mind



and he talked in a way that I had never heard any one talk about art before, and it made a
tremendous impression on me. It was like a revelation. I think a thing like that is very rare that
you run into something that sort of opens vistas before you but sometimes happens and if it does,
you’re probably lucky.

Anyway, I suddenly felt sort of released from what I had been worried about and I sat down and
did a green nude, I think with blue lines around it and red/pink hair or—it was a very crude
looking object and everybody in the class thought I was quite crazy to have done it. It caused a
lot of excitement, and I felt very good after having actually brought myself to do a thing like that.

Then that summer we went away to various parts of Europe--everybody in the class--and
painted, sketched and so forth. When we came back, I looked around and everybody was doing
those pictures—dark lines with landscapes and all kinds of colors in them, not much form and I
thought it had finally taken hold of the whole group. About that time, Bill came over to Paris,
and he came straight from America and also very—he had a very thorough academic training. He
did beautiful nudes and beautiful landscapes that were just perfect.

Question 1: Where was he from, Marguerite?

MZ: [Inaudible]...he studied at New York, at the Academy and The Art Student’s League. The
Art Student’s League was too expensive for him, so he stayed at the academy most of the time.

And I had a studio with an English girl, and she used to come home and tell me
about...[Inaudible]...one fool young American that’s a giant crass in the morning, and so I got
very curious to see what kind of a young man this woman had fallen for, so I said let’s change
classes (Laughter)...[Inaudible]...and I’d go in the afternoon. I wanted to look him over and I
said when there’s a rest period, I’ll go over and talk to the guy and see what he’s like. When
there was a rest period, about ten females rushed for him like that—Iadies man. I won’t talk to
that guy; I’ll wait until he talks to me. So about a week went by and he came over one day, and
he said, how can anybody I mean, who looks like a perfectly nice girl, paint such perfectly
horrible pictures and that was the beginning of our getting acquainted. (Laughter)

Then, after we came back to—by the time we came back to America, we were both very modern
and we couldn’t see anything that wasn’t modern, and we brought back a lot of these canvases
and nobody wanted to look at them and nobody had an interest in them whatsoever, but we were
sure we were right and we rented a little studio. It cost us twenty dollars a month and we rented
half of it to somebody else for ten and started painting pictures around New York.

We tried various things like cover designs and textile designs and things, hoping we’d make a
little money to live on by them but—well, we didn’t know at the time. We were very lucky no
one did ever buy any of the textiles or any of the color designs. We just had to stick to painting
and we used to have little exhibitions in our place and put all these little things that we did up
and send out cards to everybody, and then all the critics came. Everybody came to see them, and
we sold things for five dollars, ten dollars and once in a while fifteen dollars, and when I think of
them now, I don’t know how any body ever bought them. They certainly weren’t any good. They
didn’t warrant even the five dollars but we didn’t know it you see. We were quite happy about



them. In some way...[Inaudible]...too. Then, there were always a few people who wanted to
study with you because they thought that you were sort of advanced or something like that. They
might get on to something and that was very lucky for us. We had Sunday classes and one or two
private pupils and somewhere managed to get along.

Bill and I—at that time Alfred Stieglitz had the only gallery where anything modern was shown
and we used to go around there but for some reason or other—maybe it was my fault. I was
brought up with a mother who talked too much, so I’ve never been very talkative and I just never
could stand people who talked and talked and talked and talked, and Stieglitz used to be too
much for me. I could take a little bit of it but I just couldn’t listen to the same thing every time I
went in, and I once asked Conner Rosenfeld [?] how he could stand it and he said, I know it’s the
same thing every day but once in a while there’s a pearl of wisdom, but I couldn’t wait for that
pearl. But we used to take down our things to Stieglitz, but he wouldn’t look at them.

But finally a group of about ten or twelve painters got together and they got the MacDonald Club
to give them a show and that was the first outside of Stieglitz’s one man shows, that was the first
modern art group show in New York and there were people like McFee and Dansberg and
ourselves. I’ve forgotten the rest of them and the critics all came and said how terrible it was but
everybody came to it. It made quite a sensation, and then a little later, they had a big exhibition--
and I think Stieglitz was partly responsible for that--in Philadelphia and all the same group and a
few more, a group of Stieglitz’s people showed in that, and I remember Mr. Barnes was very
nice to us and took us all around and had us over all day and gave us lunch and showed us all his
collection of Matisses and such and when I heard people say afterwards what a terrible person he
was, well we couldn’t believe it. We thought he was wonderful, but a few years later, we made
the mistake of, when we were in Philadelphia, of going in to see him and he had put us out as
fast as he did everyone else and he...

The thing that interests me very much is that we went along. The galleries didn’t want to have
anything to do with us until Daniel’s, the Daniel Gallery came along. He really took on and
introduced practically every young artists that afterwards became well know. They didn’t stay
with him so long because of all his financial difficulties, but he at least gave us all a
start...[Inaudible]...Demuth and Chile [?]. Oh, there were a lot of them.

We—Daniel’s never seemed to be able to understand that there wasn’t a background of money
behind an artist, that he needed the money when his pictures were sold and if he sold a picture
for us for one hundred dollars, why he’d tell us what stocks to invest in (Laughter) and then we
would have to come down at least twenty or thirty times to get that one hundred dollars in,
usually in five dollar driblets. It got to be very painful and then he thought we were much too
ambitious about collecting money. Maybe we needed it worse than some of his other people and
he finally...[Inaudible]...and we moved out.

But what I started to say was that the thing that interest me most that during, as we developed
and as we became, had more exhibitions and became very well known in the art world in New
York, the critics gave us the most amazing write-ups in papers even if they said our work was
terrible. First, they said it was terrible. Then they said it was wonderful and they—there were

things like whole pages of the New York Times. It was spread all across the top and we really



felt that we had arrived at something and everything seemed wonderful and we thought that this
was fame and we were really getting there, and we didn’t realize at all that we were just sort of a
new sensation or something with it was a little different and they—when they got used to that
they would just drop us just as quickly as they’d drop somebody before and pick-up someone
else that they could come up on the horizon. We were very innocent on that point.

We—I"ve gotten a little sidetracked now. I was going to say that we used to go to the—we used
to go away for the summer, rent our ten dollar studio to somebody else. We would never pay the
rent and leave us in the hole when we got back and go to the country and someone would let us
have a deserted farm or place for a picture, and we’d live there all summer, paint pictures and all
our friends would look and wonder what those Zorach’s were living on all summer and we’d
wonder what all our friends were living on that didn’t have anything and we’d all come back
expecting to find the other half starving to death and we’d all look healthy and flourishing.
Everything seemed to be all right. We’d survive somehow and we had infinite faith in what we
were doing. I suppose that’s a wonderful thing to have. Now that I look back on some of the
things, I don’t think it warranted it. Just the same it carried you through the trade until they were
more worthwhile.

Once several summers we went to Provincetown and there we met the...[Inaudible]. We were
there the years Eugene O’Neill first started his writing and the Provincetown Players were sort of
starting out to give little plays on the wharf. They were doing exactly the thing we had done in
their way because they just took whatever they could find and fixed up a shack on a wharf and
put some seats in and their friends paid a small amount to come and they put on these plays that
afterwards many of them became very famous. We painted some scenery but we worked. We
had modern ideas on scenery and the Provincetown Players had modern ideas on plays but they
wanted good old-fashioned scenery and if there was a stove in the play, they wanted to go out
and get a stove and bring it in and put it out on the stage and we said why not take a box and
paint it, and some of the would stand for it and some of them wouldn’t. But we found that in the
end, you can’t be interested in too many things, you have to concentrate on something solely.
You feel as though...[Inaudible]...the word.

And we—in the meantime, Bill had found that sculpture was the thing he wanted to do and he
was very young. He had no connection with anything that would make sculpture possible. He
told me the possible thing was to do painting because he had started from his ability to draw, all
that and he had gotten jobs at a very early age in...[Inaudible]...shop so he could make enough
money to study art off of, and he had studied painting. But after he had established himself as a
painter, he found out that he really had—the thing he really wanted to do was sculpture.

So after that—before that we both worked in one studio with two babies in a playpen in the
middle yelling and each of us working underneath the other at his own work but after the chips
began flying, sculpture wasn’t so easy. They got in...[Inaudible]...so then we had to have two
rooms to work in.

I’m just wondering where I go on from there.

Audience Member: Would you like a glass of water?



MZ.: Just maybe—I don’t think there is any. I heard someone say lecture when I came in here
tonight, driving to Skowhegan. Lecture is not exactly my—I don’t think I could ever give one.

Question 1: Where did the Armory Show fit into this?

MZ: The Armory Show. You know, I forgot that entirely. That was the first big show that took
place after we came back from Europe.

Q1: Well, you mentioned another one...

MZ.: That was at the McDowell Club and then this other one was in Philadelphia. There were
two shows, but the Armory was a big inclusive show with everything.

Q1: Was that the first thing?

MZ.: That was the—in [19]13.

Q1: You mentioned McDowell. Was that after the Armory Show?

MZ.: 1 think it must have been after the Armory Show, yes. The Armory Show was 1913, wasn’t
it?

Q1: I think so.

MZ: We came back in 1912.

Q1: Well, who—how did that work out...?

MZ: That...

Q1: How do they choose the people for that?

MZ.: That was almost an accident. Walt [Name] came back from Europe and told Arthur B.
Davies of all the things that were happening in Europe, and he said it would make the biggest
sensation in the world if you have a show of all these people over here. So I don’t know, but I
think both of them went over--and maybe it was on a Q--and got this work together. They got all
the French Moderns and brought them over, and then they invited all the Americans, modern and
the ones that were supposed to be advanced like Henri who I guess felt a little out of it after he

saw what else was going on.

I don’t know how they selected the people. Just anybody who was interested in Modern Art in
this country and showed any sign of doing anything of that kind and seemed to find them all.

Q1: Were you both in that?

MZ: Yes, we were both in that...[Inaudible]...the pictures we had in it.



Q1: Were they both paintings at the time? Were you both painting?

MZ: Yes, we were both painters. Yes. No, that was 1970 when Bill started to do sculpture. But I
think we painted over those paintings. Canvas was—canvas was very...[Inaudible]. You actually
painted a canvas and after it had...[Inaudible]...a few years, you’d paint another picture on top
of it. First, you painted the front. Then, you painted the back and then you painted the front
again. I can recognize the back of one of them in our place still but the front is different.

After the Armory Show, which caused a tremendous sensation, you know, then Stieglitz was--
and had a show. Max Weber and he had a show, I think of Matisse or at least shown some of
their things. He’d shown quite a number of Modern things but it was to—he had a very limited
audience and I don’t know. I don’t--think that art students and maybe a few of the people who
were very advanced in their ideas and ambitions went, but the general public had no idea and the
general art world had no idea what was going on until the Armory Show.

Students went over to Paris and worked in the Academies and never knowing that Matisse or
Picasso were painting pictures or Gaugin and Van Gogh had painted pictures. It just didn’t touch
them, but after that, they sort of opened up a whole new field.

I remember there was still tremendous opposition. There was a large gallery called Montrose
Gallery, and you know Bill went down there once with my work and his work and he went in
and he showed it to Mr. Montrose, and Mr. Montrose said, get that junk out of here! I wouldn’t
even look at it. Bill was...[Inaudible]...on the elevator with these pictures saying, in a few years
you’ll be hanging it on your walls and liking it, and I think it wasn’t two years before Mr.
Montrose was having an exhibition of Modern Art.

But one thing that interests me is everything that happens today, one always has the sort of
feeling, is final. I mean you can’t—in medicine they discover certain things and that decides
things. I mean is—they’re the last guiding light thing, and in science they also feel the same way
and in art I’'m sure they feel the same way too—that what they’re doing at the moment is what is
really important and really arriving at something that hasn’t, that has a value beyond what’s been
arrived at before, and I might wonder what the next thing people are going to be interested in is
because things not only advance from things but they go back and pick p discarded things and
find that they’re valuable and sometimes the advanced things just vanish, don’t exist anymore at
all, and one just never knows about those things. It’s always very interesting to wonder what
could happen and one will never know cause you won’t live long enough. You may, but I
won’t—for at least one more set.

I think the present, at the present time—maybe this is true of all times—students seem to have a
feeling that technique is more important than anything else. They—I suppose that’s the easiest
thing to grasp in a, when you’re trying to learn something or trying to accomplish something—is
to find out how someone else does it And it’s easier to worry about surfaces than it is to worry
about fundamentals that are under the surfaces, and it’s the fundamentals that—the surface
should be result of the fundamentals and not the end in itself. You can arrive at pretty, pleasing
surfaces and very—it’s always easier to work with a problem someone else is solving than it is to



solve anything for yourself, and yet the only thing that counts is solving something for yourself
and putting into it something that or seeing it in a new way or seeing it in an art way of some
kind so that it, so that the technique and the surface grow out of the inner feelings...[Inaudible].

I always remember being very much impressed by the pictures, of Henry’s, he made when he
was living down in that yellow house, cause he always looked at these fields and pastures with
these trees and rocks and grass and they're very marvelous, and yet they're very simple things
and when anyone does them, they come out looking like nothing at all. They haven’t any
excitement in them or they haven’t any—they’re just trees and pastures and stones, and Henry,
because he was an artist and because he was associated with these things and felt their beauty,
was able to put it down on canvas and put it in a form that didn’t look like anything else and yet
gave you all the feeling of these things and all the beauty that was in them, and I thought that
was a very rare thing to be able to do.

I don’t know if any of you are interested in abstractions here or not but most of the younger
generation are but to me every picture has an abstract base. Sometimes it has an abstract exterior
and sometimes it just has, sometimes it has a more realistic exterior, but if it doesn’t have an
abstract base, it doesn’t hold together and it isn’t really a picture. But to me pictures can be very
exciting and very interesting but I think unless they have—their greatest danger is that they can
be, that they can become very sterile because they can lose, they lose all contact with the earth.
There was light and things have to have that contact to be real, and they can also become pure
decoration, which is all right for decoration, but art has to have something more than that.

Is there anything else you’d like to have me talk about to you or answer? I...[Inaudible].

Question 2: Mrs. Zorach, do you have any pictures of your own work? I
remember...[Inaudible].

MZ: 1 don’t have any pictures with me, no.
Question 3: Did Mr. Zorach start working immediately in stone or did he start in clay?

MZ: He—one summer, in 1917, we had a kiln. There was somebody who made pottery and
brought a kiln to the country where we were staying and we all got clay and made things. He
made a child walking which still holds. It was the first thing he ever made, and we fired it and
it—the head dropped off. We glued it back on but it was never very permanent, but he’s had it
cast in bronze and...[Inaudible]...of anything he’s ever done since, but I think that’s the only
thing he made that summer. That started him on doing sculpture, and the next summer, he got
pieces of wood and carved them, made figures. Made one—they had a piece of wood they were
holding, they were carrying...[Inaudible]...and it had three prongs and we took it away from
them and cut off three figures from that and somebody came in and bought it. Now that was very
encouraging. That doesn’t usually happen, and then he, he just carved them with a penknife, just
little figures out of sticks and things around, but he was just so fascinated. He never painted
again except watercolors.

Then, the next year he began working in stone as well.



Audience Member 2: At that time, there were very few sculptors doing direct carving I think.

MZ: 1 don’t think there were any really doing direct carving at that time. I know Modigliani and
Zatkin used to pick up these stones that you could use along a—curbstones. When the French
people repaired the curbstones—curb—and threw one out, why they’d take them home and carve
them, but I don’t think there was anyone over here, but Pierce [?] had been carving directly in
wood. So carving directly in stone seemed a natural thing to do, and he liked the stone, liked
doing it in stone where...[Inaudible]...resistance and he just had a natural feeling for stone.

Now, he finds it a little hard to do large things in stone because he suffers from sciatica—to
painful standing up and walking on it. He does small things.

Question 4: Speaking of approach, what do you think of found objects...?
MZ: The what?

Q4: Found objects.

MZ: Round?

Q4: Found.

MZ: Found?

Well, you know the Japanese used to find, used to be very fond of pebbles and paid enormous
prices for them...[Inaudible]...like the shape of and color and various things you can—and there
have been times in the world where people paid an enormous sums for seashells because they
were fascinated by them in the same way, and it requires a certain sensitiveness to pick out an
object that’s interesting and see it’s interest and handle it and put it up somewhere, where it looks
interesting, but it doesn’t go beyond that. It has no—there’s nothing creative in it. In truth they
put...[Inaudible]...in it. It’s an interest.

I have a friend who collects driftwood in Glouster, sells tons of it in a shop. Actually, she’s using
up all their driftwood in Glouster and she wanted to come up and see if she could get some extra
driftwood up in Maine.

We used to sometimes have students in Maine in the summertime and used to have quite a time
with that, because we used to hang Sandy Calder’s from our ceilings and pile our hall up with
driftwood and that was a long time ago. These driftwood Sandy Calder’s were always hitting you
on the head—went by and you’d just get rid of one set and another one would appear.

A friend of ours took stones and driftwood and furs and sundry objects that she found around and
made little holes in them and screwed them together or bolted them together, mounted them on a
piece of wood and had an exhibition, and I think the perfect criticism of it was Luis Sobotkin
coming in and saying—oh, an exhibition by...[Inaudible]...God. (Laughter)



She sold them and...[Inaudible].

There are one or two that can be quite fascinating but you see them in all the little shoppies on 8"
Street...too much.

Question 5: What sort of work are you doing now? Are you doing painting or tapestries?

MZ: 1 just do paintings. They’re much easier than tapestries. They’re not so hard on the eyes
either. Tapestries didn’t used to bother me, but as you get older, your eyes are not as flexible.

QS5: How big were these tapestries?

MZ: Well, I did them, on it, with a needle on a...[Inaudible]...and most of them are about that
size—somewhat the size of pictures. The largest one was—the largest, solid one was five by six
feet and that’s too large to do with a needle. The largest one that was not entirely solid was eight
by twelve.

Question 6: Are those done on stretchers or do you just hold them on your lap?

MZ: 1 just hold them. The first two or three I did on stretchers, but after you’ve done several you
can—you sense exactly how much tension there is in the cloth and in everything else and
regulate it. You don’t do anything you shouldn’t.

Q6: Did you make a design before you started...?

MZ: In pencil. You have to have some kind of a design because hen on stretchers you know, it
moves, and you have to...

Question 7: What do you them—do you do them on a cloth framework of say linen or...?

MZ: Yes, I get hand woven linen and the threads have to be equally straight both ways and they
have to be not too tight. If it’s too tight, it tightens up so that you can’t finish it. Some of those
things you learn on the way. They’re done—in a sense they’re like pictures, and then, in another
sense, they’re still not anything that you would ever paint. You’d only do them in that particular
medium.

Q7: Well, I always had the thought that the tapestries were sort of woven just like...

MZ: They are. Most of the tapestries are woven. There are embroidered tapestries as well.
Question 8: Well the Byzantine and Greek tapestries are—they’re not woven.

MZ: Most of them are not woven.

Q8: Most of them are embroidered afterwards or are they worked together?
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MZ: In what?

Q8: In the Byzantine tapestries. Were they designed, were—right into the materials or were the
materials made and the designs follow?

MZ: The material has to be made and the designs worked into it. Otherwise, you’d be wearing it.
Weaving has certain limitations. This doesn’t. This you can use—you can have endless textures
and you don’t have to...[Inaudible]...just back and forth across. You can go anywhere at any
time. Doing a tapestry of that kind is like doing a piece of sculpture, like carving a stone, because
it takes so long. You have plenty of time to think. You—anything you get stuck on or can’t
decide on, you can leave. You just leave that and go back, do something else, and next time you
look at this thing, you know just what to do, and you think of lots of things ahead of time, plan
them and when you get to that point, you don’t want to do them, you just change and put
something else.

You always hear about painting that if you touch one line, it’s ruined and no one can really
improve on it in any way, and that’s perfectly true about anyone on the outside but the artist
change anything, and he’ll still change other things that will make that change right.

Question 9: Have you ever tried quilting?

MZ: 1 resisted the temptation. (Laughter)

Question 10: There are no tapestry works in this country are there, at all?

MZ: Those copies of French painting that they did in tapestry were extraordinary work,
extraordinary technique. They were still copies of painting and not real tapestries I mean. They
were translating another, copying another medium. The perfection of it was extraordinary.
Question 10: [Inaudible]

MZ: Yes. No. Not that one. The one that they had at the [Name} Gallery. They had about ten of
them I think that some woman did, copied Picasso and various paintings, various paintings and
there were every tiny variation of paint was copied.

Question 11: [Inaudible]...some other French painters...[Inaudible].

MZ: They design tapestries. Yes.

Q11: But they’re not copying.

MZ: No, no. No, no. They weren’t copying pictures. They design the tapestries and then they
were executed by tapestry firms.

I don’t see anymore questions.
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Nobody’s asking about his art.

Question 12: You want somebody to?

MZ: No. I prefer they didn’t.

Audience Member 3: | feel pretty good though about one thing. I’'m very happy to hear that Mr.
Zorach, that one time or another, had the heads fall off of his sculptures, because we had some
pieces fired here and two of the heads were blown off two of my figures and I feel a little bit
better knowing that...[Inaudible]...happened to him.

Audience Member 4: Just to make you feel bad. [Name], [’ve been at
the...[Inaudible]...office—that little walk-in...[Inaudible]...that you saw on the screen
here...[Inaudible]...and well, it makes you feel bad.

MZ.: He saved that, those pieces, for years you know.

AM4: Wonderful. That’s wonderful.

Audience Member 5: 1...[Inaudible]...used a reproduction on a twelve-foot sculpture of a few
years ago.

AM4: And everyone was so thrilled by it, so that was the moral I was trying to get across.
MZ: Yes. I think the same thing that caused his head to fall off caused your head to come off.
You have nice little walls in here.

Audience Member 6: You should feel grateful. Some—there have been firings that, things just
came out black.

MZ: 1 was telling to someone this afternoon...[Inaudible]...in that same kiln we
had...[Inaudible]...beautiful masterpieces all put in nicely and fired them and somewhere along
the line, a brick blew up and there was nothing left. We never knew why the brick blew up.
Question 13: I was interested in what you said about the dealer...[Inaudible]...being difficult for
you to extract that money from the dealer that precedent seemed to have died out and I wonder
how this fellow ended up. Did he die a rich man or was he poor?

MZ: He was a poor man.

Q13: [Inaudible]. (Laughter)

MZ: He made a mistake. He married the most gorgeous, Oriental beauty that you ever laid eyes
on, and she wanted things. (Laughter)
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It didn’t last very long, but he didn’t have anything left and—just her.

He’s still alive and no. Bill, in that little biography you wrote, that little tiny one. He mentioned
that we used to go to Provincetown in the summer and that Daniels would send us a big box of
food with sardines and pumpernickel and all kinds of delicacies in it and must have spent much
more than the five dollars that he owed us on it, but you couldn’t—but you never could get that
five dollars out of him. Now, I realize he just went down and ordered these and had them
charged. (Laughter)

But the money he had to...[Inaudible]...cold.

Audience Member 7: Maynard Walker ...[Inaudible]...in the gallery this year. Maynard
Walker’s in...

MZ: Yes. We saw him but you know Bill mentioned how—just casually that he used to send us
these things but he could never pay us for the pictures. Daniels was so hurt, he called up—we
thought he was dead—and he called up and said, how could we insult him in that way. Bill felt
very bad, because he hadn’t realized the man was still alive. He’d never seen him.

Question 14: Did you ever have any relationship with the [Name] Gallery.

MZ: No. I’ve heard people have had though.

Q14: [Inaudible]...happened to...[Inaudible].

MZ: He’s still desperately trying to have the...[Inaudible]...with his wife...[Inaudible]...and she
isn’t very ill and she’s beyond the age when people dance—in public at least.

He gave [Name] his first show and Joseph Stella too.
Question 15: Is Mrs. [Name] still living?

MZ: Mmm-mm.

Q15: Is she?

MZ.: She’s eighty-five years old.

Q15: What is it?

MZ: Eighty-five years old.

Q15: Yeah?

Question 16: Wasn’t it you who...[Inaudible]...or I guess it was Augusta Hartman?
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MZ: It must have been Gusta Hartman.

Q16: And it was surprising how her hand and her little pad and every[thing]|—how much she
looked like you.

MZ: All the things were her.

Q16: I thought they...

MZ: If you made a seal or a peacock, it was done...[Inaudible].
Q16: [Inaudible]

MZ: The only thing that changed—the only thing that changed is her waist. She had no waist in
the old...[Inaudible]. (Laughter) And she also always gave you the impression of being a very
large woman. She’s a very little woman.

Q16: Well, I realized that...[Inaudible]...but she had so much style...[Inaudible].

MZ: Oh, yeah. She’s still just the same. If you’re not—she’s still just the same if you go over or
if she comes over but after she’s been there about ten or fifteen minutes—even for that. She can’t
hold it anymore.

Question 17: You say she’s about eighty-five?

MZ: Eighty-five.

Q17: I didn’t know—I knew her, but I didn’t know she was that old.
MZ: Yes.

Audience Member 8: I always heard that she wouldn’t tolerate having any other
models...[Inaudible].

MZ: 1 don’t think you would have even thought of having another model. You would never have
thought of having another model.

As far as I know, his whole mind was on her, she said. I mean you can’t take your mind off her.
(Laughter)

She created an image of herself and she lived up to it. That’s quite an accomplishment.
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Question 18: Did she create it or did he create it?

MZ: She.

Q18: He just copied it?

MZ: Yes. (Laughter) 1t probably was a two-way street.

You know [Name] is very much responsible for Bill doing sculpture because we met him when
Bill hadn’t been doing sculpture for very long and he was so enthusiastic, and it encouraged Bill
a lot to go ahead and do it. Everything happened to him...[Inaudible]...in sculpture and nothing
ever happened to him...[Inaudible]...in painting, but—then the...[Inaudible]...were very
worried. ..

[Tape stops. Resumes on Track 14]

...and then the man came along and gave Bill a commission and...[Inaudible].

Question 19: [Inaudible].

MZ: That isn’t so long. He was about twenty-eight I think when he began doing sculpture.

Question 20: Do you think that in general people really appreciate painting more that’s why they
buy more painting?

MZ: Yes. I think they do.
Q20: They like it better?

MZ: Well, [Name] had that downtown gallery and Bill had his mother and child there you see.
They had an exhibition and it was put in there, and it’s not an easy thing to move. You don’t just
put it in and put it out, and nobody got around to taking it out when you had—when she had
painting exhibitions and the painters objected terribly. They were—they didn’t want that
sculpture in when they had that exhibition up. It’s perfectly natural. Nobody wants someone
else’s work in his own one-man show, but I was very interested in that. So was Bill, but this
audience came in to see the paintings and it would be a different group that came in to see the
sculpture, and you know it was very rare that anyone ever noticed there was a piece of sculpture
in that room. I think they just didn’t even see it.

Question 21: Well, have you noticed or—now that people are becoming
more...[Inaudible]...into sculpture?

MZ: 1 think they’re becoming more interested in art in general.
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Q21: But also in sculptures in particular.

MZ: Well, probably. We might notice that you see, but it might not be true in general. That I
wouldn’t know.

Question 22: Do you think they are interested in art in general?

MZ: 1 think they are. Yes. I think it is very likely due to the WPA too. That spread art a little
more over the country than it had ever been before and gave more young artists a chance to keep
on painting. I think it’s much more interested in art. Well, it’s much more interested in good art.

Q22: [Inaudible]...find its way. I...[Inaudible].

MZ: 1t still doesn’t find its way into enough houses. I don’t think art should just be in museums.
I think it should be on people’s walls in their rooms, but how you get it there I don’t know.

Q22: Spending money is...[Inaudible].
Question 23: Do you think that the rental proposition of the Modern Museum is a good one?

MZ: 1 don’t know. Once in a while it’s good. It’s both good and bad. It has a lot of drawbacks
for painters. The frames certainly get wrecked and the pictures get full of holes. It’s really—
that’s really terrible—Ilong scratches across them and holes through them.

Q23: It’s like a department store. If you don’t like what you buy, you return them.

MZ: If certain people that--they take a picture to their house—you get attached to it and you
want it, and there are other people that if they can have a different picture every week that’s
just...[Inaudible]...they say they don’t like any one picture. They like to have this, something
going on, on their wall. I have friends that just go out and rent them from the Modern Museum, a
different one every so often. They would never dream of buying a picture when they can do that.

I think there’s plenty of room in the world for all the pictures that artists paint, but I’'m afraid
most of them just stay with the artist.

You know about selling pictures—just another sad point. They’re usually bought by older
people, older than the artists, and those people eventually lose interest or die and their children
don’t want the pictures or their children’s decorators don’t want the pictures. I'm always a little
worried as to what becomes of my tapestries by this time.

Question 24: Where are they now?
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MZ: Some of the best ones belong to one family in California, but they have two children and I
know the children are not interested. SO I don’t know what they’ll do with them. They may give
them to museums.

Q24: You don’t keep a record of everything you’ve done—did?
MZ: 1 never keep records. I find it too painful.

Q24: I’'m surprised that Kuniyoshi had a record of every piece that he painted. He knew where it
was. It was photographed. It’s astonishing.

MZ: [Name], Max Webber does that—everything, but the dealers hardly ever know where they
all go.

Question 25: Mrs. Zorach, are you sure that someone didn’t attempt to...[Inaudible]? After I’'d
seen it on exhibition. I remember one day going up in the elevator—this is some years ago. This
was after—none of the other...[Inaudible]...grew and I...[Inaudible]...before...[Inaudible]...the
floor developed and right opposite the elevator was a Marguerite Zorach. Did they have it again
a second time some years later...?

MZ: Was that the Rockefeller tapestry?

Q25: Yes.

MZ: Nelson Rockefeller has it.

Q25: Oh. He didn’t present it to the [Place]. Oh. It was a loan.
MZ: No. It was a loan to begin.

Q25: Oh. See I thought it belonged to them.

MZ: No. He still has it.

One tapestry is just sitting in storage. The family lost their money and the father and mother are
dead and the daughter who inherited it is working at a toy store on Madison Avenue, on Fifth
Avenue and she doesn’t know what to do with it because she has no home and no place to put it.

Audience Member 9: Maybe you can buy it back.
MZ: I’ve thought of that.

AMDO: [Inaudible]
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MZ: She probably thinks it’s more valuable than that. (Laughter)

Another one was stolen, not that it belonged to me. A Dutch woman bought it and sublet her
apartment and left it in it. When she came back, it was gone, and it had never been traced and it’s
never appeared.

Question 26: How many of them did you make?
MZ: About twenty.

End of Disc 1 of 2

Start of Disc 2 of 2

MZ: And I made one for myself, one for our daughter and one for our son. We have those.
Question 27: [Inaudible]...how long does it take to make one?

MZ: 1 think it takes a week to make each square inch.

Q27: Now, I’'m not familiar. One year...

MZ: 1t takes a year to make a medium sized one and large ones took three to four years, and
everyone says, you must have a lot of patience, but it doesn’t take any patience. (Laughter) 1t’1l
give you pains in the back and so forth, and I can’t say that it makes any difference whether you
work a month on one thing and a week on another or whether you work three or four years on
one thing.

Question 28: One more question. What subjects did you do?

MZ: 1 did one kit kat ball. In those days, we used to go to all these balls they had around the
Village, and I did one of an Indian wedding. These were the early ones. Then, the most beautiful
one I ever did was quite an abstract one, a family supper in New Hampshire with all of us around
the table and landscape outside and landscape inside, insides and outsides combined and various
things like that.

Question 29: Do you work out the color schemes before you start on it?
MZ.: No.

Q29: Just the detail?

18



MZ: All the detail I work as I go along, all color. If I worked it all out before hand, I wouldn’t be
interested in doing it, though I have to have a plan or I won’t start at all.

Question 30: Do you work over the whole thing at once or do you have to start at one corner?

MZ.: No. I work over the whole thing. I do whatever I want to do with them at the time. About
halfway around they get quite complicated because then you have to really plan what you are
going to do in the future. You only know what you want it to look like, and when you get
through, either—it either looks like that or you think it looks like that.

Audience Member 10: Would you like to ask a question?
Question 31: Where did you—what—why did you begin doing tapestries?

MZ: Now why I began doing them? Two reasons. One—that to me, painting takes consecutive
time. I mean it’s something that you can’t stop and start and stop. You have to—you don’t have
to do it all at once, certainly but I mean you have to have some time that you can carry through
the idea or carry through what you were doing and sort of see it all together. But a tapestry you
can put down and pick up any time because you can accomplish so little of what’s in your head
of any one time. It doesn’t make any difference, so you do a little more, a little less, and when we
had a couple of small children and things happening that way where you just couldn’t have
consecutive time that you needed for painting. And the other reason was that—you know
painting was rather quiet in color before modern art came in to the world. And then Gaugin, Van
Gogh and Matisse began using all these brilliant colors and they looked very beautiful and the
paint never looked as beautiful as the colors that you could see in wools and materials so I first
started just doing, painted this picture and it looked so—that was the Indian wedding, which was
a very colorful thing to see, and it looked so far short of what you thought it ought to be in color,
that I went out and did it over in wool and that’s what started it.

Lots of silent people in the room.

Question 32: Did you like painting better when everybody was either indifferent or ignorant than
now when everything is immediately accepted? You see what I mean? [Inaudible]?

MZ: 1 don’t think that means they’re good paintings.

Q32: Painters.

MZ: You like painting when you’re expressing something through paint
and...[Inaudible]...working on it. It doesn’t matter whether it’s—it may be painful if it isn’t
accepted and it may be pleasant if it is, but I think that’s the thing about it.

I’ve really been wanting to buy one of those caps for somebody and I never knew anybody that I
could buy it for, and I see somebody got one. (Laughter)
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We seem to [have] exhausted it. I don’t think there’s anything more to say. I don’t have anything
more to say unless somebody else has something to say.

[Applause]

END OF AUDIO
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