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Introductory remarks (Craig Drennen, Dean): For tonight’s lecture we have-- Louise
Fishman, who’s come to town, is going to give our lecture tonight, and she’s going to
be introduced by our own resident faculty, Miss Kate Gilmore. I'm going to turn it
over to Kate.

KG: Okay. Louise Fishman is an American abstract painter who’s known for
energetic surfaces of layered color and texture. Fishman has shown in countless
venues, with upcoming exhibitions at John Davis Gallery in Hudson, which opens
like next week or something... right? And Cheim & Read in September, in New York.
Jack Tilton in New York, with a selection of five decades of work. In October,
Woodmere Art Museum with her mother and her paternal aunt. Your mother is
ninety-five, is that right?

LF: Six.
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KG: Ninety-six, and a painter. Some recent group exhibitions include Seeing Gertrude
Stein: Five Stories, at the Contemporary Jewish Museum in San Francisco, which
traveled to the National Portrait Gallery in Washington, DC; Dance/Draw at the
Institute of Contemporary Art in Boston that traveled to the Grey Art Gallery in New
York, and it will be going to the Tang Museum at Skidmore; and Shifting the Gaze:
Painting and Feminism, at the Jewish Museum in New York. Fishman is known for
paintings that exude emotional intensity and are firmly rooted in her cultural,
political and emotional experiences. As a feminist and gay and lesbian rights activist,
Fishman incorporates this aspect of her life into her work. She explains, “Painting
follows my life. [t has seemed important to me to make choices about coming out as
a woman, as a lesbian, and as a Jew in my work, at times when these choices were
politically powerful and important to these groups.” Examples of this kind of work
are her 1973 Angry Women series, and a group of works titled Remembrance and
Renewal, made in 1988 that used small amounts of silt from the Pond of Ashes at
Auschwitz mixed with beeswax. The Angry Women paintings—some of my favorite
paintings—are highly charged works that represent an important woman in the
feminist movement or its history with the word “angry” before their names. There’s
a great poster out front. Angry Louise, Angry Jill, Angry Marilyn. These paintings are
filled with emotion, humor and intelligence. They challenge the masculine world of
abstract painting, which had traditionally left no room for women through its own
methods of creation. Thomas Miceli—I'm saying this wrong, 'm sure—writes about
these paintings when they were exhibited at the WACK! exhibition at PS 1. “Louise

Fishman'’s wall of funny, ferocious drawings, each asserting feminist outrage, Angry
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Yvonne, Angry Jane, Angry Jenny, reinforces the notion that we're all in this together.
Think of what a departure that is. For the better part of their millennia-long history,
artists have traded on their shamanic ability to strike fear and inspire awe, be it
with elaborate guardian figures, loaded brushwork or overbearing intellection. The
feminist revolution broke that chain with a body of work that sought not to
overpower but to embrace. {unintelligible, possibly “Forty year”} gone, yet still
sinking in. The Remembrance and Renewal paintings came after a trip to Eastern
Europe and the Holocaust concentration camps of Auschwitz and Terezin. These
works had an intense, somber impact and enforced the thoughtful materiality of
Fishman’s process.” Miriam Seidel writes, “The ash and feeling (3:21) of these color
washes is literal, though subtle. Fishman had returned from her European trip with
a fistful of ashes, cremated human remains gathered from the silt in the memorial
Pond of Living Ashes in Auschwitz. Then she mixed, along with a small amount of
beeswax into the paint used in this series. These works, which seem to move in the
direction of immateriality, oddly reaffirm Fishman’s early involvement with process
and materials. Her admixture of ashes and beeswax, albeit homeopathically small
amounts, makes these paintings de facto reliquary objects. We are quite literally in
the presence of the dead. These works force the question of how one can possibly
mourn epic loss.” Fishman’s new work takes from her experience of being a resident
at the Emily Harvey Foundation in Venice, Italy, in October and November, 2011.
Blue will be a main character in these paintings as they take inspiration from the
blue in the Grand Canal, the sky from the Lido, and from the blue of Ingrid’s eyes,

Louise’s new wife, who is here at Skowhegan as well. [ look forward to seeing these
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new paintings at her show in September at Chime and Reed. Without further ado,
please join me in welcoming Louise Fishman to Skowhegan.

LF: Hello, everyone. Before I begin my talk [ wanted to say that there is a pre-
publication copy of the essay by Judith Stein for the catalogue of my Chime and Reed
show, which I asked her to be made available to people in the Skowhegan
community, not to be passed on outside, because it won’t come out until September,
when Cheim & Read does their catalogue. But the copies are in the office, and it talks
most specifically about the paintings that I did in Venice and when I returned from
Venice; and they’re the most recent paintings and the ones that will be—which I'll
show you in our... in the Cheim & Read show. I grew up in a house where my father
was an accountant and my mother was a painter. She studied at the Barnes
Foundation; she had no formal education as a painter, but she painted all the time.
And what I learned from her was something about materials, and I also learned
about some aspects of painting, because she had a subscription to ArtNews
magazine—This is in the Fifties—and there was a series in that magazine called The
Artist Paints a Picture. So I got to see, while [ was still in high school, Joan Mitchell
painting a picture, what her studio looked like, what she looked like; De Kooning
Paints a Picture; Guston Paints a Picture. And I got a real sense that art was
something very different than what I had understood it to be before. She also had all
the books that were published by the Barnes Foundation, which had a very different
attitude about painting which [ won’t go into now, which was very interesting and
provocative. In addition to my mother being a painter, my father’s sister, Razel

Kapustin, who started out as a writer, was married to Harry Kapustin, who had been
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to {unintelligible} and was a writer as well, stopped writing abruptly when she was
accepted into The Yale Review and he was rejected. He never knew about it and she
never wrote again. She became a painter at that moment, and a very, very good one.
She was a communist, a Zionist; she studied with Siqueiros around the same time
that Pollock studied with him in New York City. She was a fabulous teacher,
completely self-educated woman. And despite the fact that [ had these two very
powerful artists in my life on a regular basis, it never occurred to me to go into
painting. What [ wanted to do was to be a basketball player. I played four years of
varsity basketball, in addition to having pitched on an all-male baseball team. [ was
very good at that. But anyway, my basketball years were very, very—that was the
thrilling part of my life, waiting for basketball practice and playing these games. And
of course, in the Fifties--- thank God, in a way—there was no place for me to
continue with that, unless I wanted to be a Phys Ed teacher, which I clearly didn’t
want to do; and... Il won'’t tell you the story about how this happened, except to say
that it was completely by accident that I got interested in going to an art school,
because of some guy who walked along and had some very interesting clothes on,
and a leather satchel. And I.... And I said, “Where do you go to school?” He said,
“Well, everybody at the Museum School dresses like this.” And I said, “The women
too?” And he said, “Yeah, everybody.” And I said, “How do I get in there?” And he
said, “Well, did you take art in high school?” And I told him I had. And he said, “Well
just select some pieces that you think are your best pieces, make a cardboard
portfolio, call the Dean at the Museum School—TI'll give you his phone number—and

go and see him. And so I did. [ didn’t tell my parents. And [ went in to see him, and he
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said, “So let’s see your portfolio.” And I showed it to him, and he said, “Oh, very good.
You're talented.” And he said, “What do you read?” And I told him [ read—I was
reading some Russian novels at the time. He said, “Terrific. You're in.” This is in
1956, which is very different now. He said, “You'll be getting some material in the
mail, and it'll be a list of what materials you need to buy. You know, you must have
a—you know, your records from high school; please send them in.” Etcetera... And I
went home and told my mother, who I thought would be thrilled, and she was really
upset. So that was the first time I had a clue that [ was stepping into territory that
she really didn’t want me to be involved in, which was—Anyway, there are a lot of
lessons that I've learned over the years from that. The minute I had a painting class I
discovered that's what | wanted to devote my life to. It took about ten minutes. And
that’s what I've done ever since1956, the fall of 1956. There’s a couple of things that
run through my work; and I'm going to go through the pictures somewhat quickly
‘cause there are like maybe seventy or eighty slides. But as an overview—and I will
talk about some of the instances that were crucial.... One thing that’s followed me
through all my work is the grid, in various formations and reformations and
destructions and re-buildings. But the grid is very fundamental. The other thing that
continues through my work is an attitude about sculpture, which I had a lot of
experience with as an undergraduate at Tyler. And I would have to say that, also at
Tyler, in... {unintelligible} Very quickly, I was at the Museum School for a year. |
loved it, but some woman came along and seduced me; it happened to be a teacher
at the Museum School. And I came out as a lesbian, and I was thrilled; and I thought

everybody else would be thrilled. And my parents found out and took me out of
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school. So.... ] jumped ahead of myself a little bit. But what I did, my parents thought
[ was going to Temple University and [ was actually signed up at Tyler, which
someone described later as a hotbed of lesbianism, which my parents, of course,
didn’t know. But anyway, what I.... And I thought-- you know, the Museum School
had had Franz Kline teaching there; there was a lot of very interesting stuff about
painting; [ wanted to be an abstract painter. It was really clear to me. And I think
essentially it had to do with the athleticism of it, and the immediacy of it, and the
freedom—what I saw as the freedom of it. But when [—You know, I started thinking
about going to Temple, and I realized there was a Tyler, on a different campus, I
skirted the Temple issue and went right to Tyler and began to study painting—
painting and sculpture and printmaking. And the reason I'm bringing the Tyler
experience up is that there was something very important that I learned there,
which is the science of painting. Which I didn’t really want to learn; [ wanted to be
like Pollock and, you know, Kline. And what I was learning was how to make the—
how to do a Flemish underpainting technique; how to grind my own paint, including
flake white, in a room full of other people, all grinding flake white with clouds of
lead over our heads.... I learned.... We had a very healthy intake of lead that year. In
any case, [ stayed there for a year; [ decided I wasn’t learning anything. If [ had
stayed a year longer [ would have studied the lost wax process, which was what they
were doing at the time, and [ would have learned how to do frescoes and secoes. But
[ left. And I decided, “These teachers are not teaching me anything...” I had a lot of
questions about art education—my art education or anyone’s—and I decided just to

work and paint. And so [ moved into town—Philadelphia—and, you know, worked
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as a proofreader and a typist and did all kinds of odd jobs, and painted. Briefly went
to the Pennsylvania Academy of Fine Arts, which was just a painting academy. |
thought if I could get through the first three years I'd get a European fellowship,
because they had a lot of money for that; but I couldn’t get past three months. So...
and finally realized I had to... go back to school or [ would be a clerk typist for the
rest of my life. And so | went back to Tyler; my father insisted-- if he was going to
pay for it, which he did, thankfully-- I had to study art education so that I could be a
teacher. So I finished that program, and then was urged to go to graduate school,
which I didn’t even know there was such a thing as a graduate school in art, by a
teacher who was teaching a seminar who came from the Midwest and insisted that I
apply to these schools. He said, “Well, you’ll have another couple of years to work—
you know, to paint. You'll have a studio, you'll have the freedom that you won’t have
if you just start working. And so I did it, and ended up in the University of Illinois in
Champaign-Urbana. I left after the first year. [ didn’t have a good record... of-- you
know, [ was very ornery and problematic. I did play well with others but not with
the faculty. We hid from the faculty. That was one of the most interesting things.
There were a couple of teachers—It was on —I'm sorry, this is slightly a diversion,
but there was this--the graduate school studios were next to the Illinois Central
Railroad tracks. And the teachers came from the campus, the main campus, ‘cause
there was an undergraduate program as well. There was someone who was on the
lookout for when the faculty arrived, ‘cause they would drive into the parking lot;
and then some of us would hide, because the—you know, the faculty in that case

was not very useful in most ways. So anyway, [ mean it’s sort of terrible things to
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admit, but... the minute I [graduated]—I left after a year, went back to Philadelphia,
started working again, and [ thought, “You know what? I'm going to be a
typist/proofreader. You know, I have to go back, finish this thing.” And I did. [ went
back; it was very depressing; and I did finish; and immediately drove to New York
with a U-Haul on the back of the car that my father had sold me. And found an
apartment on Avenue C and Tenth Street, which then, in 1965, was just a street of
many murders and drug deals. So [ was sort of frightened the whole time, but
anyway-- I'm going to try to address my paintings now, so...

IMAGE

This is a painting from 1969, which has no title. And it followed a group of paintings
that dealt with the grid in a hard-edge way. And the influence—the main influence—
was Sol Lewitt, who I liked very, very much at the time, his sculpture, his three-
dimensional grids. And —Excuse me—this was a slight departure, which is that
these.... The black is kind of stained into the canvas, and these colored verticals were
masked so that they were free of paint. And I just removed—Then I taped the black
and went back with pastel and pencil. And there’s a pencil grid running horizontally
as well.

IMAGE

I'm [jumping]—There’s a lot in between this stuff, but what happened in the late
Sixties is | became involved in the Women’s Movement and then in the Gay
Liberation Movement. And became very vocal as a lesbian, and was in a number of
women'’s groups, and became very political in general. I met with a women'’s group

for five—four years; and we—I had been in a consciousness raising group, learned
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that process, and then taught these other women artists who were interested in
doing this what this process was about. And we—instead of just sitting in a room,
we went to each other’s studios, and our work became part of the narrative of our
examination of our lives. And all of our work changed. What happened to me is [
stopped painting entirely; and I first started cutting up the grids, literally just slicing
them. And then I started to do a variety of things with them, including stitching
them, which... this is an example of two things. One is, it's actually tracing paper
with pencil, covered with rubber, and stitched with this heavy black thread. And one
of the reasons I started stitching is that  had a very hard doing anything that was
called “women’s work,” and I thought that what I needed to do was immerse myself
in that and to see what it really felt like. And so | began stitching. And there are a lot
of examples of this work. The third thing [ was going to say is that | had met Eva
Hesse. I had a job at Cooper Union in the decorative arts library; and she knew the
librarian and she would come in to visit her. And we got to know each other; and I
didn’t know she was sick. All I know is that at a certain point we both had our hair
cut, and she was having her hair cut because she was having surgery on her brain,
which she didn’t tell me. And a year later there was this memorial show of hers at
the School of Visual Arts, which [ went to see because I was so stunned.... And [ saw
this rubber that she was using, and [ went out and bought liquid rubber. And you
know, I thought, “Okay, let me really reach out to something else, some other
material.” And I actually made sculpture and did a bunch of other things.

IMAGE?
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Jumping ahead further.... | mean this is sort of a humorous piece; I hope you get the
humor of this piece. But I had done a—When I began to think about painting again I
was living on Canal Street, and I bought materials that I found on Canal Street. And
one of the things [ bought was a series of like thirty Masonite circles, eleven and a
half inches in diameter, with a hole in the top and the bottom; and I made thirty
paintings. And this was actually tracing the outside edge of one of these Masonite
circles. But I was also like really examining what part of my life Judaism played, and
whether I was—you know, what it meant to be a Jew. And [ was—you know—
starting to read; and so it’s a combination of things that happened here.

IMAGE?

So this is Angry Louise. And I seem to be spending a lot of time talking about the
early work; so I may skip some middle ground things. But this happened right after |
had a piece accepted into the Whitney Biennial. My first Whitney Biennial. And my
response was rage. And the reason it was rage is because by the time that happened
[ realized that there was so much time that went by because of confusion about my
identity as an artist and as a woman that I had gotten in my own way a lot. And...
that it should have happened a lot sooner. And, you know, the competitiveness with
my mother... the difficulty [of] my trying to hide and pretending [ wasn’t doing what
[ was actually doing. And I'm a very strong painter-- [ know that at this point in my
life—and I tried to pretend [ wasn’t. And when this thing happened with the
Whitney it all came to me like in a flash. And I couldn’t work. I put a piece of paper
up on the wall of my studio, and all I could think was Angry Louise. And [ made this

painting, and it was so frightening to see it—the word “angry” with this rageful

Fishman 11



painting behind it, and my name—that I turned it to the wall and left. And was
scared to death about what had happened. I mean it’s just one of those realities of
life, I guess, but—of my life.... [I] came back two days later, turned it around, and I
thought, “You know, this is really upsetting; it's powerful. 'm going to make one for
every woman | know,” that was, you know, close to me, starting with Angry Esther,
who was my lover at the time, and then reaching out to people who were my... you
know... role models, perhaps—Yvonne [Rainer]—people who I love the work of. It
was Angry Yvonne; It was Angry Jill, who referred to Jill Johnston; Angry Bertha, who
was an important novelist. And | ended up—I was going to give them away. And I
actually started giving them away. | gave Angry Esther her painting; she was very
angry. And she still has it, but most—I have all the others; they’re all sort of intact.
IMAGE

This is Marilyn Monroe, who has always been very important to me.

IMAGE

Many of them refer to several different women. This was Paula Cooper, who had
been looking at my work and saw these—a group of them—on the wall, like twenty
of them. And I said, “This isn’t art.” And she said.... I said, “I don’t know what it is.”
She said, “I don’t know what it is either, but it’s art.” She’s a very smart woman, by
the way. | mean—and I think it actually is art.

IMAGE

This is the installation at PS 1, which happened... I don’t know what year. Several—
like maybe three or four years ago. And it was a Linda Benglis on the floor. And they

were meant.... | mean when I did them initially they weren’t framed, but for this
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show they’re framed. There are thirty of them. And one is missing, which was
destroyed in a flood. The other one that I gave away.

IMAGE

In 1974, after I finished the circle paintings, [ began working with found wood that I
found also on Canal Street and Mulberry Street. And then I got myself a jigsaw and
started to make paintings where the drawing took place within the painting and on
the edge of the painting. And I don’t have.... You know, this is just like a little sort of
a spot on one painting of a lot of different periods.

IMAGE

This painting is from 1985, so I'm skipping quite a bit. But... called Grand Slam. A lot
of my paintings seem to have baseball titles. The Met bought this, which was very
nice; [ don’t think they’'ve ever shown it, but they own it.

IMAGE(S)

I'm showing you a couple of photographs that I took when I went to Auschwitz and
Terezin. The reason | went is that a collector of mine who's also a painter—was a
painter—was a survivor of Auschwitz and Bergen-Belsen. And one day she came to
my studio, and took me to lunch afterwards, and we sat down and she showed me
these brochures. And she said, “The Simon Wiesenthal Center has invited me many
times to go back... with a group. They sponsor a trip every year, as long as a survivor
will come along and be a kind of guide.” And she said, “They’ve asked before and I
didn’t want to do it, but this year I agreed.” And I said, “Well....” You know, and her
husband had lost his whole family in Auschwitz; but he had been sent to Boston to

continue studying architecture, because Jews weren’t permitted to continue
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studying. And so the two of them were going back and [ ended up going with them. I
thought [ was going to help her, and what I found was that it was... devastating to
me. 'm missing one photograph; 'm not sure why.

IMAGE

Oh, there’s the other one. This is in Terezin; this is one of the sleeping quarters in
Terezin.

IMAGE

This is one of the first paintings | made when [ came back. I had brought—I had
instinctively walked into what'’s called the Pond of Living Ashes, and took a group of
them into a Kleenex case, and put it in my pocket and brought it back, thinking I
would plant a tree someplace, and instead decided to try to make paintings; ‘cause I
couldn’t paint in my studio. I felt like [—I felt there was no reason to paint. I couldn’t
find a reason. It seemed like such a superfluous thing to do after being in a place like
that. [ thought [ was a visitor, but one doesn'’t really visit Auschwitz and Terezin. It's
an extraordinarily powerful thing—especially as a Jew, but I think anybody would
feel the things that [ went through. And I took the ashes and added—This was not
my idea; it was an idea that my friend Bertha Harris, who is a writer.... She said,
“Everybody plants trees, Louise. Why don’t you make paintings?” And another
friend of mine, Carl Plansky, who is Williamsburg Paint, brought me beeswax and a
mortar and pestle; and I ground the ashes into wax and added ashes—this
solution—to each painting I did. I'm not going to talk about the titles, but they all

have to do with the holiday of Passover.
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IMAGE(S)

Okay. The grid reappears. This is '92. These are paintings that were made with paint
rollers... and are grids, but a very different kind of a grid. Actually all the titles of this
particular group of paintings had to do with the planet Mars. And I still don’t quite
know why, but this is Valles Marineris, which has to do with a network of canals that
may have held water at some point.

IMAGE

This piece—This is from 1990. Do you mind if I don’t tell you about the sizes unless
the sizes are unusual? This is, for instance, sixty-five by fifty-eight. There are some
that are very, very small, and I will tell you when that happens, ‘cause otherwise you
would have no clue about it. This is called Beast in the Jungle. And it’s an important
painting; it’s a title from Henry James’ short novel. But the painting itself has always
been reminiscent of the Soutine Carcass of Beef and the Rembrandt Side of Beef; and
it has—You know, it has always had a lot of meaning to me. It’s sort of hard to see
the detail in the black, but I think that’s true often in reproduction of these.

IMAGE

This is 1992. One.... Another theme, another idea that runs through everything is a
quality of experimentation. And sometimes there’s more actual experimentation,
where materials change, where things—I start cutting things up; I use staples; I--
you know—use found materials. I do things to jog my sense of the experience in the
studio, because one of the things I've always feared—or not feared, necessarily, but
veered away from—is becoming repetitious, repeating myself. And I saw that in a lot

of painters, that [ was looking at who did wonderful work and then imitated
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themselves for the rest of their careers. And so that—I realized that that was a real,
a very dangerous thing; and so I kind of like remix everything periodically so that
I'm always looking at the studio in a fresh—relatively fresh—way.

IMAGE

This is called Greenwood, from '94. It was a painting that was almost completely dry,
and I carved it out with an oyster knife. So it has a surface that—you know, so it’s
reinvigorated. It’s too bad it’s so hot. [s everybody as hot as [ am? {inaudible} Well, I
have lights, but....

IMAGE?

Very small painting. There’s no information on this, but it’s literally that big. And it’s
also a kind of—This and the painting that follows are kind of grids that are sort of
leaning or falling or rebuilding in some way.

IMAGE

This is Blond Ambition, which is an offering to Madonna, who.... You know, I thought
no one would compete with my Marilyn; but in fact, you know, she was the tomboy
Marilyn. And I was very moved by it—Dby that particular show. Anyway....

IMAGE

One of the things that at times has been hard is moving away from a grid, a formal
right-angle which happens a lot in my work, and introducing a free movement of the
arm or the hand. And so periodically I stop and try to remember how to make those
marks again. This started when [ went to Europe—Italy—for the first time. And I
looked at a lot of paintings, of course. And one of the ones that had a very powerful

impact was not one—not a painter that [ was that interested in before, which was
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Duccio and the Maesta series. And what interested me was the idea of the narrative,
an actual narrative that everyone understood, which in abstraction is not there. And
also the kind of formation of the ability to try to make something look like a hand, or
an arm, or a body, or a tree. And it really felt like it was a primary experience for this
man. So I really wanted to reintroduce my hand into this process. And [ don’t know
if there’s narrative, but they’re still abstract; there’s no subject matter in my
paintings, period.

IMAGE?

This is Heavy as the Root of the Light, and it’s a little smaller: 30 by 23. And most of
these paintings—the early paintings, the grid paintings—were acrylic on canvas.
Most of the other paintings are oil on linen, primarily, and oil on jute.

IMAGE

A painting called, For There She Was, which is the last line in Mrs. Dalloway. Seventy-

six by eighty-two. I'm going to speed up a bit here.

IMAGE

Pisser, which was on the announcement of one of my shows, which.... [A] small
painting from 2000, 31 by 16.

IMAGE

And a series of drawings that I did right after 9/11.

IMAGE

My studio is between 10t and 11th, and my friend Don Nelson and I watched the
Towers fall; so it was.... You know, it was like in my studio. And a painting that |

called Then, T-H-E-N, which was the first painting | made after these [drawings]—
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All I did was drawings for about a year. This is 80 by 70 and has a reminiscence to
me of this... steel structure that stood down, you know, in front of the Trade Center--
what was the Trade Center—for a very long time as they were taking the debris
away. And they left that piece for a long, long time, and it was in reproductions in
the Times regularly.

IMAGE (S)

I'm going to go quickly by these. Still the grid.... This is sort of humorous title. It’s
called Breaking and Entering. It's from 2005, 77 by 88. And it was a reference to like
breaking into de Kooning. I mean a personal joke, in a way.

IMAGE

Rock and Ruins, which was also based on a Van Gogh series called Rocks and Ruins,
from 2005.

IMAGE

This painting is 12 by 16, and a lot of my work is in this range. And in a way the
subject matter of my work is scale more than any other attitude or subject. And
what I do is very—I mean I've even made paintings that are this big that are full
paintings; and then that big. And I think it has something to do with the basketball
court and, you know, positioning myself. I usually talk—I mean sometimes I talk
about this; but the grid, the picture plane, this rectangle is often.... Like it feels very
much like an athletic court of some kind, and for me it was basketball and baseball.
But when you know that your heel is about to go over the edge, over that line.... The
same thing happens in painting for me.

IMAGE
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This is from 2007: Card (38:5)) on Fire.

IMAGE

The date of this is 200. There’s something.... And somehow the information is gone
on these; but these were from my last show at Chime and Reed, which was—I think
it was 20009. It was three years ago. And this one was one of my favorites. I can’t
remember the title. [ mean, you know, I've been painting for a very long time, and
titles escape me sometimes.

IMAGE

This is called Gorgeous Green, which is hard for me to forget. It's 24 by 32. And I'm
blessed with a dealer that will intersperse a painting this size with a painting
that’'s—you know—Ilike close to mural size. And it’s a very interesting thing for me,
and hopefully for other people as well.

IMAGE

2008.

IMAGE

This is a painting from 2009. It’s called Motherboard.

IMAGE

From 2010.

IMAGE

And these two paintings—This is called Top.

IMAGE

And this is called Bottom. And one collector bought both of them and has them going

up his stairway, which I thought was very novel.
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IMAGE

This is called Line Drive. This is from 2010, and is 70 by 88.

IMAGE

Another painting from 2010 called Gaucho. My grandfather was a gaucho. He was
a.... He lived in Russia in a shtetel; he was a Talmudic scholar; and he had to leave—
he had to flee Russia. And he sent his wife-- my grandmother—and Razel, my aunt,
and the two brothers to Homburg to get a boat to Philadelphia, which was where I
was born; and he took a boat from Odessa to Argentina and became a gaucho. I
found out later that he knew that there were communes of Jews who had bought
land in Argentina and were actually, you know, raising cattle and so on. And then a
couple of years later he came back; and I would not have known that story if my
aunt Razel, who was a very, very important person in my life, who really educated
me a lot just by her presence as a serious professional artist.... She’s the one who
told me about this, as well as some other things, about the background of my family,
which I know nothing else, really.

IMAGE

Another painting from 2010 from that same period. This is nine and a half by twelve.
It holds the space pretty well at that size. | mean it’s kind of fun to see it this big, but
you can carry it around, you know.

IMAGE

Another small painting; this is 16 by 12.

IMAGE

14 by 11.
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IMAGE

And then a few larger ones. This is called Zero at the Bone. | read a lot of poetry.
Lately I haven’t been reading much of anything ‘cause I'm so preoccupied and busy;
but normally [ read a lot of poetry. And a lot of the titles in my paintings, some of
which I haven'’t shared with you, come from Emily Dickinson and other important
poets.

IMAGE

This is actually a small painting from 2010.

IMAGE

2011. A painting called Yes, which is a little hard to tell.... I[t's 51 by 42. It’s a really
important painting, but it doesn’t really fit in with other things as well as some of
the ones you're going to see now.

IMAGE

This is called Raft of the Medusa, 60 by 80, 2011. This was starting to be a real
departure. And these paintings happened just before I went off to Venice to work.
But there were already thoughts about Venice. [ mean I tend--- Like even before I
went to Auschwitz I was doing paintings that were precursors of that trip.

IMAGE

This is called The Mirror of Ink. Also 2011.

IMAGE

Some of these will be in my show at Cheim & Read’s. A Simple Pulsation. That’s also
2011, 60 by 80.

IMAGE
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And now some of the watercolors that I did when [ was in Venice. I did watercolors
and I took thousands of photographs; and I'm going to put them together in some
sort of a book as a—you know, for the foundation, the Emily Harvey Foundation,
which is an extraordinary residency, except all they do is give you an apartment for
up to three months, but no money.

IMAGE

These are books, just pages from books that I did when I was there. And this was an
extraordinary experience. You know, [ don’t know whether to talk about it much or
not, since [ don’t have a whole lot of time. It's written about in Judith Stein’s essay.
But I should say something, ‘cause, you know, you'll read the essay long after I'm
gone, probably.

IMAGE?

You know, this was a very powerful experience to me, because even though [ had
been to Venice once before—I went for a week, and I saw many things, and [ was
thrilled and it was a great experience. But when [ went for seven weeks I really
became an inhabitant of Venice, and I began to walk around and look at things in the
way that I could only imagine Titian and Tintoretto and Veronese were walking
around Venice. And [ hadn’t been really thinking much about those painters, but it’s
inescapable because all the cathedrals, [all the] churches, and public buildings, and
the Academia Museum is [sic] is full of the most exquisite art. And I was there all the
time, listening to music in some of the churches and just looking at the water,
watching the water; ‘cause everywhere in Venice you come across a canal. Small

canal, big canal, a body of water of water that takes you over to the Lido, etcetera.
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And the water was mesmerizing. So the water, the reflection of the light on the
water, which is very different than any other place that I've ever come to. And it
showed up in these watercolors. And they were.... It was one of the easiest times I
had making art. I started immediately. It was like it was in the air, went right inot my
hand, onto the paper, and I just made one after the other after other. Came back to
New York sort of concerned that maybe it would take me a long time to get back to
painting. I couldn’t stay there any longer than seven weeks because I came back in
November and [ was—I only had what usually takes me a year or two to make a
show, and it was coming up in September. So I had to be back to go back to my
studio. And [ was worried | wouldn’t be able to start, because the experience in
Venice was so powerful and it was such a different space to be working in. Plus
every time ['ve gone from one place—one studio to another studio—it’s taken me a
long time to adjust.

IMAGE(S?)

And now these last paintings that are, [ think, very much about those paintings that I
saw. I mean.... This is called Serenissima, which is what Venice is referred to as. And
it's about the water. It’s about the [Assumption]—I mean there’s a couple of
paintings that are about the Assumption. These vast.... These paintings with
extraordinary scale, and clouds, and figures floating, and the most dramatic.... I
mean | tend not to be a dramatic painter, but the drama came right in as soon as I
walked into my studio, and I started like that.

IMAGE
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And [ walked into the studio, went right back to work, and painted this whole body
of work very—with.... I would not say that I've ever had ease painting, but it was
relatively easeful and passionate; because the minute I understood—This is called
Assumption—well, Assunta in Italian. These are somewhat large. This is 70 by 60.
The last one was much larger. This painting, I was working on it and I was thinking,
“What's all this drama about? [ don’t usually have this kind of drama in my studio.
And I don’t usually these—you know, this—these kinds of colors, etc.” And things
were going diagonally off the sides. And one day I was looking at it, and I was really
worried about it, ‘cause I didn’t know if [—I didn’t understand what that was about.
And I looked over at the side of the painting and there were these little postcards of
Titian, [Tintoretto].... All of the paintings, all the ideas were there, all that open sky
and water, that rising and diagonals going off, with the angels over here and there;
that’s what it—And that’s what these paintings are about. So it’s a combination of
the air, the water, the space... the buildings, and these paintings. And the fact that
there was an exhilaration about my walking in the same footsteps as Titian did, who
is, if I have [to]—you know, is perhaps one of my favorite painters.

IMAGE

So this is called Crossing the Rubicon, 66 by 57.

IMAGE

A Sweet Disorder. These are all 2012. Oil on jute, 66 by 39.

IMAGE

This is Il Redentore, which refers to a big cathedral that is quite exquisite. Also oil on

jute.
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IMAGE

Angel and Stone. ] mean they’re kind of somewhat literal, because they’re about—
They’re very much about that place. 66 by 34.

IMAGE

And then a wildcard. This is also 2012. It was painted before I started—You know, I
think this was 2011. I mean it says 2012; I think it was 2011, because it was painted
before the Venice paintings were painted. This is acrylic. It's the only acrylic
painting [ did in the last I don’t know how many years. On raw canvas. It’s called A
Hydra. And the odd thing is that it’s very interesting in the context of the other work,
but not seen as a slide show. But [ wanted you to see it in any case.

IMAGE

And then some other pieces also from 2012. This is called A Float in Mystic Blue.
Very literal, in a way....

IMAGE

Flotsam and Jetsam.

IMAGE

It's a slightly earlier painting, which also fits in oddly. It’s called Splintering Echo. It’s
from 20009. [It] started out as an acrylic painting, and then I repainted it with oil. It's
38 by 43.

IMAGE

These are very small pieces, like 16 by 12, oil on linen, from 2012.

IMAGE

Another small piece called Rialto, (spelling?) 2012. And... that is it. So now you can
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ask me whatever you like. There’s probably—I know there’s a million things I
haven’t said, but how can one talk about one’s life at the age of seventy-four and
cover everything in forty-five minutes? I was close: forty-seven and five seconds.
Question: I was wondering if you could talk a little more about what you said as
scale being your subject... and if that is related to your choice of titles at all.

LF: Well, one thing is that often a small painting doesn’t have a title, so... there’s
something there. But... this.... As a subject it seems to be at least as important as
color, the drawing... you know.... What it does is it reinforces a sense of the
importance of painting, that it could be done this size, and then it could be done that
size—this size. That it’s really about the mark; and the difference is, in a big painting
it's about the body and my reach—maybe over my reach. I try not to make a
painting that’s wider than my reach. Sometimes it happens, but it has to do with
wanting to be aware of my body as I'm working as fully as I can. The small paintings
are really about the eyes, the face, and the hands—especially the ones that are very
small. And it’s a more intimate relationship. It allows for a more intimate
relationship. I mean that’s a partial answer, I guess.

Question: {unintelligible} Give us the names of some of your paints.

LF: Some of the paints?

Question: Yeah.

LF: Okay.

Question: I mean before you mix them.

LF: Okay. Well... I can start with the ones I made when I was a student.

Question: These are all bought paints, right?
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LF: These are all bought paints.

Question: Yeah.

LF: Yeah.

Question: {unintelligible}

LF: Well thank you. They're.... I use a lot of different blues: Ultramarine, Prussian,
Thalos. I tend not to use Cerulean; I find that a very hard color to use anywhere. I
think there—Oh, and there’s another blue that’s like—Well, I tend not to use
Prussian too much, ‘cause it invades things. You know, it... invades everything. But |
do like Prussian, and so did Cezanne, who was another hero of mine. There’s
another blue, and I may not be able to come up with it, but it has an odd purplish
glow in it; and I—If somebody can think of a color like that let—you know, speak up.
[ can’t think of the name. [ used to use primarily ochers and siennas, a lot of earth
colors. And a lot of colors that the friend of mine who made Williamsburg Paint used
to grind. He was given Milton Resnick’s paint grinding machine. And so he made all
the paint for himself, and then he started to make it for friends; and then he made a
business out of it. And then he stopped making the paint and it became machine-
made. But.... So reds I tend to occasionally use a Cadmium, although I find it a little
bit too pricey for my budget. | use some scarlets and some primary reds.... [ use
some yellow. I've used some yellow... some Naples, but there really isn’t a good real
Naples yellow, [ don’t think. Cadmiums—I use Cadmium yellow, Lemon and
Cadmium. Yellow light. Sometimes a deep. Often the yellows don’t stay in the
painting. Greens.... Different Thalos, primary greens. [ think—Permanent greens—

I'm sorry, that’'s—they’re called Permanent greens. [ use several different kinds of
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blacks in my paintings: Mars black, Ivory black, Carbon blacks. And I think there’s
one other. There’s like a neutral grey that I think....  mean I use other paint
companies too, but I've stayed with Williamsburg. Whites... | used to use —Don’t
laugh; there are plenty of them I used to use like a flake white, lead. And I stopped
because I realized it was so toxic and I was sanding my paintings. They’re gouged
out; they’re dug up.... You know, I now use gloves, which someone encouraged me to
do, because I was—you know, when you—I don’t smoke anymore, but when I did I
was smoking paint, I'm sure; and.... And drinking tea with.... You know. So I stopped
it altogether, ‘cause I was getting worried. And my lead level is not bad, actually. But
there are—you know, Titanium zinc. I use it. Titanium. And there’s other like
pearlescent whites; I don’t do that. But there are probably others. There are some
scarlet purple kind of colors that I use occasionally. But you know, I came from a
place, from a very... tonal place rather than a hue place, you know, originally, so that
my colors, while they were very earthy... a lot of earth colors, partly because they
were the cheaper ones and partly because I was very involved in that earthy quality.
[ mean there was one thing that I did, that I looked into in the Eighties, which is
scholars’ rocks, Chinese scholars’ rocks. Are you familiar with that? Well, there was
a show at [China]—Well, it was called China House at the time; it’s China Institute
now. And I saw that they were showing Chinese scholars’ rocks, which I didn’t know
anything about. But I thought, “Rocks! I like rocks. Let me go take a look at this.” So |
went there, and these rocks are extraordinary. And the reason [—TI'll say very
quickly what they are. Is anybody familiar? Someone must be familiar with them.

Yeah, okay. So they’re rocks that are carved out of the bottom of lakes that are
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picked for—They’re called harvesting rocks—that are picked for very particular
aesthetic qualities and for their approximation to a figure, a dragon, a landscape, a
cloud, etc. And also to something that really was shocking to me, which was a
language of abstraction, which is the relationship between the concavities and the
convexities, which was purely abstract. And in the essay, which brings me back to
what I was trying to say about the paint, they talked about that originally, you know,
the search for these rocks had to do with alchemy, and looking for, you know, the
elixir of life. And the word for paint in Chinese, it translates as Cinnabar and
Malachite. And those colors—It’s like a—I mean I've never seen—Well, there’s a
Cinnabar green, but [ don’t think it’s the Cinnabar that is in that tube that we're
talking about. But it suddenly dawned on me that [ was working with the earth, that
these pigments, except for the chemical ones, the ones that are, you know,
constructed in the studios. It’s really about, you know, working with the clay under
our feet from different places on the planet. With Sienna... The Sienna reds are from
Sienna, etc. And Umbria—the umbers and so on. So. That’s a lengthier answer than
you probably wanted, but....

Question: Hi. I had a question about—You were saying—You were talking about
abstract painting and athletics.... And I guess [ was wondering if you could expand
on that or if—{unintelligible} I was thinking about like rules that you might use to
then sort of an analogy of like... how to sort of achieve in athletics or how to achieve
in painting; and I was wondering if you had like particular sort of rules that you

follow or how do you kind of parallel those two?
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LF: [ don’t follow any rules, actually, when I paint. I make it up. I don’t mean that
exactly, but the athleticism comes in as an attitude—Ilike a physical attitude—
towards making a mark, towards dealing with an edge and bringing it in or pushing
it out, or pushing the corner. I mean in basketball... | was a center guard. And I was
aware of where the ball was, and the trajectory that it took and was about to take
before the person who was about to get the ball had it in his hand—her hands. And
so there were all kinds of things that now feel like they have to do with—not that
I'm adding it onto the painting but that it actually occurs in the process of painting;
where this turns into something that is a movement of the arm, but it’s also an
activity that takes place within this rectangle that causes reverberations all through
that rectangle and outside of that rectangle. So it has a physicality.... | used to be a
great jumper when [ was playing basketball. I always out-jumped the really tall
women. Now [ can hardly jump—Ilift my feet off the ground. Not exactly—But.... But
that—I think that sensibility doesn’t go away. It’s like... there was an article in the
first issue of Tricycle magazine, which you may know, which is a Buddhist magazine.
And I have a Buddhist practice which has helped me survive many crises in the art
world and in my own studio, and having shows and so on. But it was the first issue,
and there was a [photo]—It was an article talking about the relationship between
athletics and meditation. And on cover page of this article was the hand of the
Buddha and a hand of a basketball player about to touch the ball. And, you know, I'm
making art; but those two things really came together as my attitude about making

painting. Is that...? So it’s very physical, but it’s also about the heart. You know, it’s
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like that reaching for compassion and understanding of what it is that we’re doing
here. I may have skirted that slightly....

Question: Hi. In the beginning of your lecture you mentioned about your Jewish
background, and how that comes back in your work. As someone who comes from
an Israeli background also.... As someone also with a Jewish background I was
wondering if you could tell a bit more about how the Jewish roots come back in your
work, ‘cause I was hoping to see more of that, and—

LF: Well, I didn’t... I sort of—I didn’t have a chance to show you some—a lot of that
work. The Jewish Museum actually owns five pieces of mine, one piece called The
Golem, a painting called Tabernacle. Tashlich. It’s a big subject, but one of the
things—one of the earliest things that I thought about—and Soutine was one of my
very favorite painters, one of my biggest influences early on. Chaim Soutine from
Russia, a Russian Jew who never stopped being a Russian Jew, even though he was
in Paris all that time. And there was a lot of talk about, “Well, there’s a way that
Jewish painters paint.” “Well he paints like a Jew.” | mean it’s just (1:07:14) this side
of anti-Semitism, right? But... there’s something about the feeling of the paint and
the mark, and not just the tradition—like he did that painting, I forget what it’s
called, the one you swing the chicken—

Question: Chicken, yeah. {unintelligible}

LF: Yeah. | mean there were literal things like that, but there’s also a feeling—It’s
almost like a feeling for food that’s in the paint. And you can [see]—I feel that in

Soutine’s work, and there aren’t a whole lot of Jewish painters, traditional painters. I
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mean there are some, but they don’t have that strong sense of being a Jew, and an
artist, and the intersection with Cezanne and Rembrandt and so on.

Question: Brings me to the second question. In regards to the pigments and the
colors, I've read that you've used ashes from all across—

LF: From Terezin. From—Yeah. There was—When | went to Auschwitz, to Birkenau,
where the Jews were kept, with my friend Valerie, who had lived there for a year
and a half before they were marched to Bergen-Belsen.... And I found myself
standing in front of this pond. And [ hadn’t seen the sign, but someone took a
photograph of me from the back, from my group, and sent it to me; so | saw that this
was called the Pond of Living Ashes. The reason it was called that is there was a
crematorium just to the left which was emptied by the Nazis into the pond to try to
hide their activity; and then they fled. And so all these ashes were at the bottom of
this pond. And I think instinctively I understood that, even though I didn’t know that
fact. And I just walked in.... It was freezing cold, and I was shivering the whole time I
was in Auschwitz. And it wasn'’t that cold, but I was shivering all the time. And I put
my hand in, and I just put these ashes in this Kleenex box, put it in my pocket, and I
just—It was an instinct. [ picked up one rock in Auschwitz and put it in my pocket.
And [ wasn’t thinking about it. But when I got back I thought—You know, I have
some land upstate; [ thought, “Well 'm going to make—1I'll plant a tree.” And a friend
of mine said, “No. Make paintings.” And [ was unable to paint when I came back,
because—I mean I think I said this, but I really was frozen in my studio. And I've
never felt like that. And [ thought, “You know, I really lost it now. You know, I put

myself in this incredible jeopardy, and I'm not going to be able to work.” And then
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when [ started, I did a painting that was so painful to look at that what it reminded
me of—And [ used to do a lot of teaching, and every once in a while I'd have a
student who [ knew was in a lot of trouble. Mentally.... Some big trouble. And I could
see it in their paintings. And I thought, “I'm finished. This is.... This is what's going to
be there. And I really just walked out. And then when a friend of mine said, “You
know, you really should put—you know, do something with these ashes.” The ashes,
what happened in the studio—and this may sound hokey—But when I came in with
the ashes I ground them into the wax, and | added them to paint; when I started to
paint it felt like I had company in the studio. It felt like... sort of a silly thing to say,
but my Jews were there. And then [ was able to work. And [ didn’t think [ was ever
going to show them, but an ex-dealer of mine, Simon Watson, who has been a
supporter for many, many years—still is a big supporter—came to visit me up in the
country, which is where [ was working; and [ showed him the paintings and he said,
“Louise, you have to show these. These are important.” And I said, “I really don’t
want to. It's so tricky to show something about the Holocaust; I don’t want to get
involved.” And he said, “You have to show them.” He said, “Make some titles and
we'll talk about it again.” So [ thought about it for a long time, and I decided to give
them all names that had to do with the Passover Seder, which was celebrated in the
camps—you know, in a very disguised fashion, but it was celebrated. And I thought,
“Well, that's a celebration of freedom.” That seemed appropriate. And so there’s
Haggadah and there’s, you know, all the.... The first four paintings were Karpas one,
two, three and four; and they all have a little bit of—I'll just say one other thing

about those paintings, which is, because of the fact that there were some little
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pebbles in this material, that when I ground them there was still some kind of, you
know, real texture in it. And when I started painting with it, with the paint, with my
paint, these little fragments of this material were visible; and in those early
paintings they were visible on the surface. And as [ continued to work I started
sanding them down. And in sanding them I created more debris that went back into
the painting; so that that feeling—You know, it was really a very small amount of—I
call it ashes, but it's a combination of whatever was in there. So those paintings
really.... That whole group. And it had a beginning and an end, and then [ didn’t
paint—I didn’t do that anymore; although the paintings after that didn’t have ashes
in them, but they were—you know, they were still related to the—Ilike the aftermath
of the Holocaust. There’s one painting called Mourning (Morning?) Book. Are you
familiar with that, what a mourning book [is]? Well I'll try to make this quick. When
Jews from different parts of Europe resettled, like in New York—a lot of them did—
wherever they were, often there were Jews from one community that found
themselves in the same area. And what they did is they tried to reconstruct their
villages. If someone had a photograph, a town plan, a reconstruction of a town plan,
any memories of this town, it was put together in a book; and they were called
memorial books. And I found that a very moving idea.

Question: I wonder if [ can ask about.... You mentioned in your talk about abstract
painting not having subject matter, as a passing comment. But then there is.... The
way you dialogue with other painting and the history of painting interests me. And

on the other hand, the way you talk about outside the rectangle, and you bring in
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fresh subject matter in terms of your politicization. And [ wonder if you can talk a bit
about the Romantic in your work.

LF: The romantic?

Question: Yeah. With a capital and a small “r.”

LF: Yeah. Well I think I really am a romantic, and I think this is a romance about
painting. I mean I'm very—I'm a very tough critic on myself; I'm very formal in a lot
of ways. My background is very formal. And I go back and forth to that formality. But
it's almost like, you know, wanting to make sure that all that ooze is—you know, has
a structure for it. It’s hard to talk about being a romantic for me. I think my father
was a romantic until his father died when he was quite young. And my grandfather
was a Talmudic scholar, and he taught in a synagogue; and my father was his
assistant. And then he died when my father was probably fourteen or fifteen years
old. And I noticed... oh, twenty-five years ago that my parents weren’t going to
synagogue anymore, and they always used to go. And I said, “You know, you'’re in
Florida, but you don’t even have a synagogue. What do you—*“ This may seem like a
diversion from the subject of romanticism, but.... I said, “How come you don’t go to
shul anymore?” He says, “I don’t believe in God.” I said, “You don’t believe in God?” |
mean he made me go to synagogue every Friday night, Saturday, and every holiday
we celebrated and so on. And he said, “No.” He said, “What kind of a God would take
my father away from me when [ was so young? And I stopped believing in him.” I
said, “You really don’t believe?” And he said, “Well, I talk to him sometimes.” And
that’s, I think, a quality of romanticism. It may not be what you’ve been asking for,

but.... What is romanticism?
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Response: {inaudible}

LF: Okay.

Question: I have a question. Right here. I wondered if you could sort of summarize,
or talk a little bit about the consciousness-raising workshops that you did, and... in
the studio, in the context of sort of how you were using that to rethink the work. In
the Women’s—You know, when you talked earlier about the consciousness-
raising....

LF: Yeah. Well, when we got together.... | mean the group was me; Jenny Snider—S-
N-I-D-E-R, not S-N-Y-D-E-R, who'’s a Joan—Harmony Hammond; Patsy Norvell, who
studied with David Smith at Bennington—great sculptor; Elizabeth Weatherford,
who’s an art anthropologist; and Sarah Draney, who did sculpture. And we started
out, and they all—Because [ was a lesbian I didn’t have the kind of contacts they all
had because they were with men, and they knew—They worked at the Whitney,
carrying paintings around, or they did this and that, or there were dealers coming
through their studios. And I didn’t even know. [ mean, [ was naive as hell about how
one gets to have a gallery, how one gets into a big show, etcetera. And I learned a lot
of things from them. And [ taught them how to do this process. And the process is
really to talk about a subject in a very real, personal way. The subject could be...
your relationship to your mother, which happens to be a very touchy one for every
woman, and particularly for me because of my own mother who's a painter and I
tried to hide that I was a painter all these years. And each person—They’re very
specific rules. It's based on the Chinese Fanshen (1:19:39) process, which is the way

the Chinese Revolution took place, from village to village to village. And each woman
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addresses that subject. So [ would [talk]. And you have a certain amount of time and
the next person.... And when everyone has spoken, then there’s a kind of summation
of what it was that we learned, like are there things that we all have in common. And
it's remarkable how many things we all had in common. And then, you know, that
process of it sinking in, and being able to talk about another subject; and then, you
know... this is history, all our histories that are so dense, and it takes a long time to
un-cement those feelings and to look at them clearly. And then to see how those
things have affected how we make what we make. So we met and did that for four
years, plus looked at each other’s work and.... | mean I learned a lot. I learned how to
invite someone to my studio from the Whitney. And, you know, that takes time. |
mean, these are ideas that when they sink in they begin to affect what you do, what
you make. And I realized that what | was making and what [ was thinking was very
male. You know, that [ was looking at Ellsworth Kelly and Sol Lewitt, and a whole.... I
never looked at Robert Morris, but I looked at a lot of other people, you know, who
were minimalists at that time. And [ didn’t want to do that anymore. And... | mean |
liked the paintings I did then; but at that moment [ needed to reevaluate everything
that [ was making, what my thoughts were, and where they were coming from;
because they were causing me to act in a certain way which was not helping me.
Question: Okay, thanks. I have another question about just how you navigate that
painting space now, that sort of comes from a male tradition, I think, that—

LF: {unintelligible} I'm sorry.
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Question: How you navigate that painting space now, within your work, that comes
from the male tradition, the gesture, and the sort of abstract expressionist tradition,
perhaps, but yeah.

LF: Well when you’re not imprisoned by it, then you can use it. You can use anything.
And I use anything [ want.

Question: Hi. I'm sure you had our best intentions, and also what | understood from
what you said about everything... and I'm not so sure I'm not the only one, but can
you understand that for me it’s upsetting when you use ashes from the Holocaust.
My half of my family died there; and I can’t help it to stay upset about that part.
And... yeah, [ just wanted to say that. But—

LF: Yeah. No, [ understand that. I.... One thing I didn’t realize when I did those
paintings was, for many Jews that was abhorrent. And that there was a feeling that
those ashes should never be moved from Auschwitz—you know, from where they
were. And my—I just had a—you know, like a... maybe a childish instinct that I
needed to get that out of there; I needed to take that. And... I'm sorry if it offended
you. I do understand that it would be offensive.

Question: Accepted.

LF: Ithink that’s it. Thank you.

Craig Drennen: Thank you.

END OF RECORDING
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