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Yeah, I’ve done this a number of times, like showing slides, as probably everybody in my generation
has. And I used to do it like showing, oh, anywhere from 12, examples from 12 to 14 years of work,
and to show some kind of progressions and, like in retrospect, things that I felt worked about the
work, or reasons that I changed, or the kind of development. And I found that the later the work
went back, the more of a kind of retrospective view I had on it and probably the more, I could say
more kind of concise and kind of precise things about the work. But I find myself now with work
that’s very very close to me, and I’m not too sure, you know, I think that it’s probably some of the
strongest work I’ve done and that maybe three or four years from now I’ll think much differently
about it. So the work’s very very close—I had a show in January of the work that I’'m gonna show
you—is about a year’s worth. The work was seriously gotten into the previous January before that.

So what I’d like—I have eight slides to show you. Most of the paintings, with the exception of one
painting, changed. So it’s an earlier version of the painting. So what I’d like to do is just go through
the slides, and the only way I think I can do it is to go through the slides—I’1l give you the
dimensions and possibly the titles on some of them, the titles that I remember—and then go back
through them in a slower way, and hopefully you’ll have some questions to ask me, and I’ll try to
answer the questions.

Okay, the size of this painting I think is like around 18 by 20. Most of the work in my last show was
easel-size paintings. The average size painting for me ten years ago was like seven by eight feet.
And I still do some large paintings, but most of my involvement is with paintings that are on a much
smaller scale. They’re all oil on canvas.

This is a painting which was actually—I spent some time in Maine, that must be two years ago now,
and this painting was actually started up in Maine. And it wasn’t my intention when I did the
painting that [ was going to make a painting which was about Maine, but after the painting was
finished, it felt very much like Maine to me, and I wasn’t located inland, I was located on the coast
of Maine. And the studio I had was right on the ocean. And I used to... But it’s that kind of



sheltered part of Maine, and, so that my studio was actually more like looking out on a river rather
than looking out on the ocean. And I used to look across at night before I’d leave the studio, that I’d
look out across the water and there’s something about the light in Maine, kind of the whiteness of it
or the kind of intensity or the way colors carry, and there was a, uh, it was like a gas station sign that
used to be turned on, and it was that, it was like a kind of orange light that used to be like a kind of
pin that would just kind of penetrate all that space and come across. It’s like kind of after I finished
the painting, I looked at it, and, you know, whether it was like a kind of subconscious thing or
whatever it was, it was like this painting reminded me of that particular part of Maine, a kind of
[crest?]. The painting’s also kind of dry and very kind of craggy. You know, a lot of the other
paintings are much oilier.

I think this is titled like Orange Painting, or something. This is 22 by 30. When I was thinking
about working in smaller scales, I thought, well what size should I work on? It’s like I wanted to get
down to a kind of easel-size paintings. And I started working on 22 by 30 because that was the size
paper I had been working on. So it kind of; it was like I felt, okay, well I’'m familiar with 22 by 30,
so that’s the size of the paintings I’ll work on. This is one of the last paintings, I think. Although
most of the paintings don’t work in sequence because I’'m constantly reworking paintings. So that I
may just put a few touches into painting, go on to another painting, and then... So the paintings start
to just kind of rotate. And, so they never really have any sequence to them.

This is a painting that, when I came back to New York, there’s a guy in New York whose been
around for awhile, whose a kind of devil’s saint. It’s a man by the name of Jack Klein, who gets
lofts for—he’ll find lofts for people, and he doesn’t charge any key money, and they’re usually fixed
up, but it’s like the, uh, you have to give him a painting for this. And in a way it was like I was
making—I feel very much about this painting—it was like I was making a Jake Berthot. It was like
kind of throwing everything in, and probably out of all of the paintings that this kind of echoes my
past more than the other things do. So, it’s kind of, for me it’s kind of nostalgic in that way. The
dimensions of this, I don’t know, I think they’re like 18 by 22, this is a little bit different proportion.

There’s a kind of nice—and I have a kind of connection with these paintings, and that is that when I
was moving up to Maine, I loaded up a UHaul truck, and like and idiot, rather than loading up the
truck and then making the drive up to Maine, I thought I’d load the truck, get a good night sleep, and
then leave the next morning. And lo and behold, I walked out two hours later, and the truck was
gone. And I bought a lot of supplies to take up there, so I kind of spent everything I had on supplies.
And so there I was, I mean, it was like I was on my way up to Maine, I didn’t really have any money
to buy supplies. And Philip Guston had died shortly before that, and when Musa Guston heard that
I’d been robbed, she gave me all of Philip’s materials that were left in Philip’s studio. So the paint
that I used to make these paintings was paint that Philip Guston was going to use. And the canvas I
used in these paintings was canvas that Philip Guston was going to use. So it’s like I have kind of a
nice attachment to these paintings.

This was a painting which I could never quite get it, I just could never quite get it resolved.
(Audience: laughter)

I mean, it was all... That’s exactly the way it was. [Inaudible]



(Audience: laughter)

And this is a painting that I changed, and I actually think it’s like a better painting at this state then
where it ended up. I don’t know, it was just like could never get it resolved. I could never get the
thing to distance itself right, I could never get a position right. The size on this one is like 20 by 22.
If T have like one problem as a painter, it’s like curiosity, ‘cause I think that I probably have better
paintings at one point, but then I kind of keep pushing them further. As Jenny can testify, ‘cause
sometimes she comes in and, “Why the hell did you do that? Why’d you change that?”

(Audience: Why do you change that?)

I don’t know. I mean it’s just that kind of... I mean it’s like... I don’t know, I’ve kind of wanted to
try to push the paintings to a kind of... you know, trying to reach some kind of absolute, trying to...
So, it’s like if I sit down and I look at the painting and it seems like there’s the possibility of like
pushing it, like just kind of squeezing it and pushing it, like you know a fraction further, it’s like I'm
willing to lose the things that I have got to try to push it further, to try to... just to try to get more out
of the painting.

The size of this painting is five by six, which for me now is a very large painting. I think I spent
probably close to a year working on this painting. Those little black marks at the top of the painting
aren't as strong in the painting as they are there. I think the slides are pretty good, though. I mean I
don’t think they’re jacking up the light or making them more dramatic than they are.

I don’t like this painting. I don’t like it at all. I don’t know, it just seems really scattered to me, that

kind of, like the relationship between the form and the kind of marks in the painting seems real, kind
of, it just seems to feel real scattered and it doesn’t seem to have the kind of intensity throughout that
I feel a lot of the other ones have. I think those whites jump too much.

That is one of my best paintings. It’s a paintings that’s titled Second Verse, and in a way part of it
came from the Genesis, like the second verse of Genesis. And with this painting, I feel like 'm
starting to move into something else. I’m not necessarily real clear as to what that thing is, but this
painting for me seems to echo like a kind of new phase or something else that I’'m moving through.
(Audience: How big is that?)

Pardon?

(Audience: Hoe big is that?)

This painting’s, uh... No, the other painting was four by five. This painting’s five by six. I mean
you can get a sense of the scale when you look at the wall plug at the bottom of the painting.

I’'m sorry to say that’s it. So, I don’t know if you want to start here and have me work backwards or
start from the front and move the other way.



(Audience: [inaudible])
Start from the front? Okay.
This machine’s giving me all kinds of trouble, so.

This is not all the painting. Actually, I had a fairly big show. I think I had something like—with
drawings I think I had something like 26 pieces in the show. So this is just... I’ve never been very
good at record-keeping, and I’ve never been very interested in record-keeping. And there were
periods of maybe two-three years where the work was so impossible to take slides of that I only took
black and white photographs, if anything. And the only things I have, if the gallery wants something
photographed or they want a slide of it, then they can do it, and I’ll get copies of the slide. But I've
never been very interested in record-keeping. And in a way, it’s like kind of losing all those slides
and kind like, I’m kind glad to be rid of them.

(Audience: What do you [inaudible]?)

In terms of the look of them that they’re much different, but I don’t think that they’re really... that
the attitude in them is really different from the paintings. I just think about drawing that it’s a whole
different medium, and it’s like working with a pencil and a line is much different than working with
paint.

(Audience: [inaudible])
Pardon?
(Audience: Are they black and white?)

I do alot of pen and ink drawings, pen and ink drawings and wash drawings. And I also do some
things, like I went to a show at the Morgan Library with a friend of mine, and it was Michelangelo
drawings show, and it just knocked me out. We were walking through. And we came out, and he
said something to the effect that it wasn’t possible to draw like that anymore. And I said, “What do
you mean it now, if you want to draw like that you draw like that.” And he said no, it’s not possible,
that you can’t make drawings like that. And it really kind of pissed me off; so it’s like, and I’ve been
feeling some like kind of like that skull form, and I don’t really know where it came from, and I’'m
not sure what it’s about. I mean I think there’s kind of some obvious symbolic references in it. And,
so the drawings, I was working in enamel, like a lot of times I’ll lay down a coat of enamel and try to
draw or scrape into the enamel. And a couple of years before that I’d done a series of drawings that
had kind of, a very kind of... It was like a skull form, but it wasn’t articulated like a skull. And the
drawings were from my imagination. And then I found this character in New York who sold skulls,
who got skulls from someplace and sold them to art schools and to medical schools. And I went and
bought a skull. And I sat down, and it was like not trying to do like a Michelangelo drawing, but
trying to take like some concerns I had about drawing and to kind of bring that kind of intimacy into
a drawing. And so it’s like I do that, and I still do those. It’s maybe every one in a while I’ll do like
a... Shortly before I came up here I did one. And then my son was in Mexico and he brought me
back a goat skull, and I draw the goat skull. It had such a beautiful form, and it’s, I mean, I think



there’s obvious kind of, you know, that it’s loaded with all kinds of obvious psychological
references. And that I don’t really feel that much different about like drawing a skull as I do while
making a painting. And I really enjoy that. It’s something I hadn't done for a long time, but I really
enjoy every once in a while sitting down and like drawing from something, rather than like drawing
something of—putting marks down and then relating to those marks.

(Audience: Since we’re not able to see the slides of the earlier work, are you able to talk at all about
the evolution of your work?)

I mean, I could, but I don’t know if it’s make any sense or not. Yeah, I suppose I can. I can give
like a real kind of fast sketchiness of my development.

I came from a very poor background, and it was like the thought of going to college was not
something that just, that anybody—it wasn’t even though of.

(Audience: Where are you from?)

I from a small truck farm in the middle of central Pennsylvania. I mean it’s so small it don’t even
have a name.

And I always drew. It was something that I always did. But I wasn’t really aware that there was any
art. That seemed to be something, I didn’t think, maybe the only art I really knew about was like
things that were in the bible. And I remember somebody bought me some—an uncle of mine—
something which might be revealing in terms of the kind of color I use. An uncle of mine bought me
a set of oil paint. And it was one of those sets that have like about a hundred [inaudible] kind of
tubes. And I remember sitting down with it, and I squeezed one color out, and it was so beautiful.
And I thought, “Oh,” you know, “it’s like really nice.” So I squeezed another color out, and I
thought, “that one’s nice too.” And I ended up squeezing all of them out. I thought that they’re all
so beautiful separately that what would happen if you mixed them all together. And it think it’s kind
of had something to do with the kind of color I use now.

(Audience: How old were you, Jake?)

Oh, I probably was about six, seven years old, something like that. And then it’s kind of like
watercolors, I mean I did watercolors. 1’d sit outside and do, draw watercolor. And it was like I’d
go to the library in the nearby town, and the library’s very limited. And most of the books they had
really had to do with the American illustrators, like that kind of really incredible period of American
illustrators. So that most of the things I was doing, it was like I would look at those things and try to
understand somewhere. And one day I walked into the library and there was this books sitting in
that art section of the library. And what it was it was Picasso’s war period. It was paintings he did
in the war period. And I opened the book up, and it was, you know, there was sure as hell something
different with these paintings than what I was looking at with the American illustrators. And then
the next thing which happened when I was about—well I was driving then, so I was probably about
16 or 17 years old—and where I grew up was near Penn State, and it was like... It seems everything
kind of happens to me is going to happen to me by accident. And I was over at Penn state ‘cause |
liked jazz, and I belonged to a Jazz club that the college had. So, I used to go over, and they had



some incredible concerts. I saw people like Charlie Mingus there, Coltrane was there—anything
from Louis Armstrong to Coltrane. And I got there early one day, and I was just kind of walking
around the campus, and I wandered into an art gallery. And it was a show that I can’t really
remember who the hell was in it, but I know Jackson Pollock was in it, and I think back it was like
Clifford Still, I think there was a Barney Newman, there may have been a de Kooning, but I know it
was the Abstract Expressionist. And it just totally bowled me over because it was like here is was
like struggling along trying to do cubist paintings, and they seemed so far removed, you know, it was
like this wonderful picture of Picasso sitting in a Paris studio, but it seemed so far removed from me.
And I remember looking at the Pollock, and it was like I looked at it and it was like somehow or
other I knew how to do that. You know, it was I knew how to put paint down like that. And it was
just kind of like at that point it was like the possibility of that, yeah that art just didn’t exist in
Europe, and it wasn’t done just by these kind of mythological figures, that there were actual people
in New York someplace who were making these paintings. So then I couldn’t wait to get out of high
school and come to New York to be a painter. And then, also quite by accident, I had some friends
who lived in Brooklyn, and I was married at the time, and my wife got a job at Pratt Institute,
which—there’s also some things in between here, but—and so I was able to go to the evening school
at Pratt Institute, where I studied with somebody who kind of, I think, really kind of opened up
painting for me and really helped me see painting. It was a guy who’s kind of disappeared and kind
of dropped up. It’s a guy by the name of Bob Hogey. And he was very influenced by Milton
Resnick, and through him Resnick then became my strongest influence. And in a lot of ways I think
I kind of learned about painting from Resnick. And for about six years I consciously—I didn’t copy
his paintings directly, but I was really working with his ideas. And somehow or other, I thought that
there could be, like that the ideas really interested me that he was working with, and that the kind
of... Well, I was just very interested in those kind of ideas.

Now I thought that like kind of just through working that somehow or other I’d find myself in there,
I’d find some room, and it just reached a dead end, like that there was just no place to go. And at
that point I just kind of started all over again. And I remember I did some figurative painting—that
didn’t make much sense to me. And I finally started to do some, there was a group of painters in
New York—it was probably early, mid sixties—there was a Park Place Group. They were doing, I
mean they weren't really minimal things, but they were kind of dealing with dynamic symmetry.
And I just kind of made a complete about face and started doing kind of some modular things,
fooling around with dynamic symmetry, worked with a spray gun for a while, kind of did it all. And
then that just got, I mean it was just too much work. I was making my living doing carpentry, and
I’d end up going to the studio and I’d do more carpentry also, [inaudible] about carpentry somehow.
And I really missed the...

(Audience: What’s dynamic symmetry?)

Oh, what’s dynamic symmetry? It’s like kind of optical illusions. You know, it’s like a box or
something, like a box [inaudible] kind of planes shooting off. You know what I’m talking about?
It’s like working with a kind of geometric perspective, kind of optical illusion.

(Audience: [inaudible])

No, no. it like, no, not at all.



And then I got thrown out of the loft that [ was in. I was really broke, didn’t have any money to get
another loft, and I moved into this little tiny apartment downtown. And it really didn’t make any
difference because I really reached a dead end with that stuff. And I spent like two years just
drawing in graph paper books. Which then kind of led to the forerunners of these things that are
here. And I started fooling around, or I had some ideas that had to do with... I was [inaudible], it’s
like kind of took some of the shaped canvas things, and I was working with some canvases where |
notched the corners of the canvas, and there was some like kind of bars that were going down the
side of the painting. And it really came from, like there’s a de Kooning painting that’s at the
Modern, the painting of the woman, I think it’s Woman I. And he’d been working on that painting,
and he couldn’t get the measure of the painting, like he just couldn’t get where the things were
sitting at in this painting. And he had, when he stretched the painting that he left a lot of excess
canvas on the back. And so at one point he took the painting off the stretcher and he like made a
mark down the side, and he took some silver house paint and painted this bar. If you look at the
painting, there’s still a kind of echo of that bar in it. And I remember reading at some place that the
reason he did that because that gave him a measure, that that’s kind of where the picture started and
he related everything back to that. And like in a way it was kind of like seeing that and relating to
that. And so I started doing these things, and so what discovered is like kind of when you notch the
corner of the painting that the painting began to take, the interior field of the painting began to take,
rather than the kind of one focal point, began to have many focal points.

So there was a couple of years where I kind of fooled around with that, where I really set up the
situation. And I remember at the time, when I thought about doing it, I though, you know like
there’s no way in the world that this could possible work. It just doesn’t make sense. That it’s like
logically it just doesn’t make sense. But I tried it. And it’s also at that point, you know, it’s like up
to that point I was really thinking about being modern, somehow being modern and kind of
connecting up with everybody, and kind of connecting up with like things. And it was at that point I
just didn’t give a shit anymore. It was just like I didn’t care about being modern. I’m just gonna
make paintings that somehow or other interested me, and if they were modern, okay, and if they
weren't modern, than that was okay too.

So I mean that’s kind of—I don’t know if it makes any sense because I used no pictures to look at.
So that was kind of the development, or sketchy development.

(Audience: How do you feel about the change in the [inaudible] professional painter?)

No, it just felt like... These were the first... I mean, there’s a kind of another change that’s
happening in the work, and up until this period of paintings that I would—Iike mathematically is the
wrong work, ‘cause it wasn’t really mathematics, it’s like more like arithmetic—would figure out the
positioning. I would position that rectangle, which would suggest to me like a certain scale, maybe a
certain space, and it would make certain suggestions to me. And I used to work them out in graph
paper. And then once I would start the painting, then I wouldn’t change those proportions, that I
would maintain—that rectangle would remain consistent. And with this group of paintings, I started
changing, like altering and changing the rectangle inside the rectangle. And it seemed to me like
maybe at one point this might have two bars in it. It might be a single bar going down the middle.
But it was like somehow or another all the paintings seemed to end up with this kind of rectangle



that was kind close to the edge of the, close to the edge of the frame of the canvas. It’s like the work
I’m dong now, the work I'm involved in now, like once I saw this group of work together, that kind
of echoing back to a kind of frame situation, like that kind of frame interior, really started bothering
me. It’s like what I’'m working with now is I’'m working with some paintings that start out, they
kind of start out a circles, and maybe they’ll go into ellipses, then maybe they’ll go into something
else, and then, kind of in the state that they’re in now, they’re more in a kind of lozenge shape.

(Audience: What do you think the problem with the frame is?)

I just think that it’s like the work’s gone beyond that. I think that that frame situation is something
that was very important to me at one time because it set up a kind of frame [fields] a long way.
because I used to think of those interior forms more in terms of the void. And the way I worked the
surfaces at one time really had more to do, or kind of had a lot to do with a kind of Rothko attitude,
that there were distance kinds of voids, and it’s now becoming more concerned with the kind of
concrete-ness of those interior forms. And I’m not too sure like how, you know, like that line and
paint come together. So, it’s real difficult at the moment. But it’s like a kind of more of a lozenge
shape or a round shape. It seems to have less of a kind of scale [inaudible].

(Audience: Was it an explicit geometric [course you used?]?

No, but I did before this period. Like that they were very specific. But with this group of work, I
was constantly shifting, maybe it’s just as a kind of subtle shift one line of one edge, you know, so
it’s like kind of subtle shifting of those, of the proportions of that form. So these aren't looked at in
terms of proportion.

What... Pardon?

(Audience: The texture [inaudible]... Are these paintings sort of thinly worked, or?)

No, this is real thick. I mean, it’s not real thick, I mean it’s not like kind of...

(Audience: Is it oil, or?)

Yeabh, it is oil. So that this painting, which I call Maine is real crusty, like the surface of it is very
very crusty. And it’s very dry. Some of the other paintings have, kind of oily. But this painting is
very dry and very crusty.

(Audience: [inaudible] begun this way, you intend it to be about Maine, or is it...?]

Nah, it’s kind of an afterthought. I mean, it was kind of I sat down after the painting was finished,
and I was looking at it, and it kind of took me back to Maine.

(Audience: Was that your purpose?)
Nabh, it wasn’t. It wasn’t. But I, you know, I think that those... I’'m not really involved in nature. I

mean like I’'m not involved in like looking at it or kind of feeding off it in [inaudible], but I think all
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that stuff comes in in some way, you know, and it comes back out. Like there’s a lot of times I’1l be
surprised that I’ll be doing a painting, and maybe the painting’s finished, and I’ll look across the
street at building or something, and I'll see a color, which is like a real kind of, you know, like a
strong element in the painting, or it may be a mark, maybe just something that ’'m seeing, some
configuration of the buildings or something. And it’s like I’1l look, and I’ll be really surprised
because that thing’s there. So, I think that whether you’re working from nature or you’re not
working from nature that those kinds of things feed in. you know, they kind of feed into your
subconscious, and they come back out in some way.

(Audience: You mentioned that you thought you were working with ideas of Milton Resnick. Do
you feel that there’s been a divergence of ideas now?)

I... Kind of what?

(Audience: You said that before you were working with ideas that you had gotten from Milton
Resnick, and I wondered if there had been a divergence or a greater, if you felt more [inaudible]
now.)

Yeah, I mean, the thing that eventually... I mean I’m real interested... My main concern with
making painting is feeling. And I don’t really particularly care if I got... It’s like I like to push
paintings beyond where it’s like kind of decoding. I mean I had a teacher one time that told me all
about Cézanne and arrows and directions and all those kinds of things. And it took me about six
years to go to the Cézanne and see it without arrows. And once I started seeing, it seem that much to
do with arrows at all. You know, arrows and directions and curves and things like that. But the
thing that always... Well, like I’'m really interested in kind of scale and contradiction. Like I want
the paintings to be intimate and monumental at the same time. Like that there’s an intimate involved
and then I kind of monumental involved. The simplest way I can say the way that I think about scale
is that you can look at the Trade Center, and then you can look at your thumb, and it’s like your
thumb is as big as the Trade Center. You know, so it’s like the Trade Center is as small as my
thumb, and my thumb’s as big as the Trade Center. So it’s like I kind of think about scale like that.
But the thing that always bothered me when I was doing the Resnick things was that it didn’t
allow... Like it would create a certain kind of field or a certain kind of space, but it didn’t allow for
that kind of contradiction. And it’s like I’'m really interested in that kind of contradiction. It’s like
the reason why I work with a rectangle or work with that kind of concrete form is it’s like I like to
have something that I can wrestle with, that I can make love to, that I can touch, that I can punch.
And it’s like this kind of thing that it’s like I can kind of confront. And I also like am interested in
form which is kind of a form that has a memory. That if I say a square to you or I say a rectangle,
it’s like you know what that form is. And that I know that if [ was a naturalistic painter I would
choose to paint something like apples or... like something that had that kind of identity to it,
something which is a kind of form which was available to everyone. So that I kind of like the
scalelessness of the for because it’s like an architect can lay a square down and say well this is kind
of one inch to the foot, or a square can be read as the size that it is. So, it kind of like the
humbleness of it, and I also like that kind of ambiguity of it. And in a way I hate to seem them leave
my work.

(Audience: Do you feel you’re creating spaces or you’re creating objects?)



Uh, space. Space. I mean I think that since I am painting a rectangle that I do have some
responsibility to articulate in that rectangle as a form, but my main concern is with space. I think
probably my biggest... that the person I go to the most—and it’s like if; it’s like I want some kind of
inspiration or I want to look at something, the person I go to the most is Cézanne. I love Cézanne.
And the other kind of odd thing, which might seem [inaudible] is that the other person I go to is
Brancusi. I like the kind of slow kind of way that he forms a painting. I’'m very interested in
working on paintings a very long time. Because I like to extent that kind of involvement with them,
like the kind of, you know, maybe sometimes it’s very emotional, other times it’s cooler, other times
it’s like kind of positioning marks. But I like to extend it over a long period of time and try to cram
as much experience into it as I possibly can.

(Audience: Do you start out with a color theme, or does that [inaudible])

Nah, I just kind of will like kind of start it out, you know. And it’s like at a certain point I don’t
even remember, like I don’t remember what... But I think painters have real short memory. It’s like
you can kind of look at something and it might feel really wonderful to you, and you forget about
those days that you’re just in there trying to get a red to sit on this damn thing. That’s all you’re
trying to do. I mean you’re not doing anything very profound, you’re just trying to get some color to
go down. And I just don’t remember. It’s like, you know, kind of, so no, I mean I don’t start out
with... Like I think about color as being a very emotional thing. And the only time I really get in
trouble with color is when I try to start thinking, well, you know, I need some, a little bit of warm
here, a little bit of cool here. Then all of a sudden I’m in trouble. For me, it somehow or other ends
up like a kind of act of bad faith. The only time I don’t get in trouble is like when I just kind of like
mix a color and emotionally respond to it—Ilike that that color feels right. I don’t have any kind of
theories about why that color is that way. the thing I’'m very concerned about is like kind of
sensitizing the surface of the painting, so it’s like kind of the way a mark goes down or the way the
color goes down. And trying to get the paintings to the point where the paint becomes real for me,
somehow or other that the painting’s as real as it is on the palette.

(Audience: Let’s see, in the 60-s you were using a lot of acrylic. You have given that up?)

Yeah. It seemed like... I kind of started out with, in art school with oil paint, and oil paint really
fights back. It’s like it can be a son-of-a-bitch, it just can really fight you. And so it was all of a
sudden it was like kind of acrylic came along, and it seemed like a kind of godsend, you know, it just
kind of eliminated a whole lot of problems that oil paint had. And I worked for it for a long time,
and in fact kind of some of the ideas that I got into kind of were these things. I think it was like
1969 where the work became my own. But anyway, so at that time I was doing like some real large
kind of [inaudible], paintings that were like 17 feet long, five feet high. Some real long, kind of big
kind of landscapes, kind of real kind landscape memory paintings. They didn’t have trees in them,
they didn’t have mountains in them, but they felt like landscapes, and my intention was for them to
have a kind of poetic reference to landscape, not necessarily representational reference to landscape.
And I was doing, with those paintings, I was working with a lot of kind of thin washes. And they
were monochromatic. And then I started to become more interested in color. Color started coming
in. and I found that for me—maybe somebody else could do it—but for me I found that I couldn’t,
that as long as I worked with monochromatically, or that I worked with it in terms of high hue
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contrast, you know like a red against a blue, something like that, that I could work it. But as soon as
I would start to try to work with a higher hue of color and to work in tonality and then to start also
thinking about value, the damn stuff just wouldn’t do it. And it also just dried too fast. So I needed
something to slow it down. And that was oil paint.

And so I started working with... As I got more involved with the kind of old fashioned—what
should I call it—chemistry of painting. So, paint mediums, things like that. And I got involved in it
because I was broke. And I had a tube of paint, and I thought that there’s got to be some way you
can make this paint go further. And so I discovered it was like that you could extend paint with wax.
So it’s like I’d take that tube of paint, and I’d start putting some wax into it, and I could extend it,
you know, like six, eight times its volume. So I could buy a real good tube of tube paint and like
really extend it. But then the problem with the wax was that it kind of dried, it made the paint dry
mat. And there’s something really beautiful about oil paint. It’s like wine or something, it just kind
of gets better with age. [Inaudible]. And I kind of liked that oiliness of the paint, glossiness of the
paint. So then I started getting involved with mediums. Then there was a certain point that I had a
particular problem—I did a painting that had a glossy area in it juxtaposed against a mat area—and I
came back into the studio the next day and it was drying spotty. It just had this kind of spotty
drying. And so like I tried putting some oil in it. I came back the next day, it’s drying spotty again.
And I figured somebody had this problem before I did. So I did some research and discovered that
yeah, there was a kind of, you could take some Venice turpentine and some turpentine, and you
could put this thin wash over it, and it would bring up the kind of glow that gloss can have to it. And
so like through that kind of trying to extend painting, I got to be more involved with the chemistry of
paint.

(Audience: How does your drawing [inaudible]?)

Pardon?

(Audience: How does your drawing relate to the painting?)

It doesn’t. I mean the drawings, in terms of the way they look, are much different.

(Audience: How do you see that?)

I just kind of look at Rembrandt. I mean, you know, if Rembrandt can make drawings that look
different than his paintings, kind of have a different involvement. I’m not interested in making
drawings that look like my paintings or paintings that look like my drawings. You know, then why
can’t I? I mean why do they have to look the same?

(Audience: Do you always... Is that a black line [inaudible]?)

That’s with paint, actually. So that the line’s painted. I mean I make... oh, you know, the line being
changed from like one color, colored line, sometimes no line at all. So, no, the line’s painted.

(Audience: Jake?)

11



Yeah?

(Audience: How’d you get [inaudible] of this framework around your [inaudible]? Have you ever
considered using a door or a window jamb, or anything like that to use instead?)

Uh, no. No.
(Audience: How big did you say this one was?)

It’s probably about, well you can see the nails on the wall. I think it’s probably about... oh, what, I
think it’s like 18 inches by 25 inches. Part of the reason I started thinking about making smaller
paintings was that I’'m interested in those kinds of contradictions of scale, those kinds of
juxtapositions of scale. Like something monumental, something intimate at the same time. And it’s
like when something’s about human-scale you can’t change that at all. I mean it just stays that way,
and you can’t change the size of it. I still do large paintings, but I think at the moment... Maybe at
some point I’ll do large paintings again, but at the moment I’m just kind of really like... I like to sit
down in front of the... sit on a stool and put it up a wall, and just kind of work on it that way.

(Audience: Are you interested in like Indian or Persian paintings?)

No. Uh-uh. I’m not interested—I mean I like to look at them in terms of feeding into the work in
some way—but I think that it’s all kind of [less than art?]. you know, it doesn’t feed in in terms
of... Ilike Chinese art, but I don’t think it feeds into the work in any way. so it’s most of that art
is...

(Audience: Do you work [inaudible]?)

Pardon?

(Audience: DO you work with a fairly limited palette?)

Yeah, very limited. And it’s the longer I work, the more limited my palette becomes. It’s like
cadmium red, ultramarine blue, cobalt blue, burnt umber, raw umber, black white, iron oxide green,
cadmium yellow maybe. And that’s it. And only with lead white. And I work with a [Kremins??]
white. And it’s like... Yeah, so... I don’t know, I don’t know if I can drop it down further than that,
but it’s just like a very very limited palette. And it’s like colors which are permanent, so it’s like...
(Audience: Do you ever take pictures of your paintings as they’re progressing?)

Uh, no.

Yeah?

(Audience: you mentioned [inaudible])
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I think I do in a... like in [inaudible]. Yeah, like there. I think to deny that there’s going to be a
figure reference in there would be crazy. ‘Cause like I mean you put that kind of form in the middle
of the canvas, in some way there’s going to be a figure reference to that form. So I mean that’s like
kind of hard to [inaudible]. I mean somebody wrote and said it was like a surrogate figure, I mean I
don’t really think about it that way, but...

(Audience: [inaudible])

I have worked figure [inaudible], and I think that within, like when I do those—which I haven't done
in a couple of years—Ilike the real large paintings, that I think that within the Gestalt something. I
think that if you work with something which is a long horizontal, that that thing by its very nature is
going to have a landscape reading to it. And kind of the way that I’ve thought about those paintings
is like the same way that I think about a landscape. I think that if you’re sitting down, and you look
out over a landscape, it’s like you focus yourself, or you position yourself at that tree or that rock or
whatever you’re looking at. And that if you work with something that’s vertical that by its very
nature it becomes a kind of figurative thing in that it’s like people stand up, people are vertical, and
it’s like so that kind of confrontation, and I’m much more interested in that kind of confrontation that
I am in a kind of landscape.

(Audience: What about a square?)

Uh, yeah. I mean, you know, it’s like if I get to a square, I’ll throw the square off in some way or
another. I don’t know, maybe a square is more like a still life or something. I don’t know.
[Inaudible].

(Audience: Did the rectangles get narrower and [inaudible]?)

I just seemed to be that once it got up to human scale, ‘cause it’s like the two paintings that have the
bar in it rather than a rectangle, are paintings that are around human scale. I mean this is like, okay,
this is a little below. It’s like four feet by five feet. And the other painting... That painting is five by
six. The thing that blows my mind is like when I’m working on them in the studio, and a friend or
somebody’ll come over, and they walk up to the painting, it’s like the whole painting seems to
shrink for me. ‘Cause it’s like I don’t... It’s like I’'m working on it in scale, and it seems like real
vast to me. And then somebody walks up to it, and all of a sudden the painting just like shrinks. If1
get real rich I’ll hire somebody just to walk back and forth.

(Audience: laughter)

Yeah, somebody else had suggested that I call this painting the siege of Atlanta, or the sacking of
Atlanta. It’d be a little too obvious.

(Audience: Is that how you work with the surface...)
Pardon?

(Audience: Does this have a really...?)
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No, I mean the surface is fairly... I mean I can’t say thick, I mean I’m not kind of banging the
painting there. But it’s like the surface is... It’s like real leathery, so it’s... I mean it’s fairly thick,
but when you look at the painting, you don’t think well this is like real thick paint. I mean it’s not
thin washes of paint. Nor is it translucent paint. They’re all kind of like solid colors.

(Audience: Jake?)
Yeah.

(Audience: You’re really concerned with paint and the traditional medium, and I just want to know
why you’re still stuck to paint or oil paint? Like why don’t you use something non-traditional?)

I don’t know. Ireally... I meanI just really love that tradition of painting. I can be... You know,
it’s like one of my favorite painters is Chardin. I’'m as moved by Chardin as I am by, who, Jackson
Pollock or somebody else. I mean I’m not really very concerned with being modern. I mean I’'m
just not very concerned with it. I mean I kind of spent like I don’t know how long—12 years or so—
like really wanting to be modern. And the only thing it really kind of led me to was I just stopped
painting for two years. It was like kind of, you know, looking for justifications for doing something.
And I don’t know. It’s like I’'m more concerned with each painting kind of having its own inherent
logic, a kind of logic that carries through all of them.

Yeah?

(Audience: I'm curious, I think there was a period when a lot of critics were starting to attack
decorative painting, [inaudible] political conscience [inaudible]. And I wonder if that every
bothered your work?)

Oh, man, I mean critics just chew me... I’'m a perfect target for critics. I mean they do such numbers
on me it’s unbelievable. And it’s like, I mean, a German dealer put me in a show which was called
“Fundamental Painting,” and another show called “Painterly Painting.” I was in a show in Italy
called “Zero,” and another show called “Felt Painting.” I mean it’s like (laugh) I’ve had such
numbers done to me. These are perfect targets for critics. I mean, shit, it’s like it’s perfect. I mean
have a hay-day. I mean I used to get criticized... I mean criticized me ‘cause it was like somehow or
other I was trying to do Brice Marden, and that they didn’t work because they didn’t work the way
Brice Marden’s do. And then it was, for a while I was getting it ‘cause they didn’t work like
Motherwell’s paintings. Then they didn’t work ‘cause they didn’t work the way Jasper Johns’s
paintings did. You know, I didn’t even get a review this time. I don’t think anybody want to go near
these. I don’t think they...

(Audience: You think you might concentrate on [inaudible]. It seems like a lot of them have more of
the pure colors and things [inaudible]...)

Yeah, that’s like the kind of...

(Audience: [inaudible])
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Uh, the painting I probably look at the most is that Cézanne Bather painting. It’s at the Modern. It’s
like the single bather. And it’s like Cézanne did something in there which is just so incredible. And
it’s like the top of that... The head of that painting like tilts out of the painting. It’s just kind of
stepping forward, making that step... It’s kind of leaning forward. And it’s like trying to get that top
drawer. Kind of leaning. So yeah, I tend to. Yeah, I do tend to work more at the top.

(Audience: DO you use the bottom? I mean it seems like in a lot of them you have to say like here
[inaudible] to offset [inaudible].)

Uh, I can’t say. [ mean it’s like... ‘Cause I mean, you know, this is this situation. It’s probably not
gonna come up again.

(Audience: You spoke of a certain year...)

I can’t hear over the machine.

(Audience: You speak of a certain year [inaudible].)

Yeah, 1969.

(Audience: What [inaudible]?)

Uh, how old was I in 1969? Jesus. Whew. I’'m 42 now. So how old was I in ’69? How old was I?
(Audience: 20, late 20s?)

No.

(Audience: 19)

19?7 No.

(Audience: laughter)

Yeah, anyway.

(Audience: 30.)

30. 30. 30.

Okay, if there’s no other questions...

(Audience: Will you show that one again that you didn’t like?)

No. No, I don’t want to show you that.
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(Audience: No, not that one. The one you said didn’t work. It’s about three back. It’s the square
one.)

(Audience: That one.)

I just couldn’t get that to work.

(Audience: Can you explain what...?)

Why is doesn’t work? Uh-uh. Ican’t. it’s just doesn’t seem to work for me.

(Audience: That’s the one in the show that looked most like an object.)

Yeah. Yeah.

(Audience: ‘Cause there’s that line over there that looks like a shadow...)

Yeah, it’s true.

(Audience: ...It’s like sitting behind the thing, and it looks like a book propped up.)

Yeah, it always did. It’s true. It always looked like an object. Always. Yeah, it’s very true.
(Audience: That center piece.)

Yeah.

(Audience: And that’s what bothered you about it?)

Yeah, I couldn’t, it just didn’t... I think it’s what he said is right, that it always seemed to remain, to
be an object. And I don’t know why. I mean I worked and worked and worked and worked on it,
and I just couldn’t get it.

(Audience: Are these painted [inaudible]?)

No.

(Audience: [inaudible]?)

Uh, I did... None of them I’ve framed, but I did frame... I framed that one. And I put a very heavy
white frame on [inaudible], a floating frame. And the reason I did it was because I wanted to state
the physical scale of the painting. In other words, I wanted to state the dimensions of the painting,

and it seemed to call for it. Actually, ’'m starting to think about frames in some things [inaudible].

(Audience: Do you like to state the boundaries of it [inaudible]?)
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No, not so much for that. It’s just kind of just... I don’t know how to say it. I don’t know how to
say [inaudible], to state. When I say physical scale I mean that it’s five feet by six feet.

(Audience: This was the only one that you felt warranted the frame?)
Yeah. That [to my instinct?] needed a frame.

Yeah?

(Audience: Why do you think of Brancusi?)

Who?

(Audience: Why do you think of Brancusi?)

‘Cause I think it’s just incredible, like the energy that he can get into a form. And it’s like the way
he handles the form in that kind of just very subtle kind of working of the form, that just kind of
working it until it reaches a... He reaches a kind of metaphysical reality that I wish I could get to,
that I’d really like to get to. Ithink he’s incredible. Another artist that I like a lot if Giacometti.
That kind of distancing. Hi paintings, the way he kind of distances something. But I think the two
artists that respond to the most are Cézanne and Brancusi.

The paintings I like... Ithink if the painting has a stink of the studio about it, I tend to like it. Ifit
kind of loses that stink of the studio, I tend not to respond to it as much as I do those paintings which
have that kind of some of the roots of the studio to go along with it.

(Audience: Is that a quality that you like in Giacometti and Brancusi?)

Yeah.

(Audience: Have you done any sculpture?)

I actually started... I actually at one point, when I was younger, I actually thought I was going to be
a sculptor. I was kind of doing [inaudible]. And I can’t say that I ever really did any sculpture. But
I was doing kind of junk metal sculpture and found object sculpture and painting at the same time.
And actually at the time I thought I would end up doing sculpture. And it’s like somehow or other I
just got more involved in painting. I don’t things are ever that clear cut. You know, that someday

you say I’m gonna be a painter not a sculptor. But that that was... You know, that the first kind of
involvement was like really thinking I was going to do sculpture.

I left all the sculpture sitting in some apartment in Brooklyn. (Laugh) Some poor landlord had to
deal with it all.

(Audience: Jake?)
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Yeah.

(Audience: You said that your paintings have a thick, crusty surface...)

Some of them do.

(Audience: Have you ever had a chance to [inaudible] paintings that [inaudible]?)
Yeah, some of them. It’s real surprising ‘cause sometimes some of them I thought were good and
looked terrible. And some of them that I didn’t think were so good at the time look pretty good to
me.

(Audience: [inaudible])

No. I think my paintings are [inaudible]. I’ve never seen one of them that’s cracked.
(Audience: Do you recall the one that [inaudible]?)

No. Why, it’s all cracked?

(Audience: Yeah.)

It is?

(Audience: [inaudible])

Pardon?

(Audience: There’s a center rectangle which is got a [inaudible] crack [inaudible])
Oh, great.

I think things are going down hill. Maybe ending. So if there’s no other questions...
(Audience: [inaudible])

What?

(Audience: Could we see them all again?)

Yeah, okay.

(Audience: You talked about visual sources. Do you [inaudible]?)

Uh, I like to read philosophy and I like to read poetry. So I probably...
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(Audience: [inaudible])

I don’t know. I think that probably at one time I was more involved with the kind of, more of a kind
of dialectic notion about painting. I think that these are probably stuck somewhere between
dialectical and metaphysical. And I think that I’'m going more toward the metaphysical.
(Audience: [inaudible])

Uh, yeah... That’s a hard question. I don’t know if there’s a clear-cut answer. I kind of want the
paintings to kind of push the paintings or work the paintings to a point where they begin to present
their own inherent logic. But to say that they’re not conceptual, it wouldn’t be a truth either.
(Audience: When people write [inaudible], do you [inaudible]?)

No. If somebody’s gonna write something about me, I never get involved in the wording of it. I
mean it’s like that’s kind of their thing, and that’s kind of their interpretation. I mean I really
[inaudible], I like... I mean I wish somebody would write an article that would try to deal with the
kind of stakes that I’'m dealing with.

(Audience: [inaudible])

Right.

(Audience: What’s the [inaudible]?)

Oh, God. Oh, Jesus. Um, I don’t think I can answer that one. I mean I know what you mean, but I
don’t know if I can answer. I think if I tried to answer, it would get really pretentious.

(Audience: Jake?)

Yeah.

(Audience: [inaudible] works on paper [inaudible]?)

No, no, ‘cause I don’t have any slides of them. So it’s like maybe you know what they look like, but
other people don’t know what they look like. It’s hard enough to talk about the paintings, let alone
to talk about the drawings.

Anybody else?

Oh, you wanted to see them. I’ll just go through them, and that’s it.

(Audience: Jake, are you doing something different now?)

Yeah, I am. It’s absolute hell.
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That’s all, folks.

(Audience: applause)

END
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