James Collins
new address is
98 Greene Street
NYC,NY 10012, USA
tel (212) 925-2880
summer siudio:
111 Mercer Sireet
NYC,NY 10012, uS.A
tel (212) 219-8179

Tuesday November 17th '87

Dear Leon,
Excuse delay. ( Don't buy a Canon Typestar 7 electronic type-

writer unl you desire a heart attack. It's got no "memory"

so I couldn't, can't , correct as I go along)

Here's the rough draught , almost verbatim of our delightful
chat. It's mile too long. But my editor in Milan will attack
it ruthlessly to bring it into shape-about 2000 words. But
he's very good. No fears. All I'd like is you to glance at
the gist of iL) any errors like Jasper Johns beer can, instead
of 'Coca Cola' bottles

5 ust mark them. Dont' worry about spell-
ing, typos, etc that'll all be taken care ofpthe capable staff
of "Flash Art"l who I'm happy to say will soon be getting a

'fax machine so I can give it them over the phone.

Alas they don't have one yet. So it hand courier leaving on
Sunday. ( But I have another long article to finish by then



as well, so be merciful Leon, and be as efficient as you were
with language and Bob was with tea and I wont collapse from
overwork)) Read it, mark the copy ( I have others), and add or
change ( within reason) things that bother you but remember
it's going to halved anyway. So be geometric mimimal. My editor
will trim my verbal excesses as well. What he likes is a strong
combative, aggressive question and answer, that's the reason

I'm there.

So read it. Check it out for sense rather than grammar/structure
etc and call me as soon as you can Tuesday afternoon after
4.pm ( I'll be sleeping ) or working on my other text; and
1'11 come briefly to your delightful 14th floor studio to talk

in the evening - on the way to or from my health club.

Titles: I've got a few ideas ( Still Looking After All These
Years, On Top at 81, First Not Second - all run by your name,
but again that's my editor's job. If you - or Bob - have any
ideas 1'll certainly include them with the text. No big deal!!

>
Also pictures to go with the text: choose the ones we talked
about or you think appropriate. Marco says he can get anything
I want in hours if he doesn't have it.

That's it. Bit wordy - and "eager" Leon but that's my style.

Looking forward to hearing from you this afternoon

Best
Ta

James Collins
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it as one kind of technique. And when I was
same time I discovered how to use the curvilinear form to expr-
ess the equilibrium of the form in space where it could be
interchangeable

JC The positive negative thing?

LPS: Yes the same thing. I was completely liberated from that
little technicality which you speak of, as far as putting the
paint on much freer, letting. it—flow-om gebridmOr-it.

JC: Did that mean you did more paintings. Suddenly your product-

ion changed?

LPS: Oh yes. Of course!

JC: Like what?

LPS: How many I did? Let's say if through the 40's I did two
dozen paintings a year, or less, after I started with curvilin-
ear forms and using a different technique I could do many more
than that.

JC: And you did ?
LS A

In terms of scale there's a kind of European feeling not timid
ity but a certain reference to Europe in the early work you've
left behind in the later ones.

LPS: If you remember very few people were doing large paintings
in the 40's, that came more in the 50's, and the 60's. Getting
into the early 50's I too had the feeling, even in the late

@
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JC How does an L differ from a rigntangle.

LPS: Well an L contains a rightangle. But all rightangles wew

donte—soli tigmss. .. Zre NoYCalled |

JC: Forgive my poetic language. You live in a beautiful
loft, 14 floors above Union Square, and I noticed the binoculars
on your window ledqe for watching the specklike people belows

s Wore importancly in this half loft, half studio,it's chocka-
block mch'\work from very different periods of your life. Redst-
#mety amd elegantly displaved. Are your paintings in the sense
vou describe as similar to an author surrounded by his reference
books. Books to dip into for reference or comfort or solace,
or ideas. Is that how you view your paintings?

should say yes .
LPS: I'm always changing them. I may take out a painting I
haven't had up for a year or even longer ....

JC You keep changing3.. ., —
~

LPS: I was just in the process of telling you, and- finish 4RE§
without. 16 héing, dopteetsd So if you wait until I finish a sent-
ence, or whatever I'm speaking about,it will help a great deal!
If I get back to where I left off, I may decide Jndonit/want
o-sbe) tHis paintiny ahymare/stake it down and put up something
else. I'll go to the rack and look through, and see one I have-
n't looked ac?GETAMabt SBR, or even tuo or thres montha,
I want to look at that a while, so I take one down and put
another one up. And with that sort of thing, there's always
a changer . = £ I haven't seen a painting in a
quite a while, I may see it in a different light.




Recause our mind is always a little behina our subconscious
or unconscious our intuition. I'll give you an illustration
CESEBMC: I did a palnting about 20 years ago and when-% finished
i [ put it on the wall and @®l said "That's a_compl-
ete failure! MoesA’t Weva amvtbing! I'll stick it in the rack
ML @dorhet obbves wp, and do another painting. About a year
later. I went to my studio one morning, and thought I could
use that strecher frame now, - TEAKe\ sHat'\old —paihting' O
ulled it out, and ¥ hung it on the wall, next to another
painting about the same size, and what happened. Something
had happened mm @y during that year. And it was one of my mast-
erpieces! I saw immediately! My intuition did a painting a
Wttre e beyond my conscious appreciation. It took a year
for my conscious appreciation to catch up. Everyone who sees
that paintings says that's one of your great paintings,
A yedr aurlier T was yeady 4o dest ro\/ i+

VE-Ahay vesia,/20\year qap. you say=- ?

id 20" years™ago, :one year -later Iwsaw 1t™Was
earlier—E-was ready to destroy=it!

54

Je: Talkinq about. s\u‘/face\ I -notice.in_the painting
vou talk about_a: mpor:an' the one you kept— there seems
“to—be an arbltaryh. The su.rface\varies from_each section of
the. painting. The white is a diFferent kind of intenisty (
number of ~layers or whatever). from-the—black. And "there is
“still «quite /an appreciabéE trace of the directional marks of
the -brush.’=swd &ven in the later ones there quite a jump of
surface (reading? N

Les: Yagythat conscious?

ully“get your question:
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dC: A_iumpy readingi—a semialoss black,—a-—medium-matte wHTES,
and w50 SEFeAkS “in- the-black:~Things-Like that ¢

’S:_Age. I would say.is the reason for that:. I didnlt paint
xt with a Stroaked blacki“Not my-intention. And if it is changed
=8 weather. temperature,

TG

EBS: A painting like 'BlackBlack' 1950 has an almost quirky
Paul Kleelike quality. Although rectilinear the lines are not
straight. Very Kleelike..

LPS: That was 1950, already I was getting away from the strict
vertical/horizontal. And yewlee moving towards a curve. seAmd
uu‘.vewalrsad.x that_th “t—streight Lines
any—longerHielped-mouid Yol vedinto what I was searching for. ..
ey e A €LPress “forwm-Space”
equilibruim o

Was Klee an influence?

LPS: I would say not, although in the 30's when I was a student
I loved Klee I studied every brush stroke; but what Klee offer

ed ¥ @enit mﬁha useddin my work.

JC: Another question about influence. In 'Black White Repeat
19521953, the influences coming to mind, I'm not sm a particular
specialist on dates, more on the crossrelations between artist-
s Vasarely?

LPS: I never heard of Vasarely when I did that painting.
JC: But Vasarely was active in 1952..

LPS: Not here. ..




“c =y
& ~Can-you-—tell me names I'd know?

LPS: None of the artists was represented by a_gallery, but
they_invited Mondrian for example. But -it was nice for them
becasus they- could combine- thers resources and rent. a gallery
and have a big exhibiton orGe a year—with one or two paintings
in it by each artist. That was goood for them:—So. they invited
Mondrian one~time. So they had Mondrian down as & member of
the_Amefican Abstract Artists Group. Diller was pretty much
the same way-—Bourgoyne-Diller that—is...

— R
JC Was he a friend Diller?

LPS: Yes he was. We both showed at the same gallery.....

JC-What number-gallery was that?

LPS It was my 15th.-.In the late-60's. The gallery’s still there.
But they don't show anymore. It's not open to the public.

They have a great collection of and they handlée the
‘Arp estate. Mrs Challette sells Arps by appointment but they
don't-have any" Shows.

JC:_Talking-about-Arp is an-interesting point...

LPS: Although Diller and I were friends our work was never
similar in any way. Diller was one of the few people whopé
was influenced by Mondrian who developed his own style. You
can't find in any of Diller's work that refers to mine. And
you can't find anything in my work that refers to Diller's.
Our work was very very different.




aven farlhes back
rom Diller, to Arp
JC: Jumping ek from ;
imilar positive negative in a strong curvilinear way. quit
early in the 20's I believe.
wWas Arp and influence?

Arp’s someone who used
ale
He was using the curved form,in

Europe.
LPS: 1 was aware of him.I was introduced to the work of Arp,
and Mondrian at the same time about 1936,\1235

{uas a naturalist painter wuita
these are the e _most lmportan:

Brancusi,
tudying at Columbxa Univevs 39

artists in the world today o >  Ee —

hours talking with me

Toouf-{hen

JC And these were...?

& professor Sad 4o me wjh,
LPS: Mondrian, Arp, and Brancusi..

JC: And the dates?
LPS 1936

JC Nice story.

Ihroulnq Eurav Bn J:"-%, at you
because as I said earliefTh' the 'cross fertil-
iation between all movements. : pecial obs-
ess&ﬂ" You talk a lot about activating CRLED, iy '\%Wm&r\h
m re

i NET A oSt tlve Bnd nesativey, A,
g Y

Albers, by ‘many Sbstract artis

e




Do you know . i &Y Serqe TehaRe)y
r i
5 \‘)OMR H “

LPS: No I don't.

o

yours, in terms of positive/negative conce(ns, except his surf- b

But clahmh\/ pihe (22

1n B
JC: Poliakoff in '59 was doing painting almost identical to
Toims
aces were gestural. Not flat~  layered. ]

LPS: Were did he live?

Jc France, I thinka

Pl ffi o Evropean

\Wery established ,artist.
=i s 1 was int-
rigued by the parallel... 52 S ~‘—kv‘
Lps Many avhsis were infleenced by my wovk arma
7z, 1 would have to see it before I would say its the "same
curve;dCalso in the 60's a bit like the revival today emers
/T.t{many people"doncerned with abstraction, flattening the
fiow/ picture plane in Europe the States too. All
n overz_’hhﬁ:%@oaﬂf, the classic cliche question for Leon Polk
Smith: Aransén® book, for example jon "The History of Modern
Art", Elsworth Kelly's mentioned about eighl times for ?Frgcwv
Leorr;l,‘folk Smith mention. et I underst"and you'reu te:
ardlGatlier than Biewereh Kelly-by - years=— especially your
plant drawings. How do you feel you Were first @k yet he's
The _stav 7 556
5 Liveds Mehranson  had geen no more 3or 4 «T;,c'/
Nexr:. But To aceep) the prasse with out honsrin Hj‘lr'
A [ | 7} e &
Source mades for an unethical “uef's s
Lps: 1 don't/blame Elsworth Kelly for accepting all the public-
ity he got./1 was with Galerie Chalette and they were intellig-
ent people lling my work enough to support
me quite well,W 1 3 %
= ettt o |
in advertising. Good doctols = o
I said you need it! You're a::c g:::m::::r,:yd::,if?f; sfalet” nette
they disliked critics,and enjoved telling me they just z::::




b

sut 4 critic that was In, and they didn': oncourage critics
to come there at all. So five or SiX'vears of my work wasn't

written up.

JC: How do you feel about Elsworth Kelly now?

LPS Could I arrive at that in my own way? I can't speak if
i xouse my frain of thouahts, Mmé—éam
e,

yn s Ly 4

w1 JEeRd ~dba’'Leo Castelli is certainly

a very fine promoter and publicist. And he promoted Kelly right
out in front of me! He was a good dealer. But vou see Kelly
nevergoncalicreditediny, influence! He always denied he was infl-
uneced by my work. The first time I heard the word Kelly was
when he came from Europe and T had a telephone call. He says

my name's Elsworth Kelly, you've never heard of me., I've been i
studying in Europe and [ saw your paintings reproduced in /\]RT.{J’AUJDURD
and was influenced by them, as a number of other young artists
were in Paris. Could I come to, your studio. Well, I'd been
teaching for 25 years, I was, interested in students never
private students, always taught in university and ws interest-
ed in young people's work and I said "Of cours”. And the first
time he came with Bob Clarke,who later became Robert Indiannal
and Jack Youngerman , and it seems another but T don't know

JC What date was that

Kely

LPS: When * 1 came back from Paris; I'm sure you can find.out.

Jc: Roughly?

LPS: mid Fifties. So Kelly came to my studio with the three
of them, \ came Tc' a number of little parties; bu:)fﬁul
he'd sit in front of my ‘aintings like this (' hold
in hands) maybe for twenty minutes,ignoring the party and sayjng:
"God, that's a great painting. tetks makes, \iish, 1'd done it
And then he said Betty Parson's had offered M a show next
sprins. “ month later Isaid Betty aid—cho =guime—

- my show up to fall. Icos "he had all W ideas there Kelly
and he wanted to get them out as quickly as possible. & almost
d4id a show miohE cdb o my studio) based on 1deas ,"c»lors a

Shapes Gom vy Sludio

Jc: I sympathise.-A similar SEDT‘ happensd with Sol Le Witt

BTY 4 SRR e
Sol Le Witt was accussed Francois Morellet Wi
almost identical ideas; BR Bromotiwe them with more energy, mERBgv
So fewer people know Morellet than LeWitt. Although if there's

Amv dnarie T've haan ceaina a lot more Morellet's around recent-




Ly

Talking about prices @ bit. I notice the Price of your art
and—art is about as absurd a pricing system as any range
from about $20,000 to $150,000; and I'm not familiar with Els-
worth Kelly's prices, but I'm pretty sure they're quite abit
higher. The man who you say took his first important show direct
from your studio. My question is and it jumps back to the
beginning of our talk about how you can be seen as one of the
neglected grand father of today's younger abstract artistsy

Halley, Jeff Koons, Philip Taffe, Haim Steinbach, Peter Schuff

: E 5 <gmer

¥ e e . ATSo-€alled
= Do 3

heo ceo ,'\m&e You're area. Do you know them..

LPS: I doW know of Neo Geo, T don't know any of the names.
But I've seen several shows...

Hze nalitn
Jc: I'm neutralys P t enamoured br supporting them,
. . I'm just curious—as a social phenomena How do you feel qb,.
((Like some more tea James, Bob get some more tea interuption ".‘BJ/““M
while tea is drunk. "James is a big tea 4-‘~var' "Stronger" o
Is it okay?" >Sorry I'm too eagev [ <
its my stance: eagerness. How do you feel these young artists—
after say tuo years in the arens are , to use g, TP

jargon , are pretty much up in your kind of IS

yours®

LPS: 1 have never enquired about their prices. 3 Rian't even
know they were selling. There's a lot about the artworld I've
never been interested in, not concerned with!.

)
Jc: Yeurl are a practising artist,with a great record of
shows and sales.Yes?

oud Y™
LPS: wjive me the name of some young artist of thes
Neo Geo who's-paintings are selling near a hundred thousand...
/

JC: I could yes..

LPS: I'd like to have them...

Leen
JC: But I prefer not to Sinowteres




7€ 9

b
Besy

Cans 2

Perhaps not painting, but, scufptyre. Jeff Koons For Lyem
Ty R S PR
- * Lrain  withhTicquour
a stainless steel replica of, an American kitsch trainswith
a
real liquour inside, went for,80 thousand dollars to Satchi
I think, Peter Halley is ....

/,

LPS : But that was for a train../

uss 750

= But it's not your area, let me go to another -

LPS: Hold on! Schnabel's another scene...

O D e e (e By O R, G s
about 70 grand: Meiser Vaisman = if I'm to believe the lady
at the front desk at Leo Costellimall sold yesterday at from
35 to 50 thousand,and he's thirty,e—somethme Peter Halley
is . thirty, forty,and boring Taffe is uo there 100
1€'s all a game: I'm just telling you what you've spawfied -
not directly of course... 0

LPS; Castelli has a very fine roster of clients » am Mot only
that but it was said thirty years ago, maybe longer, that Cast-
etl\t could sell anything. One of his artists said.she. T
o prove it,I don't know whether it's the one who did the sculpt-

ure of a Cocat Cola bottle=1I think it was Jasper Johns= and
Castelli sold it immediately.

JC But I don't really want to talk about other people I prefer
to ta'kq about you....

Lps:

wm: T do ta. I don't have too much to say about other people...— —

only 5(;0& artis

5
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Philosaphicallly embrace the young as way

mselves

vAs_fpotorious for embracing young ar
<

. but He

tists. often of different

was very excited 4@ e youn§: faybe you'd be
disparaging about an artist like that.'

I mentioned to someone I was going to talk to Leon
and they said you're going to talk with the original
not the "neo” nonsense. 'Not the simulation,
not the followers. We are

Polk Smith;

not the copies,
in Baudrillard world turned topsy

turvy where the original is deliberately played downY

LPS: Well, that doesn’t bother me; T am happy all of
my works are originals. .

JC: Wouldn't Peter Halley claim he was original too Leon..?
7 dovit kmews his work ,
LPS ¥as b\ ever had_any newl idgas? F>

~I_cant=thinRof a single one. I've been-to several of these
Shows-0£-Ne6=G80-—And-1-haven't seen-one new idea. .

- ) i
JC: T think Peter Hally had maybe,one new ideay (lw_; )

LPS: I don't know e, so I can't tell you..

£

wWarhol hr'm-rt.‘




Halley's the one who does the texture paint, but - instead
giving texture throught struggle he puts it on with a roll-

Thirty vearsy putting it on
and texture! S that's no new idea. Not even
a technical one...

JC Who are you talking about..

JC Which artist has put texture paint on with roller in a geom-
etric the stuff you use for kitsch restaurants =e—.

™ - o ewy ~ or whatever . I can't thinkof
a0

anyone - Baumeister, Braque
in amorganic way .>(,os oo o

s
LPS: I'm afraid I can't discuss.artist§ I've never seen any
of his work . Nothing I can say about it!

spet nly
JC e hEEs = editor asked me to
Task, so_Iom asking, . . % welething © differ-
erent: Twork processesss The life of a working artist .. -
lou taught for 25 years,’ the usual complaint about teaching
is you don't have enough§ time to do your own work. Was this
true

va
LPS* B]way‘heen quite a prolific painter, and when I was
teact..ug fulltine, I did more paintings than most artists paint
ed in New York,who were painting fulltime.
sad yeu T hewes el
JC You were mmmtme. .Not like a Hoffman who couldn't really
Paint until he was 78 because he had no time...




LPS: When [ started teachingyi was the only artist I knew that
had a master's dedree: and many artists at that time hadn't
gone to college, - Sometimes " thok doun their nese

at me ,because

2 . I was aluays interested
in knowledge - a curiousity about everything, *

JC Are you an avid reader?

Neay
LPS: Science I read a lot o \éery interested in
science, pyschology: not too much philosoph -s ~ And pract-
ically no fiction.

JC What kind of science for example...

o @ Partu,

Lwas particularly interested—in geology as-a I came from Oklah-

oma. Also plant and animal life as it evolved. That's the fsis ki

GF interest in that sort of science. Do Jardén EineEEy cemes‘l;'ngru{
% one_sentence, - and—any—book—worth-Temembertiy—you're_very
“Fomkupage=~ and he(said perhaps mind has always been in mar_ter>

That answered so many auestlr _fDl" me. Levitated mq’J»

L+ T e - . o o 7%
Several sentences in my life have done that to me

Jc Asg <entence collector myself I ~ , sympathise.
h

e Ay reid m 940

Ohe LA ~(w%u»\ake \( ene ?veajc \fevea‘\nci

Senfence I TD” eIl rtm&wv7 a Lav(K




e Jardin

LPS: I read gt 1. 1940.
o Ribs = PoMs =

HitEing- Sho—iwoiion—oconemagain, o

» Boar LTom e e o O

you have in the De Laurenti show., the last works, all '87 I
believe, —bwk monochrome panels | butting edge to edge,
with a singfe fluorescent light on the floor, is this a homage
to Dan Flavin, plus wwwewes say Peter Halley. Why the 1ight

D G e M seen Leon Polk Smithis yith }ishts e

the floor.= illuminating the painting from -&u Except *

1987. Where does this come from?

LPS: I've been using them ever since I moved here about 10
years, they're in my studio now.... -H\(s Pa;j((“ s {L7/./W\, s
Soppeccall yhoa

JIC You mean you've had lights on the floor to illuminate works
since when?..

'
LPS: Ten years..
T o
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LPS:pIt takes a strong creative mind to keep workingpin an (
abstract manner. e Wery few have t. I suppose I'ye wopked— “_‘4
in an abstract manner much longer than anyone.l kno&ﬁ&r’s e
thgpms so. pgople uRb—paint abssflactiy; I used to talk  a
WEhe & cumningsyin the park, and he sugsested to me abstract
art was something woil 66" through in one year.. He Was pqiiing £lom

Sl fife gﬁ
Jc: How do you feel the lansusge of abstract art. (M eswemie
———— a special reading to Wndu—

STmd

Thousands of .——g’pam: stripes for example? J™

.E. Cummings complaint might be stripes are not as

Jor o

W
I don't know rx complained but he went through it!

abshads

JC: Isn't the minutea of=wpemweermws so specialised it takes a Va:’
<lly particular understanding .

the world of flowers?

! |
Say it about a diamond,.An ACHTN
3 =/ )

my o Gbolras e chitractrn | .

o work Lo hacl_ hotaw o wctrn T
Jc:
How many ways can you paint a stripe?

LPS: You can say that about anything.

LPS How many ways can you paint a tree? qTeAlvh? o s
A lot more ways than you can a stripe I suspect...

LPS: All stripes are not straight. NOY Clﬂﬂﬂﬂ 0u+_




s 2 ) T Luwrglti (Lé)
Lenjorsh yo "5 Brccadeshon vay i D
JC: pne device “ou use worries me: why the black wood aroud
riining of your image. I'm looking at one Wosdsm
in your studioaprojecting three-dimensionally in front of the

L eXt w about 3 inches beyond the canvas. I
ainted black‘.’

is @ kind of und

LPS People asked when I first started using the wooden pieces.ir pq\v\ﬁuv
How did I get the idea? Well, for a month I said I wish I knew.

I don't know where it came from. Then I was looking through
soméfollages, and found that I'd translated a pencil line

1'd been using for 20 years into the wooden piece. K.
fron uhere~tr~eana from. I/1 yeference 1o your three d,mensmna)
Je A8 o Hhe piinTing en aLreddy bl aThie dhmensonal atySleher,

IPS: Leon you haven't answered my question, YeEcEmmmmme b
translate@ a pencil line into a wooden line

e il
EEEE——ce. . 13 N NS Ay o Pt deil e

e

or ©
LPS: It's not a device! Would you call a right-angle -and-a sz
curve a device.... ! <

R
)_(’4\7

W

NG

JC: Everything's a device of course. Somg wom_é«m ck\'k “

\

4
\ ¢

S

\ ~ r—wes . 11
LPS when the pencil line: <A@ unconscious, translated wemg, |
into the wooden piece, I didn't recognise itS)SOUICE

WR: okay, I'm not going to tell you it works

e han 5
And I'm not.oing, to tell you whether it doesn't work.
can I do about your appreciation.’

I have nothin
that.

If you gan't see it works then you-canit-see..]

Jc: orry Leon, the unhappiest hybrid for me is the painting
and retief. (7t pha ofd [heatricalidy préblow Micve] Fred
aW®) Taihd b M'qs, (3 P

0

Latca it BaTr ) TR
He inoiilo thesane patain

romuasd 13 b b rraem oo tywon g cord o rtS ™

N
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Curiousity orompted my cquestion why after a lifetime of flat
paintins. s

LPS : Listen my dear man any painting is a relief in that seri,j
Tz

o‘m“k to you about it, if you don't see

1t . you don't see it. Doesn't anger me you can't see it. Thoygh® There

have been grea, Su’sr.or)ans, curators, and young people - 8117
L ked
and they Wi Abbut/aUU\pf_those. But you don't understand.?
Now, come James 0

JC: I'm sure I have gaps in my understanding.

LPS: Well, it's up to you to do something about it. If you're
interested enough you'll find out for yourself ( laughs)

JC: What makes a good painting for you then? What's a good
Leon Polk Smith? Do you reject paintings? What criteria?elo yH

LPS: 1f I have strong feelings that it works well I keep it,
if not I dstroy it. And in my lifetime I think I have only
destroyed fifteen or twenty paintings,in my—life: And in the
last thirty or forty years I don't think I've destroyed any..

JC: What about the relationship between drawing and painting?
Do you draw for paintings?

LPS: No! I have lots of drawings, lots of collages ( my coll-
ages are not so well-known, first done in 1939, and have done
collages every year since - and collages are a different world
from painting, and I never did a painting from a colllage)
And I don’t do paintings from drawings. Usually the drawing
I do on the canvas is the original. Now after I do 4 painting
I may do variations on that in drawings but the drawings are
more apt to follow the paintings.




[ didn’t like the black wood. I loved vour rew prints
ay. darvellous!

LPS: "Aren't they bEEUCqul I'm not talking about my work,
I'm talking about the printer from FrelBrel . .

JC: uhat about delegation? At the age of Bl - in remarkable
condition I should say - I note the trampoline in your
s:ud;o\/and your strong interest in nuatrition - are you doing

all your paintings yourself...?
LPS: Nobody in this world, nor out of this world has done a
painting for me! I've dome all of them myself. Bob Stretches

the canvas, he does everything, but he doesn’t do my painting..

JC : He makes a good pot of tea as well. But he doesn't actually
apply the color or anything like that. Do you size the canvas
yourself. .

LPS: No I never sized a canvas in my life.

JC You always painted in oils?

LPS: Where did you get this information?

DI

JC: From your Five Decades show at De Laurenti. Am I wrong?
LPS: Yes, you're wrong.

JC: I'm sorry I assumed they were all oil. Most were..

LPS There was a time when I stopped painting in oil. Well,
in the late 60's I did a few painting in acrylics and I liked

the results . In fact I actly the same
sults n fac use ex: ¥e ‘ﬁbvﬂ (}Wé
BéttReddatbprempbring Hiuan today I can't tell them-apart exc

by T Can by ‘//Lc date .
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LPS: Anyhow ['m talking more about the eye than the nose (muqm}
I'm talking about the look.

JC You don g agree with a contemporary artist Sandro Chia that
he e usef acrylic because it leaves no rich history
of the mark underneath, whereas oil does?

LPS : My kind of painting has nothing to do with that! I don't

gare about how other veople think!.

I do care. but I don't arrive at my richness in his manner...

JC: Mondrian surfaces were very rich' weren't they? Every block

of color ~

twitching with rich paint..
LPS: I've always used the very finest art materials; even when
I didn’t know where the next meal was coming from. A loaf of
bread, a qiek&®of milk for a few days. but I'd save my money
to buy good art materials. The best I can get.! And to this
day I've used pigment the way it comes from the tube or the
jar. wWhen I was using oils I used only Winsor and Newton. Today
I still have maybe a thousand dollars worth of Winsor and Newton
oils..nthich 7 don'} wne -

JC: Does Bob mix them for you..

LPS: I told you I paint directly from the tube - or the jar.
And now you ask me if I mix them or Bob mixes them. Nobody
mixes them!

wn AsSTmd  whon Said you-
JC I didn't -heasyou say you,painted directly from the tube,
I'm scrr)‘./,v

LPS: Tubes or jars I said. I use purest pigment the way it
comes from the tube or the jar! And I don't mix them neither
does anyone else mix them for me...

JC what I meant Leon was with jars of color. people mix medium
with them and some artist use electrical paint mixeryto exped-

edite the process,




.
don't dony:

(DS | mmwst paint with a sponge or roller, | Gk need
that. Sponges, rollers - or Swewr feet - I don't care to use.lhsm

t <l Tumghd)

JC: I'm only asking ( laughing)
only )
LeS: And I'm felling, You don't Like my answer’

JC: You're hammering me with these aggresive respcnsesAI

i’} ams '
LPS: These are aggresive quest ons’. Like begets like e

JC: I'm fascinated by every aspect of the artworld. You. your
_ ;

life, your philosophy, the way you paint.” I'm prodding you

to reveal a W@ more/..

LPS: You don't like what I'm saying.

2.
JC: T love what you're saying..

%)
LPS: Then what ae you complaining about.'a.

JC: I'm not complaining, I'm just finding it a bit hard going
Leon., To continue the joust. Do you care where your paintings o

i ABG\R CIHEOrd_Styllwas supposed. tod/ea e

1PS: mizink Pyone who said it doesn't matter would be a i
a3 Mver®Say it doesn't matter. Every artist would like

his work to be where the greatest number who appreciate that

work would see it.

Aénagelv, U\s3K_Shark Ane

g Ak over the/Lbes muam\wk@gm

ate-6rs i




JC: Couple more questions and finito. Being in Manhattan, in
a new Yuppy world of the wealthy and the reactionary? Are you

threatened dhg s’

LPS: {Offects me not at all. I've been in New York since
1936 jand loved New York immediately. I felt at home here! As
1 did in Oklahoma. I feel at home wherever I go, so far

I know New York City's is the only city I can live

in the country.

nature/. .

"nature”

LPS: AsEaSEwe flnimals, birds, insects, trees. flowers, and

shrubs. Everything you find in the country.

JC: One final question,a little indiscrete but forgive me, I
have to ask? Last one! You live with a man, who is your assist-
ant a- the charming Bob, tea-maker extraordinaire - working
for you. Do you think members of minorities - and we are all
members of a very differ"t minorities have any more particular

sensitivity than those who are not” Do™ rou—think—bhis—heipe
1 sy

prolong over a life-time the kind of semsitivity you have.
What about the skvewesEve—TERSEENCT——tbe fanilyEr W
children for example?.

LPS: Well, I have nothing against that question whatsocever
——

[everyone is in a minority. I'm trying to think how I feel about
family. I grew up in a large family, nine children. Father
and mother made eleven, I never felt I needed family after

that. And ALnkpowof /very.few/Creative_people-who are-gagd family
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LPS: -&ggffects me not at all. I've been in New York since
1936 jand loved New York immediately. I felt at home here! As
I did in Oklahoma. I feel at home wherever I go, so far as
I know New York City's is the only city I can

in the country.

nature/. .

IC: Bouriarertoerste i dhasiponn . . . What do you mean

"nature” ?
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children for example?.

-

LPS: Well, I have nothing against that question whatsoever
e E——;

[everyone is in a minority. I'm trying to think how I feel about
family. I grew up in a large family, nine children. Father
and mother made eleven, I never felt I needed family after
that. And—I_know-eof—very—few-ereative—people.who are good-family




Waphe Ut a1l the artist family people I Know,I can count the
Successtul ones. on very few fingers. Milton Avery was one.
He and his wife Sally were both painters, and they’6ne child
and she uae a painter. At one time we were very close friends.
and all three of them would be painting, each at an easel
And the Avery family uas a very successful family

JC: Vou've chosen then to live alone - or familyless - bememse
o your work Wi vour family? ITEEEIESeree.

LPS: I didn't want another family, I'd grown out of one and
I never felt the need for another. I felt another family would
keep me from doing what I wanted to do creatively in life

JC: Very touching.e And a really last question about age. You're

81 - and I don't believe it - and a man who is a living example
ol e S, L T

an "advanced age. How do you feel as 4h artist at 81 about the

present, and the future?

MWD

&
LPS: I feel the same as 31, 41, 51._61. 71!And about the bearin-

jind_che body. If you stop using SiRatdt don't give
Faal

n”groper nguzishment - the-same. y
And that's

THEy i Starts detiorating IeeS el

about all I want to saye

—
W POLK
f § o Callns il LB
In /l(/fy)/j‘f G SMIH
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