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A REVIEW OF MY WORK SINCE 1961
Roy Lichtenstein

In this slide presentation I hope to point out some of the progression of ideas
in my work; and show how one thing lead to another, if one thing did, indeed, lead
to another. Also I'd like to tell you of some of the meanings I intend to convey.

In 1960 and 1961 I was working on abstract expressionist paintings using
Mlckey Mouse and Donald Duck and other cartoon figures as subject.

ThlS drawing, which is done earlier than my 1960 and 1961 paintings, is
similar to these paintings. It is a rendition of Donald Duck and it shows the degree
of abstraction I was working in. The reason I'm showing these drawings rather
than a painting is because the paintings I did in this style no longer exist.

In order to make the Donald Duck and Mickey Mouse paintings, I referred to
cartoons, little comic images, so I would have some idea of how Donald Duck and
Mickey Mouse might look. It occurred to me one day to do something that would
appear to be just the same as a comic book illustration without employing the then
current symbols of art: the thick and thin paint, the calligraphic line and all that
had become the hallmark of painting in the 40’s and 50’s. I would make marks that
would rgmind one of a real comic strip.

This is the first Pop painting I did in 1961 called “Look Mickey,” and of
course I realized that this was a marked change from prevailing taste, because,
although almost anything seemed to be fair subject matter for art, (there was a
feeling that art could be made from almost any idea), commercial art and
particularly cartooning were not considered to be one of those possibilities. 1
adopted the idea of simulated cartoon printing just to try out the idea. I hung this
work up in my studio to think about it, but I was unable to go back to abstraction,
which had been my intention, because this cartoon painting just seemed too
demanding. [ understood some of the ramifications of these new cartoon paintings.
I realized afterwards there were many influences on these paintings: the work of
Happening people like Claes Oldenburg, Jim Dine and Allan Kaprow. In these
artists’ works there were American advertising and commercial objects and they
were trying to escape the influence of cubism. There were still the remnants of
expressionism in their work but there was a tendency toward American or
vernacular commercial representations of objects. There are many other influ-
ences in my work, Stuart Davis, an American artist of the 1920’s, 30’s and 40’s,
who worked in Paris and was a Cubist. His cubism incorporated gas station signs
and other non-Parisian and definitely American subjects. There were many
examples of artists working with vernacular subjects. There was also the use of
common objects in cubism, like theater tickets, wallpaper and newspapers, real or
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simulated, in cubist works. There was the use of cut out lips from a magazine in
a de Kooning woman painting. There were the famous Jasper Johns “Flag”
paintings, and Robert Rauschenburg’s use of Coke Bottles.

Then I understood that I was creating a style that mimicked a particular kind
of commercial art, particularly those used in cartoons. Much of the way a cartoon
is drawn had to do with the mechanics of reproduction. The black lines hid the
difficulty printers had in registering different colors, which were printed one after
the other. The use of dots to produce half tones or 50% red or 50% blue, changed
what is in art an aesthetic problem into a seemingly insensitive mathematical
problem. So if somehow [ could produce a work that had a unity of both drawing
and tonality, but was done in a style which signaled the exact opposite of that, it
would be just what 1 was looking for. .

Thls painting of Popeye hitting Bluto used, beside the obvious cartoon
elements, certain symbols for being hit, or seeing stars, or the movement of the
arm. These signs for movement, which do not exist in nature, were of great
interest to me. This relates to the way the Futurists would have portrayed motion.
There are certain marks, like these, that I am fond of using because they have no
basis in reallty, only in ideas.

I tried to cover as many subjects as I could, so I did war comics and love
comics a?,d single objects.

There were many reasons for covering all this territory, but I was interested
in using highly charged material, like men at war and love comics, (highly
emotional subjects) in a very removed, technical, almost engineering drawing
style. Ct?);mic books, themselves, are done this way.

I made several diptychs. It is a form reminiscent of religious paintings and of
course these paintings are anything but religious.

Thls painting shows an emotional quarrel between two people. When this
single frame of an ongoing story is isolated, and made into a painting, it exhibits
a kind of absurdity that is not often found in painting. I relished this opportunity
to portr%y subjects never before used in serious painting.

What | was painting wasn’t only from comic books, but was taken from any
simply drawn commercial advertising, where the means of reproducing it were
highly limited. I was attracted to things printed on cardboard boxes or other
material difficult to print on. It interested me if the original was done very small,
so that when it was enlarged, it was crude. I wanted it to look not very skillful,
and to have the colors be as simple as possible. At this time 1 think I was only
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1) Donald Duck, 1958
207X 26" ink on paper

~ M ‘ —
3)Look Mickey, 1961 42”<56” oil on canvas

5)Blam!, 1962 68" 80” oil on canvas
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2)Mickey Mouse, 1958
21 1/8”%19 1/8” ink on paper

6) Bratatat, 1962
46" % 34" oil on canvas
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using black and white, and yellow, red, blue and sometimes green. The dots
became more and more perfected. You will see them become larger as things go
on and I develop different means of painting the dots.

“G()llﬂfI Ball,” a painting of a single object, is intended to remind one of a
Mondrian “Plus and Minus™ painting. A single abject unrelated to any ground was
probably the antithesis of what was thought of as having art meaning. If vou think
of theses marks as a “Golf Ball,” you have formed this object in your mind. My
emphasis was in forming the relationship of mark-to-mark.

']‘helﬁ I was interested in doing works where the painting itself can be thought
of as an object; where the size and shape of the subject and the size and shape of
the painting are the same. This phenomenon happens in various stages of my work
where the subject of the painting is rectangular and occupies the entire canvas, so
you can consider the painting to be an object. This was being done in the abstract
painting of other artists as well, and in shaped canvas paintings, where the shape
was not rectangular, like certain Frank Stella paintings of the period, where the
canvases were filled with concentric bands of color.

I also started to use the work of modern masters as subject matter. This is
Picasso's “Woman with Flowered Hat,” 1963. Instead of using subject matter that
was considered vernacular, or everyday, I used subject matter that was celebrated
as art. What [ wanted to express wasn’t that Picasso was known and therefore
common place. Nobody thought of Picasso as common, What I am painting is a
kind of Picasso done the way a cartoonist might do it, or the way it might be
described to you, so it loses the subtleties of the Picasso, but it takes on other
characteristics: the Picasso is converted to my psuedo-cartoon style and takes on
a character of its own. Artists have often converted the work of other artists to
their own style.

\ ls‘iarted landscapes somewhat after the cartoons in 1964, overlapping in time
with the last figurative cartoon I did. The landscapes [ started doing were taken
from the backgrounds of cartoons. Peripheral cartoon imagery also produced still
lifes, ciﬁyscapes and interiors.

I also used a material called Rowlox, which is a trade name for a lenticular
plastic, that has the characteristic that as you move it seems to move; and these
pieces of plastic seemed perfect for sky and water, which seemed to move or
change their appearance constantly as vou look at them. It seemed to be the
perfect quotidian way of producing the appearance of a landscape that seemed, on
one hand, to be more real because it moved, but obviously less real because you
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7) Eddie Diptych, 1962

44" % 52" bil on canvas

9) Turkey, 1961
26" % 30" oil on canvas
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11)Composition I, 1964
68" % 56" magna on canvas
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10) Golf Ball, 1962
32" % 32" oil on canvas

12) Woman with Flowered Hat,
1963 50" > 40” magna on can
vas
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knew it was made of a material that produced this particular trick.

In l1@(35 [ started to do brushstroke paintings. The first brushstroke painting
came from a cartoon of a man painting a fence. The cartoon in the comic book
depicted a hand, a paint brush and paint strokes on a fence. [ did a painting from
that and then decided to leave the hand and brush out of subsequent paintings and
to focus on the brushstroke, because brushstrokes have such an important history
in art. Brushstrokes are almost a symbol of art. These brushstroke paintings also
resembled Abstract Expressionism.

Of g‘ourse visible brushstrokes in a painting convey a sense of grand gesture.
But, in my hands, the brushstroke becomes a depiction of a grand gesture. So the
contradiction between what I'm portrayving and how I am portraying it is in sharp
contrast. The brushstroke became very important for my work. [ later did still
lifes, portraits and landscapes using cartoon brushstrokes, sometimes using a
combination of cartoon and real brushstrokes. The brushstroke is also a favorite
theme of my sculptures.

In Jléﬁ? I did a group of works based on Art Deco. I did sculptures of this
theme at the same time. Art Deco was somewhat prevalent in architecture and
home decoration during my childhood in the 20’s and 30’s. But I think people were
more familiar with it through elegant apartments portrayed in Hollywood movies
than they were in their own surroundings. There were some Art Deco buildings in
New York City. It might be known to people more through magazine reproduc-
tion. Very few people except for very stylish and rich people lived in Art Deco
environments, so I don’t think it had an enormous influence. It looked a little like
Cubism for the home to me. [ saw in it a too rational quality that had an absurd
twist. In my mind, the point of Cubism and even art seem to be somewhat at odds
with the kind of geometric logic of Art Deco, which seemed too easily to fit the
instruments, the T-squares and compasses, of the designers and architects, and
seemed to belie what cubism was really about.

Thesl,z are four separate canvases that fit together. Each of the four are pretty
much the same; but I loved the problem of trying to make four almost identical
paintings into one painting. | remember that repeated design was a school art
project I had in the 3rd or 4th grade, which related well to the Art Deco-like work
I was doing in 1970. I did a number of these paintings. The problem of whether
these works represent one painting or four paintings is largely a semantic prob-
lem. This situation is pretty much the same in the up-coming paintings series.

Th]isg 1s another example of a painting that also becomes an object. This is a
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13) Sunset, 1964
20" %24” oil & magna on canvas

15) Big Painting IV, 1965
92 1/2" % 129" oil & magna on canvas

(MR
17) Modern Painting with Clef, 1967
100" > 100”3 panels) oil & magna on canvas
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14) Seascape, 1964
16" % 22" plastic & magna

O h—

16) Brushstrokes, 1965
68" % B0" oil & magna on canvas

18) Modular Painting with
Four Panels; 1970
54" %547 oil & magna on can-
vas
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19)Stretcher Frame, 1968

307307 oil & magna on 20) Mirrror 11, 1971
canvas 72" % 36" oil & magna on
canvas

22)8till Life with Goldfish, 1972
52" % 42" 0il & magna on
canvas

96" % 72" oil & magna on
canvas

23)Cape Cod Still Life, 1973 24)Studio Wall, 1973
60" %< 74" oil & magna on canvas 60" < 74" oil & magna on canvas
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portrayal of the back of a canvas showing the stretcher frame and the canvas
from the back. Of course this would have to come out to be the size and shape of
a painting. It's a humorous answer to a shaped canvas paintings of Abstract
artists of the 1960’s. [ did a number of canvas-backs in various sizes. The
canvas-back series are related to my trompe-1'oeil works. Because of their cartoon
style they don't fool anyone into thinking they are real. | go on with that trompe-
I'oeil idea later. They are meant to be a cartoon of a familiar genre that is
supposed to fool the eye into thinking the painting’s subject matter real.

Anothf;ii example of the painting becoming a thing. This painting depicts a
mirror. I got the idea for mirror paintings from mirror sales catalogues, where
most of the work was done in air-brush. There is really no convincing way to
portray a mirror, because a mirror simply reflects what's in front of it. Cartoon-
ists have used diagonal lines and slash marks to tell us they are rendering a mirror
and we have come to accept these symbols. Making a painting that is also an
object bridges, somewhat, the gap between painting and sculpture. I did a series
of “mirrors” around 1970. Many times | photographed a magnifying mirror
because a magnifying mirror, when it’s out of focus, produces abstract shadows
and shapes which gave me ideas for the mirror paintings. I am using graduated dot
as you can see, maybe for the first time, in these works.

I--]ereh'lsl a four panel mirror that has many of the characteristics of the oval
mirror. | tried to vary the panels to represent reflections of various things and to
make a kind of geometric painting; one that could possibly be thought of as a
mirror and to continue the idea of the painting as an object. This painting, in my
mind, relates to minimal art and might remind one of an Ellsworth Kelly painting.

I als:; did a group of still lifes, in the early 70's. This still life has a Matisse
fish bowl and it has my “Golf Ball” painting which I did in 1961. There are some
Matissg leaves and lemons and grapefruit.

Th_ijaja is “Cape Cod Still Life,” which is painted after a certain genre that
Americans paint in Maine, Vermont and out on Cape Cod, where the still lifes
contain local boating and fishing materials like fish net, rope, lobsters, starfish
and seagulls. There are most likely thousands of these paintings being done in a
somewhat expressionist or abstract style. It is almost a school of its own. They
are often influenced by Picasso and Cubism. I'm interested in commenting on this
school of painting which is so well intentioned and endearing but obvious and
highly i;l}ﬂuenced.

This is one of the trompe-I'eoil painting that I alluded to earlier. Artists like
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William Harnett and John F. Peto are Americans who have done paintings, in this
genre, of fairly two-dimensional subjects on flat walls. The paintings are extreme-
ly realistic looking and you get the feeling that you could really touch the objects
in the painting and that they would be real, therefore the name trompe-I'eoil. Of
course my paintings wouldn’t fool anyone. These are supposed to represent real
horseshoes and some paint brushes hanging from the wall, and bits of a Leger
reproduction, a playing card and some other objects. A little fly and a nail were
hallmarks of the trompe-'eoil school.

In 1974 [ did a series of four large, about 8 % 10°, paintings of interiors of
artists studios. They were inspired by Matisse's paintings of his studio and this
one features the Matisse philodendron, the Moroccan pitcher and various other
“Matissian” objects. But some objects are from my earlier work. There is a
Europeanized Moroccan dancer which is part Matisse and part cartoon. There is
also one of my entablature paintings and an explosion, which I had done both as
a painting and as a wall relief in porcelain enamel on steel. A kind of Matisse idea
of the artist’s hand drawing on the picture is at the lower right hand. And some
other works of mine are on the right hand side above the hand. The Moroccan
dancer is the nearest thing | had come to painting a nude or even a full figure until
recently

Thls is another example of artist’s studio, this one includes “Look Mickey,”
my first pop painting. There is a mirror painting on the left and a Matisse
sculpture-stand with a telephone. The telephone refers to an earlier painting of
mine. Also included is a back of the canvas painting of mine, a couch which I did
as a drawing in 1961, a painting that only contains a balloon and words, and a still
life. T like the idea of including in my paintings renditions of earlier paintings of
mine because they are really identical or could be identical with the original
paintings. In other words this “Look Mickey” is no different from my original
“Look Mickey.” Most painters, when they depict their own earlier works in their
new paintings, as Matisse did, minimize the clarity of these depicted works
through modulation (which is read as atmosphere) and simplification to gives you
a sense that you are at a distance from the work. By painting these paintings
within paintings just the way they were painted originally, there’s no apparent
difference between the painting in the room and the painting itself, and that is
something that interests me. These Artist’s Studio paintings have, as vou shall see,
an mfluence on my later interior paintings.

AnoLher off-shoot of Cubism was Futurism, and I did work of Futurist art-
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ists such as Carlo Carra’, Gino Severini and Giacomo Balla. This is “Eclipse of
the Sm%:" which is a graphic representation of an eclipse, from Giacomo Balla.

This painting was done from the “Red Horseman” by Carlo Carra’ done in
1913, which was a little gauche. Mine is a fairly large painting, it symbolizes the
sense of motion that effects the Cubism in futurism. But I think of futurism as
using Cubism for some other purposes. I feel the same way about art deco or
purism or vorticism. They all seemed to be using a very important idea (an
important perceptual change) for something a bit more trivial, only because the
possibility was there to use it that way. Futurism does show motion, but it does
not show motion very well, painting is not a time art. But I am interested in the
quirky results of those derivatives of Cubism and like to push this quirkiness
further toward the absurd. I am also interested in the relationship between
depxctlon s of movement in Futurism and in comic-strips.

The entablature series was done from 1971 to 1976. I started with black and
white, very long entablatures, and progressed into these entablatures that have
some color and metallic and textural fields in them. Once again these paintings
can be seen as objects, (rather than a picture with an object in it) in that the
entablature itself constitutes the whole painting. This series can also be seen to
represent, in a humorous way, the establishment. By establishment I mean that the
reference in these entablature paintings was to the Greco-Roman tradition, which
perme%es our art and culture.

The entablatures represent my response to Minimalism and the art of Donald
Judd and Kenneth Noland. It's my way of saying that the Greeks did repeated
motifs very early on, and I am showing, in a humorous way, that Minimalism has
a long history. In almost all these works there is a light source coming from the
upper right and causing shadows on the lower left of everything, it is just a
convention that I put into each painting for no particular reason, except that this
uniformity would seem uncreative. My sources were photographs I took of
Neo-classical buildings on Wall Street, and my use of the order in which Greek
key, and other repeated themes, is capricious and has little to do with real
entablatures. It was essentially a way of making a Minimalist painting that has a
classical reference.

Along with other still lifes, I did a series of paintings which I call office
furniture still lifes which comes from ads for office equipment. File folders, metal
chairs, mechanical lamps and all kinds of uninteresting objects rendered in a
mechanical uninteresting way were the subjects of these still lifes. [ used a slightly
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25) Artist’s Studio with Model, 1974

26) Artist’s Studio Look Mickey, 1973
967 % 128" oil & magna on canvas

96" % 128" oil & magna on canvas
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27) Eclipse of the Sun 11, 1975

70" % 54" oil & magna on
canvas

28) The Red Horseman, 1974
84" 112" 0il & magna on canvas

20) Entablature, 1975
60" 80" oil & magna on canvas

30) Entablature, 1974
60" 90" il & magna on canvas
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different color pallet. I used grays and a different blue than my usual ultramarine.
I tried to make the colors as uninteresting as the objects. Of course, I wanted the
painting to be interesting in it’s uninterestingness.

In %tark contrast to the office still lifes were the surrealist paintings which
were done in late 1976 to 1979. They were of no particular surrealist, just surreal-
ism in general. I took certain elements from paintings I had done in the past, a
man’s suit, shirt and tie from a dry-cleaning ad and the brushstroke, here heing
used as a cloud in the sky. I used parts of cartoon heads and hair, a little part of
an Alexander Calder scribble, which are those oval marks in the left. The beach
ball is from Picasso’s surrealist period mixed with my “Girl with Beach Ball” and
a mirror head on the man in the upper right, which is like a self portrait I did in
1976. I used a flowing line to make a torso with holes through it like a slice
through a Henry Moore sculpture. [ used a mixture of improbable elements, (there
is even a early imperfect painting and a Greek column in this work), to give the
feeling of a surrealist work.

ThlS is another example of a surrealist work. It is in much the same spirit as
“Reclining Nude,” the suit jacket at the left seems to have nothing in it, but then
it has a wooden head coming out it. There appears to be a picture of Swiss cheese
to the left of the wooden head. I did my first depiction of Swiss cheese in 1961.
Swiss cheese, the way I draw it, always reminds me of Jean Arp paintings or wall
reliefs. A very stylized cartoon head occupies the upper center, and there is a dark
figure in the middle of the right hand side of the picture, which is somewhat like
the “Reclining Nude.” The zig zag triangles in the middle of the bottom of the
painting later become imperfect paintings, a series that I will show you soon.
There is a metal folding chair from the office furniture still lifes series. These
works are something like the Artist’s Studio paintings in that they are large
composatlons which include various images from various periods.

ThlS is another surrealist painting, “Stepping Out, 1978, in which [ have
mirror face with female eyes, mouth and hair and a Leger figure on the right, but
they look as though they're are dressed to go somewhere, so it’s called “Stepping
Out.”

Thé;‘ll I turned to Indian Surrealism, probably under the influence of Max
Ernst who did some Surrealist work that was related to the American west, and
featured certain Native American themes. I did a series in the 1950’s which use
Native American designs to make figures. These early paintings of mine were
more expressionist in character. In these paintings I used the patterns from Indian
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31) Still Life with Lamp, 1976 32) Reclining Nud.& H—WT
54" X 74" oil & magna on canvas

84" % 120" oil & magna on canvas

33) Razzmatazz, 1978

96" X 128" oil & magna on canvas 34)Stepping Out, 1978

86" %< 70" oil & magna on
canvas
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36)Two Figures with Teepee,
1979 707 %60” oil & magna on
canvas

D
847 120" oil & magna on canvas
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blankets or pottery to represent figures of some kind. There is a figure on the left
side and another on the right. In the middle there are two facing heads which are
symmetrical and seem to have a mouth in the middle and eyes on either side. One
is made of wood which is becoming one of my favorite textures along with
diagonals and dots.

Another example of a painting made from Indian motifs. Of course, there
were many tribes and many different kinds of Indian designs of native Americans
who had little contact with one another. These designs and motifs are all piled into
one painting because they remind one of the concept of Native American work.
There’s a teepee shape, a braided rope which makes a figure if you think of the
lozenge shape at the top as a head or as an eye. There is this other figure on the
left side which appears to be essential made of wood and has a square eye. Most
of these use Native American designs from pottery or weaving to make figures
and objegts not usually portrayed in this manner.

I was doing Native American themes in prints using woodcut, and while
doing this, it occurred to me that I should really be making German Expressionist
work in woodcut. So after that I started a series of paintings and prints illustrat-
ing my conception of German Expressionist painting. I wanted the paintings to
have a woodcut look. I was trying to get the severity and the sharp angles of
German Expressionism. And I used diagonals lines in half-tone areas instead of
dots, jun%t because they seem harder.

This is an impression of a German Expressionist Landscape done in the same
angular somewhat cubist mode.

In doing the German Expressionist work, I thought one of the things my
paintings lacked were brushstrokes. [ thought brushstrokes to be a hallmark of
German expressionism, though there was a heavy Cubist influence as well. Then
I started various paintings using cartoon brushstrokes, only this time to portray
objects. In this work I am using cartoon brushstrokes to portray apples and
surruundmg areas.

Th1<; is called “Woman,” from a de Kooning “Woman” in which de Kooning
used brushstrokes to portray a woman; really to make a painting, but his subject
matter excuse was a woman. I'm doing the same thing. The fact that these are not
really brushstrokes changes the situation and it says something entirely different
from what de Kooning was doing. These are laboriously made brushstrokes, and
have none of the spontaneity of a de Kooning painting. Mine is a depiction of
spontaneity.
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1980 847> 120" oil & magna on canvas

60" = 50" oil & magna on
canvas

39)Two Red and Yellow Apples, 1981

247 %247 oil & magna on canvas

40)Woman, 1981
70" % 50" 0il & magna on
canvas

41) Paintings: Mirror, 1984 42) Paintings: Picasso Head, 1984
70" % B6” oil & magna on canvas 64" % 70" oil & magna on
canvas
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38) Landscape with Figures and Rainbow,
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41
Then I went into a group of paintings called “Paintings” series, where 1

apparently portray parts of two or more paintings and put them together to make
one painting. In this series 1 usually painted two stylistically different works. In
this case, the painting on the right is a series of mirrors and the painting on the
lelt is & pure abstraction. I enjoy the paradox of seemingly painting two paintings
while O!?Vil)l]S]}' painting one.

Th‘i_sl is another example of two paintings, there's a painting on the left which
is from a Picasso drawing and it’s in a bit of a landscape. There are clouds on the
top, and a kind of sky and sand. A picture-frame of the other painting is a vertical
element near the center of the painting and on the right side you have part of an
expressi’(()‘nist abstraction made of real and cartoon brushstrokes.

Then I did a series of landscapes and seascapes, again using real and cartoon
brushstrokes to describe nature; but more importantly to describe art. In this case
I portrayed a sunrise over water.

Th{i{s; painting is called “Mountain Village.” It is a landscape, again portrayed
in both real and cartoon brushstrokes. I did a series of prints and quite a long
series of paintings using both kinds of brushstrokes.

il

Thji;; is “Laocoon,” which is a fairly large canvas, done from a well-known
sculpture from the Vatican collection in Rome. It shows Laocoon and his two sons
being attacked by a serpent. I thought that all the curvilinear movement of the
sculpt}';”re seemed to be in character with the brushstrokes I was using.

We had hints before of what now became the Imperfect Paintings. I did both
Perfect Paintings and Imperfect Paintings. In the Imperfect Paintings the line
goes out beyond the rectangle of the painting, as though I missed the edges
somehow. In the Perfect Paintings the line stops at the edge. The idea is that you
can start with the line anywhere, and follow the line along, and draw all the shapes
in the painting and return to the beginning. I was interested in this idea because
it seemed to be the most meaningless way to make an abstraction. It is another
way to make a painting that is a thing. It is also a play on shaped canvases, a
familiar genre of the 1960’s.

Ih‘lq is a collage for my painting the “Bauhaus Stairway,” after Oskar
Schlemmer. His painting was done in 1932. Some of the figures in my work are
from his costume designs for staged performances that he did in the 30’s; and some
of the figures are similar to figures in his painting. I did a couple of versions of
this work, one for a large painting, and one for a mural (27 feet X 18 feet) high,
which is at the Creative Artist Agency in Los Angeles, California. This was an
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idea that was fairly out of the context of the work I was doing at this time; but
[ had a very strong urge to follow through with this subject.

Aﬂ:er this I did a series of paintings called Reflections. It started when I tried
to photograph a print by Robert Rauschenberg, which was under glass. But the
light from a window reflected on the surface of the glass and prevented me from
taking a good picture of it. But it gave me the idea of photographing fairly
well-known works under glass, where the reflections would hide most of the work;
but you could still make out what the subject was. Well, I tried to do a few
photographs in this manner; but I am not much of photographer. Later the idea
occurred to me to do the same idea in painting; and [ started this series of
Reflections on various early works of mine. This is one of Wonder Woman, a
worked that I wished I had done earlier. It portrays a painting under glass. It is
framed and the glass is preventing you from seeing the painting. Of course the
reflections are just an excuse to make an abstract work, with the cartoon image
being supposedly partly hidden by the reflections.

Another example of Reflections. It is of “Dagwood,” a well know cartoon
figure i in the United States.

The subject of this reflections painting is a Picasso of 1932, that’s in the
collection of the museum of Modern Art in New York. I decided to use this work
just because I love the painting and because, as in all these works | thought I could
make an mterestmg and different work from it.

After the reflections, I did a series of Interiors which were large paintings,
1015 feet more or less. These come partly from my earlier series of “Artist's
Studio” paintings from 1973. Many of the layouts for the Interiors come from
advertisements in the vellow pages of the telephone book, and similar sources.
This painting features a Hans Holbein portrait of Henry the VIII. The idea really
came from Jasper Johns who did his version of the Holbein. There’s an Yves Klein
sponge sculpture which was done by impressing a sponge dipped in paint on the
painting. There is the “Discobolos,” the disc thrower, leaving the painting on the
upper right; a very unlikely group of things for the same collector to collect,
particularly with the painting of the armchair, lamp and table. These interior
paintings, when viewed in real life, because of their size, give vou the feeling that
you mlght be able to walk into the painting;

On the other hand, the painting is so artificial in style that you know its
impossible. 1 think this is the reason one feels strange standing in front of the
actual work.
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43)Sunrise, 1984
36" %50 oil & magna on canvas

45) Laocoon, 1988
120" x 102" oil & magna on
canvas

way:Large Version, 1988
53 1/4" X 36" oil & magna on
canvas
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44) Mountain Village, 1985
108" 168" oil & magna on canvas
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46) Imperfect Painting, 1986
83" %74 oil & magna on
canvas
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18) Reflections:Wonder Woman, 1989
48" % 67" oil & magna on canvas
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19) Reflections: Yoo Hoo, 1989
637 % 86" oil & magna on canvas

i

51 Interior with Yves Klein Sculpture, 1691
1207170 1/47 0il & magna on canvas
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50) Reflections on Interior with Girl Drawing,
1990 757 = 108" oil & magna on canvas

52) Leo Castelli & Roy Lichtenstein in front of
Interior with Yves Klein Sculpture, 199]

Commemorative Lecutures

53)
This was done after a postcard of the famous Van Gogh, “The Artist’s Room

at Arles,” 1888-80. I've cleaned his room up a little bit for him; and he'll be very
happy when he gets home form the hospital to see that I've straightened his shirts
and bought some new furniture. Mine is a rather large painting and his is rather
small (29" x36"). His is much better, but mine is much bigger. Of course my work
is an entirely different endeavor. This is the only interior [ have done from
another painting. I think the contrast between my intention and Van Gogh's is so
enormous that there is humor in that difference. [ think my principal interest is
the extreme difference in style. Where Van Gogh and his Post-Impressionist
influence is so emotional, and feverish, and spontaneous; while my work is so
planned and premeditated, and painfully worked out. To translate an artists work
into a cartoon style says something. It seems to degrade the work by associating
it witl}“cheap reproduction.

But, from my point of view I am translating the Van Gogh into my style,
which imitates cheap reproduction. 1 think the process is not so far from Picasso’s
translations of Valesquez, where at the time they were done, Picasso's version
must l}sz,we been seen as debasing the master.

I enjoy doing work where the meaning of the subject outshines my simple
execution of the painting. I am thinking of works like “The Great Pyramids,”
1969, “Temple of Apollo,” 1964, the Monet “Rouen Cathedrals,” 1969, etc. The
“Oval Office” is one of these. The “Oval Office,” in Washington, D.C. where the
president sits, is a formidable center of power. This endows the painting with an
exaggerated sense of awe. This is another fairly large work(10 1/2x13 1/2 feet)
the image was started around the 1992 presidential election. It actually began as
a poster to raise funds for the candidates. Then it became a print for the same
purpose, later it became a painting. This sequence is in the reverse order of the
way I slr;l)sually do things.

I've been doing a series of Nudes both in paintings and printmaking, in which
['ve used a combination of light and shade and flat color areas. It is like a black
and white drawing only it is done in red and black to make the figure and some
surrounding things, then in certain areas I have put flat unmodulated color areas
that are decidedly inconsistent with the Chiaroscuro. This is a painting of nudes
that is supposed to echo “Girl with Beach Ball” that I did in 1961, but it's an
entirely different composition. Large areas of these paintings have dots, graduat-
ed in size, which represent Chiaroscuro. Other areas have unmodulated color. This
inconsistency is rarely seen in painting, but it is something I'm interested in
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55) Oval Office, 1973 56)Nudes with Beach Ball,
126" % 161" oil & magna on canvas 1994 118" 107" oil &

magna on canvas

: 4,
37) Beach Scene with Starfish, 1995
118" % 237 1/2” oil & magna on canvas
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exploring that is the art idea [ have in mind. Nudes are a new theme for me. I have

produced a few possible hints of nudes earlier; but I have never really done a
series.

57
This is one of my latest works. It refers to the group of small, Picasso,
surrealist paintings, “On the Beach” series done in 1928 at Ginard. The same mix

of areas of graduated dot size and unmodulated color is seen in this painting.
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