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Speaker: As a painter I’'m interested in extending the barriers or the conventions of perceptual
painting. And spaces are the way in which I think about the canvas, the arena to work, my
connection with the world. Personal spaces, intimate spaces, near distant spaces, far distant
spaces... These all have followed a pattern completely related to my life. So I’ll start with a few
biographical facts. I was born in 1934 in Pittsburgh, Pennsylvania, a town I remember for the
many levels of hills. At the age of seven my family moved to Connecticut, to the suburbs; and...
we became a very large family: there were seven children, which meant a very lively and
sometimes chaotic life. I do remember imagining myself levitating above the house we lived,
watching all the other members of my family in activity; and getting a certain sense of balance...
and at the same time interested in that sense of liveliness. I went to Rhode Island School of
Design, left after three years to go to New York because I was more interested in work going
on... that I could see in galleries then—That was more or less Abstract Expressionist time... and
I had to support myself with odd jobs, two of which turned out to give me some very interesting
skills. One was drafting on helicopters, doing exploded drawings, and then sort of re-picturing
the helicopter put back... And also woven textile fabric. The early painting I did was a loose
Abstract Expressionist kind of brushwork; and then gradually I felt that vague... work for me
was not satisfactory, and I started structuring from using the window frame of'a view. I would
pull it—I would sit in front of a window and paint both the frame of the window and the view

out the window. We can start with the slides now, because the point—the first slide is about
1966...

SLIDE
This painting is a medium-sized painting, which means it’s about thirty inches high. In the

ensuing slides I’ll tell you whether it’s a large painting, which means probably eighty-four inches
high or wide, or a small work which is probably twelve to sixteen inches, say.



Question: Is that done (unintelligible)

Speaker: The very think silver edge?

Question: Yes.

Speaker: It’s a frame that I made to fit this particular painting.
Question: But... is it painted or--?

Speaker: No. It’s a metal frame, attached to the painting. This is a very smooth acrylic painting
on masonite... and... it came from the experience of having a child at home and being at home
constantly... And instead of looking out I started looking very close up at everything in the
kitchen and... other rooms. Let’s go on to the next slide.

SLIDE

This is a little more of a body-connected space, a personal space... It has a very slow unfolding
kind of time. The acrylic is all very smoothly painted. Some of the paint is just slightly denser
than other places; and often the same color could be used to give two different tones, just by the
weight of the paint. I think the way that I’ve found the most fun to play with a direct image... a
so-called Realist image... is by altering the sense of time as well as the sense of light... And the
kind of light that I was interested in at this point had to do with... reflected light coming from
outdoors, but filtered through quite a distance through the room... So that light blue door is
really catching, say, a blue light from the window, whereas the yellow wall is catching an
incandescent light... and the ceiling is really catching a kind of reflected light off the floor...
from the incandescent light... And that sense of warm and cool color mixtures gave me the kind
of structuring that I used for many years afterwards. Next.

SLIDE

My barn studio in Maine. This is a large acrylic with a final layer of oil over it. The time here
too is a kind of gradual unfolding, coming from the kind of different lights, representing the
kinds of wood, the different ages of wood. Next.

SLIDE

Another large painting, this one in Magna acrylic, which I think is the only acrylic you can
really... blended surfaces. The space is really environmental by being this high. It’s eighty-four
inches high. And... the... pictorial space has to do with the reminiscence of a peripheral

space... standing in a room with a light above you, and then, say, glancing up and having a sense
that the object above you really stands in front of you... in a very frontal way. The room—This
was a small studio I rented; and the room was painted one solid grey—wall, ceiling, floors...

But by the kind of catching of light at corners, and from the position on the ceiling, the warm and
cool tones could be used to build the structure of the room. Next.



SLIDE

My first view using exterior light: New York City in a brilliant day... giving me suddenly a
sense of very quick light and quick time in the painting. The paint is oil, and it’s put on in a kind
of patchy modeled quality. I think you might see a little bit in the middle of the sky. I intend to
describe exactly what the paint is like in each one of these because / can’t see it in the slide any
more. ..

Question: (unintelligible)

Speaker: Yes. Yes. This is a view out my window. This particular slide is made from the study
that I used to do the large one, but the large one is very... very close. Next.

SLIDE

My barn window in Maine fascinated me because of the panels... of the windows enclosing
certain movements of clouds in a kind of time sense. So if I could look at the left panel and see a
certain kind of cloud; and then on the right panel a totally different kind of light in the cloud... I
began to get a sense of sectioning, giving you a structure about time in a painting. Let’s go on to
the next.

SLIDE
Question: (unintelligible)

Speaker: I'm going to kind of expand that idea as I go along; so... if it’s not clear at the end of
the lecture could you get back to me. In fact this particular painting is kind of... the next step.
And it’s a little clearer in a way what I’'m talking about. As I looked through those sections of
windows... at a piece of sky, on different days, different times of day... I got a sense of a
particular view... but I could remember still, say, the view before it. Or I might think of a whole
series of the particular kinds—different kinds of clouds caught in those window frames. So in
this painting I took that point of view that I was going to select a patch of sky through a window
frame at more or less the same time every day; but... every day do a new painting, and attach it
to this in this manner; so that this became a five-panel painting, five different days, the kinds of
clouds that I might have seen through that section of window. What happens is that some of the
clouds, because of their size, appear to give you a sense of a certain amount of space between
you and the actual cloud... And other clouds, because they’re larger, make you feel like you are
closer up to the cloud. It just happens to be that it’s from the other point of view. The... subtle
changes in light between different days, too, is a little bit more clear in the actual painting. I
think the slides tend to soften out the differences of blues. Okay, let’s go on to the next.

SLIDE

This is a small oil study for a painting I’ll show you next. At this point I had discovered I really
didn’t like a horizon; and... every time I wanted to paint I would sort of find something that



lined up with my... view as the canvas, which is a flat, white plane directly in front of me. And
so I would find spaces that answered that particular kind of planar situation.

Question: How big is this?
Speaker: This would be about sixteen inches high. Let’s go on to the next.
SLIDE

Now this is about eighty inches high. And you can recognize the tree on the left. I was
influenced about this time by Alex Katz and his sense of light... and I was also having very
interesting conversations with Susan Shatter and Sylvia Mangold about choice of imagery... and
even the... impact of the Women’s Movement, say, on what one might do as a woman artist—
although that was very early on in the Movement.

Question: How long ago (unintelligible)

Speaker: Okay. This was about 1971. And just before this, the three of us, Susan Shatter, Sylvia
Mangold and I took slides around to galleries, because we felt we had influenced each other in
our use of subject matter... and we wanted to have a group show together. We felt the work
looked interesting together. And when we showed them to gallery directors, they all said, “Oh, a
Women’s show? Oh, no. That would be

ridiculous!” (laughs) Let’s go on to the next.

SLIDE
This is a small watercolor, with the same subject, in Maine, in the winter. Next.
SLIDE

This is a large oil that uses flat paint a little more than some of the previous ones, and an almost
poster-like imagery; in other words a simplification of the clouds and the light on the pole and
the spaces between the telephone wires... for me reached a level of being abstracted to the point
where I began to get uncomfortable with its... total quality. It became a little more of a public
image than I was interested in at the time. I felt still more interested in... making any of the
objects I was using personal to the point of having them be symbols, sort of complicated
symbols. Let’s go on to the next; I think it’s a little clearer in a couple more of the paintings.

SLIDE

This is my front porch in Maine for many years—in New York, excuse me. (laughter) (laughs) I
don’t think you could see this in Maine. And again it has to do with that peripheral space above
the head... and the kind of light—This is a movie marquee that you’re looking at... and the Con
Edison building. .. on the corner of 14" Street... It’s very flat paint, although a lot of the painting
in the marquee is wet on wet and quite smooth oil. With the smooth technique I felt I was
controlling a kind of quick time, because the light would be the thing that you would really feel



first. You’d sense the kind of flash of light, and then you would begin to understand, well what
is that strange object in that corner there above you? (laughs) Let’s go on to the next, because
that has to do with a slightly different time... afternoon light. Light’s coming from a totally
different direction, and then these incongruous lights turned on in the afternoon on the marquee.
We even have a suggestion of movement as they go on and off. Again it’s a very flat technique.
It’s the same size, about eighty-two inches wide. Next.

SLIDE

After doing those series of fine-panel cloud paintings, I spent some time drawing clouds in
sequences in... to... perceive the kind of movement; so that it might be a drawing of three panels
which had the same cloud followed through three changes of form. In this painting I wanted to
make it a simultaneous kind of time by having the movement suggested [sic] the before and after
of these—the pattern of these clouds, and the kind of atmospheric light that suspended them,
instead of doing it in a series. But the series definitely gave me the ability to do it. Next.

SLIDE

I’d do anything to avoid a horizon. I went up on a roof in Manhattan to look at the Empire State
building through those roof structures. This is a small watercolor...

Question: Why (unintelligible)

Speaker: Well... I really don’t like the movement of pushing your eye along a top plane to a
point and then making it come back, along, say, the floor plane. I mean, if there’s objects that
stand in front of the horizon and catch—have the same plane as the surface of the canvas or... a
frontal plane, then that’s interesting for me. Next.

SLIDE

This is vacation art. Edward Hopper talked about getting good images while he was traveling in
his car, and he always took his paints along. I was on a jet trip to California... and it’s a five-
hour trip, and I had my watercolors; so I just started working as fast as I could. Next.

SLIDE

Next.

SLIDE

Next.

SLIDE

Next. (laughs)



SLIDE

This group of five watercolors became for me a set, after looking at them for a while; although
each was done in an instantaneous way without thinking of any others, really. But they began
to—when hung together... or placed side by side, I began to see them as the interior of a jet with
one—with a person looking out; and at every porthole there was a slightly different event, or a
slightly different passage of time. The kind of time that each of the watercolors in itself has I
think is... one of the quickest kinds of time, because of just the nervous energy of working so
fast. I also discovered at this point that... I seemed to get my images clearer if I worked
incredibly fast at the beginning... and almost threw myself off-balance, like I didn’t know when
I was going to work. So I just would take material with me... and instead of slowly setting up to
work in a studio and saying, “Oh, now I’'m going to set up a still life,” I found that if I had the
perfect conditions it didn’t turn me on at all.... Next.

SLIDE

We seem to be going backwards. (Slides corrected) Yeah. Okay. Simultaneous with working
from the jet plane window things I was working from New York imagery again. And... I had
great influence about this from my husband. I had met and married my husband about five, six
years before this painting. And I think by the time this painting comes up it’s about 1972. My
husband’s photographs of New York are unique in that they’re—the imagery is something that
you’ve seen right in front of you in the city, but it—the poetry and the sense of light in the
photographs is... not pushed beyond any level that you—It’s not made to be any kind of
expression, and yet the poetry’s very clear. And I wanted to do that with my own New York
images.... The yellow of the traffic light just against the light blue sky was the beginning of the
turn-on for me with the traffic light symbol... By taking it away from any buildings or other
clouds, for example, I... wanted to see how it looked isolated... suspended in a kind of space
of...slower light than perhaps it generally has when you think about it as an object where you
depend on it to say Yes, No or Maybe. Next.

SLIDE

So I put it above some buildings.... This is a large painting... and I got a lot of help from a bum
on the street when I did this. I had been working out in the street, right on my corner or 14" and
3" which, if you know that corner, it’s pretty lively. (laughs) And I started out using a French
easel, but the first day an addict fell into the paint because he tripped on one of those legs. And
then I found that... I’ve always identified with shopping bag ladies... ever since the days of
Horn and Hardart. (laughs) And I decided to dress myself up as kind of a very non-descript poor-
looking person and go out with my shopping cart and paint on the shopping cart... (laughter)
(laughs) You’d be amazed at how much you can do... (laughs) if you’re—if you change
personality a little bit. But anyway, the only people that came up and noticed me were other
people that looked by myself. And this one very nice bum said, “Well, that’s very interesting
picture that this traffic light is the star of that picture.” And just at that point I was preparing to
paint in a heavy dark blue cloud behind it... and I thought, “Oh, he’s right. I’ll forget that other
idea.” And the next day I was working on it he came by again and he said, “You know what that
is? That’s oblique light.” So that became the title, and then it became for me a new way to think



about the angles of light, because I had almost always been painting looking North, because the
kind of flat light that that produces lines up very nicely with the front of the canvas. Next.

SLIDE

Brooke Alexander, who was running a print gallery, asked me to do a print for a series called
“Hand-colored Prints,” so I used the same image, and it opened up lots of new possibilities for
me, because... I could print the litho on many different kinds of papers, in this case a pastel
paper; and I started using a pastel stroke. Then I could use the same image and just change the
total sky, and, say, do a watercolor of a blue sky with a red light... and then I could do a green
light in the next one with a grey sky, and so on. And so I did very easily twenty-eight of these;
and he showed one... I’d liked to see how they all looked in the studio, all the different kinds of
light and the different kinds of time, from some of them looking like late evening and some early
morning. So I asked him if I could do another set; and that’ll come up after a few slides. Next.

SLIDE

Again, the New York environmental picture. (laughs) It’s a very large canvas. Next.
SLIDE

Belfast buildings... back alleys... a grey light... a small watercolor. Next.

SLIDE

Again, the same place... Belfast. Some very red, red brick buildings, although this slide, I think,
is a little bit warm. The spaces lead from close to far without you ever knowing if there’s a
ground plane.... Next.

SLIDE

A diagonal street, giving some interesting angles of the pile-up of buildings against the traffic
light. A large oil... and painted a little bit flatter than the previous one. I was... In thinking
about that issue of how public the space should look, I kept toying with the way of using the
paint, because that seemed to be the most interesting clue about how you could change the sense
of time that you wanted the person who was looking at the painting to bring to the painting,
how—for example, just how long you wanted them to stay with the painting, if they were
interested at all. But I found by breaking up the paint a certain amount, in patches or layers, that
it seemed to increase the level of interest.

Next.

SLIDE

This is a small study done after the large one, where I was more pleased with the mugginess of
the New York summer light. Next.



SLIDE
Again back in a jet. This was a snowstorm over Toronto. Next.
SLIDE

I was thinking about those five watercolors... made me think I wanted to make a kind of movie
time—movie still time, let’s call it. And at this point a commission was offered for a hospital in
the Bronx, an new hospital that was going to have art in every room... and this was going to be
in a day room for heart patients. And for me, being up in a jet on a quiet, clear day was the idea
of being very peaceful. I know some people don’t think so. (laughs) Anyway, I was interested in
making a very harmonious painting out of these five images—out of the change in... distances
between the viewer and the clouds, and the different kinds of clouds. And in the two left ones
you can see a bit of airplane window, which kind of establishes a space of being inside a plane...
which I was to drop later.

Okay, next.

SLIDE

This is a watercolor... that I used for the next series... as a start for the next series. It’s... fields
over Cleveland.

Question: (unintelligible)
Speaker: I started the picture from the plane and finished at home... in this case.
Question: From a photograph?

Speaker: A little bit—Yes, I did have some help from a photograph, not for the clouds, but for
the land patterns. Next.

SLIDE

So... what I did was to take that image, make the clouds a little larger on the left, and then just
imagine how the clouds might extend themselves and move in time, so that there would be a
narrative time in this case. These are oil on board; they’re about... sixteen inches high. And I
designed them to hang inside plexi boxes... frames, which kind of even intensified the airplane
window idea, just by their smooth quality. Next.

SLIDE

Another series in a kind of narrative time. These are larger... twenty-six inches high each, and
on a very smooth gesso surface, with oil.

Question: (unintelligible)



Speaker: Yeah. (laughs) I took lots of vacations that year. (laughs) I think I went to Florida on
this trip. Next.

SLIDE

I wanted the final set for myself, because I was beginning to get a little uneasy with the narrative
time... and I wanted to make the time be more like a movie collage, that you’d have, sayj, stills
that would have a coloristic connection, perhaps, but not a direct transition in time. So I picked
four images that were more separate than the others. These are oil on canvas, about twenty-six
inches high... and very smooth paint. Next.

SLIDE

This was the second series of hand-colored prints that I was interested in. I recently read
something by Matisse that seemed to exactly describe what I was thinking about with this group.
He said the... sky in New York begins after the tenth story, because the buildings are eaten up by
light. And the light and the reflections of light take away from the materiality of the buildings.
This group I wanted to use as many types of materials as I could. This one is crayon. Let’s go
on to the next, which is pastel....

SLIDE
Next.
SLIDE

A completely different kind of soft light.... These are twenty-six inches high, I believe—or
twenty-six inches wide... the set. Next.

SLIDE
A pastel on watercolor paper, using some of the bumpiness of the paper to pick up the points of
pastel. Next.

SLIDE
Again, pastel on watercolor paper. Next.
SLIDE

This is gouache with pastel on top. In the series I also did a number of watercolor studies of
clouds. Next.

SLIDE

The pastel affected greatly my way of thinking about paint; but there was another factor in my
life that it changed a great deal in these last few years. My eyesight had gotten quite poor, even



with very strong glasses; and I decided the only thing I could do was go into a sight retraining
program where I could strengthen the eyes through exercising the muscles. And when I took off
my glasses, things really looked even more broken apart than this. There were colored spots that
were continually floating in front of my eyes. So I decided to try to use it, as a help to getting
used to the real situation and then maybe improving it. Next.

SLIDE

By the way, the previous one is a monotype, which means a painting that I did on glass and then
printed off onto paper. This is a pastel... trying to bring the space of the Chrysler Building
forward, keeping the New York... view from going back in space. Next.

SLIDE

This was the first oil trying to use a stroke that separated each patch of color. This is large. The
colors in each individual stroke are generally brighter than the colors that the previous New York
City paintings had. Next.

SLIDE

Another of the sort, trying to get a different kind of—more different kinds of strokes, working...
simultaneously. Also large. Next.

SLIDE

I finally decided that the... being up in the air gave me a chance to use that broken-apart stroke
in a clearer way; so I decided to do nothing but fly and paint for a while. So I would take some
really long vacations, and just start drawing on jets. I was very interested in the simultaneous
levels of events—clouds at one level... little tiny pinpoints of buildings and ground below...
airplane wings... sometimes different kinds of clouds in two different levels. Next.

SLIDE

This and the previous are both pastels about eighteen inches high.... The shape comes from
the... jet window; but it reminded me so much of Chinese paintings that I started looking at
Chinese landscape and found that, in a way, it had the first strong connections for me as clues
about that aerial work. If you get way above the land, such as you do in a jet, you really
disconnect from people and... buildings, say; and you really only see the land masses. And it’s a
kind of—particularly if there are only hills or mountains, it’s almost a sense of geological time.
You can kind of think way back in time. Next.

SLIDE
A trip from Rockland to Boston on a small plane but not a tiny plane... where I had a cockpit big

enough to move my arm from left to right in. Generally when I’m flying now it’s... I have about
fifteen inches wide to work in, and I can only make dotted lines, because you couldn’t possibly

10



swing your hand without bumping into the door at the right or the pilot at the left. My first
drawings... that I like the best have a lot of white paper coming through... to suggest the light.
And about that time I think I’d seen an absolutely fabulous drawing by Pieter Bruegel that
Bowdoin College owns... where there’s nothing but tiny brown points of pen describing an
alpine view... in such an undramatic way. Next.

SLIDE

I started flying from Belfast airport, because it was only nine miles away from my house, and it
was very easy to just call up and hire a plane and be back in an hour. It was actually easier that
going to Belfast to paint the buildings and staying there a couple of hours. And that—with the
kind of life my family had it made a lot of sense...

Question: (unintelligible)

Speaker: That’s right... I would go up... I would look at the color, and maybe try to get the color
masses in a particular place and not worry about small details... And then I’d come back and
start piecing the small details in by... the help of perhaps a map, or... walking around on the
ground at the site and feeling it out from that angle. Now... I’'m just going to explain this one.
The sketch that I did on the plane is exactly like this except that this is printed off of the sketch.
This is a pastel monoprint taken from the original sketch. And the reason I show you this rather
than the original sketch is that some of my first original sketches from the small plane, when I
was only about a thousand feet above the site... I made very dense and dark, because on a bright
day the colors looked that way to me at first. And then when I’d finish it I’d say, “It doesn’t look
like I’'m up on a plane at all. It looks like I’'m right on the spot of land. There’s no aerial space.”
And then I discovered that if I printed it onto another piece of paper, I then got the kind of
weight of color that really was more like the experience. So I started using that as a regular
working method, as well as trying to learn how to deliberately paint aerial space by mixing the
color to that idea. Next.

SLIDE

Another thing that happens when you first go up in a plane, I think, is you don’t really see
volume... unless you know volume; you know this place has a certain amount of three-
dimensional structure. And there’s—particularly if you look straight down, as if you were
making a map, you don’t see volume very well. But if you tilt yourself slightly you get a kind of
oblique volume. So I did some clay reliefs to kind of acquaint myself with how objects such as
trees, which I first found very hard, can look from a slightly tipped angle. And this relief is a
quarter of an inch wide at the top; it’s about sixteen inches high... and it’s about two and a half
inches wide at the bottom, so it sort of suggests... a ground plane’s tipped a bit; and the bottom
is closer to you than the top. I also did some jet windows shapes just like that... circular pastel.

Question: (unintelligible)

Speaker: Yes. The top is where the... (unintelligible Day? Bay?) comes; and that’s what helped
me decide that shape. Next.
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SLIDE
Another monotype of the coast, Northport, Maine... about... twenty-two inches high....
Question: (unintelligible)

Speaker: Okay. Let me describe my method. I put a drawing under the glass that ’'m going to
paint on; and in a lot of cases it’s the drawing I did in the plane, which might be finished or
unfinished. Then I tape down a piece of paper that’s going to get the print, and I start painting on
the glass. And because... either etching ink, which I might use, or oil paint dries... still quite
fast, I would print a certain amount, then move the piece of paper back without taking it out of...
register, just like a book page... put some more paint on the glass and then turn the page down
and print it again. The first monotypes I did, you know, were maybe two or three sessions like
that, just turning the page over a couple of times; but gradually I found on large monotypes I
would be working on the monotype for a week or two... which meant that I was turning the page
maybe four hundred times, and building up the oil paint...even on the actual print, just to get,
say, a particular density—or I just got interested in that kind of color, those mixtures of color,
which I couldn’t really predict. One of the pleasures of monotype for me is that I’'m really trying
to upset my own balance; so I’'m trying to do something that will be different than what I think
I’m going to do. And then I have to react to it and then make it in balance. Next.

SLIDE

Boats from the air.... I was looking at some early engravings of aerial views, which had to be
only imagined; they didn’t have balloons at that time... say 1500. And particularly one I saw by
Jacopo de Barbieri (phonetic) of Venice... you really couldn’t tell the scale of the buildings
unless you had been to Venice; but by making very careful drawings of boats at the edge of the
water... part, you not only knew exactly how big things were but you also knew what that
strange thing was that was the water... because it was very hard to describe it in an engraving.
So I was interested in working with the light on the water because, as you circle in a plane
anything as reflective as water, every angle of... change changes the color of the water. Next.

SLIDE

The same drawing used... suggesting the opposite side, in terms of the light, so you get a dark
blue kind of water from the reflection in the sky. This is oil, and these are about ten inches high.
Next.

SLIDE

Boston. I had come in in early morning and seen the city in a glowing light... and particularly I
was interested in the kind of red brick buildings catching light. And then as I did the monotype I
noticed that the city blocks started to look like bricks themselves because you could only hold a
certain amount of detail... and it reminded me of the work of Charles Simmons, who I knew at
the time, who makes tiny dwellings out of actual tiny bricks. Next.
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SLIDE

The light in this painting is quite different than the others, because generally my palette is based
on the Impressionist idea of a white ground and... color broken into the suggestions of light from
a basic red/yellow/blue palette. But I didn’t put primer on this canvas; it just has rabbit skin
glue; and so the linen color comes through in between many of the small strokes of city
browns... reds.... This is about thirty-six inches high, and... definitely relates to looking at
Chinese painting, painting of many points of space....

Next.

SLIDE

Northport, Maine in Autumn... overcast by clouds in the foreground and not in the background.
A small pastel. This was done directly in the plane and just... briefly finished afterwards.

Question: (unintelligible)

Speaker: Yeah. I stay up about an hour, and just go around and around and around. (laughs) And
the poor pilot just has to do it. (laughs) The—What I like about the Maine pilots—that they’re
incredibly cooperative. Next.

SLIDE

I wanted to get a very fast light in this monotype. It’s large, about thirty-six inches wide... and I
kept the water completely white, the white paper. It’s etching ink in browns and blacks.... Next.

SLIDE

The same drawing used for a color mono print on... tinted paper, tinted light brown...for a much
sultrier kind of light. Next.

SLIDE

I used a rough—very rough watercolor paper with gouache mono print... and the crinkled
surface of the paper picked up the gouache in a way that almost suggests rapids in the water.
The... texture of this picture interested me very much in terms of oil painting; and I decided to
try and get that kind of quality in some more oils. The only other reference to this kind of look
in an aerial painting I’ve seen is surprisingly by George Caitlin, who you might know for his
Indian paintings, which are very smooth. But he once must have walked around Niagara Falls
area and imagined what Niagara would look like from above... And he painted the water with—
in its torrents of... rapids, I suppose, in a very textural way... although he painted the fields and
the trees around the edge of the water... exactly as if he had been making a map. He tilted the
falls, interestingly enough, which is what I found myself doing when I did this view of the
bridges. If1... painted it the way I actually would have seen it, you wouldn’t have had as much
space under the bridges. Next.
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SLIDE

The same drawing on a very smooth paper which I tinted with a layer of brown, and grey on top.
The... idea came to me while looking at fog in Maine, to make that view as if [ were seeing it in
fog.

Question: (unintelligible)
Speaker: Yeah. Next.
SLIDE

This was a drawing I started ten years ago when my brother gave me a photograph of the George
Washington Bridge from the air... and I started drawing just for no particular reason; and I
tossed it aside thinking, “What am I doing this for? This isn’t anything to do with what I'm
painting.” And I found it last year in a portfolio, and I finished it realizing that it was exactly the
kind of image I’ve been using for my Belfast River pictures. It’s a small drawing in colored
pencil. Next.

SLIDE

A large monotype, about thirty-six inches high, of the Belt Parkway in Brooklyn. At the very top
is Manhattan, that kind of disheveled-looking island there. It’s etching ink for all the colors that
are probably warm browns, and a bit of oil paint for that kind of opaque... light...cream colors.

I think my reference was mostly Japanese prints. Next.

SLIDE

This is what I call a stereo pair. After having looked at photographs in the United States Military
Academy’s book, Atlas of Land Forms, which shows... stereo pair photographs. And I didn’t
really read the text at the time. I looked at the book and didn’t realize that you have to have a
special device to decipher the volumes of space in aerial photographs that are called stereo pairs.
And so I made up my own idea of what a stereo pair was... which is inaccurate, but it got me this
painting... which is the same view, say, twenty degrees apart. So what I did was I circled this
area, Route 3—Route 1 and Route 3 in Belfast in Autumn; and I chose two points at about
twenty degrees different. This is a middle-size oil; it’s about thirty-six inches high. Next.

SLIDE

I tried to find New York in a helicopter, and the pilot wouldn’t go where I wanted; so I waited
till the World Trade Center opened an observatory, which meant I could work inside, at the same
height as my little planes from Maine... and in—all through the middle of winter, and very good
comfort... And so I had the chance to deal with the kind of time which comes when you can
study something very carefully, and gradually unfold it... on a large canvas. This is about sixty
inches wide... and when I started the painting in January—I could only do pastels at the World
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Trade Center, thinking they would throw me out if I started oil or gouache—but actually I was
able to do anything I wanted up there except take the big canvas—When I looked at Brooklyn in
the beginning it was only a dark blue. And as I worked on the studies and the large painting at
home, over a period of four or five months I gradually began to see more color in the—
particularly the top part. And so it became a question of this slow additive method of seeing a
new kind of color, a new kind of seasonal change, such as the green mass up near the top, which
is Prospect Park as it started to get green in spring.... I was having a lot of psychological
imbalance from my eyesight retraining at the same time I was staggering out of confusion with
this city view—It’s much more complicated than the Maine views, because once you have fewer
organic shapes and more rectilinear shapes you have to think much more about perspective.
Next.

SLIDE

The little house at the bottom is my house in Maine... near Searsmont. This painting is large,
and it has the most pointillist technique of any I’ve done—a lot of white, little tiny white flecks
of ground come through the paint. I wanted to see what it was really like to paint aerial
perspective in the background and have a less aerial perspective in the foreground. Next.

SLIDE

This is an Ektachrome slide, which I had used for all these slides, thinking that the soft kind of
color Ektachrome has is accurate to my vision. But then I took the next slide—Let’s go on...

SLIDE

... and discovered that that’s really... My vision had changed to include more contrast, because
flying above the land on clear days gave me this kind of color... plasticity. This is the
Passagassawaukeag River in Belfast... I made about ten flights to get all the material for this, as
well as walking around the streets in Belfast and the residential sections... across the bridges.

Question: (unintelligible)

Speaker: This is a slide of a large painting; and the previous slide was also a slide of the same
painting, but I just want to show you how—

Comment: Oh, I see....

Speaker: -- different the types of film are. (laughs) This is Kodachrome. One of the things that I
think fascinates me most about the aerial work is that the difference of functions between one
grouping of houses or grouping of streets or grouping of trees or... different events is that they
flow into each other, depend on each other in a certain way... and the... What I seem to see
continually is that there’s a natural form that everything depends on—Say a river starts
everything off; and a land... shapes around the river... and trees grow on the land, and the
houses are put in a certain way because the hill is shaped like that.... And if I were not
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fascinated with exactly that I think I would—I’d become an abstract painter, looking at the aerial
perspective. Next.

SLIDE
Click it once more. I think there’s one—This is the last slide. Can you go back to that last one?
(SLIDE)

This is a picture I just finished in New York in the spring; and it’s from—again from the World
Trade Center, looking out south, including Battery Park, Brooklyn, Governor’s Island, and
Staten Island. I discovered I really don’t like the Hudson River School. And I wanted to have
that kind of a vast view in an entirely different way. So I went back to the shaped picture,
because I noticed that my vision came from looking out and looking up in a kind of cone... that
encompasses that particular shape. I also had been looking at a map of the area; and I made a
little triangle showing the place I was standing in the World Trade Center, and then the particular
points in Brooklyn and Staten Island that I was including. And that was a triangle that was my
range of vision... that the peripheral vision beyond those points where my two eyes were looking
out, for me didn’t count in this particular image. So I think that’s how the shape came about.
Generally it’s just that it looked good to me because I could place the land masses against it; and
the sense of the land as if going away from you, going up... was the most interesting kind of far
distant space that I could think of. It kept it from going too far away. Okay, let’s turn off the
slides. I have one little piece I’d like to read to you. It’s very short. It’s from Gertrude Stein, on
flying. This was found in her book, Everybody’s Autobiography; and it describes when she
was coming to America to lecture... she discovered flying and she got crazy about it: “It was
then in a kind of way that I really began to know what the ground looked like. Quarter sections
make a picture, and going over America like that made anyone know why the post-Cubist
painting was what it was. The wandering line of Masson was there... the mixed line of Picasso
was coming again and following itself into a beginning... and was there. The simple solution of
Braque was there, and possible Leger, although I do know. Particular the track of a wagon
making a perfect circle, and then going back to the corner from where it came was there. What
is the use? The earth does look like that. And even if some of them had seen it—and they very
likely had not—but since everyone was going to see it, they had to see it like that.” (long pause)

(END OF RECORDING)
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