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INTRODUCTION 

Howard Warshaw was born August 14, 1920, in New York 

City, to Irving Warshaw, a garment manufacturer of modest 

means, and his wife, Anna Raphael Warshaw. The family 

environment was culturally rich, suffused with his father's 

love of music and his mother's enthusiasm for art. His 

early facility for and interest in art persisted, and by 

the time he was in high school, he was attending classes at 

the Pratt Art Institute. Following high school, he lived 

in a dormitory at Columbia University (shouldering a minimum 

class load) and devoted most of his time to classes at the 

National Academy of Design Art School and the Art Students 

League. 

At the Art Students League, he studied with Homer Boss 

(once a student of Robert Henri) and was especially moved 

by the history of graphic ideas propounded by Howard Trafton 

(a theme which would be amplified, in subsequent years, by 

the lectures of Rico Lebrun). During these years, Warshaw 

paid frequent visits to the galleries on Fifty-seventh 

Street and was especially impressed by the command of 

technique he recognized in the surrealist and necromantic 

paintings in the Julien Levy Gallery. 

Following the bombing of Pearl Harbor, Warshaw 

registered for the draft and then traveled to Southern 

vii 



California, where his parents had in the meantime settled. 

But, lacking binocular vision and sporting a trick knee, 

he was deferred from military duty. He spent the next 

few years working in the animation studios of Warner 

Brothers and Walt Disney. 

In the meantime, he began to show some of his own 

work at the James Vigeveno Gallery in Westwood. It was 

there that Vincent Price spotted his paintings and arranged 

for a meeting. Price subsequently slated a one-man show 

at the Little Gallery in Beverly Hills (which he ran with 

George MacReady); it was there that Warshaw met William 

Brice, a young artist with similar artistic concerns, with 

whom he was soon sharing a studio. 

The next few years, the latter half of the forties, 

afforded a series of important introductions as Warshaw 

crisscrossed back and forth between the coasts. Price's 

letter introduced Warshaw to Dorothy Miller of the Museum 

of Modern Art, who then introduced him to Julien Levy. 

Levy expressed immediate interest in the young artist's 

work, and within a year, he offered Warshaw a contract 

and mounted a modestly successful show in 1945. When he 

was then about to return to the West Coast, Levy penned 

letters of introduction to Eugene Berman and Rico Lebrun. 

These last two contacts were to be especially influential, 

both in terms of artistic direction and cultural environment. 
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Through Berman, Warshaw entered the circle of European 

emigres which included Christopher Isherwood, Aldous 

Huxley, and especially Igor Stravinsky. (Warshaw subse-

quently designed sets for John Houseman's production of 

Sartre's No Exit and also for an aborted performance of 

Stravinsky's Histoire du soldat.) 

During the late forties and early fifties, Warshaw 

was a junior member of a group (including Lebrun, Berman, 

and Brice) which exercised a definite hegemony over the 

Los Angeles artistic scene. Their canvases continually 

secured purchase prizes at the annual exhibitions of the 

Los Angeles County Museum of Art, and their teaching 

(Lebrun, Warshaw, and Brice were all on the faculty of the 

short-lived Jepson Art Institute) set the tone for a 

generation of young Los Angeles art students. Warshaw 

himself was heavily influenced by the work of Lebrun, who 

at that time was producing his Crucifixion series; this 

influence (coupled with a decisive viewing of a large 

reproduction of Picasso's Guernica one afternoon at the 

Frank Perls Gallery) inspired in Warshaw an art which 

aimed to meld baroque and cubist aspirations. 

It was only in 1950, however, during the period when 

he was invited to teach at the University of Iowa for one 

year, that Warshaw attained a real understanding of cubism. 

Relatively isolated in Iowa City, Warshaw pored through the 
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slide library and then undertook an intensive series of 

artistic experiments, simply using his own hand for a 

model. The resultant Hand series was as important as it 

was misunderstood. 

Returning to California in 1951, he was soon invited 

to join the art faculty at the fledgling University of 

California campus at Santa Barbara. What began as a trial 

appointment matured to an association of over twenty years; 

many of Warshaw1s most important friendships were forged 

with humanists in other disciplines. As a teacher, Warshaw 

transmitted his ongoing emphasis on the continuity of the 

traditions of Western art through employment of innovative 

pedagogical techniques, most recently experimenting with 

the possible uses of video tape in the teaching of artistic 

composition. 

Meanwhile his own art continued to pour forth, achiev-

ing an increasingly epic scale. During the late fifties 

and through the sixties, Warshaw produced several important 

murals, notably those at University of California, Santa 

Barbara; University of California, San Diego; and UCLA. 

These murals, like his other works, were essays in light, 

transparency, and anatomical form. Their character, 

alternately elusive and then razor sharp, seems to suggest 

the very movement of memory. He was also reaching a large 

audience through his cover illustrations for such journals 
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as the Center Magazine (he was a frequent participant in 

dialogs at the Center for the Study of Democratic Insti-

tutions). He showed at various galleries (including the 

Frank Perls, Felix Landau, and Silvan Simone galleries in 

Los Angeles, the Jacques Seligmann Gallery in New York, 

and the Esther Bear Gallery in Santa Barbara), with one-

man exhibitions at several museums (for example, those in 

Santa Barbara and Pasadena). 

Nevertheless, through the years, the mainstream of 

art in Los Angeles has shifted its course. Once one of 

the major figures on the Southern California art scene, 

Warshaw today feels isolated and somewhat bitter. Highly 

and articulately critical of what he regards as trendy 

contemporary art movements (ranging the gamut from abstract 

expressionism through pop, op, and conceptual art) and of 

the art establishment which caters to and promotes such 

movements, Warshaw is at the same time an eloquent spokes-

man for the continuing, unbroken tradition of Western art. 

Like T.S. Eliot, whose "Tradition and the Individual Talent" 

he is fond of quoting, Warshaw is a proponent of that art 

which innovates within and in response to a rich and fertile 

heritage. 

Lawrence Weschler 
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TAPE NUMBER: I, SIDE ONE 

JANUARY 28, 1976 

EINSTEIN: I'd like to first find out a few things of 

your childhood and your background, so why don't I just 

begin by simply asking where and when you were born? 

WARSHAW: I was born in New York City in 1920, August 14. 

EINSTEIN: Was your family from New York, your immediate 

family? 

WARSHAW: They were, at the time. My father [Irving Warshaw] 

was born in New Jersey, and my mother [Anna Raphael Warshaw] 

was born in Russia but came to the United States when she 

was an infant of two or three months and was brought up in 

Sioux City, Iowa. 

EINSTEIN: So you're really native Americans by that point. 

WARSHAW: Yeah., My father was born in New Jersey; my 

mother was virtually born in Iowa. 

EINSTEIN: Were you living in Manhattan at the time? 

WARSHAW: At the time I was born, [laughter] I was living 

in New York City. My parents were living in Manhattan, 

and I was born in a hospital called Stern's Sanitarium, 

which I think was on Fifty-seventh Street. 

EINSTEIN: What did your father do? 

WARSHAW: My father was in business in New York, in the 

dress business. And I guess at the time he was--I really 
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don't lcnow what--a partner of some sort, a junior part-

ner with a man, and they had a manufacturing concern in 

New York. 

EINSTEIN: Did you have other brothers and sisters? 

WARSHAW: Yes, I have a sister [Doris Warshaw] living in 

New York now. 

EINSTEIN: Can you remember what your early interests 

were? Were you at all interested in art? 

WARSHAW: Yes, I can't remember not drawing. But I think 

all children do; at least I've observed, every child 

draws. And I wasn't any more interested, I don't think, 

than anybody else. But it persisted, you see, instead 

of stopping. 

EINSTEIN: Did your family support that kind of activity? 

Were they interested? 

WARSHAW: Yes, they were. My mother was very enthusiastic 

about all this. And my father was an opera buff and likes 

music a lot to this day. So I was encouraged by them, yes. 

EINSTEIN: Did you take some art classes when you were a 

teenager? 

WARSHAW: Yes, I did. I went to the Pratt Institute 

when I was about fourteen, I think. Then I changed to 

the Art Students League while I was still in high school. 

And then, as soon as I could, I went there regularly and 

full time. 
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EINSTEIN: I'd like to get back to that, but I just want 

to ask one other thing first. Being a resident of New 

York, did you go to a lot of museums? Were you at all 

interested in . . . . 

WARSHAW: Yes, I was. 

EINSTEIN: . . . in the .art scene at that time? 

WARSHAW: Well, first of all, there was no such word as 

"the art scene." And I wasn't aware of anything like 

that. Well, "art scene" suggests to me a constantly 

passing parade of some sort. And I didn't have any sense 

of that. But I can remember going to the Metropolitan 

[Museum of Art] at the age of seven--not out of any 

precocious interest on my part, but simply being taken 

there. And I still love the gloomy atmosphere of big city 

museums and regret the world's-fair quality of new museums. 

EINSTEIN: I have heard that you were interested in being 

a cartoonist in high school . . . . 

WARSHAW: Yes, I thought for a while--I was trying to imagine 

how I would make a living and at the same time have time 

to paint. And I thought that might be a way of doing it. 

It seemed to me rather simple. I had no idea how difficult 

and complicated it was. But I did do cartoons for the 

high school newspaper, which was called The Cherry Tree, 

I believe. 

EINSTEIN: Were these political in nature? 

3 



WARSHAW; Entirely not, no. It was about whatever student 

habits there were. 

EINSTEIN: As you mentioned, during high school you began 

to attend the Art Students League. Can you tell me a bit 

about the league itself and its background? The school 

that it come out of is "the National Academy. 

WARSHAW: Yes, the league is an offshoot of the National 

Academy school. The National Academy, of course, is the 

National Academy of [Design] and they organized the school. 

It was, I guess, the only major art school in New York at 

the turn of the century. I think the Art Students League 

is 100 years old now, if I'm not mistaken (they had a 

centennial), so this would have been earlier than the turn 

of the century--I'm not sure about that. Anyway, some of 

the students felt repressed by the academy doctrines, which 

were very strict and which are not sound, really . . . . 

EINSTEIN: In what ways were they so strict? 

WARSHAW: Well, I'll tell you in a minute, why they're not 

sound. As things seem unpleasant and difficult and arduous, 

then they suggest a discipline of some kind. And it's not 

always so: it can simply be an undisciplined, difficulty 

and arduous thing. At any rate, some of the students decided 

to form a school of their own, and they called it the 

Art Students League. And that's what it was. They hired 

a painter in whom they believed--! don't really remember 
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who it was, but there were only a few people and one 

teacher in a room, and it grew out of that. And it was 

indeed an art students' league. But this was long before 

I attended it. And by the time I did, it was a kind of 

a bazaar--in a very good sense. It had many, many teachers 

and a great variety of courses and directions in painting. 

You simply chose, and one was responsible for oneself. 

There were no grades; there were no degrees. But people 

did learn to draw and paint, and if they did, then those 

were their credentials. They made them themselves. 

EINSTEIN: So it sounds as if the skills that were being 

taught then depended more on the individual teacher than 

on an overall educational concept. 

WARSHAW: There was no program at all, absolutely none 

at all, which is, in a way, a sad thing. But on the other 

hand, I suppose there's room for that sort of thing as well. 

It gave a great responsibility to the student, who had to 

decide who it was he wanted to work with and why. For 

instance, there were some quite famous painters teaching 

there at the time--maybe not as famous today. [Yasuo] 

Kuniyoshi, for example, was a renowned figure in New York, 

and he had very popular classes. But really, all "that ever 

happened was that he taught people to paint as Kuniyoshi 

painted, and there was no room for another Kuniyoshi. 

EINSTEIN: Who were your instructors at this time? 
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WARSHAW: Well, I studied with two men. I started with 

Homer Boss, who is a man from the West and was a student 

of Robert Henri. He had two strong features: he had 

learned from Henri about juxtaposing color after the 

impressionists, and he was an anatomist of considerable 

understanding and interest. And he had a strong feeling 

for drawing. I worked with him for, I think, two years, 

and then I switched to Howard Trafton. Well, I think 

Boss stopped teaching at the league anyway. When he 

wasn't in New York--which was half the year--Boss painted 

in New Mexico, I believe, and he painted American Indians. 

I haven't heard about him in a long time, but he was a 

very sound, good painter. 

Howard Trafton was a teacher of commercial art. 

But I used to see the classwork in the lunchroom (every 

week there was a show, a new show in the cafeteria, 

and each instructor had a big glass panel), and all the 

drawings out of his class made sense to me, seemed to me 

to be the sort of thing I wanted to learn, although I 

had no interest whatsoever in applied art. So I went to 

see him, and he was very genial and said indeed that I 

had understood what he was doing, that he wasn't allowed 

by the league to offer courses in the fine arts or to say 

that that was what was happening, but that he had hoped 

that what he was teaching was generally applicable. So 
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I became his monitor, which is something like an assis-

tant- -not as a teacher but the person who keeps the room 

going during the three of five days in which the teacher 

is not there. We worked every day, six days a week. 

Saturday was voluntary. 

EINSTEIN: What were your fellow students like at the 

time? Were they also part time? 

WARSHAW: No, I can remember them very well. I believe 

you know Milton Zolotow; well, he was the Boss monitor 

the first day I came in (you know how one feels as a new 

person in school; you know I was quite young), and he showed 

me to my easel. He was a very idealistic and very involved 

politically. His idea was that art was in the service 

of one's political beliefs, and I think that inhibited 

his--the open possibilities for him. However, he developed 

into a very skillful man. And there were others. There 

was a girl from the Middle West named Frances Something-or-

other, who was very, very earnest; she lived in Greenwich 

Village and used to walk up to the league every morning 

to save carfare so she could go to concerts. She had 

read somewhere that Cezanne didn't use white in his paint, 

and she also went to the museum of science and industry 

and discovered that you could mix white by mixing all the 

colors. But this is only done with a light on a moving 

wheel and not with paints. But for a long time, without 
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telling anyone, she was trying to mix red, yellow and 

blue on a palette and get white. And this is a hopeless 

task. We finally understood what she was trying to do 

and explained it couldn't be done. 

EINSTEIN: Did you help her out? 

WARSHAW: Well, we just told her that it was a hopeless 

job. There was a man named Oliver Brooks. His father 

is Van Wyck Brooks. Oliver also lived in the Village. 

I remember the day he was evicted for keeping a fish 

still life too long in his room. [laughter] It was a 

pleasant couple of years, or four years, that I was there. 

Those are the people I can remember. I don't remember 

anyone who's now practicing art except Milton Zolotow, 

who is an art director now. 

EINSTEIN: Were the classes strictly studio classes? 

Were there any classes in art history or aesthetics? 

WARSHAW: No, there were none that I know of that I can 

remember. There was a good library. And the Trafton 

class was a class in art history; but it was a class in 

the history of graphic ideas--art history--from a painter's 

point of view. We did studies from Rubens, for instance, 

during a period of analyzing baroque composition--he had 

a definite course. And my teaching now is based largely 

on--the origins of my teaching come from Trafton's course. 

African sculpture. But it wasn't a sequential art history 
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in the ordinary sense; it was sequential in an organic 

sense relative to graphic ideas. 

EINSTEIN: I wanted to aslc you--you just touched on it 

right now. You've taught in a number of different situ-

ations yourself, been involved in education for a long 

time. How would you compare the Art Students League to 

the other situations you found? What ideas did you take 

from that and use later on? 

WARSHAW: Well, as I say, the idea of a graphic art 

history, or an art history based on a succession of graphic 

[ideas], or really a constellation of graphic ideas, came 

from the Trafton course. Instead of just advising someone 

who's making a painting to do this or that. And then 

this was developed much more strongly (but I was prepared 

for it), when I went to the Jepson [Art Institute] to 

teach and worked there with Rico Lebrun. He had a course, 

and he gave a weekly lecture in which the very same funda-

mental notion of Trafton's was the basis. And he used 

all kinds of documentation: slides and reproductions 

and paintings. And what the students studied, and what I 

myself absorbed from those lectures, is related to this 

ongoing procession of graphic notions passed on from 

generation to generation. And related to behavior, related 

to other conceptions: The idea that Giotto's figures 

being entirely bounded, rigidly identified, had to do with 
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a stable universe in which there was a heaven above and 

a hell below and a middle plane where things were known 

and one believed what one believed in order to understand, 

rather than the other way around; and that the mysteries 

of El Greco came from another entirely different concept 

of a world in transition, of identities constantly subject 

to one universal flux. Well, this was the opening of my 

eyes to the connection of painting with general behavior. 

EINSTEIN: You've spoken and written about your personal 

challenge in art as having to deal with various aspects 

of reality. It seems to be what you're talking about 

right now. At this point in your career, when you were 

still a student, how did this relate to your art? What 

kind of art were you doing? 

WARSHAW: Oh, now, "at this point" means what? At the 

Art Students League? 

EINSTEIN: Yes. 

WARSHAW: All right, I was eighteen years old. I was 

obsessed with the idea of learning how to be technically 

proficient at drawing. Like an athlete-~I wanted to hit 

home runs; I wanted to make marvelous drawings. I had 

no idea why, but it was obsessive and persistent, and I 

worked hard at it. 

EINSTEIN: You don't know why drawing became such an 

important thing to emphasize? 
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WARSHAW: No, but it always was. It always was. 

EINSTEIN: I'd like to talk a bit about the New York art 

community at that time. Was there a cohesive group or 

any sort of groups that you were aware of, people who 

were working together? 

WARSHAW: You have to understand, I was in my first year 

of art school, and I had no idea what the art community 

was. A few years later I had some sense of--well, 

during our lunch period we used to go up and down 

Fifty-seventh Street. In those days all the galleries 

were there; some are still there, but many now are dispersed 

along Madison Avenue. But all the galleries were there 

then, so we used to go and see what was happening. And 

particularly in the second and third year, when I felt a 

little more able to evaluate, my attention focused on the 

Julien Levy Gallery, which eventually became my gallery, 

precisely because that's where the classical draftsmen 

were, albeit surrealists and neoromantic; they were the 

men that could draw in a manner which I related to 

Florentine drawing, to Renaissance drawing, and to which 

I was strongly attracted. I'm not sure to this day 

whether the overtones of the surreal or of the romantic--

how much they attracted me, or how much it was the clas-

sical drawing. I have no idea really. But Lebrun was 

in the gallery, [Eugene] Berman--a man who later became 
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very important in my life--and Julien himself. (From 

whom, incidentally, I just had a letter. He may be coming 

this way soon. Maybe we can get him to chat with us.) 

EINSTEIN: That's interesting. So you were drawn to 

them very early, 

WARSHAW: Yes, and then there was a show at the Museum 

of Modern Art of eighteen Americans, of which Lebrun was 

one, and I was very enthusiastic about him at that time. 

I may be confusing this with another year. There was a 

show at that time, but I don't know whether it was while 

I was at school or when I was back at New York, just working 

as a painter. I think it was later, yeah. [1942] 

EINSTEIN: While you were attending the Art Students 

League, you were also, I believe, attending Columbia. 

WARSHAW: No, I wasn't attending. I lived at Columbia. 

I took a minimum number of classes that allowed me to live 

in the dorms (I think it was one or two classes) because 

my friends lived there. But I lived there, and now, in 

looking back on it, I realize that I've always been drawn 

to university campuses. And I enjoyed the life on the 

campus there, particularly my friends who were students 

there, one of whom is now a colleague of mine at Santa 

Barbara. In fact, the chap I first roomed with there, 

Joe Margon, is now a professor of classics at my campus. 

EINSTEIN: So your particular circle was more of the people 
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at Columbia. 

WARSHAW: Yeah, I had a few friends, and those were the 

people I saw mostly. The only one I saw socially outside 

of my friends at Columbia was Milton Zolotow, 

EINSTEIN: All right, I'd like to move on. I believe 

at one point you took a trip to Los Angeles and then 

subsequently were to move to Los Angeles. Can you give 

me the background of that move? 

WARSHAW: Well, yes. I registered for the draft at the 

gymnasium at Columbia right after Pearl Harbor. And I 

had to give an address. Well, in the interim, my parents 

had moved to Los Angeles. I had never been there. So I 

gave their address, thinking I would visit them before I 

went to war. But the upshot was that I didn't get 

drafted. I have a trick knee that occasionally goes out 

of whack, and it was X-rayed. So instead I worked at the 

[Walt] Disney Studios for a period. 

EINSTEIN: What year was that? 

WARSHAW: Well, it was right after Pearl Harbor, so when 

would that be? 

EINSTEIN: In 1941-42. 

WARSHAW: Someone will know when Pearl Harbor took place. 

I worked at Disney's for a year, and I accumulated some 

funds and also unemployment insurance, and then I was 

able to spend a year in New York painting. And I prepared 
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my first show there. 

EINSTEIN: When you returned to New York . . . ? 

WARSHAW: When I returned to New York, I spent a whole 

season--a whole academic year, at any rate until summertime-

working alone, for the first time without instruction; so 

it was rather strange.. 

EINSTEIN: Where were you living then? 

WARSHAW: I lived in an old house. I rented a room in an 

old town house; I guess it was on Fifty-fourth Street 

or Fifty-seventh, I forget which, [Fifty-fourth Street] 

between Tenth Avenue and the river. A very tough neighbor-

hood. I'd come home at night, and bottles would be thrown 

out of windows. And I had a large room, big enough to 

paint in--very cold, however: huge marble fireplace 

which no longer worked. There was a great arch with a 

baroque ornament on top of it from which, I suppose, the 

master bed was meant to protrude. However, a bathtub was 

inserted lengthwise under the arch, which allowed the land-

lord to charge fifty cents a week more for the room. 

I painted almost every night because it was too cold to 

sleep at night; and in the mornings, just as a little 

heat came up, I would go to bed. And at noon I'd go over 

to the Art Students League for lunch because that seemed 

like home. And afternoon was for whatever recreation I 

had--walking in the park. 
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EINSTEIN: You mentioned you were preparing for a show 

at that point. 

WARSHAW: Yeah, well it isn't exactly like that. I 

wouldn't say, "Well, now I'll make a painting for the 

show, and now I'll make another one." I knew that if I 

did get a series of paintings, that I would show them at 

the end of the year. And it was very nice to know that 

there was someplace for these things if I did do them. 

And they were to be shown in Beverly Hills. Which happened 

I came back with the canvases. 

EINSTEIN: What was the gallery? 

WARSHAW: It was called the Little Gallery. It was 

operated by two men, actors, Vincent Price and George 

MacReady. I didn't mention that just before I left for 

New York, or just as I left Disney's, they bought a number 

of works of mine. They had this gallery as an avocation. 

And that helped me to get to New York and to establish 

some kind of studio there. And then I came back and had 

a rather successful show. 

EINSTEIN: How did you first come in contact with them 

in Los Angeles? 

WARSHAW: Well, while I was working at Disney's, I painted 

as much as I could, and I had a few paintings at the 

[James] Vigeveno Gallery, which was right out here near 

UCLA. And Vincent Price, who was interested in painting 
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and had recently come here himself (he had just finished 

a period of New York theater), saw one of the paintings 

and asked Vigeveno to tell me to get in touch with him at 

the gallery, which I did. You want me to go into all 

that? The meeting with Price and so on? 

EINSTEIN: Sure. 

WARSHAW: Well, I was pleased that someone had taken an 

interest in my painting. I had never heard of Vincent 

Price. He hadn't made any movies yet, and I hadn't been 

in New York when he did his Victoria [Regina]. All I 

knew was that he was operating a gallery and wanted to 

see me. So I went to the gallery. It was on Santa Monica 

Boulevard. I think it's a coin shop now, next to 

Martindale's [Book Store], or near Martindale's. There 

was a bar on the other side, Del Havens Bar and Del Havens 

Restaurant. (It's now a show business restaurant of 

some kind; I forget what it's called.) And no one was 

there. The gallery was closed. I went around the back 

to see if there was any back entrance, and there was a 

tiny car in the parking lot, an Austin, one of the very 

small Austins, and with what I assumed to be a dwarf 

with a huge head sitting in it. And that was Vincent. 

He said, "Are you looking for someone?" "I have been 

looking for Mr. Price." He said, "Well, I'm Mr. Price." 

So I explained who I was, and then he got out of the car, 

16 



and it was an unbelievable unfolding. He asked me where 

I was from. I said I was from New York. And then I 

asked him where he was from--he was a little hurt by 

that in that I didn't know who he was, you see. So he 

said very grandly, "I am from the theater." [laughter] 

Then I met George MacReady (who died here at UCLA--not 

through any fault of the university--just a year or so ago). 

EINSTEIN: Excuse me a minute. I'm going to shut that 

window. [pause in tape] 

EINSTEIN: Mr. MacReady. 

WARSHAW: Yes, a lifelong friend and a marvelous man. And 

they put on a very elaborate opening for me. It was quite 

an adventure for me because they were very popular young 

men at the time and very amusing and witty and pleasant. 

And the Little Gallery was really kind of a club, adjacent, 

as I say, to the Del Havens Bar. So a lot of people 

came, a lot of celebrated theatrical people, and paintings 

were sold. It was a very pleasant experience. But mostly, 

the pleasure was the fun that we all had. There were some 

quite amusing characters: John Decker, the great character 

and painter and friend of John Barrymore. I met Bill Brice 

there. Fanny Brice and Gypsy Rose Lee came in one day, and 

they liked the show, I guess, and sent Bill down, who was 

just about my age and who had a very similar experience 

in art school, and was at about the same point in his 
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life that I was in mine. We began working together, in 

the sense that we'd hire a model, for instance, and had 

drawing sessions, or kept track of what one another was 

doing. We did a series of still lifes--I don't mean to 

say that we worked on the same pictures, but I could see 

what he was doing and he could see what I was doing. 

I had a letter to Eugene Berman then. During that 

cold winter in New York, when I did my first solitary 

painting, I went to see Julien Levy, thanks to a letter 

Price had given me to take to New York, to the Museum of 

Modern Art. There I met Dorothy Miller, who called Julien 

and made an appointment for me. And I took paintings under 

my arm and went to see this formidable man who represented 

Salvador Dali and Max Ernst and [Marcel] Duchamp. And 

he was, oh, a fantastic figure to the mind of a young 

painter. And a formidable man: Satanic in appearance and 

attitude, but actually a very kind and good man. (Hope 

he never hears that. [laughter] He'd be insulted.) I 

took the paintings and one frame--the paintings were all 

the same size--and I kept putting the paintings in the 

frame, as though he would be unable to evaluate them if 

they weren't promoted in some way. I remember that. 

Anyway, he took enough of an interest to say that he'd 

come later to my studio. He suggested that there wasn't 

any one thread of continuity in the work I was doing yet. 
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But later he came to my studio and made the next step. 

He said that if I painted (I was then leaving for 

California)--if I painted another series of paintings, 

he would pay for the crating and shipping to New York and 

then make a decision about it. He gave me letters to 

Berman and Lebrun. So that was all very important, 

that first meeting for me. 

EINSTEIN: So you had a contact with Levy that you could 

return to later on. You didn't have any sort of agree-

ment beyond that? 

WARSHAW: Oh, no, no, nothing. Then I painted for another 

year or so and then sent him the crated paintings. In the 

meantime, he'd been in contact with Berman and Lebrun, 

although I'm sure he made up his own mind. I sent him the 

crate of paintings, and instead of the kind of equivocation 

that usually goes on, he sent back a letter saying, "I 

think you're a very fine painter; I'd like to represent 

you in the gallery. We will have a show next year." 

You know, no "maybe this," or "maybe that." It was very 

fine of him. 

I went back to New York the next year, and while I 

was there, I ran out of money. I went to see him one day, 

and I said I had a problem. He said, "Well, it's either 

marital or monetary." So I said, "At this time, it's 

monetary." He said, "All right, I'll give you a contract. 
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I'll buy half your work every year. How much money do 

you need?" So I thought, "Oh, boy, that's terrific"--

I had read about contracts, you know. And he brought us 

a little sherry or brandy or something. He had a very 

exotic apartment over the gallery, which was filled with 

Max Ernst furniture and chess sets and Duchamp objects 

and so on. And I was waiting for the papers, you know. 

I said, "Well, when will we sign the contract?" He said, 

"We don't need to actually have any papers. You won't 

be able to afford to sue me, and there would be no point 

in me suing you." [laughter] So that was it. We had 

that for a number of years, until I called it off--because 

he had closed the gallery, and I felt it was an imposition 

on him. 

EINSTEIN: Did you think that was a normal way of attaining 

a gallery association? 

WARSHAW: I had no idea. It certainly isn't now. 

EINSTEIN: Okay. Your first show there was in 1945, 

I believe. 

WARSHAW: I think it was. I believe it was in '45. 

[February 1946] I had moved back then to New York and was 

living there at the time. There was a great blizzard the 

night of my opening. But still, it went fairly well. It 

was reviewed in the Times on Sunday. Now, it's a different 

story in New York, but, well, the gallery was so celebrated 
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that whatever show there would be covered by Edward Alden 

Jewell, who was then the critic on the Times. And Art 

Hews gave it a fairly good . . . . 

EINSTEIN: Do you remember some of the comments? 

WARSHAW: I remember--yes--I remember a remark of Jewell's 

saying my brush strokes were "yar." I've never known 

whether he meant rare or yar. [laughter] But I don't 

think there is a word "yar." 

EINSTEIN: It was a typo . . . . 

WARSHAW: I do remember one review, not having to do with 

that show and not at all relevant to what we're talking 

about, except that it was a review I will never forget. 

It was in a Los Angeles newspaper by a woman named Kay 

English, who had been a contract actress whose contract 

was not taken up. She was a friend of [William Randolph] 

Hearst's and, being out of a job, he made her the art 

critic for the Hearst paper. And she said my paintings 

"had to be seen to be appreciated." 

EINSTEIN: Well, that's an offhanded compliment. 

WARSHAW: It's memorable, I think. 

EINSTEIN: All right, I'm beginning to be confused about 

where you were really living. It seems you were traveling 

back and forth between Los Angeles and New York. 

WARSHAW: I was. I lived in Los Angeles for a while, 

and then New York, and then Los Angeles. A year here, 
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a year there, and then a year here. But finally I settled 

in Los Angeles and began teaching at the Jepson school. 

EINSTEIN: Why did you finally decide on Los Angeles over 

New York? 

WARSHAW: Well, the people that I was interested in, in 

painting, were here. Lebrun and Berman were the two figures 

I was primarily interested in. And that led to a whole--

and then the Little Gallery was a good association for 

me, and Bill Brice was a very close friend. And you 

see, New York at that time was about to have its abstract 

expressionist period, which is a completely American 

sort of abdication from a continuing culture, what I was 

finding in Los Angeles. As I said, my earliest interest 

was in the neoromantic and surrealist painters--I think 

because they were coming out of a Florentine tradition. 

I didn't understand what the cubists were doing. I 

had some sort of sense that they were good paintings, but 

I didn't know why or how they related to visual experience. 

(I do now know what that is about.) So it seemed natural 

to come back and work here. And I suppose Lebrun was 

a very strong reason to come. And then there was a 

European community here, people like [Igor] Stravinsky, 

[Aldous] Huxley, and [Christopher] Isherwood--all of whom 

I subsequently came to know fairly well. And I think it's 

an interesting thing to note that while New York was 
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separating itself from this continuity, there was one 

place in the country that was maintaining its links with 

the continuing European tradition. And we didn't bypass 

the French cubist school here as the neoromantic painters 

did, because Lebrun picked it up and understood, began 

so moving his classical drawing. In the Crucifixion 

series, one can see the effect of [Pablo] Picasso very 

strongly. And that helped me to find openings in which I 

could begin to see what had happened and to see that the 

neoromantic movement was a nostalgic side issue--very 

beautiful and very attractive, but still a branch growing 

off of the stem. I did then interrupt everything and go 

to Iowa for a year. Nineteen fifty now. Five years after. 

This was after the Jepson experience. 

EINSTEIN: Okay. I'd like to get back to that, but first 

you've raised a lot of interesting points. What I'd 

like to go into a little bit further is the difference 

between Los Angeles and New York at that time. In a 

general sense, you've mentioned that the influx of abstract 

expressionism was becoming important in New York. Had 

that not yet touched Los Angeles? 

WARSHAW: I didn't see it. The heart--well, the Los Angeles 

art community, I think, was then pretty well dominated by 

the Jepson school, at least from where I could see the 

activity. Lebrun and Brice and I were pretty well featured 
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for a while at the museum, the [L.A.] County Museum, 

at the annual shows, and also in the galleries. We were 

represented by Frank Perls, all of us, and that was the 

leading cosmopolitan gallery; that is, it wasn't just a 

local enterprise: the Perls family had connections in 

New York and in Germaiiy. Frank represented--well, he had 

great paintings quite aside from the people he represented. 

EINSTEIN: There were a few other small galleries that 

opened even before Frank Perls. There was something 

called the Modern Institute of Art. 

WARSHAW: Oh, well, no, that wasn't a gallery. That was 

supposed to be a museum. And it's not unrelated, I 

guess to the County Museum now. Some of the same people 

were involved. Yeah, they were going to start a museum of 

modern art, just as it started in New York, modestly. 

(There's a good book by Russell Lynes, also a friend of 

mine--I think it's called Good Old Modern-- anyhow, it's 

a history of the Museum of Modern Art, and it tells how 

it started. Whether it was one room or one apartment or 

whatever, eventually it was a brownstone house, long before 

they had their building.) So the idea was to start a 

museum of modern art in Beverly Hills. And someone from 

this institution, a very fine man named Karl With, who 

is professor of art history emeritus here at UCLA, was 

the director. (He had come from Germany, where he had 
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been director of two great museums there, one in Cologne, 

I believe--I forget the other one.) But it didn't last. 

They had some shows. It was quite a large place. It 

was upstairs on either Rodeo or Beverly Drive, and it 

was a good gallery as far as light and size. There were 

a few interesting shows, but somehow it never quite got 

the endowment that it needed. 

EINSTEIN: It sounds like it was mainly supported by some 

large collectors. 

WARSHAW: Well, Sam Jaffe, the agent, as one always says--

of course, because there's Sam Jaffe, the actor--Vincent 

Price, and Fanny Brice were among the people that sup-

ported it. I guess [Sidney and Frances] Brody, who are 

now involved in the L.A. County Museum, were involved 

in that also. But I don't know--you know, any large 

group of people: it's very hard for them to find a 

cohesive direction. 

EINSTEIN: I have also heard that it became for a brief 

period a center of activity. There were panels and sym-

posiums and film showings and things like that. 

WARSHAW: Yeah, there were talks there. It wasn't that 

the actual shows or the discussions weren't interesting; 

getting the support, the financial support, I think, was 

the difficulty--getting agreement on what they would 

support. I don't know too much about it. I wasn't 
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involved directly. 

EINSTEIN: What about the mid-twentieth century 

gallery? [Twentieth Century Gallery] 

WARSHAW: Oh, yeah, I did have a show there, that's right. 

Two charming people whose names I forget. A man and his 

wife . . . [Myron and Muriel Nutting]. 

EINSTEIN: Feitelson? 

WARSHAW: Oh, no. 

EINSTEIN: I thought that was his gallery. 

WARSHAW: No, [Lorset] Feitelson and Helen Lundeberg--oh, 

I've known them, you know, for a long time without knowing 

them well at all. But, no, they didn't run the gallery. 

They may have shown there. I had a show, as a matter of 

fact, with Zolotow there and Channing Peake, a three-man 

show. [October 1948] 

EINSTEIN: And Vincent Price's gallery was also operating 

at that time. 

WARSHAW: Well, he and George got pretty busy after a 

while, and they closed the gallery. At first when they 

came out, they weren't working. They were waiting for 

pictures, so they had a lot of time on their hands. 

But as they began more and more to be put to work, the 

gallery became impossible to operate. There was some talk 

for a while of just having it as a club; the people used 

to just visit there. It was a tiny place and we thought 
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we might just chip in and pay the rent. But it never 

developed. I remember there was a very nice actor named 

Allyn Joslyn, very amusing, who hung around there a lot, 

and John Decker did, and I can't remember who some of the 

others were. 

EINSTEIN: At that point he had not yet opened the 

Twentieth Century Gallery. 

WARSHAW: Who hadn't ? 

EINSTEIN: Vincent Price. 

WARSHAW: Oh, he didn't run the Twentieth Century Gallery. 

Vincent Price, no, he had nothing to do with that. Oh, 

well, no. What Vincent was involved in was the Modern 

Institute, and he did a lot [with that]. But finally--

I don't know what the circumstances were--he was rather 

disillusioned by it and withdrew his interest and support. 

EINSTEIN: What about the County Museum? 

WARSHAW: Well, that was a good center for us. Lebrun 

and Brice and I had a three-man show there. [1949] 

There was a custom, an annual juried exhibition, and it 

was a focal point for everyone who was painting in Los 

Angeles, I think. It was quite a scene to go down there 

on the last day for entries and see everyone driving 

up with their paintings. It had been a rather provincial 

show for many years, but by the time we began showing in 

it, they got jurors from, well, from the Museum of Modern 
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Art, or Donald Bear from Santa Barbara, Lester Longman 

from Iowa (which is how I happened to go there), so that 

they were being judged on national standards, such as 

they were. And there was quite a bit of excitement about 

who would win what. There was a first prize in painting, 

and a second prize in painting, and often a purchase 

prize, and in drawing, and in gouache. And during those 

years we managed to win most of them and come back to 

school with scalps on our belts. It was quite a dif-

ferent community then--much smaller, I suppose, and much 

more definite in character, single in character. 

EINSTEIN: I think what you've touched on is that in 1948 

there was a show that was called "The Artists of Los 

Angeles." It was a juried, purchase prize show. 

WARSHAW: They had one every year. 

EINSTEIN: I'm speaking specifically of the one that you 

won. 

WARSHAW: Oh, we won lots of times. Oh, the Centennial 

show [California Centennials Exhibition of Art]. That 

was in 1949. It was the museum's birthday. I won the 

first prize in painting and in watercolor and also some 

sort of private purchase thing. So all of a sudden, I 

had a windfall. Went to New York with it. 

EINSTEIN: Were these exhibitions and competitions local 

in nature? 
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WARSHAW: Yeah. 

EINSTEIN: They were just for the Los Angeles area? 

WARSHAW: Yes. And Berman would exhibit there; Lebrun 

exhibited there. I mean the best people, as far as I 

knew of them, the strongest painters showed. It wasn't 

in any way considered just a local or amateur show. And 

if you wanted to see what was happening in Los Angeles in 

painting--of course, the jury would eliminate a lot of work, 

maybe unfairly or maybe not to one's own judgment, but 

you could get a pretty good idea of who was doing what in 

Los Angeles. A big show, usually. We were very friendly 

with the director, Jim Byrnes, and very much at home in 

the museum. We would go down there and immediately be 

invited into his office. We knew Jim and his wife socially. 

I remember when Max Beckmann came through town on his 

way to Mills College, Jim was to meet him at the train, 

at the Union Station. And he didn't know how to entertain 

this formidable figure, you know--do you know what 

Beckmann looked like? Sort of a more intelligent looking 

Erich von Stroheim. So he brought him up to Vincent's 

house for a cocktail party. 
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TAPE NUMBER: I, SIDE TWO 

JANUARY 28, 1976 

EINSTEIN: Howard, you were talking about Max Beckmann's 

visit to Los Angeles. 

WARSHAW: The reason I brought it up is to illustrate 

the relationship of the museum to our art community such 

as it was. I was saying that Jim Byrnes was a good friend, 

and he was the director of the art part of the museum. 

And he had the job of meeting the great German expres-

sionist Max Beckmann at the Union Station, he and his wife 

(who looks very much like his portraits of her) and the 

little dog that is usually in the portraits. He was on 

his way up to Mills College for the summer to teach. There 

were a few hours in which Byrnes didn't know what to do 

with this, as I said, very formidable sort of taller and 

more intelligent looking Erich von Stroheim character. 

So he called Vincent Price and asked him if he'd give a 

little cocktail party for Beckmann. And the people who 

were there were Bill Brice and his wife, Shirley; and me 

and the lady who was my wife at the time, Helen; and Rico 

Lebrun and Constance Lebrun, his widow (now Constance 

Crown); and Vincent and his wife, Mary. And the Beckmanns 

arrived. Well, Bill and I were quite young painters at 

the time, and we were awed by this great painter. 
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I still haven't changed that view at all. I think [he's] 

perhaps the great figure of the twentieth century. And 

we were fascinated suddenly to see Lebrun, who was our 

avuncular figure, looking up to someone else. It was 

very interesting. Anyhow, Beckmann spoke no English, 

or very little English. He was sitting on a couch next 

to Rico, and Bill and I were sitting off on the side 

watching the two of them, seeing these two great figures. 

And Constance came by. She is a very tall lady. She 

came around with some hors d'oeuvres, and Beckmann turned 

to Lebrun and, in his best Tarzan speech manner, said, 

"Whose woman?" [laughter] We were waiting, you know, 

to hear these two great figures exchange remarks about 

painting. And this was the sum total of their conver-

sation. Lebrun answered, falling into the situation--he 

could have said, "That's my wife," but he said, "My 

woman." [laughter] So that was the sum total that I can 

recollect of their conversation. But still it was a great 

event. I only use it to illustrate the kind of family 

nature that the museum had in our little world at our 

time. 

EINSTEIN: Jim Byrnes was the figure that really changed 

that, wasn't he? 

WARSHAW: Changed what? 

EINSTEIN: The local aspect of the County Museum. 
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WARSHAW: Well, I don't know. Jim left long before. 

It was [Richard] Brown who made the transition, who was 

the director when they changed over to the new building. 

And then he shortly after that disagreed fundamentally with 

the directors. And the museum now, as far as I can see, 

could be anywhere. I was there last night, as you know, 

and I think they do a wonderful service for the community, 

but the shows they have and the role they have in the 

community, they could just as well be in Toledo or Panama 

or anyplace else. And I notice that museum directors 

now don't seem to have any roots. The museum is used as 

a stepping stone to some other museum, and then that's 

used. And they all seem to have a national or inter-

national character. 

EINSTEIN: Well, that's more or less what I was asking about. 

WARSHAW: Well, Byrnes didn't introduce that. 

EINSTEIN: It seems that the original museum was very 

local. 

WARSHAW: It was rooted here. 

EINSTEIN: It was almost provincial in nature. 

WARSHAW: Well, provincial only to the extent that the 

painters were provincial. And to the extent that I'm a 

provincial painter, and that Brice is, and that Berman is, 

and that Lebrun is, and other painters--it was a pro-

vincial museum. But I don't think we were provincial. 
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We were indigenous at that time, here, God knows, coming 

from all over the world, but still we had a community 

here. And there were a lot of other people involved. 

And I'd like to talk about that as a whole topic some-

time. But please distinguish between provincial and 

indigenous. 

EINSTEIN: Okay, why don't we save that for next time. 

WARSHAW: Sure. 

33 



TAPE NUMBER: II, SIDE ONE 

MARCH 18, 1977 

EINSTEIN: The last time we spoke, you were just beginning 

to tell me about some of the artists and other people 

involved in the arts that you were associated with in 

Los Angeles. I'd like to hear more about that. So why 

don't we start with the letter that Julien Levy gave to 

you for Eugene Berman and Rico Lebrun. 

WARSHAW: All right. I came back from New York, where I 

had spent a year painting. While there, I had seen Julien 

Levy, who was considering taking me into his gallery, 

which eventually he did. And before I left, he gave me 

two letters, one to Eugene Berman and the other to 

Rico Lebrun. Both were men whom I admired very much. 

I had seen their work at the Levy Gallery, and it was 

one of the main reasons why I applied to Julien for 

membership there. Also, while I lived in New York and 

went to school, I went to the ballet quite a bit; so I 

was quite familiar with the Berman sets, and I thought 

they were wonderful-- and indeed they were. And with 

Stravinsky's music. The whole world that came over from 

Europe. You see, it was during the war years, and there 

was a great influx of European people who came to this 

country. And oddly enough, so many of them came to 

Los Angeles. I don't know if we discussed this last time. 
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I don't think it's ever really been written about or 

properly considered historically, the number of really 

first-rank artists who were in Los Angeles during that 

time. Schoenberg and Stravinsky just covered the world 

of music, almost, with the exception of the Russians. 

And Thomas Mann lived there, Aldous Huxley, Isherwood. 

I never met Thomas Mann, but the others were all part of 

a community in Los Angeles. 

I'm wandering from the letter, but it's all part of 

the same thing. So when I came back to Los Angeles to 

have my first exhibition with George MacReady and Vincent 

Price at the Little Gallery, I had letters, as I say, to 

Berman and Lebrun, who knew all these people, they them-

selves being European. I had to support myself in some 

way during that time; so as I recall, I was working at 

Warner Brothers drawing Bugs Bunny, which was kind of a 

letdown after Disney. I didn't think anything could be 

more disgraceful--at the time--than for a painter to be 

working at Disney's. But at Warner Brothers, it was. 

As a matter of fact, looking back on Disney's, it really 

wasn't bad for my hand, for a year, to really make a line 

exactly where I had to make it. But anyway, I was soon 

relieved of that burden. My father, thanks to Berman's 

intercession, interceded on my behalf, and I was free 

to devote myself entirely to painting. 
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Now, that's a little bit later than my narrative. 

I had the letter. I toyed with it for a long time, 

reluctant to inflict myself on this hero of mine. But 

finally one day, indeed, I called him up at the Villa 

Carlotta, which is now quite an old, and I guess a bit 

tacky, apartment house on Franklin Avenue in Los Angeles. 

But it was at that time in better repair, although still 

perhaps a bit tacky. It was a studio complex. I suppose 

Berman's was the only one that was actually used as such. 

EINSTEIN: Do you suppose there were other artists living 

there? 

WARSHAW: Well, I don't know; I never heard of anyone. 

But other people wanted to live in studios, I suppose. 

Anyhow, it was just off Hollywood Boulevard, one or two 

blocks, wherever Franklin is, a couple of blocks back, 

but within walking distance of the city. And of course 

Berman was a very urban person. He liked to be able to 

walk--didn't drive a car either, so he'd like to be able 

to walk to restaurants and theaters and so on. Anyhow, 

one fine morning I went over there, and there he was, 

very unlike the figure I thought he'd be because I iden-

tified him with the drawings. I thought he'd be a mysteri-

ous, tall, rather romantic person, instead of which I 

found--well, Time magazine described him as a "plump, 

cheerful, and balding"--Eugene Berman. Well, he may 
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have been plump and balding, and occasionally cheerful, 

but much of the time he was very severe and very serious. 

Anyhow, within two minutes I adjusted my vision and saw 

that he was indeed the master I had been looking forward 

to seeing. And we hit it off very well. I brought him 

a portfolio of drawings, and he took an instantaneous 

avuncular role in my life. That remained a permanent 

and excellent friendship for both Brice and myself; I 

introduced Brice a little later--as long as he [Berman] 

remained in this country, which was quite a few years. 

He finally went to Rome and remained there until his death 

a couple of years ago. 

EINSTEIN: Where was he from in Europe? 

WARSHAW: He was from Russia. And during the revolution, 

he had a traumatic time. He was in some kind of a camp; 

he was interned. He was identified in some way with the 

aristocratic regime, although I believe he came from a 

Jewish family, so just how this happened, I don't know. 

But, anyhow, he was jailed by the Communists. He was 

a sickly child, as he explained to me, and never really 

a very robust man. But going through this--as he put it, 

he was either going to die or not and I think it gave him 

strength for the rest of his life that he did survive. 

He always felt that no matter what happened, nothing would 

ever be as bad as that, and he got through that. So he 
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had a way of facing up to things that didn't seem--that 

wasn't obvious at first. You know, he seemed rather 

spoiled and maybe a bit effeminate and so on. But he 

was a very tough man and a very serious artist, and I 

have the greatest respect and affection for him. 

EINSTEIN: At that time, he was doing work for the 

theater? 

WARSHAW: Well, he was working for Stravinsky, who was 

his very good friend, although there was an awful lot 

of teasing that went on. See, the Stravinskys considered--

well, they patronized Berman a bit. They certainly respected 

and loved him, and Stravinsky certainly depended on him 

artistically and admired him. But there was an attitude 

there, particularly European. I'm leading up to this. 

There was an art colony, as it were (but nothing like 

Greenwich Village), of which, I suppose, Stravinsky was 

the apex. 

EINSTEIN: How did you happen to meet him? 

WARSHAW: Through Berman. Berman dragged him to my 

exhibition, you know. I remember, I had an opening in 

Los Angeles as a kid, twenty-something years old, and 

Stravinsky was there. I can't remember--but nothing 

like that has ever happened since, except at Julien 

Levy's in New York. There was a sense of family; I mean, 

he'd bring pictures of mine over to Stravinsky's 
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before the show. Berman took a very strong interest. 

Well, then, let's let that be for a moment and go up 

here to Santa Barbara to meet Lebrun. And that was a 

fascinating day. I had the letter to Lebrun in reserve, 

see; now we're going to meet Lebrun. 

By that time I had become very friendly with Bill 

Brice. We were working together, and we had a model 

twice a week. We were talking about our work a lot, back 

and forth. We were both in our twenties at the time, 

and we worked along similar paths. We were doing very 

careful still lifes, about one a month. And we kept 

track of what it was--I mean, very simple things. He 

did a beautiful painting of abalone shells, I remember. 

And I did a painting of potatoes or turnips on a shelf, 

or a loaf of bread and an onion, I remember. But we 

were learning to paint. I don't say that we were art 

students; we were painters then, but we were learning 

how to make the canvas do what we wanted it to do. 

EINSTEIN: In that sense, did you exchange art-theory 

ideas ? 

WARSHAW: Oh, yeah. We talked all the time. We must 

have been very tedious for everybody else. [laughter] 

But yeah, we'd sit up half the night talking, and then 

every now and then Berman would come. We'd have an 

evening in which we were in a state of nerves. Berman 
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would come to one of our houses for dinner and then 

review both studios, and we'd get the word. And that's 

really, as I look back on it, enormously important and 

very charming, and nothing like that is happening today that 

I know of. See, there's no sense of community, that I 

have anything to do with, and I don't know of it other 

than in formal classes. I naturally see the work of my 

students, but we weren't students--we were young painters. 

We were having exhibitions; we'd finished; we'd been to 

school for many years. We could already draw and paint 

very competently, the way a plumber would be a profes-

sional plumber. I mean, we were competent at our craft. 

But we were young. 

EINSTEIN: You sort of built your own cafe society. 

WARSHAW: Well, yeah. And we served a function for them, 

too. We were, of course, useful as general runners and 

builders, men with hammers and nails and whatever, but 

also, naturally, everyone has a feeling of continuity, 

of wanting to be part of the next generation as it goes 

on. So we had met Berman, and all was well there. 

Now we have the letter to Lebrun. (I say "we" 

now; I'm thinking of Bill Brice and myself, because we 

came up here [to Santa Barbara together].) So we called 

Lebrun. I called Lebrun and told him I had a letter and 

I'd like to come up and see him--or I wrote to him. We 
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didn't realize that Lebrun was having one hell of a time 

up here in Santa Barbara. His wife had just committed 

suicide. He was living on a ranch up in the Santa 

Ynez Valley. He was having a lot of personal trouble. 

But, of course, we didn't know a thing about that. 

He sent me a wire saying--"Wire if not coming" is what 

the wire said. Well, that didn't seem likely, but on 

the other hand, I didn't know him--all I knew about him 

was that he was the most marvelous draftsman, the 

marvelous draftsman that I had seen. And how did I 

know that his mind wouldn't work, "Wire if not coming"? 

So we were coming, and we didn't wire. And of course, 

Western Union had gotten it mixed up; he had said, "Wire 

if coming." And he'd given us a date and address, here 

in Santa Barbara, at a building which is now the Park 

Theatre. It's a studio building on lower State Street. 

An interesting, old, romantic building. So Brice and I 

and two friends of ours, both of whom now live in Santa 

Barbara--Joe Margon, who was my roommate when I was going 

to art school and lived at Columbia (he was a graduate 

student, and we shared quarters there) and who now 

teaches classics here at [UC] Santa Barbara, a professor 

of classics; and Richard De Mille, who lives here--anyhow, 

the four of us drove up here. And we had an appointment 

the next day with Lebrun. We had a hilarious evening, 
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during which time we consumed quite a bit of vodka, so 

the next day, we were pretty hung over. And Margon and 

Oe Mille went to the Cate School so that De Mille could 

participate in an alumni soccer game. And Brice and I 

were getting ready to go to Lebrun. We had., for some 

reason, the use of a beach cottage; and there was a boat 

there, I remember, a rowboat, but there were no oars. 

And we thought it would be nice to take a little row on 

the ocean. We found a broom, and we rowed out; we pushed 

through the breakers and rowed out to sea a bit. We 

finally noticed that it was getting on toward the time 

that we were due at Lebrun?s, so we started in. And as 

we came in, I could see Brice's face--he had his face to 

the sea, and I was paddling toward the shore; and I 

could see him look up and up and up, and an enormous wave 

washed us. Which is neither here nor there, except 

that the boat had to be restored to land, and I remember 

working feverishly to get the thing, which was very, very 

heavy, and by now full of water, so that we could get to 

the studio on time. 

Anyway, we arrived there breathless, just about in 

the nick of time, to find Lebrun very annoyed because he 

hadn't gotten a wire saying we were coming. He had 

asked us to wire, and he assumed that we just didn't 

bother to wire. And never, to this day--and it's now 
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too late--I was never able to explain that. It's too 

complicated: it was too complicated then, and it never 

came up later. But he looked at the drawings--we brought 

portfolios with us--and was not entirely discouraging. 

He even offered to exchange a drawing, I think. So that 

was interesting. 

[Later] I got into a kind of a bad situation with 

him. I wrote him a letter, a facetious letter, which I 

thought was amusing. I didn't realize that one culture's 

sense of humor is not that of another. And so we were 

estranged for about nine or ten months, but that all got 

patched up. So those were the two painters that we knew, 

and the society that they lived in, which included, as I 

say, Stravinsky, and later on Huxley and Isherwood. So 

there was a sense that when you did something, it would 

be seen by artists whom you respected, in various fields. 

The ballet people--George Balanchine would visit at a 

birthday party for Berman's wife, Ona Munson, and we 

would be there. So we had a chance to--our sights 

were very high. We were with people of great achievement, 

and it kept us up in many ways. 

EINSTEIN: The pressure. 

WARSHAW: Yeah, but it isn't just pressure. Also, it's 

an elevation, a lift, as well as pressure. It doesn't 

just push you down; it pushes you up. And shoddiness 
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and the accidental and the arbitrary were shunned by us. 

EINSTEIN: I guess it also gave you an outlet for some 

of your work, in working with the theater. Is that 

correct? 

WARSHAW: Well, yeah. On one marvelous evening, I 

remember, at a party, Stravinsky took me aside and 

asked me to do the sets for a coming production of The 

Story of a Soldier; and that was done, finally, at UCLA, 

but not by me. But for some weeks I worked with him. 

I took my drawings over; I had quite a plan for it. And 

the drawings are all extant. Maximilian Edel, who is a 

physician in Los Angeles and was Stravinsky's doctor, owns 

the entire set of drawings. At first, my plan was--

Stravinsky had reservations about it. I would go over 

and show him the drawings every afternoon. He kept 

writing to me--because when he wanted to express himself 

fluently, he'd do it in French, and then it would be 

translated—about how the sets were when it was first 

done, in Switzerland, I believe. And finally I wrote 

to him--that's the way we exchanged difficult conver-

sation—that I couldn't imagine how life was then, and 

I didn't want to simply be the hand that executed sets 

of another time, and that I couldn't do that. He 

immediately saw that, responded very comfortably to it, 

and then got involved in what I was trying to do, which 
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was the following: I divided the stage into three parts, 

but not one, two, three--a central part and two wings--

but as a zigzag. There was an elevated stage in the middle 

of the stage at an angle to the main stage, but it had 

a sort of a proscenium within a proscenium, just a very 

thin scaffold of a proscenium, and in the . . . . 

No, it was not a proscenium at all, it was a back. It 

was in the back of this wooden scaffold, as it were. 

And [there was] a series of something like window shades; 

that was my idea, that they could just roll up. And 

each time a scene changed, they could pull down another 

one of these things, and the dancers and actors--it was 

a combination of dancing and sort of concert reading 

to the music--would perform in front of another one of 

these backdrops. In the meantime, catty-corner, the 

diagonal left two apertures --one was for the narrator 

and one for the small orchestra (it was an eight-piece 

orchestra, I believe). So that's how it was to be. 

There were many drawings for that. And then each of the 

things you pulled down, the window shades, was another 

view--wandering through the countryside, or the emperor's 

palace, I believe was one. I can't remember what they 

all were, but each day there was a new one to paste in 

the master thing. Stravinsky, I remember--we were on 

the floor, pasting these things in and looking at them, 
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and he was marvelous, the opportunity to deal that closely 

with a man of his spirit. And I still, you see, have 

his picture over there. It's just the album of--but 

that's The Story of a Soldier, see. And I got that 

album on that occasion, the evening he asked me to do 

the sets, because he said, "Do you have that work?" 

And I said, "Oh, yes, yes, I do." I did, too. "But who 

conducts it?" he said. I said, "Leonard Bernstein." 

He said, "Why? If I conduct it, why should you have 

somebody else?" See, nothing against Bernstein. And 

of course I was embarrassed. Why should I? I mean, 

he's alive; rare thing, that a composer can conduct his 

own work. So that's what life was like then. 

Lebrun and Berman, unfortunately, had a very serious 

quarrel, which developed in a very trivial way, and then 

our lives were taken up primarily with Lebrun. It came 

about in this way: Of course, it was inevitable. I 

mean, Lebrun was getting interested in cubism, and Berman 

was absolutely nostalgic for painting of the eighteenth 

and nineteenth, seventeenth century--cubism to him was 

a heresy of some kind. But Lebrun's mind was open to it 

and particularly to Picasso, who in some ways he resembled. 

EINSTEIN: Really? 

WARSHAW: His eyes were not unlike those of [Picasso], 

and his stature--he was a short, sturdy, powerful man. 
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So they would quarrel over that, but that wouldn't have 

been the overt reason. Well, the overt reason is very 

amusing, really. Berman was doing a portrait of Lebrun, 

and the portrait exists--it's reproduced. And in the 

portrait, Lebrun is crouched at a drawing table. He's 

sitting on the floor, legs akimbo, and he's a sort of 

devastated, desiccated man, painting. And there's a great 

wall behind him which looks as though it's been riddled 

with machine gun fire, and on the wall, these Berman 

hanging papers. Are you familiar with Bermanfs work? 

EINSTEIN: I've seen his drawings for some of his sets. 

WARSHAW: Well, many of the paintings there are hanging 

papers, on which maybe then he painted drawings or 

writing. The curl, the trompe 1'oeil illusion of paper 

on the wall, or wallpaper being ripped off, is very much 

a part of his work. So there were pages on the wall, 

which were already beautifully executed, and they remained 

blank. And Lebrun said, "Well, what are you going to 

put on those papers?" And Berman said, "I'm going to 

put your drawings on them." So Lebrun said, "Well, 

you'd better let me do them because no one else can make 

Lebrun drawings." And Berman says, "It's my painting. 

I can make a Lebrun drawing." Well, I've always thought 

of this as if the strong man in the circus came out, 

and his assistant carried the weights, [how that] would 
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ruin the act. [laughter] Wouldn't it? So this was the 

idea, and Berman was challenging Lebrun in that way, 

as a draftsman. And it started by just kidding each 

other, and then of course it was sort of one of those 

elaborate European jokes, but it got serious. Finally, 

Lebrun suggested that they go to Stravinsky, as he put 

it, "the senior artist in the community," to settle the 

thing. But Berman was much too sophisticated for that, 

and Stravinsky wouldn't want to meddle with that sort 

of thing. So nothing of that came about. 

Then they had another quarrel. Berman was complaining 

that he couldn't sleep very well at the Villa Carlotta--

the traffic and the noise. So Lebrun, who was coming 

down here to pose for the portrait, said, "Why don't you 

come up and visit me in Santa Barbara? It's so peaceful 

there, have a nice weekend." So Berman came up, and 

Lebrun gave him the best room in the house and did every-

thing, very punctiliously. Berman got up in the morning 

and came down to a sumptuous breakfast that Lebrun--

Lebrun was an excellent cook. And Lebrun said, "Well, 

how did you sleep, Genia?" (We all called him Genia.) 

And he said, "Well, I couldn't sleep at all. Those 

birds, those terrible birds, made an awful racket." 

He was a very petulant man. "Birds!" So Lebrun--I 

don't know how many times he told the story as though 
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it were amusing, but I could see that it irritated him 

immensely. So we didn't see much of the two of them 

together. 

But by that time a very important event happened in 

my life and in Bill Brice's and for many of us, and that 

was our participation in the Jepson Art Institute, Lebrun 

came down from Santa Barbara with . . . . 

EINSTEIN: I just want to back up a minute. Why did 

he choose to live in Santa Barbara? 

WARSHAW: Well, he came to Santa Barbara because his friend 

Channing Peake had a ranch up there. Channing and Katy 

Peake were people he knew in New York--Channing was his 

student at the Art Students League and helped him, was 

his assistant in the WPA mural painting he was doing in 

the post office in New York. A mural that has now been 

painted out. And when he got into some kind of difficulty 

in New York . . . . H e was a commercial artist in New 

York, very successful at that. That was an expedient 

thing that he did. His personal life was then chaotic, 

leading to the tragedy of his wife's suicide. And so 

it was in the middle of that turmoil that he came out 

to the ranch to rest and to paint. The ranch was in the 

Santa Ynez Valley, about thirty-five miles from here, 

forty miles from here. And it still exists in much the 

same way. There's a big studio there. Channing painted 

49 



there most of his life, and still lives up in that 

valley. So that's what brought Lebrun to Santa Barbara. 

Then he came down to Los Angeles, and Brice and I 

began seeing him there. And he finally came to my 

studio. I was then living in the upstairs apartment 

of Vincent Price's house in Benedict Canyon, with a 

studio in the back. And not far around the corner 

was Bill Brice, who was living at his mother's house 

in a French provincial guest house. That's what the 

situation was. And Lebrun said, "Well, if you fellows 

are drawing all the time from the model" (which we were) 

"why don't you come down to the Jepson school? It would 

be very helpful to have you in class, just to have 

people . . . ." 

EINSTEIN: Was he already teaching there? 

WARSHAW: He was teaching at Jepson. He came down here 

to Los Angeles to teach at Jepson. We didn't realize 

it, but he was feeling us out as teachers. So we came 

down two nights a week, I think, and we drew in the 

classes. And it was very good for us because we had just 

been going to the Otis Institute, I think, where they 

simply had a model for those sessions. It was friendlier 

at the Jepson place, and it didn't cost us anything. And 

also we could overhear Lebrun's criticism. I'll never 

forget the time that he came to me--I was making a drawing 
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from a figure; the model was posing--and he said, "What 

about the other side?" I said, "What other side?" "The 

other side of the figure--the side you can't see." He 

said, "You're not considering that." Well, I thought 

that was a most outlandish suggestion. I mean, it was 

hard enough to deal with the infinity of complications 

which one could see, leave alone trying to consider the 

antipodes, as it were, the other side of the horizon. 

But of course, you can't consider a volume, a sphere, as 

a hemisphere.* It has to be considered as a sphere, 

if you're going to understand it. Even if you only show 

part of it, all the more reason to understand what the 

whole thing is. That's an example of the most elementary 

kind of common sense seeming like a wildly extravagant 

impossibility. Of course, I began thinking about that, 

and eventually it became a very simple--not simple to do, 

but very clear. If one is going to behave realistically, 

one has to know that the paper is flat and that what one 

is looking at is a continuous gesture in space, not dis-

continuous. It doesn't end at the horizon the way the 

world seemed to, before Columbus went past it. 

EINSTEIN: Along those lines, you mentioned Lebrun's 

* Afterthought: The relationships of the shapes and volumes 
one can see are determined by their continuity on the other 
side of the horizon, i.e., outline. [H.W.] 
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interest in cubism, and you yourself have spoken about 

getting through cubism and understanding its ideas and then 

applying them and going beyond. Could you comment on 

that? 

WARSHAW: Not beyond in the sense of better. I will get 

to that when we get to discuss the work itself. But yes, 

I'll tell you about that. Let me stay with the Jepson 

school; it leads into all that. Now at this time, I 

hadn't a thought about anything except to become as 

polished a draftsman as I could in the Renaissance tradition. 

My sense of being contemporary, which I didn't really 

worry about, was with the school that I assumed Lebrun 

belonged to and that Berman belonged to, and Dali and 

[Giorgio de] Chirico and all the people at the Julien 

Levy Gallery, the surrealist and neoromantic painting--

[Christian] Berard; Leonid, Berman's brother; [Yves] 

Tanguy; and even then Marcel Duchamp and Max Ernst, 

although Duchamp was . . . . 

EINSTEIN: Getting out of it. 

WARSHAW: . . . mysterious. 

EINSTEIN: Playing chess. 

WARSHAW: Yeah. So all of a sudden, Lebrun called me 

one day. He could barely speak--he had laryngitis, and 

could I take his class at the school? Of course, he 

didn't have laryngitis at all, but he wanted to see how 
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I would cope with his class. And I was very excited. 

In my life, I had never been on the other side of that 

podium that separates the teacher from the student. And 

my schooling at the Art Students League--primarily it 

was there that I went — established in my mind the idea 

that the painters were the teachers. . And they were; the 

league was staffed by professional painters. So they 

had the status that . . . . I'm going to backtrack a 

little and tell you something. It's a strange thing 

when you set out to paint. Say, about the age of thirteen, 

I decided I was seriously going to do this. I was going 

to practice, and I was working at it. All right, you 

decide that you're a painter, but no one else has conceded 

that. It's like saying you want to play baseball. Well, 

you're not a ballplayer in a professional sense until some 

team, however minor, pays you two bucks to play short-

stop, somewhere, sometime, and somebody buys a ticket 

to see you play, then you're a ballplayer. And you're 

not a painter until some kind of external evidence--

otherwise you're just painting. But there is an anxiety: 

"Will anyone ever accept this notion of mine that I'm a 

painter?" See? I was very young. That's a long way back, 

but I can remember it. And of course, being exhibited 

and seeing one's name in the newspaper--those were things 

that added to the reality of the thing. But being on the 
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other side of that fence that the Art Students League 

established in my mind was very important. And I doubt 

very much that the hundred students that were in the 

class had any idea that I was going through that sort of 

thing that day. Lebrun had an enormous following at the 

time. He was a magical teacher. He had two large studios 

with fifty students in each. And that's what I walked 

into. And I somehow got through the day. If ever we 

have time to go into teaching, I'll tell you about my 

difficulties and my mistakes. I'll tell you this one 

thing now. I gave them some rather definite instructions, 

which I was quite pigheaded about and was absolutely 

sure were the only possible things to say to them; and 

I went around and I found the most dismaying drawings 

on all of--the models were posing and people were drawings. 

EINSTEIN: What did you ask for? 

WARSHAW: I remember part of it was that: perspective 

was the whole foundation on which the illusion of volume 

was made, and that unless they draw in perspective, 

they would not be able to cope with a three-dimensional 

volume. I explained something about the rules of perspective, 

and I urged them to apply these assiduously to the model. 

Well, nothing could be more devastating because you can't 

observe--and further, it's not at all true. If, for 

instance, right now I asked you to assume that that 
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page that's in your lap was empty, was a window through 

which you could move, and that in that window was a 

plane surface, a table top, and that on that table top 

was a ball, a sphere — and if you believe that, and if you 

put your pen on that ball, you could move it around and 

'round and 'round, and without knowing how, without any 

technique, just belief in the existence of that form in 

the page, you would show, by the way the line moves, the 

presence of that thing on the page. See? It works 

entirely the other way around. The knowledge of the 

rules and the employment of the rules disqualifies all 

these other facets of one's ability of which I was not 

cognizant at the time. I was using them myself, but I didn't 

know they existed. 

EINSTEIN: You started to think about them too much. 

WARSHAW: I disqualified everything except some external 

way of capturing something that was already inside. So 

at some point, I got very discouraged. They had these 

thick pads, and I said, "Let me see what you were doing 

yesterday." (I couldn't believe that the Lebrun class 

was that poor.) And without exception, as they turned 

the pages back, all of a sudden, the drawings were infi-

nitely better. The only thing I could see is that I'd 

walked into a drawing class that was doing very well and 

devastated it. I was very disheartened. But at least 
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I stopped. At least I recognized that I was on the wrong 

track. And I reported all this to Lebrun. I didn't 

understand why it was wrong at the time, and he didn't 

try to explain it. But he was satisfied, oddly enough, 

that I had taken a firm hand. I had a definite idea, I 

tried it, it didn't work, and I stopped it and did some-

thing else. And he thought I was competent to teach. 

And I began learning there, at the school. A little 

while later, Brice, who was extremely reluctant about 

it--he was very shy . . . . 

EINSTEIN: About teaching? 

WARSHAW: About teaching. But a little while later, he 

came in, too. And the three of us were a very strong 

union there. And I must say, we carried our weight, 

Brice and I. We got to be good teachers there, I think. 

EINSTEIN: We have some time. 

WARSHAW: And once a week, Lebrun gave a lecture to his 

class, and we used to rnkke a point of going to it. The 

whole school would assemble. It was a very nice build-

ing, an old building, which suited us very well, and there 

was sort of a loft of some kind (it had been a factory, 

I suppose). It was on Seventh Street, lower Seventh 

Street. 

EINSTEIN: Way downtown? 

WARSHAW: Downtown. Not quite downtown, not as far as 
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Figueroa [Street]. Near Hoover [Street], as I recall. 

And there was Ted Gibson, the art supply dealer, across 

the way, who I still go to when I'm down there. He's 

still there. We've both gotten older. [laughter] 

We're talking about 1948, thirty years ago. And we'd 

go to these Lebrun lectures. 

Now, this was the first time I began to see, well, 

to make a connection with the studies I had done at the 

Art Students League, with something I call a history of 

graphic ideas, rather than art history as a line through 

history. Art history, when it has dignity, as an academic 

subject, is history. It's history taking a line through 

art. I don't think it has any dignity when the art 

historians try to deal directly with art, which is a 

subject they have neither the competence nor the respon-

sibility to practice. You can't really deal, with dignity, 

with a subject in which you are not qualified to work. 

There are always some fundamental things that are missing; 

they're so fundamental that they're not even noticed, 

couldn't be noticed. But when it's history--and I've 

known one really marvelous art historian named Heckscher; 

William Sebastian Heckscher, a man whom I met in Iowa-

then it's history taking a specific line through art; 

and there is no better line, probably, to civilization 

than that. Well, that's one kind of art history, and it's 
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meaningful to all people interested in the continuing 

human experience. But there's another kind of art 

history which has to do with people who practice art. 

And it's a history of graphic ideas. It isn't chrono-

logical, in the sense that one idea leads to another in 

the. way it does in fields of technology, in which one 

thing makes another obsolete. You get a faster and 

faster fighter plane, and you don't continue to make the 

old ones. But T.S. Eliot doesn't obviate John Donne, 

because he's more modern, any more than Picasso makes El 

Greco obsolete. Quite the contrary: he confirms El 

Greco's presence by finding him germinal, alive again in 

his own work. So this history is, as I say, not chrono-

logical: it's a set of graphic ideas that can constantly 

be interchanged, moved in their relative positions. It's 

a lacework, a network. And you can go through that net-

work in different patterns, different chronological 

sequences. The first glimpse or glimmer I had of this 

was from Trafton, my teacher at the Art Students League; 

and that gave me a touchpoint, a coordinate, when Lebrun 

began his lectures. 
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TAPE NUMBER: II, SIDE TWO 

MARCH 18, 1976 

WARSHAW: Well, these Lebrun talks always went way past 

the appearance of the painting directly into the behavior 

of the painter at work, his concepts of reality, what he 

thought of himself in relation to the universe, what he 

thought of the universe, what he thought was real, what 

he felt was important. And therefore, it affected us 

personally. Obviously, it raised the same questions 

for ourselves if we were painters. Oh, for instance, it 

became clear to me through these Lebrun lectures--or at 

least I entertained this idea for the first time--that 

Giotto lived in a world in which it was necessary to 

believe in order to understand. Everything was buttressed; 

identities, permanent identities were established. 

Each figure was its own entity in the painting, and its 

outlines were very emphatic as it took its place in the 

mosaic of the painting. And the painting was like a 

mosaic of very large pieces. Now, I must describe a con-

cept to you, so I can explain this. Think of a painting 

as having certain shapes, and those shapes being identities, 

having certain colors--a white shape, a red shape, a blue 

shape. Let's call those identities in the painting, 

pieces of the painting that hold together; physically, 
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they have a certain character. They could even be, if 

you want, the wicker or the caning in a chair in a Gris 

painting, Juan Gris; or the elements in the collage 

in a cubist painting, some piece of the painting holds its 

identity physically. Now, the world is also full of 

identities. My sweater is blue, and my pants are tan, 

a light tan, a different color. So they have different 

local identities. Now, a concept of the world in which 

these identities are important, fixed, and buttressed, 

produces paintings of very emphatic identities, and the 

identities in the painting have a one-to-one correlation 

to some identity outside of the painting. The shape of 

the blue is the shape exactly of the cloak on a figure. 

And this is a world fixed--of permanence. God is in heaven, 

the earth is below, and hell is below that; there are 

angels and devils and people, and every personality is 

fixed for eternity. 

EINSTEIN: And has a role. 

WARSHAW: And has a role, a place in the hierarchy. And 

then you compare this with baroque painting, with Rembrandt, 

or Caravaggio, a world of lost and found, in which the 

identities barely manage to maintain their existence, 

struggling against conditions in the paint, conditions 

of light and shade. And later on, in cubism, [there are] 

synthetic conditions established on the canvas --conditions 
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that aren't taken from something that could happen in 

the world but are synthetically established on canvas: 

for instance, Juan Gris slicing the canvas diagonally 

and then shifting the slices relative to one another. 

Synthetic, but nevertheless a condition. And the iden-

tities struggle for their existence against that condi-

tion. Or consider the conditions established by the 

impressionists, in which the colors are transactional; 

they're quantified, made into little quanta, and then 

they intersperse with each other and interweave. They're 

transactional: they give back and forth to each other. 

That's the condition. And [Monet's] cathedrals shimmer 

and are lost and found in that condition. Just as the 

Caravaggio figures are lost and found in light and shade. 

Well, this, in a nutshell, leads right into cubism, 

makes cubism part of traditional painting. And the great 

horror of modern art, the gulf that has been established, 

disappears: there is no gulf. Cubist painting is 

baroque painting. Well, that's what those lectures were 

about: not just the technical connection, but the 

behavior. What do you believe? Do you believe your life 

is permanent? Are you cognizant of your own death? 

Are you aware of yourself as something in constant tran-

sition? Are you willing to accept that, that you're 

not a permanent personality and every day is a change? 
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Your address is a convenience, but it really is a point 

on a spinning globe in an expanding universe? And you 

haven't come back to the same place that you . . . . 

Of course, it's sensible to know where it is. Then I 

found out Stravinsky was thinking these things. I 

read his Poetics of Music, and he says, about this very 

dichotomy, that it's both common sense as well as the 

most profound wisdom to accept both. Both the identity 

of things--that you are indeed the Susan Einstein whom 

I saw two weeks ago, although you and I have changed a 

lot since then; it would be silly to say, "Who are you?" 

I know that there's a continuity-- and at the same time, 

to recognize that change (things are different now than 

they were then). So all of that thinking grew out of 

those lectures, the history of graphic ideas, in which 

El Greco became part of the Demoiselles DTAvignon. 

Eliot puts it this way, very nicely, too: that we have 

an order of existing monuments, those things that we 

("we" meaning humanity) have agreed--without any 

any coercion, over many, many hundreds of years--are indeed 

monuments (of which Bach, for instance, is one of the 

largest). Okay, now, when something is added to that 

order of monuments, a new thing is added, Eliot says; 

it changes the whole relationship. Obviously, if you 

add something to an equation and you want it to stay 
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in balance, you have to change the equation. You can't 

just add. 

EINSTEIN: Everything shifts. 

WARSHAW: Everything shifts. And when I see the 

Demoiselles D'Avignon as influenced [by] the kind of space 

El Greco was using, the--and El Greco is a timeless figure. 

I mean, if he appeared today and had never appeared 

before (an impossibility, since so many other things 

wouldn't have happened), it would be the most adventurous 

invention in painting still, his shifting perspective. 

That's another matter. 

EINSTEIN: Well, I just wanted to interject that once 

I heard that that was all due to astigmatism. 

WARSHAW: Oh, nonsense. 

EINSTEIN: Well, it's a wonderful little story. But of 

course, I know what you mean. 

WARSHAW: Well, all you have to do is see that in his 

secular portraits, his perspective and his sense of time 

are one, and they're just ordinary; they're seen from an 

ordinary point of view. It's only when he gets into 

celestial figures that he gives extraordinary vision to 

the extraordinary event that he's making. Furthermore, 

as a draftsman now, I can understand; I can follow his 

train of thought. So there's nothing consistently 

aberrational about it at all. It's an invention in which 
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he makes himself very, very small relative to the thing 

that he's looking at. So he perches on the edge of a 

cheek and looks down at the mouth, as though he were on 

the brow of a hill, and looks up into the eye. If one 

were to see a head that large, relative to oneself, 

that's the way one would have to scan it. One would 

have to scan across the forehead and look in another 

direction down at the mouth and chin, you see. And then 

that gives the spectator a sense of looking through his, 

El Greco's, eye and when one sees these as monumental 

figures, whatever their actual size is--it doesn't matter, 

you see. 

Well, all of this leads to my entrance, really, into 

the twentieth century. [It] was a way in, without con-

sidering the gulf, without having to say, "I despise every-

thing that came before, and it has no connection"; or, 

"I love everything that came before, but it has no meaning 

for me now." It established a connection. And to go 

back to the European colony in Los Angeles, they, too, 

the whole atmosphere there, lead into the Jepson school 

and into my realization that Picasso was a direct out-

growth of El Greco, who was an outgrowth of Tintoretto 

and Titian and Florentine drawing, you know. This was 

going on at a time when abstract expressionsim was 

beginning in New York. And a gulf was established in a 
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very formidable way. Drawing itself was separated 

entirely--and still is, as far as I can see--from paint-

ing. So Lebrun, Brice, and I - - in that atmosphere--and 

the students at the Jepson school were probably the last 

school going on in America that was having a direct 

European influence, a direct cultural line to Europe--

which is, after all, the only culture we have. We're 

not American Indians, and we don't draw our heritage from 

that at all. 

EINSTEIN: These ideas of Lebrun's, the teaching method, 

sound very much like the ideas that I heard that Herbert 

Jepson had about teaching himself. Is that true? 

WARSHAW: Yeah, the whole school. Naturally, the ideas 

that I just described are--I don't want to become a sort 

of Charlie McCarthy for Rico Lebrun, as much as I respect 

and revere him. They're as much my ideas as his. Over 

the years, I don't know whose or when anymore--which is 

the way it should be, you know. What I told you now are 

my present notions. They've been developing all this time, 

but the seeds of these notions were in those lectures. 

And Jepson himself, at that time, was floundering, but 

he became a really remarkable teacher. I don't know 

that he was at that time. Though he was operating the 

school in a very genial, sympathetic way. 

EINSTEIN: I understand he set up the school because he 
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was not satisfied with Chouinard [Art Institute]. 

WARSHAW: Yeah, that's right, that's right. But I don't 

think he found what he was looking for in his own 

teaching until a few years later. But he did find it, 

and he became an excellent teacher, a remarkable 

teacher. There's a very good film that he made; it's 

available somewhere. A former student of his [Ralph 

Gilbert] who came to work with me in Santa Barbara brought 

it up one day, and it's an excellent film on the teaching 

of drawing. 

EINSTEIN: At this time, I want to get back to your own 

career a bit. I know you had a show at the Santa Barbara 

Museum of Art, and that was a few years earlier. 

WARSHAW: Well, in 1945, I had my first show at Julien 

Levy's. The years that I'm talking about now are a couple 

of years later: 1946-1947, I guess, we started at the 

Jepson School. In 1945 I went to New York, lived there 

for a year, and had my show, my first New York show, 

which was quite well reviewed, and a few things were 

sold--it wasn't any great success. But it was enough to--

it was at the premier gallery, one of the great galleries 

in New York, so it was a big event for me. And it happened 

that there was a blizzard the night of the opening, but 

even so it was pretty well attended. It was the gallery 

itself that drew the people. And the New York Times 
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reviewed it on Sunday, favorably, Edward Alden Jewell, 

as I recall; and Art News had a fairly good account of it. 

And one man bought a drawing which he gave to the Santa 

Barbara Museum [of Art]. And the upshot of that was that 

Donald Bear invited me to have a show here. And substan-

tially the same show I had in New York came out here to 

the museum, plus some things I'd been working on during 

the year when I was in New York. 

EINSTEIN: That was only a year later. 

WARSHAW: It was only a year later--1946, I believe. 

And I had no idea I was going to move to Santa Barbara 

then, but it was not that far away from Los Angeles. 

A footnote to this that might interest you: Arshile 

Gorky and I were the last two painters that came to the 

Julien Levy Gallery; I think we were the last two that he 

took on. Gorky had been with him for a number of years, 

and Julien had never given him an exhibition because 

Gorky, though a marvelous painter, was very eclectic 

at the time. He was a great student of art; he was at 

the Metropolitan Museum much of the time, and he was 

very interested in Uccello. He was scheduled to have a 

show in midwinter, I think, and I in the spring. And 

I'd come to New York in the early fall with a crate of 

paintings that were enough for the show, so that I wasn't 

worried about having the show. Whatever else I could do 
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in the interim was fine, if it was of the right quality. 

But, in other words, I had no pressure about the show. 

Everything was in the crate, and the crate, finally, 

after some trouble, arrived. And in the middle of all 

this, Gorky was working toward his first show, which was 

to be held in the winter of that year, and his studio 

burned down; all his paintings were burned. So Julien 

asked me, since I had the crate of paintings already 

there, would I change places with Gorky? And I did. 

Gorky said in three months he could paint his show. So 

what he did was to paint only the recollection of the 

paintings. Those were the first Arshile Gorkys that 

are in the familiar style that one identifies with him 

now. He called them, I think, Beloved Ember #1 [actually 

Charred Beloved], and he just painted the delicate membrane 

of the memory of the images. They were once or twice 

or thrice removed from the original vision. They weren't 

abstract expressionist paintings, but they were mistaken 

for such. And Gorky died without ever knowing that he'd 

become the father of this school. I don't think he 

would--I think he would have asked for a blood test. 

So I had my show in New York, and I came back to Los 

Angeles, and that's when Helen (to whom I was married 

then) and I moved up to Vincent's house, who'd recently 

been divorced from Edith Barrett, the actress, and was 
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living there alone downstairs. There was an apartment 

upstairs and a studio in the back. So we moved up there. 

A kitchen was put in for us; and we lived our life and 

he lived his, but we saw a lot of each other. And then 

all these events occurred. We met Lebrun--we had met 

Lebrun before we went to New York--and we went to the 

Jepson school; and then from there, I went to Iowa. This 

came about because the museum in Los Angeles had an annual 

exhibition, to which we all submitted paintings. It 

was a juried exhibition: the paintings were accepted or 

rejected by a jury, and purchase prizes were given. 

EINSTEIN: What does that mean? 

WARSHAW: Well, you submit a painting--a jury is employed 

by the museum, usually three museum directors: for 

instance, Perry Rathbone from St. Louis, I believe it was, 

and Dorothy Miller from the Museum of Modern Art, and 

Donald Bear from this museum. I don't know that they 

were all on the same jury. But then everyone who wants 

to submit a painting brings it to the back door of the 

Los Angeles County [Museum], which was then downtown, 

see. And all the painters submitted. Lebrun did; Berman 

did--I mean, the highest professional painters. Then the 

jury goes through all these works and selects an exhibi-

tion of, say, a hundred paintings. And this represents 

their view of a cross section--not a cross section. 

[Rather] what they think is the best of Los Angeles 

69 



art at the time. And then they have some money with which 

to purchase paintings for the permanent collection of the 

museum, see. Well, during that period, we--Brice, Lebrun 

and I--won almost every year, the purchase awards. And 

that's one of the reasons why the Jepson school flourished 

so well. I guess we were the painters of Los Angeles 

at that time. The stage changes so rapidly now, you know. 

But the museum acquired about six, I think, of my paintings 

that way. Well, two of them were purchased at their 

Centennial exhibition in [1949] , [when the state of 

California was] 100 years old. And they had a big cele-

bration and a big catalog. And Lester Longman, who was 

chairman of the department at Iowa (later at UCLA), 

was on the jury. Perry Rathbone was another. And I won 

both first prizes that year, in gouache and in oil paint, 

which totalled a tidy sum. And so at lunch, the day after 

all this occurred, Longman invited me to go to Iowa. I 

had an idea that maybe I was ready to branch out on my 

own, and [I had] other personal reasons that made me sort 

of think it might be a good idea to get away from Los 

Angeles. 

So I went, at the age of twenty-nine, to the State 

University of Iowa as an assistant professor of art and 

taught graduate classes there. And I found myself there 

in a very good position to digest everything I had been 
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thinking about at the Jepson school. They gave me a 

studio in the art building, which was a very handsome 

place in which to work but had this peculiar feature: 

the windows were not unlike these here, that is the room 

was a basement room, but the windows extended up over the 

ground a considerable distance. It was a very tall room. 

So whereas the floor was well in the basement, the 

windows were well above ground, as a result of which I 

could see nothing but sky. So I was in an empty room of 

rather handsome proportions with whitewashed walls 

and sky. I could have been anywhere. There was nothing 

to look at. I didn't know anybody there, and I wasn't 

interested in the countryside, which always seemed to me 

a little artificial. It really looks like Grant Wood; 

it really looks like Grant Wood paintings to me. It 

looked like a miniature golf course. I'm sure it isn't 

so; this is an impression I had then, due to whatever was 

going on in me. 

But I really studied cubism there. I wonder how 

many people who look at a cubist painting have any idea 

what the hell is going on. I don't know. I know that 

most of the people who teach art history don't know. But 

I found out to my satisfaction what the criteria were 

for success or failure. I could see the iconography in 

the paintings; I could recall the situation in which 
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they were painted. Finally, they got to be just paintings. 

EINSTEIN: Did you start back with the analytical and 

go through the process the way Picasso and Braque did, 

or . . . ? 

WARSHAW: I never made any of those distinctions. I 

had available to me a terrific slide collection--that 

was Lester Longman's fixed idea--and that happened to be 

in the basement. So I could go at any time to review 

whatever I wanted to see. And what I was interested in 

was how you behave if you're making a painting like 

this. What kind of vision are you selecting for, and 

how do you operate relative to that vision? I determined 

that they were looking at the world, just as much as 

Giotto was--and how were they looking at it? But I 

was worried about imitating them because I have, even 

then, and now more so, a facility for painting. I could 

make things look good. If I started painting guitars 

and wallpaper and newspapers and cafe parquet floors 

and so forth, I could do a pretty good imitation of those 

things without understanding what I was doing, as though 

I heard you speak a language I didn't know, of which 

there are many, and were able to imitate you so that no 

one else would know, but I myself wouldn't know what I 

was saying. I could do that sort of thing. So I wanted 

to be sure that there was no way in which I could imitate 
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the painting. And I thought what I would do would be 

to get a human model, work every day from it, from a 

life model, from a nude model, because that's one thing 

that the cubists had not done (not till Guernica did 

[they] get the ability to use animal and human forms with 

some degree of nondecorative meaning; the great Gris 

are all still life). But I couldn't afford a model every 

day, so I decided to use my own hand, my left hand, which 

is very much like the human figure. It's articulate; 

it's both fleshy and bony; it gestures; it has a scale, 

dimensionality; it's a perfect model of the whole thing. 

And it's always there. So I did a series of paintings of 

hands. A lot of people thought my interest was in hands. 

It wasn't at all; it was in the kind of space. Also, the 

so called negative space — you know what that means. If 

I hold up my hand, spread my fingers, the places in between 

the fingers on the canvas would be called negative space. 

(Lebrun called those positive intervals, a much better 

way of thinking of it.) If one is thinking of observing 

the world in time, then those intervals change; they're 

not consistent. Through one space you see one thing, 

and through another space another at a different time--

the whole thing is time. The Renaissance imposed upon 

us the notion "Stop the world; it's only real when every-

thing is arrested." You arrest your position and everything 
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else, and it's fixed forever. And that's the way we under-

stand reality. Of course, the first thing you do when 

drawing in perspective is put a point down, and that point 

corresponds to two things: something out there and your 

own eye. And they're on a straight line — all points are 

coincidental on that line, and everything is fixed to that 

orientation, in time. And then cubism gets off of that 

point and says, "I'm examining this by turning it over and 

looking at both sides of it, and the space goes with it." 

Futurists didn't understand this; they thought they could 

deal in a Renaissance space with chains spinning and the 

dog's legs moving, and all of that. But Duchamp under-

stood it: when the nude descends the staircase, the 

staircase descends, too. The space moves around it: 

if the vision of the observer is shifting, then everything 

shifts, not just some object in an otherwise static world. 

The futurists made an illustration of movement. 

Well, so I began to understand that. By the time 

the year was over, I had at least satisfied myself, and 

still am satisfied, that I know what was up. I don't 

know how many people understand that because it seems to 

me that's the point at which the gulf of modern art was 

developed. Cubism was widely and wildly heralded, but I 

don't know that it was understood, because the inference 

drawn from it was that the subject matter was no longer 
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important, that there was no subject of inquiry in the 

painting. And what happened in fact was that the idea 

of what the subject of inquiry was had changed, just 

as it changed in physics, you see. And not understanding 

the change, it was assumed that there was no such inquiry. 

And then painting began its descent: a series of fatal 

subtractions have been made from it for the purpose of 

originality. It obviously is going to be different without 

drawing, and different still without stretcher boards, 

and different still without paint at all or paintings on 

the sides of the stretchers, whatever could be done that 

would make a distinction between it and what had previously 

been done. But this narrows down to the point now, at 

this moment, in which in the last two graduate shows at 

the university, which simply echo things that are going 

on--they're provincial echoes--the gallery is now filled 

with a graduate MFA show by a young woman who's done 

nothing but write. She can't paint anymore because there's 

nothing else to do. And the show before that was a little 

performance put on by a young man who emerged naked from 

a sleeping bag, put on a tail coat, which was his entire 

costume, and pranced with a dead fish for a period of time. 

He was photographed doing this, and the photographs were 

put upon the wall, and that was his exhibition. So, well, 

it's only important that these things are accredited by 
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the university. They're encouraged by the art history 

professors, two of whom were on the committees of these 

people. And these people are going to be given degrees 

as masters of fine arts. And such things are considered 

the present moment on the continuum of which painting is 

a previous example, see. Well, that's the gulf that 

exists, and I think we can . . . . 

EINSTEIN: Would you include fin your criticisms] some of 

the abstract--I call it abstract painting--thatTs being 

done today that deals with the plane surface of the canvas 

and the picture plane idea? A lot of the artists [see 

this] as an offshoot of cubism. 

WARSHAW: Yeah, but the picture plane is not an idea, 

is it? What do we mean by that? 

EINSTEIN: I just mean dealing with the structure of the 

canvas. 

WARSHAW: The canvas as a plane surface? 

EINSTEIN: Yes. A lot of artists will tie that back 

into cubism as one path leading off of it. 

WARSHAW: Well, that's one of the mistakes, you see. 

Indeed, the cubists did honor the plane surface. It's 

part of one's realistic behavior to know that the painting 

is a plane surface. So did Vermeer, however, by all kinds 

of marvelous two-dimensional coincidences in the three-

dimensional illusion he made. The only ideas I know of 
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that are interesting, that have to do with the plane 

surface are ideas like those of plane geometry--Euclid. 

The idea of maintaining the picture plane came about 

because there was a period of neglect in the conscious-

ness of that fact in the painting of the late nineteenth 

century. Not the good painters, but the famous painters, 

the offshoots of [Adolphe] Bouguereau and those people, 

to whom what one pretended existed independently of what 

one actually did on canvas. The great masters of illusion 

didn't do this at all. The play between the illusion 

and the fact was an idea. That's where the ideas reside, 

you see. And with cubists, too. There's a tremendous 

amount of illusion in cubism, only it's about a shallow 

space. But it's space. It's a laminated space, with very 

emphatic illusions of light and changes of key that make 

for great spatial distances because this is in a different 

light than that, see. There's a relationship between the 

fact of the painting and the references the painting makes 

to the experience out of which it grew that's not unlike 

memory. If you remember something, the fact is that you 

are now, at this moment, in the present, remembering some-

thing. That's the fact. The memory is an overtone, a 

referential something that isn't here but which one must 

think about. And one thinks about it relative to the 

present moment, through the present moment. It is the 
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present moment of the past. So in a good painting--

let's take Vermeer as a master of illusion and of fact--

the facts are there. The surface is emphatically 

gridded. One is very conscious of it. And the illusion and 

the memory, that which isn't there, plays against the 

surface. There's a relationship between the two. That's 

where the ideas reside. Now, in cubism, the relationship 

shifts. Just as in music, where you might have one voice 

dominate another, and then you might reverse that, 

in cubism the facts of the picture dominate, and the memory, 

the references are the substrata. Just the opposite of 

Vermeer. But it's still--they're the same, identical, 

in that we are dealing with a poetic relationship between 

fact and reference, see. So when you just take a plain 

canvas and say, "I'm dealing with ideas about the surface," 

what ideas about the surface are comparable to that kind 

of magic? What can you do with a surface? Leave it alone: 

it'll stay flat. If you divide it in various ways, then 

how is it ever going to approach the interest of geometry? 

And when one talks about the geometry of painting, how 

empty that word is. Will a man who's doing geometry be 

interested in the fact that you can make a triangle out 

of the head and the two hands in a portrait? So what? 

That's not geometry. It's not just that it's been done; 

it doesn't become interesting to a geometrist until some 
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proposition develops from it. The fact that it's a 

triangle doesn't--geo-metry means "measure of the earth." 

EINSTEIN: So I guess in Iowa you were thinking about 

all of these things but pretty much isolated. Did you 

have anybody to exchange some of these ideas with? 

WARSHAW: No. In fact, I got into a lot of trouble there, 

and a lot of acrimony. I was a very arrogant young man. 

I assumed that I knew everything and that my colleagues, 

most of whom were--with the exception of [Mauricio] 

Lasansky, who's still going strong and is a man who knew 

what he was doing and is very good at doing it--most of 

them were pretty well beaten by Iowa. They were men from 

the East who would rather have been at the Art Students 

League but weren't. And this was second best for them. 

They yearned for Woodstock and Greenwich Village, and 

Iowa had defeated them over the years. Every year they 

stayed there they were . . . . One of them went to the 

movies every night, and we had only one theater, so he'd 

see the same film night after night. There was an awful 

lot of drinking, and there wasn't anything very positive. 

One man I enjoyed very much, Byron Burford, who was very 

amusing. He was a very pleasant man and a very funny man, 

an amateur magician. He sent to Chicago for various tricks 

that he would build. But I didn't find much to talk about 

with him in terms of painting. So I was quite isolated. 
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EINSTEIN: So you only stayed a year then? 

WARSHAW: Yeah. I came back to Los Angeles at the end 

of the year. 

EINSTEIN: But you liked the experience of teaching? 

WARSHAW: Well, I liked having a university, being part 

of a university. I enjoyed that. I didn't exercise these 

possibilities, but I could see there were many possi-

bilities of making cross references with men in other 

disciplines. I tried to make contact with a man who 

was dealing with general semantics--which is not unrelated 

to painting, in terms of abstraction--using abstraction in 

an intelligible way, not just in the meaningless way 

(to wit: to the degree that a painting doesn't look like 

anything but a painting, it's abstract). Wendell Johnson, 

I think his name was. I did have one mixed class with 

him. And I could see there were many possibilities there. 

I liked being part of a university campus, and I've 

spent most of my life since in that environment. 

I came back to the Jepson school, and then that 

dissolved finally, after a couple of years. Everybody 

went his own way. 

EINSTEIN: I wanted to ask you--can you remember any of 

the students that were there or that you had that are 

continuing artists today? 

WARSHAW: Yes. Robert Chuey lives in Los Angeles. 
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Bill Ptaszynski, who's up here on the [UCSB] faculty and 

is one of the best draftsmen in the country, one of the 

few very good draftsmen in the country. Irving Sylvie 

is working in Australia and teaching and painting there. 

I believe there's a man named Barrett, I remember, who I 

think is on the faculty or was on the faculty of the Santa 

Barbara Art Institute here. There must be quite a few 

others, but right on the spur of the moment--it's been 

thirty years . . . . 

EINSTEIN: Why did the school fold? What happened? 

WARSHAW: Well, the school was a very small; it was the 

faculty, a very small group, and things began happening 

to us. First, Lebrun decided that he didn't want to teach 

anymore. I believe he had a contract with the [Jacques] 

Seligmann Gallery in New York (which I later joined) 

that supported him adequately. And he also then went further 

and went to Mexico, so he was out, and he was a very important 

part of the school, of course. But nevertheless, the 

school flourished for a couple more years after that. But 

then the crowning blow was when Jepson was divorced from 

his wife, and he hadn't ever separated the finances of 

the school from his own. So there was nothing to fall 

back on after the GI Bill ran out. The school had been 

very prosperous, but none of the money was there to adver-

tise and to bolster the school at a time when it needed 
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to retrench, you see. And furthermore, he remarried, 

and there was a lot of anxiety in his life. And I went 

through a divorce and went to New York. And the whole 

thing just fell apart. 

But the students stayed together for--it was a 

remarkable thing. The students in the school stayed to-

gether for quite a while after that. They rented a place 

of their own, and we used to come and visit them there. 

They had a big auction, which was very well attended by 

a lot of people in Los Angeles, and they got quite a bit 

of money that night. We all gave works to it. We were 

all at the Frank Perls Gallery then, and they made, oh, 

thousands of dollars. They rented a big garage somewhere, 

and they had regular sessions going on for maybe a year 

or two after the school closed. It was that strong. 

And we continued to lend our support and time and interest 

to it. 

EINSTEIN: At that point, did you consider teaching at 

any of the other art schools in Los Angeles? 

WARSHAW: No. I was going through a terrible mix-up in 

my life at the time. I went to New York sporadically and 

back, and then back to New York. I ended up having to make 

a living some way, and Keith Finch and I opened a school, 

which we had for a year or two. It was a rather dismal 

period; I certainly didn't like being an entrepreneur--being 
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in the position of selling my services, as it were--but 

it was the only way I could get along at the time. I 

wasn't painting much or doing much good. So that operated 

for a while, and it worked all right. I think we gave 

some pretty good classes. 
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TAPE NUMBER: III, SIDE ONE 

MARCH 18, 1976 

EINSTEIN: We just finished talking about your days in 

Iowa and the year you spent there. In 1951 you returned 

to Los Angeles. I want to go back again. You'd already 

begun an association with the Frank Perls Gallery. Can 

you tell me about that and the other people that were 

associated with the gallery? 

WARSHAW: Yeah, well, I remember that I was with Frank 

because during the year I was in Iowa--or just before I 

left--Julien Levy had closed his gallery in New York and 

retired from the art world. So I had no representation in 

New York then. I was still under contract to Julien; I 

was receiving a monthly stipend for half of my work, 

every year. Then I was represented in Los Angeles by 

Frank Perls, [even] before I went to Iowa. While I was 

in Iowa, I got a letter from the [Paul] Rosenberg Gallery 

in New York--this is one of the regrets of my life--asking 

me if I'd be interested in them representing me there. 

At the time, I had a certain publicity--Life and Time 

magazine had printed pictures of my work, and Look and 

Fortune-- and Rosenberg asked if I would be interested, and 

would I send some slides of recent work? I referred 

them to Frank Perls, which was a great mistake because 
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Frank was a very arrogant man, and he wrote them an 

uncompromising letter of some sort (if they wanted to be 

a subsidiary of his gallery in representing me, and so 

forth and so on). At the time I thought everything was 

very easy in establishing a professional career. I had 

had no trouble. I went to New York. Immediately, or 

within a couple of years, I joined one of the very best 

galleries. I exhibited at the museum and every picture 

virtually won a purchase prize. I was offered a professor-

ship at Iowa. No problems would occur. In the meantime, 

of course, this chasm was building up between classical 

painting and the American modern school. I was unaware 

that this was happening at that time. So I should have 

written to Rosenberg saying I'd be very grateful in being 

represented by him, but I didn't. And they never even 

got in touch with me again after they got one of these 

nasty Frank Perls letters. I didn't care. I thought, 

"Well, I can go to any gallery any time." 

So I came back to Los Angeles. I had a show, the 

hand things which I was doing, which was not understood 

at all. They weren't the neoromantic paintings people 

were accustomed to, and they didn't look like my previous 

work. They weren't purchased at the museum. They were a 

rather odd group of things, you can imagine, just big 

hands. However, Patricia Neal, the actress, who was a 
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friend of ours then, bought one of the biggest, and one 

of the most worked paintings, the most seriously worked 

paintings, and one of the most successful. And Perry 

Rathbone, who was then in charge of the Carnegie Institute, 

persuaded her to give that to the institute, where it is 

now. So that was one good result of that show. 

At the time, the Perls Gallery, I guess, was the 

leading gallery in Los Angeles in the sense of being the 

most connected with the great world outside. His brother 

Klaus had the great Perls Gallery in New York, and Frank's 

parents were well-known art dealers in Berlin; they had 

had the first Picasso show in Germany, and so forth. 

Frank showed Berman and Rico Lebrun and Bill Brice and 

myself and Channing Peake and Bob Chuey. And we were a 

relatively homogeneous group, relative to the rest of the 

world. That was in the 1950s; abstract expressionism 

was coming into vogue. We were identified as a group of 

draftsmen. We had a show here at the Santa Barbara 

museum; it was called "Four Painters," I guess: Peake 

and myself, Brice and Chuey. It was one of my first long 

visits to Santa Barbara. We came up for that exhibition, 

and we were royally entertained here by the Dangerfields, 

who have since become inseparable friends of my wife and 

myself. That's George Dangerfield, the historian, whose 

Strange Death of Liberal England is used everywhere in 
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the teaching of English history, and whose Era of Good 

Feelings won the Pulitzer Prize in history. And then 

later [1956] , Channing Peake and Rico Lebrun and I had 

a show at the Santa Barbara museum, and that went on to 

the De Young Museum. 

There was no other gallery in Los Angeles, I think, 

comparable to Perls. There was a nouveau gallery run by 

a man named [Paul] Kantor, who got involved in all the 

new stuff, who showed [Robert] Motherwell and those people. 

EINSTEIN: Was that the man who just gave all the Rodins? 

WARSHAW: I don't think it's the same man. I don't know; 

I haven't kept track of him. I doubt it. And Felix 

Landau was just starting. He had a frame shop, and he 

was just starting a gallery. Later on, he took over where 

Perls left off, and he was the one with, well, with con-

nections with a gallery in New York, the Allen-Landau 

Gallery, and that sort of thing. And we all moved over 

there when Frank went out of business. 

EINSTEIN: Then you continued to show at Felix Landau 

for quite a while. 

WARSHAW: Yeah, almost until the end of the gallery. 

About a year before he closed, I moved over to [Silvan] 

Simone because he had two painters that I admired very 

much, Lebrun and [Jose Luis] Cuevas, and I thought I'd 

be more at home there. Now I don't know of any in the 
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whole . . . . 

ft ft ft 

Note: Mr. Warshaw has deleted four pages of the trans-

cript of Tape III, Side One. 

ft ft ft 

EINSTEIN: Did you ever work in lithography? 

WARSHAW: I did two stones with Lynton Kistler in Los 

Angeles. (He had a lithograph shop.) Frank Perls 

sponsored them. He made the arrangements and paid 

Kistler. He printed two editions. They weren't very 

good--I mean, not due to Kistler's printing. 

EINSTEIN: I would have thought you would have been 

interested in that--I mean, being a draftsman and all. 

Is there any reason why not? 

WARSHAW: Yeah, I can't print them myself. You can't 

print a lithograph yourself. I would have been inter-

ested if I did it in a place where there was a man 

regularly printing lithographs that I could have relied 

upon. But I never was in that situation. But I did 

do a lot of etching, and when I first came to Santa Barbara, 

I taught etching classes here. And I got interested in 

photoengraving on the etching plate, not from photographs 

but from drawings, by being able to transfer drawings to 

the plate and then work on those engravings. So I did 

quite a bit of that. And if you remind me, I'll show some 
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when we do the video tape. I took, for instance, 

silver point drawings, which are not unlike etchings in 

the fineness of the line, had them photographed for in-

creased contrast, and then had those transferred to plates. 

I did it myself. We had the whole works out here at Santa 

Barbara. Then, you see, once you had the plate made 

photosensitive, then you put the negative on it and exposed 

it to the light, and then you put the plate in the acid. 

Now you control that. You can take it out and varnish 

any piece of it. You don't have to bite it as though it 

were a newspaper reproduction, you see. And then also 

you can then go in with a burin or a scraper and change 

anything. So I did a lot of work with that, and that led 

me into offset lithography, of which I've done a great 

deal, and with which I work now at the university. And 

that comes, that devolves out of the television--I think 

that's a whole . . . . 

EINSTEIN: We'll save that because I want to be able to 

show some of those, too. I've seen some examples in your 

catalog, very nice. Well, how did you happen to come to 

Santa Barbara? 

WARSHAW: Well, I was at loose ends in Los Angeles. I 

had a few private students, I think, and that was it. 

Keith Finch and I had closed our school. I wanted to get 

married to the lady to whom I am now married [Franny 
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Pilchard Ferrer] , and I needed some visible means of 

support. I wasn't selling paintings. And lo and behold, 

one day, I think it was Bill Dole, who's up here now, my 

colleague, made the suggestion that I come up here, and 

the then-chairman of the department, Howard Fenton, came 

down. 

Oh, I had a retrospective show at the Pasadena 

museum. I had a big retrospective show at the Pasadena 

museum, and that elicited a fair amount of attention, a 

big page in the Los Angeles Times, and I had sort of a 

spurt in my . . . a resurgence. 

EINSTEIN: Do you remember the year? 

WARSHAW: It would have been 1953 or '54. Certainly before 

'55, when I came here. 

EINSTEIN: How did that [show] come about? 

WARSHAW: Through Frank Perls, I guess. Someone there 

was interested, and so we got paintings from all over the 

place. It was quite a big show in several galleries; it 

occupied the whole museum and got quite a bit of publicity. 

So that established my credentials for them up here, 

or reestablished them, and I came up on a trial basis 

for both of us, the university and myself, in an acting 

capacity. At the end of the year, it looked as though we 

were going to stay, and it looked permanent. So then 

Franny and I were married, and we moved up here in 1956. 
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I lived here alone in '55. We've been here ever since. 

And it all seems like yesterday to me. 

EINSTEIN: That's twenty years. 

WARSHAW: It is. We will have been married twenty years 

in April of next month. And I will have been here 

twenty-one years. You see, I was here one year before 

that. 

EINSTEIN: Well, the university twenty years ago must have 

been a lot different than it is today. 

WARSHAW: Oh, yes, it was. You see, Santa Barbara was 

a campus of the University of California, but it was 

[just] a college. A college, a small liberal arts college 

And that was to be its destiny. We didn't have a chancell 

we had a provost. We had 1,500 students--we had 1,200, 

I think, or 1,100, and 1,500 was to be the limit. We had 

a faculty of about 100. And we were going to be the 

jewel in the constellation--a protected, liberal arts 

college in this beautiful part of the world. When I came 

here, that was the idea, and that is what I was looking 

forward to. No graduate schools, no schools of any kind 

other than the letters and science college. As far as 

the physical place is concerned, it was geographically the 

same as it is now, the coast and the mountains, but there 

was only one permanent building up, and it was the library 

I believe. And then two went up the first year that I 
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was there, a science building--which is now just a small, 

little bulge in the whole science area--and something 

called South Hall (I have yet to find out what it was 

south of; it's right smack in the middle of everything). 

The first wing of that was up. The rest were all the 

remnants of a marine camp. You see, the airport is 

adjacent to the university, not through any accident but 

because that was the marine air base here during World War 

II, and later on it became the Santa Barbara airport. So 

the university was attached to the airport--I mean, what 

now is the university--as a marine camp. And my first 

classes, and for many years thereafter, were taught in 

barracks. 

EINSTEIN: Well, coming here and finding a small liberal 

arts school, I guess you found the kind of atmosphere you 

were looking for as far as an interchange with other members 

of the faculty. Is that correct? 

WARSHAW: Yes, well, you see, there was no longer a world 

of painting I could live in. I can't talk about painting 

with anyone who doesn't draw; I don't think that's painting. 

And however narrow-minded that may be, it nevertheless 

is nonetheless true for me. I'm just not interested. 

If people can't report on the visible world, then I don't 

think they belong to the guild that I think of. I don't 

think it's part of the same activity that Rembrandt and 
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Michelangelo and Picasso and Juan Gris engaged in. If 

you can't . . . to me, a thoroughly sound challenge is 

something like this (I'm getting off the subject but this 

is interesting): A lady I know who lives here, a friend 

of ours, got a new dog, and it's a strange kind of dog. 

It's a Jack Russell terrier. Anyhow, she asked me, would 

I conceive of doing a portrait of her dog? Well, I damn 

well did. I thought, if I am a draftsman, as I claim to 

be, and a painter, then I ought to be able to do a por-

trait of a dog. Which meant--I've never drawn a dog 

before, I think--which meant not only making it look 

like a four-legged animal, but an animal that's a dog; 

and not only a dog, but a dog of that particular breed. 

And not only of that breed, but that particular dog; 

and not be a shallow illustration, but to be a drawing 

that I could sign as being a dignified work which belongs 

with the rest of my work. 

EINSTEIN: Sounds like a challenge. 

WARSHAW: I consider that a legitimate challenge, and 

I'm proud to say that I was able to make about a half-

dozen drawings of this dog. That's a test. And I really 

can't talk about painting with someone who can't do that 

sort of thing, you know, which the friends I had could. 

And men like Jack Levine and Raphael Soyer could. I have 

known them from time to time, but very slightly. 
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EINSTEIN: Did you know them from New York? 

WARSHAW: From New York. But you see, ITm so briefly 

there, and they're not companions, and I hardly know them. 

But I could talk with them if they were here, and I have 

talked with them, because I know Levine can paint a horse. 

He's painted a very interesting old horse and a delivery 

cart. I know that Raphael Soyer could make a drawing of 

me, and I could make one of him. But if someone, however 

nicely, organizes the space on a canvas but couldn't make 

a drawing of that dog, I can't get very interested in it. 

That gives you an idea of how narrow my field is. 

So my friends are other people who do the equivalent in 

other fields. I have a friend who is a mathematician [Paul 

Kelly] and we discuss abstraction. We gave some lectures on 

it together, making comparisons between abstraction in paint-

ing and abstraction in mathematics. I took a class in non-

Euclidean geometry with him. And I know he can draw that 

dog; he can do what's comparable to it in mathematics. 

We could go into that sometime perhaps; those comparisons 

of abstractions are interesting. And my other friends, 

mostly--well, one of them is just retired, an English 

professor [Douwe Stuurman] who is a Rhodes scholar and 

who has a background in classics and who is an extra-

ordinary man. Dangerfield, who was at the university 
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until recently, was the historian I mentioned. These are 

the men that I'm in contact with, and two men in philosophy 

[Herbert Fingarette and Paul Wienpahl]. There's one 

sculptor on the campus, Robert Thomas, with whom I just 

had a show at Redlands University. 

EINSTEIN: We're going to broach another subject and ask 

you to talk a bit about the Center for the Study of Democratic 

Institutions and your involvement with that. 

WARSHAW: Well, that was a very happy period for me. I 

was quite involved with them. Now, for reasons I don't 

quite understand, I have nothing to do with them anymore; 

but they reorganized so many times, this happens to just 

about everybody. But for a period there, when the magazine 

first was being published, I was quite closely associated 

with them. First of all, I knew these people, most of them, 

socially. I knew John Cogley, who became the first editor 

of the magazine, quite well. I knew Robert Hutchins some-

what, from I forget what connections. But we had socially 

known each other somewhat. Harry Ashmore. Most of all, 

I knew a man named Bill Gorman, who was at the center then 

as a fellow, and a close friend. I knew everybody there. 

And I visited from time to time. And then, when they were 

going to print the magazine, they asked me if I'd do 

the first cover. They thought I would do a painting for 

it. I realized that if I gave them a painting, they'd 

95 



break it down into four colors, so that if we had the use 

of the press for four runs, why not really make use of it? 

So I explained that to Mr. Cogley, who was enthusiastic 

about it. I went to Phoenix; I designed a cover, for 

which I made four color separations; and I saw it, the 

process, finished at Phoenix. And it was quite a success. 

It launched the magazine very well. I did the first three 

covers, and Cogley told me that they had a lot to do with 

getting the magazine going. For a while, it had quite a 

good reputation. It had a circulation of over 100,000, 

which for a magazine of that kind was very good. And 

then, after that, I did, oh, quite a number more, maybe 

ten more covers, always in the same way. I always proofed 

my own. I always really made the covers for the first 

time at the press. I mixed the colors for the printer, 

saw the progressive proofs, and altered them as indicated. 

EINSTEIN: That's really unusual as far as . . . . 

WARSHAW: Yeah. I'm corrupting this mass medium, you see, 

to get it back so that we have some control over it. 

And then it turns out to be a most remarkable medium, 

you see. So I did all that. And Cogley interviewed me 

a couple of times for the magazine, so that two or three 

articles came out with my views on art. And that led me 

to giving two papers at the center on the mass media 

(which are in their records, in their files), and that 
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was fun. You see, I would have the floor at the meeting; 

(every morning at eleven o'clock, they would meet around 

a big green table, and twice I gave papers there). 

Also I visited them at various conferences on which I 

was going to do drawings. And then I did a film for them. 

I did a sequence of images on dialogue for a video tape 

they made as a pilot. Just as they make audio tapes now, 

they had hoped to make video tapes that would be used. 

That was an abortive project, but they did make one, and 

I did a sequence of images for the opening--that would 

have been used regularly if they had gone on--working 

with Harry Ashmore. 

EINSTEIN: Could you summarize some of the ideas that you 

gave in those talks? 

WARSHAW: Well, I have the paper. I could read the sig-

nificant paragraphs. Would you like to stop this thing 

for a minute, and I'll get the paper and read some of 

the . . . . [tape recorder turned off] 

Okay, apropos of the mass media--this is almost 

verbatim from a paper I gave at the center; it's also a 

broadside we sent out for the program at the university, 

and it's called "Fine Arts Mass Media, A Proposal for a 

Program of Study in Drawing and Painting." 

"Purpose: To bring the standards, ethics, attitudes, 

skills and historical perspective of the fine arts of 
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drawing and painting to the modern techniques of offset 

lithography and video tape; by so doing, to divert 

these mass media from the usual commercial functions of 

reproducing images; rather, to develop the unprecedented 

possibilities of these techniques as a means for the original 

conception of images; to use these swift and powerful 

instruments capable of the combination, variation and 

multiplication of images as reflections back on the language 

of drawing and painting; and to open new avenues for 

the study of and to open new hopes for the continuity of 

these perennial forms. 

"And the reasons: historical. With respect to 

clarifying the present opportunities for image making, 

I find it useful to adapt the paragraph written by Sir 

Arthur Eddington about physics. One substitutes painting 

for physics, and it reads: 'The characteristic of 

epistemological physics (of painting) is that it directly 

investigates knowledge, whereas classical physics (painting) 

endeavored to investigate an entity, the external world, 

which the knowledge is said to describe. Accordingly, the 

modern physicist (or painter) has devised a technique 

appropriate to the investigation of knowledge of the kind 

admitted in physics (or painting), whereas the classical 

physicist (or painter) devised a technique appropriate 

to the investigation of the entity such as he conceived 
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the external world to be.'" (Now, the modern, or 

epistemological painter doesn't yet exist, except as the 

cubists began . . . .) "In cubist painting, a statement 

is not only about that which is observed but about the 

observations themselves. This change in concept led to a 

popular misconception that there no longer was a subject 

of inquiry. This in turn led to fatal subtractions from 

the art of painting. Without a subject of inquiry, paint-

ing divorced from drawing performed a brief, sensational 

solo and was declared dead. Presently ditches dug in 

deserts, curtains flung across ravines--or merely rumors 

of such events--are presumed to be that moment in the 

continuum of art of which painting was a previous gesture. 

In terms of philosophy or technique, there is no longer 

anything modern about modern art. Instead, much that is 

now being done is ingenious, topical, sensational, probable, 

and au courant toward the end of its manipulation and 

packaging for inclusion in the future history of art. 

There is, after the swift changes of the early twentieth 

century, an obsessional awareness that the sine qua non 

of success is inclusion in art history. It seems to have 

become a cause of merit rather than an effect. Instead of 

a concern for the present moment of the past, there has 

been a concern for the future moment of the present. 

We are left with an art establishment which has abdicated 
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everything except its authority, and this has had a 

disquieting effect on the study of drawing and painting. 

There is reason enough to look for more fertile liaisons 

with contemporary thought and contemporary technology. 

"The technique: Offset lithography and video tape 

as techniques applicable to drawing are complementary and 

have much in common. Both allow for photographic manipu-

lation of a graphic statement for its variation in size 

and reversal of direction, its negative and positive 

aspects, and its repetition. Both techniques allow for 

superimposition of transparent images on one another. 

The video tape does this by the simultaneous projection 

of two or more cameras on one television screen; the press, 

by the printing of two or more plates on one piece of 

paper. The ratio or presence of the separate elements may 

be modulated to a very subtle degree, and, as can be 

imagined, the television cameras may be used to preview 

many possibilities for the printed page. Of course, 

these superimpositions may result in mere gratuitous 

complexity, but when properly understood, the elements 

may be used as are voices in contrapuntal music, having 

assigned function with discrete meaning, but also serving 

as complementary components in a larger design. There 

is nothing radical in this. A seventeenth-century painter 

who painted a monochromatic underpainting and then glazed 
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over it the local colors and varnish was superimposing 

separate components, each with a different function of the 

whole image. But the potential for thinking in terms of 

functions of the language is now greatly increased 

because of the range, the speed, and the flexibility of 

these new media. A technique in art is important not so 

much because it is a means to a predictable result, but 

rather because of the kind of behavior it allows and 

encourages during the conception of the work. For example, 

a fresco painting, because it must be systematically 

painted piece by piece on wet plaster, must be carefully 

planned in advance. An oil painting is different, not 

only because it is smaller and shinier but because it is 

subject to a different kind of thinking, of editing, 

revision, and improvisation while in development. A 

drawing is, among other things, a visual analogue. It 

does not transcribe material facts, but rather reveals 

observations and relationships. Like an X ray, it shows 

us not what was seen but what otherwise would not be seen. 

The X ray and the electron microscope are among many 

sophisticated new means of making visual analogues and 

must surely be suggestive to painters. Offset lithography 

and video tape have the technical capacity for following 

such leads. 

"And finally, the social point of all this: Goya 
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conceived his Disasters of War as etchings. The etching 

press was the best medium available through which these 

social documents could be made into books and disseminated. 

The best available press today is the offset lithograph 

press. Though the art of painting is indispensible to 

the life of an image maker, individual paintings considered 

as valuable objects in a world of enormously increasing 

population have a social effect primarily as reproductions, 

that is, as offset lithographs, for which they were not 

designed. Painters, properly trained, may now produce 

books--series of prints--designed in the first place to be 

offset lithographs. When the painter mixes his colors 

at the press, decides on the balance of the component 

plates during the printing, and makes the proof himself, 

then his prints are original in all but the economic 

sense. This would allow for a very different and more 

broadly based supporting audience. With home video cassette 

players already on the market, the same will be true for 

a series of drawings designed as video tapes. All men 

need stories and images to shape their reality. If they 

do not come from high places, they will come from low. 

When these realities are serious works of art, they are 

among the ultimate extended achievements of man and are 

therefore simultaneously a measure of civilization, as well 

as a measure of his prospects, the possibilities for any 
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individual. They give one joining in the community of man 

some notion of what the extended human potential is, of 

what it means to use the potential, that which is given 

at birth. If the establishment for the fine arts fails 

in supporting, engendering, presenting realities, we will 

tend to take the measure of life and humanity from low 

sources, the current mass media. Critics and artists 

who sense at this time an end to the art of drawing are 

really sensing a change in the social relationship of 

art to our enormous population. We only need to see the 

obvious possibilities of bringing serious art to the mass 

media to see a new flourishing of both." 

EINSTEIN: That's very thought provoking. Did the center 

use that, use those ideas? 

WARSHAW: Yeah, well, they did the best they could to help 

me. They let me read this paper; they discussed it; they 

invited my chancellor and my dean to the conference. The 

center wasn't in a position other than to allow me to go 

on doing their covers. I now don't do any more, anyway. 

But Cogley is no longer editor, so . . . . 

EINSTEIN: However, you do use those ideas in your own 

teaching. I think we'll save that for next time. 

WARSHAW: What I'd like to do: I'd like to show you 

exactly--under the cameras, for instance--a cover of the 

center, and the progressive proofs, to show you on video 
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tape, how they combine. I could show you the finished 

cover and then the progressive proofs and show you how 

we put this image and then we put that image under the 

camera. We can use three cameras and three images and get 

this on tape. 

EINSTEIN: That would be great. 

104 



TAPE NUMBER: III, SIDE TWO 

MAY 7, 1976 

EINSTEIN: Howard, we've been trying to decide how to 

start this interview today, and we've decided to broach 

the question of your feelings about abstract expressionism. 

WARSHAW: All right. The reason I'm willing to do this, 

to discuss this--because it's a negative beginning : 

I'm not an abstract expressionist, I've never even toyed 

with the idea, and I'm not interested in their paintings 

the reason I'm willing to discuss it is so that it can 

allow me to lead properly into my interest in the magic 

and poetry and power, the ability of paintings to make 

reference to things that aren't in the paintings--while 

at the same time themselves the paintings being there. 

Let me start on that positive note, and then I'll get to 

abstract expressionism. You realize that a memory is 

actually taking place in the present. Right? 

EINSTEIN: Right. 

WARSHAW: You may be thinking of something that happened 

many years ago, but the memory is happening right now, 

and what is happening at the moment is very much a part of 

the experience of the memory. So it's the present moment 

of the past. And one can never really recall the past, 

fully, without going insane, I suppose, without losing track 
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of the present, without losing reality. So it's a wonder-

ful relationship between what is actually happening and 

overtones of things that have happened before that aren't 

happening now--memories, smells, loves, desires, hates, 

all kinds of experiences. Now, this relationship between 

the fact of the moment and that which one is remembering 

is a very delicate one, and it varies. In literature, 

for instance, it differs greatly from writer to writer. 

The same relationship exists in painting, which, you must 

remember, until a very few years ago--just about the time 

you were born, I suppose-- always had the same kind of 

relationship taken for granted. That is, there was the 

cave wall--nobody denied its existence-- and yet, there was 

the experience of running bison or horses on it. At the 

same time, the two things existed. The relationship between 

what the painting actually is, the flat object that it is, 

and the overtones and things that one thinks about in 

relationship to what actually is there, to me is the magic, 

the poetry of painting. And those relationships vary 

greatly in every period and every style and depend upon 

our sense of reality at any given time. Reality is, after 

all, what our finite minds grab out of the infinite chaos 

of which we are a part. So it's constantly being invented. 

Reality is a human conception, a definition. That's why 

definition is ongoing. If we are completely dogmatic and 
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say, "This is this, and that must remain so forever," 

then nothing ever happens. But defining and redefining, 

making de-finite things out of the infinite experiences 

we have, is the making of form. Every time we make a new 

de-finition out of the infinite thing, then we make some 

contribution to a world of human reality, man-made 

reality, in science or in art. Einstein writes very movingly 

about these things--not you, Susan, but Albert Einstein. 

I quoted him recently, and I was very pleased to see him 

put the painters with the natural philosophers and the poets 

and the scientists: inventing meaningful worlds. Now, 

the language of paint has always depended for its syntax, 

its inner order, on its semantic reference, its ability to 

refer to things outside of the painting. It's one of those 

languages, like poetry, like the language I'm using now, 

which always has had the power of semantic meaning. And 

it's distinguished from other languages like music and 

mathematics in which the power of the language is primarily 

syntactic-- that is, an inner order: the syntax depends 

on the nature of the language itself. For example, there 

are certain given things in music--periods of times 

that can be repeated which establish rhythms; periods of 

time that can be repeated at certain tempi, which don't 

change the rhythm but change the tempo. The notes 

vibrate at certain speeds, and they can be divided 
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mathematically into thirds and fifths and so forth, which 

makes for certain kinds of harmonies that are intrinsic 

to the language. One can follow the mind of a composer 

when he writes in counterpoint; or when he writes a fugue, 

one can follow his thought. Furthermore, music taking 

place in time repeats itself: there are recapitulations, 

or there are variations on themes that are recognizable. 

It's not something that takes place statically as a paint-

ing takes place. Mathematics is another syntactic language. 

One and one are two--not because there is any immutable 

one in the world which will always be there, in answer to 

some other immutable one. There are no such things: 

everything is changing; everything is disappearing and 

becoming something else. One and one are two because one 

and one are two is tautological: you can't do mathematics 

without believing it. And when you start messing around 

with it philosophically, as Bertrand Russell did 

("Is two a class of things which belongs to the class of 

two things, or the class of one thing ?M--that sort of 

question), you have to stop doing mathematics. You can't 

go on with it. It's a syntactic language. And nothing 

in painting has ever shown me what its properties are 

that [would] allow it to be a [purely] syntactic language. 

Once it gives up its semantic meaning, once it gives up 

this relationship between the fact of the painting and the 
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overtones of the fact--that the painting itself is a 

part of the experience of looking at the observable world--

it ceases to be language. The observable world 

nonobjective, meaningless until we wrest a piece of 

wall from chaos. Therefore I can't find an interest in 

abstract expressionism, other than pure sensation, I mean, 

like looking at a sunset. A sunset is a nice thing, but 

I mean . . . . I once saw a young painter take a pail 

of yellow paint and throw it on the wall; it was beau-

tiful. So is a pretty girl. But it has no language form. 

And in its own critical structure, it proscribes intellect. 

And so if it's going to abandon language, which requires 

considerable intellect--I mean, to draw a head so that 

all the relationships correspond correctly to one another 

in space, takes quite a bit of thinking--if it's going 

to abandon that aspect, and if it's not going to be 

thoughtful, as perhaps Mondrian began to be thoughtful 

about the permutations of a rectangle, then it seems to lose 

its language form altogether and becomes pure sensation. 

And the fact that this has been widely embraced by 

humani ty at this time doesn't seem so outlandish to me 

since we've been doing so many other crazy things. 

Defoliating Vietnam. There's been a general debasement, 

a despair. Really a despising of the human condition. 

And it seems to me that almost every school of painting, 
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including abstract expressionism, has been making fatal 

subtractions from the human potential. Proscribing 

intellect, which is the fundamental difference between 

ourselves and the whole process of evolution that leads 

up to us, is a good example. The slavish copying of photo-

graphs, either by projecting them and copying them or 

by taking them inch by inch and looking at them upside 

down, is another form of debased activity. What kind of 

conduct is that? Imitating. And then celebrating the 

most vulgar aspects of commercial art of a few years ago 

is another example. 

I don't take these things seriously. I was willing 

to discuss it this far with you to offer a correspondence 

with what I do consider to be serious. Painting is a 

language which has a marvelous potential of syntax, 

directly related to semantic reference. I'm not talking 

about tradition as some kind of static thing versus modern 

art, at all, but tradition as the ongoing connection of 

the human experience. It is that which keeps us from 

losing our memory. If society has cultural amnesia, as 

these things are leading to, then we become primitive again, 

cut off from the continuing human experience. It's just 

one generation after another. I notice a lot of the art 

historians now are doing art history, the art and sculpture 

of the sixties, as though they were doing sixteenth-century 
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history. You know, it's a show business parade. Now, my 

interest is in trying to find a way to continue, to find 

what that continuing tradition is, that binding tissue 

of the human experience which cannot be interrupted, you 

see. 

EINSTEIN: I see. We"began to talk about these ideas in 

connection with your mural work. You began to explain to 

me what it is you were specifically attempting to do 

in murals and how they related to your understanding of 

cubism. 

WARSHAW: All right. Well, now, all that I've been saying 

about tradition goes back to the very first (it's not 

actually the first mural I painted, but the first chance 

I had to sustain a four-year period of work on a seventy-

six-foot public wall). Art, religion, and science at 

one time were one, you know. As recently as the Scopes 

trial, for instance, the Bible was proposed as an example 

of natural history, an explanation of the origins of 

species. It's an interesting comparison to what I was 

saying earlier, if I can make this little discursive 

comment. In the eighteenth arid nineteenth centuries, 

there was a lot of alarming evidence showing up in the form 

of fossils, species that simply couldn't be fit into 

[Carl] Linnaeus's, or anybody else's, taxonomy. What on 

earth--who were these creatures? If God made each species 
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in order, separately and inviolately itself, immutable--

and that's a very important tenet, because that makes 

human beings separate (the idea of us evolving is impos-

sible), a very important theological point--then what 

on earth were these fossil creatures? The Bible was a 

priori theory. Man is never funnier than when he arrives 

on the scene with an a priori theory and discovers evidence 

that doesn't fit. Then with the most marvelous, sometimes 

brilliant, lunacy he rearranges things to fit the theory. 

Well, not the least amusing of these accommodations was 

the arrangement of the bones of a mammoth to fit the 

conception of a unicorn, and then a declaration that the 

whole thing was mythological. 

Now I think something similar has happened in the 

world of art--this will get back to my mural. The mytho-

logical creature was not the solution. The solution was 

a theory of catastrophes in which the Bible related only 

to our own creation. There were previous creations, and 

those were different entirely; the Bible didn't con-

cern itself with them. A giant salamander was arranged 

in the position of a man because comparative anatomy 

allows for that sort of thing. It was thought that people 

were twenty-two feet high; I think the men were twenty-two 

and women seventeen. All that sort of nonsense [was] 

based on the idea that there was an interruption in creation, 
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you see, an abyss. And I think the same abyss has been 

created, the same theory of catastrophe, in the creation of 

art. And this is the distinction between modern art and 

tradition, as though tradition was some dead thing and 

not a continuing tissue, that, yes, there were giants of 

the past--Goya and Rembrandt--but they cannot possibly be 

subject to the tenets of modern art criticism. So they 

aren't; they simply aren't. We do what Linnaeus did when 

he found a species that didn't fit in: he simply declared 

it nonexistent. I don't think we have declared these 

giants to be nonexistent. But they are just giants of 

another creation, on the other side of the abyss, which 

makes the human experience discontinuous, you see. 

So it's my belief, I guess a religious belief, that 

the important thing is the continuity of the human experi-

ence over all those years, from the time that the first 

man picked up a piece of charcoal and began recording, 

reporting his experience with an animal that he'd seen out-

side the cave. If you walked into that cave, from that 

moment on, you would know you were with a human being. 

This attracts me to murals, to mural painting: the 

ancientness of it and the persistence of it. The fact 

that no progress has been made. I think another one of the 

great illusions of our times is that one thing makes 

something else obsolete. So you come up with a new drawing 
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that will not obliterate someone else's drawing. I told 

you that I recently read about an exhibition of drawings 

somewhere, and some contemporary painter--I think it's 

Rauschenberg-- erased a drawing by [Willem] 

de Kooning. I don't think either one of them can draw, 

really. But there it is at the Museum of Modern Art. 

And the critic who wrote about it--I don't know who did--

said every young painter's desire is to destroy his pre-

decessor. It's absolute nonsense, as far as I'm concerned. 

I have reverence for the masters with whom I worked, and 

my whole desire is that my work confirm their work and that 

their work confirm mine. You can find a very good essay 

on this by T.S. Eliot, called "Tradition and the Individual 

Talent." 

So my first mural here in Santa Barbara [Images from 

the Odyssey (1958-61)] was an attempt to find a way of 

bringing all those things that I loved from the fifteenth 

century, drawing in perspective, on through the Venetian 

painters, Tintoretto, Caravaggio, some of whom I quote 

directly in the mural--there are statements directly from 

Caravaggio--to bring that into conjunction with what I 

learned while I spent a year in Iowa, teaching there and 

studying cubism, to change the relationship of the memory 

and the present in the painting, the fact of the wall, and 

those things that actually happened on the wall, and 
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those things that one thought of that aren't really there. 

For instance, there's quite a clear head of the daughter 

of the Phaeacian king, the lovely girl that sends 

Ulysses back home [Nausicaa]. At any rate, she isn't 

really there. There isn't a girl there. It's just a certain 

amount of paint there. Or the golden cattle of Hyperion--

the delicate balance between the fact of the identities that 

are part of the wall and the identities that are only in 

our own minds. Pigs aren't on the wall, men turning into 

pigs aren't on the wall, but the wall allows us to think of 

them. And I was trying to find a way--not as a surrealist, 

not by some literary device--to make use of all of these 

metamorphoses that are so much part of the Odyssey. But 

in a graphic way--not to paint a man with a pig's head. How 

can one find identities in the painting that represent 

partly one piece which is man and one piece which is pig? 

How can it be done graphically rather than as literary 

description? 

EINSTEIN: Did you choose the particular theme of this 

mural, the Odyssey theme, because it would provide those 

kind of opportunities? 

WARSHAW: Yes. It had several things to recommend it. 

The wall is episodical in its physical character; it's 

only ten feet high and seventy-six feet long, so that it's 

a ribbon of a wall. It's elevated. It should tell a long, 
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episodic story. The setting is classical: it was a 

university commons at the time. (Now it's unfortunately 

a dining room [Ortega Dining Commons, UCSB].) Those 

were factors. But the principal factor was that the images 

allowed for these metamorphoses--not a literary meta-

morphosis, as for instance Dali might have painted, or I 

myself would have done twenty years earlier or ten years 

earlier. 

And it took me four years to find how to do this, 

to the great annoyance of everybody. I mean, the scaffold 

was there, always being moved around. There was a chancellor 

[Samuel Gould] at the university who just hated the entire 

thing and made no bones about it--kept calling me in to 

find out what was going on. But nevertheless, I persisted 

and finally finished it. At one point, after three years, 

I painted the entire thing out. 

EINSTEIN: Why was that? 

WARSHAW: Well, it was a strange thing that happened. 

Sometimes, you know that there is something fundamental 

that's wrong, and it's so fundamental, you can't see it. 

It's like a game. You might say, let's remove something 

from this room and see if you can find out what it is. It 

could be some tiny thing; it could be hard to find. But 

if we took the whole dining room table, you might not notice 

it, you know. It was something of that order. So one 
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night, I discovered what it was: it was the scale, the 

relationship of the images to the wall itself. In taking 

that ribbon, I was trying to paint as though I had a full 

painting, instead of letting the whole thing be seen as 

though one were seeing through an aperture in a fence, you 

see, pictures larger than the wall. So I got a good friend 

of mine, a former student (just by way of interest, his 

name is Lawrence Hauben). He is a painter who's taken 

to screenwriting. He just won the Academy Award for 

writing the screenplay of [One Flew Over the] Cuckoo's 

Nest. 

EINSTEIN: Oh, really? 

WARSHAW: But on this occasion, he was still studying 

painting. And we went up with buckets of paint on a scaf-

fold- -that is acrylic paint. I had a large supply of the 

wall color, the basic color, so I could always reclaim 

any part of the wall. And we painted out the wall, which 

had much elaborate painting on it. I mean, the mural was 

three years of work, done. And let me tell you this 

marvelous thing that happened: We went down from the 

scaffold, and we sat at one of the tables. This was about 

three o'clock in the morning--all this work had to be done 

at night--and as we sat there smoking and drinking a little 

coffee, the whole thing appeared again, very slowly, from 

under that coat of paint, very faintly, but there, as a 
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ghost. And it was the most marvelous thing because it 

showed me where everything was. I could go up on the 

scaffold again and see what the disposition was. And 

furthermore, I could leave these ghosts as the negative 

areas, you see, or what Lebrun calls the positive inter-

vals, which they are, if you don't just draw Figure A 

and then Figure B and forget about what's in between. 

You see what I mean. 

EINSTEIN: So it was as though the mural had its own history 

and tradition. 

WARSHAW: Yeah. It was a wonderful moment in my mind 

when I saw that, those images come back. There's a 

floating horse, upside down, a theme I was to become much 

more interested in later on, which comes from the ditch 

that Ulysses digs on the instructions of Circe and fills 

with the blood of a ram. And out of that comes a red 

mist, and in the mist he sees the ghosts of the warriors 

of the Trojan War, the battle horses, and so on. And 

that horse, floating upside down, near the top of the 

wall, is one of my favorite parts of the wall. It had 

been painted out completely, and it's just barely there, 

but it's there. 

EINSTEIN: You worked on a similar but very different 

problem on your Riverside mural [Ubiquitous Natural Form 

at Bioagricultural Library, UC Riverside (1971)]. What 
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I mean is that apparently a wall was already divided into 

panels. So you had a problem of treating those as one 

unit, yet keeping them separate. 

WARSHAW: Well, that wall is one of the least interesting 

to me that I've done, and I don't want to waste a lot of 

time talking about it. The problem was one--something 

like a synapse, a jump between one thing and another. The 

idea was to be able to paint the panels as separate panels, 

but with a sense of leaping across from one to the other. 

And I used a system of ubiquitous natural cellular divisions 

of varying sizes to make the connections. For instance, one 

is derived from an electron-microscopic image of a plant 

cell and its divisions. Another is a field divided, you 

know, agricultural fields, divided into cells. And then 

there's a beehive. And I tried to make these leap across 

the spaces in between. The panels were originally put as 

wind screens. 

EINSTEIN: Which of the others do you find more successful? 

WARSHAW: Well, the one I'm most interested in is the 

UCLA mural. [1970] c; 

EINSTEIN: I was able to see that, so I'd like to hear 

what you have to say. 

WARSHAW: That I can tell you about. Unfortunately, it 

photographs very poorly. The photographer who photographed 

it for the catalog you're looking at now [Warshaw: A 
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Decade of Murals, Bowdoin College (1972)] was professionally 

diligent; so instead of photographing it at an angle that 

would give it some perspective, he managed to make all 

the corrections that would allow it to be seen as though 

it were seen by a person of comparable size to the wall. 

As a result of which, the wall, which is enormous relative 

to the room, looks like a little painting. It could be 

a few inches high. 

EINSTEIN: I agree, because it really towers over you 

when you walk into that space. It takes up the whole 

room. 

WARSHAW: That's the whole point of it. And the amateur 

photographs I have of it that I took myself and that 

various friends took are much more interesting. It should 

be noted that Robert Snyder, the man who made The Titan, 

the filmmaker, has some very good moving pictures of the 

mural, including the last dayfs work, in which I painted 

the hand, which is at the end of that long armlike 

appendage. 

EINSTEIN: Did he photograph while you were painting? 

WARSHAW: Yeah, he photographed actually while I painted. 

And it took most of the afternoon because I kept not being 

able to do it. But finally he did get the moment when I 

did solve that problem. It's in a chaotic state of film--

it's all mixed up with portraits of Dame Judith Anderson. 
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There's much interesting material, but we don't know how 

to extricate it. But I'd like it to go on the record 

that it exists. 

EINSTEIN: That was an interesting point. You were working 

out problems right then and there while you were working 

on the mural itself. I know you do numerous studies 

beforehand, but you're saying you still have certain 

problems when you approach the wall that you continue to 

work on. 

WARSHAW: Oh, well, now, the illustration I gave you of 

the photographer applies here perfectly. I knew the 

dimensions of the wall. Suppose I had made a little 

drawing--I think it was 20 feet x 14 feet. So I suppose 

I made a drawing 20 inches x 14 inches, or 40 inches x 

28 inches, and designed the mural. It would be entirely 

different than the fact of being in that room, a spectator 

being that close to the wall, and having to look up at it, 

as one does. So that there's really no place to design 

a mural that's a real mural, that really belongs where it 

belongs; there's no place to design it except on the wall 

itself, you see. What you can do is prepare, the way a 

boxer prepares for a fight. You can get into condition 

for it. You can make sure you've got plenty of wind, and 

that you know the subject matter well, and that you 

understand well--how a pig is put together if you're 
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going to do a pig-man or the shape and character of the 

human brain if that's going to be part of the material. 

But the wall has to be designed by trying to find--well, 

what I asked myself [was] what is the major phenomenal 

fact of this wall? Let me establish that first, see. 

What's the major division, the major function of light? 

And move from those to the more specific things, not 

allowing oneself to go further unless one is satisfied, 

so that from the very first day, it would be a kind of 

elemental mural. 

EINSTEIN: The mural you did in San Diego--I believe it 

was called the Perennial Creation mural . . . 

WARSHAW: No, it's called Perennial Creation Myth [Revelle 

College Commons (1967)]. 

EINSTEIN: . . . seemed to be related to a few of the 

ideas you were talking about before, about evolution and 

creation. 

WARSHAW: Yes. Well, are you going to ask me something, 

or do you want me to respond to that? 

EINSTEIN: No, I'd like to hear you talk about it. 

WARSHAW: Well, as I said earlier, at one time art and 

religion and science were all one function. I mentioned 

the Scopes trial, for instance, where the Bible was used 

as natural history. Now these things have become separated, 

but we're beginning to see, more and more, how they have 
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to be brought back together again. Because science without 

religion--in the sense of the word as [Paul] Tillich used 

it, taking seriously the idea of being alive, treating the 

opportunity of existence with reverence--is becoming mere 

technology, in which the basic rule is "If anything can 

be done, it will be done." And art without reverence for 

the human condition has produced the kind of debased 

and depraved, really self-disgusted, disqualified behavior 

that I earlier discussed. And religion, of course, without 

art and science, has become a lot of babble, epistemo-

logically meaningless. So these things have to come back 

together. Now, by the perpetual creation myth, perennial 

creation myth, I mean--to get back to the theme of amnesia--

imagine the moment (which I find extremely glamorous) 

in which man, evolving from some undifferentiated ape, 

first began to be aware of his own awareness. Now I 

don't think it's a moment, of course; but relative to the 

three and a half billion years that life had been going on, 

it would be a moment. Suddenly, if he can remember and 

can project, he has to begin to make up some explanation. 

I mean, suppose you woke up in Peoria. You didn't know 

who you were, but you had a language. I think all this 

began with language. What are you going to do? Go down 

to the bowling alley and bowl? I mean, you have to say, "I 

am who I am, and this is how it is, and this is how the 
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world is." And with that began the drawings on the cave 

walls. "This tree is a bad tree because it fell on So-and-

so. And in order not to have trees fall on us, we have 

to do this." That was science. We're still doing that, 

you know. We're taking medicines to ward off . . . . 

Maybe we know better how to do these things, but that was 

science. It was sensible: trees do fall on people, and 

one should try to prevent it, if possible. It may have 

not been the best way to prevent it, but it was at least 

an effort to do so. And of course, religion was impossible 

without art. The whole concept--the Bible is art; at 

its best, it's literature. The images of all the religious 

figures, to a largely illiterate society, existed almost 

entirely in pictorial form. So I think it's a perennial 

condition of man to keep reinventing the creation myth. Since 

the world we live in is infinite and we're finite, every 

time we grab a piece of form--something like Henry Moore 

comes along and makes some new sculpture that really is 

sculpture . . . . I mean, you can see right away when you 

look at the Elgin Marbles that they belong to the same class 

of things. Right away you see that. They confirm each 

other. I mean, the Elgin Marbles are never the same 

after you've seen Moore, and Moore is never the same after 

you've seen the Elgin Marbles. I've lost my train of 

thought. What was I saying? 
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EINSTEIN: That each person has to create his own creation 

myth. 

WARSHAW: Yes. That we have to go on. It's a perennial 

condition. Yes. Every time something like Moore happens, 

it shifts our view of this infinitely faceted universe, and 

we see it again. 

EINSTEIN: And again, you're saying that that just adds 

and augments the previous . . . . 

WARSHAW: It gives us another view as of a landscape: 

if one moves two inches, then there's another landscape. 

We must go on, and now we have a new thing to look at. 

It's slightly shifted, and everything else that's ever 

been said about it it is slightly shifted. So it's a 

perennial condition, God-blessed, of human life, to go on 

with the creation myth. I think that's what painting is 

about. And I think that the interesting areas now, those 

things to which I can give reverence . . . . 

I'm finding a lot of support in my thinking from 

[Pierre] Teilhard de Chardin, a great paleontologist who 

was also a Catholic priest. I mean, these things are 

beginning to fit together. I think of the romance of the 

development of human life through the vertebral column. 

He's teleological as he begins to see a purpose. He's 

a religious man--in fact, in a formal way, a Catholic. 

So he sees evolution developing through the spinal column 
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and toward a point, rather than just accidentally. And 

if you see first merely the spinal cord, the nerve cord, 

and then the column, the bone around it, building and 

building and building, it is, of course, leading to us. 

And that final vertebra--where the last of the body 

armament that supports the nervous system--is what? 

EINSTEIN: The skull. 

WARSHAW: The skull! And I find all this very much the 

material of our time, rather than heaven above and hell 

below and the saints. I'm fascinated with the display in 

the museum of natural history of these great fossils, 

from Australopithicus to Homo Erectus to some of those 

European skulls, Neanderthal, and Cro-Magnon, all juxta-

posed to half-sections of modern European skulls. So you 

can see the accommodation, the slow but steady accommodation 

(Neanderthal was a funny sidetrack); but' nevertheless, 

it's really quite a steady accommodation to who we are and 

what we can do with this consciousness and awareness. 

All of that--that was the theme, to the extent that I'm 

aware of it, of that mural, see. 

EINSTEIN: I remember seeing the chart of the evolution 

of these different men in your studio. You had it on the 

wall there. 

WARSHAW: Yeah, well, that's a rather simpleminded . . . 

EINSTEIN: . . . version? 
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WARSHAW: . . . version. 

EINSTEIN: That was for children. 

WARSHAW: Yeah. I don't know how many companies I've 

seen that have cut that out of Life magazine and then 

given it the names of the various people in their posi-

tions in the company, so that the janitor is Ramapithecus 

and so on . . . 

EINSTEIN: . . . to the president? 

WARSHAW: Yeah. 

EINSTEIN: I'd like to ask a bit of a more concrete 

question. In 1966, you participated in an all-university 

conference [at UC Davis]. I believe you were attempting 

to put together a program of artistic patronage for artists 

that work within the university system. 

WARSHAW: Yes. Well, every one of those conferences 

produces a Blue Book. I don't have a copy of mine, but 

it's in the university library. And I was chairman of the 

committee to report on the university as patron. And I 

wrote most of the report--all those sections of the report 

that were not signed by my colleagues on the committee. 

And if you wish to include that in this material, you can 

do so. But in essence, all I was saying is that the uni-

versity is now a patron of artists. Indeed it is. Who 

else is? It's almost impossible to find a painter or a 

musician, a serious composer or writer who has not, at 
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least at one time or another, been the recipient of univer-

sity patronage. Most of us rely heavily on it. And my 

point was we are patronized by--my God, we're paid 

beautifully, for the most part, if we last long enough. 

I teach two days a week, usually; now that I'm momentarily 

ill, they're supporting me. You couldn't ask for a more 

gracious patron, except for one thing: they won't pay me 

to perform in my own field. They'll pay me for having 

performed elsewhere. If I have a successful show and I 

get a decent review, or if the American Academy of Arts 

and Letters buys a painting of mine, the university will 

pay me more money because the world at large accepts my 

work as a painter. But I'm not asked by the university 

to do something as a painter. Now I've changed this in 

my own life by doing four murals for the university, by 

finding ways of insisting on it, by getting commissions, by 

doing it. But what I was proposing is that it should be a 

general policy: that we really shouldn't employ someone 

to teach painting in whose painting we would not be 

interested enough to have on the campus, and finally 

that for every building commissioned, we should allocate 

a certain percentage (whatever, 1 percent would be a lot) 

for the commissioning of art for that building, and 

that that commissioning should go to university faculty. 

And not--you know, Groucho Marx made the famous statement, 
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"I wouldn't belong to any club that would have me as a 

member." The university often takes that position: 

"We wouldn't have a mural or a piece of sculpture by 

someone who belongs to the university." But we shouldn't 

have people teaching in whose work we do not believe in 

enough to have it on the campus. 

I made the point also that all the art appreciation 

we teach, which they refuse to call that but which is 

that, which costs a great deal of money, could fund this 

program: that instead of lugging people into classes and 

showing them endless slides, you have a live man working on 

some big mural or piece of sculpture outside, and you watch 

it develop. And that would prove, then, that the univer-

sity is an appreciator of art and that art is a necessity, 

not a luxury. 

And I had the support of Clark Kerr in this. In fact, 

the meeting, I think, if you look at the record, voted to 

support this proposition. But then almost within months 

after that, there was a change of administration, a change 

of governors, and then a change of the university president 

and the subject has never been revived. 

EINSTEIN: I see. 

WARSHAW: There's been very little building either. 
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TAPE NUMBER: IV, SIDE ONE 

MAY 7, 1976 

EINSTEIN: While I was changing tapes, Howard, you 

mentioned you wanted to talk a bit more about the UCLA 

mural and its evolution from some of your work with the 

television. 

WARSHAW: Yes, I'd like to relate it to television because 

eventually we're going to make a television tape and I'd 

like to make a connection. Well, the UCLA mural is in 

the Reed Neurological Research Center, and in order to 

prepare for that, I visited the doctors there—Dr. 

Augustus Rose, for instance. They were very polite and 

helpful and allowed me to look in on the kind of research 

and work they were doing, so that I was there quite a bit 

before I started making sketches. I should say the mural 

was commissioned jointly by Welton Becket and by then-

Chancellor [Franklin] Murphy. With the agreement of the 

doctors, a very delicate arrangement was made. It was 

agreed that I would paint no mural for which the doctors 

had not approved a sketch, although it was understood that 

the sketch would not be directly corresponding to the mural 

but simply be a thematic statement, that I would not 

undertake to give them a pig in a poke, that I would never 

begin work until they agreed, and that they would guarantee 
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to agree to some sketch that I would make. This was all 

worked out in Chancellor Murphy's office. And I thought 

it a very good arrangement. They couldn't cancel my 

mural; I had to paint, and they had to accept something. 

I would have to keep working on something until they 

accepted it. Well, we all got to be quite friendly, and 

there was no problem. 

And the thing I found that they were doing that 

interested me most--and I'll tell you why it interested me, 

and it all goes back to working with television--was the 

way they were working with light. One of the first things 

I saw was the use of the microscope in which light was 

coming from behind and under things, from the back of 

things. Instead of, like a classical painting, having 

the illusion of being lit from outside, it was itself 

luminous. The slides were stained with various dyes, and 

the light came from under the microscope, and these thin 

tissues were seen overlaying each other. So that was 

light coming from behind. 

EINSTEIN: Sounds like the difference between a photographic 

transparency and a photographic color print. 

WARSHAW: Yes, yes, exactly. The light's coming from the 

back. In fact, most of these slides were shown as trans-

parencies; after they were seen in the microscope, they were 

photographed. And I have a collection of these slides, 
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too, of nerve fiber that you can project on the wall. 

But it's a little different in the sense that if I photo-

graph you now and then show a slide of you, it will be 

the illusion of being lit from the outside rather than 

from the inside, unless you're capable of projecting some 

sort of spirit. So that was one kind of light they were 

using. 

Now, another kind of light which they were using 

which was very interesting to me was the X ray. Now, 

as you know, I think that painting as a language, and 

drawing as a language, has a great deal to do with analogy. 

A painting is an analogue, that is to say, a physical 

example of an analogy. You say, "This little piece of 

pencil line is to that little piece of pencil line as 

something is to something out there. Some relationship 

of gesture, of size, of shape is preserved across those 

two fields." And that's why paintings are able to talk 

about things. They don't deal with things by physical 

transposition. It's through those intangible relation-

ships that we're able to see things. So they use light 

for that one reason. Now, the X ray was another important 

function [of light], and it's a perfect example of an 

analogue because nothing looks like an X ray but another 

X ray; you don't open up people and find them full of 

X rays. It's a perfect example of a real use of 
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abstraction rather than the loose way the word has been 

used, meaning any blob of paint that falls anywhere. It 

translates one thing into another. What does it translate 

into what? It translates density into light. See, it's 

a direct translation. Wherever things are most dense, 

that's where there will be most light on the slide, in the 

negative. So when the doctors look at a whole white 

wall . . . . They have wonderful walls at UCLA, all 

backlit; hundreds of X rays can be put on. And then you 

can shift, and the wall will revolve, you know, like an 

escalator; the whole thing will move around, and there will 

be another set of X rays. Well, wherever the light was 

most keen, that's where there was a mass; that's where 

the mass was most dense. And someone could see the shapes 

of bones and all kinds of interiors. And it was very 

sophisticated: they had a camera and a film with a fulcrum 

somewhere between the two, and they'd shift them and move 

them in photographing the head so the only still spot 

would be the fulcrum; that would be the only place in 

focus. They would move that through a patient's head 

so that the fulcrum would move steadily across; and then 

there would be a line of clarity through some section that 

they wanted to read. I mean, it was marvelous encourage-

ment to the idea of synthetic visual analogues. I was 

very much influenced by my visits to the X-ray room. Now, 
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that's a case where light has another function. Instead 

of appearing from behind and being luminous to the 

picture, it's saying density equals light. 

And then, of course, the third function would be in 

something like a brain examination where the pathologist 

would take a brain of some deceased person out of a 

plastic jar and cut it open to find out what really 

happened. All the diagnostic techniques sometimes don't 

reveal what happened. And these were very, very dramatic 

moments --nothing I've seen in television corresponds to 

it--because the psychiatrist is there, the surgeon is 

there, every doctor involved in the case. And the woman 

has died, obviously. You forget that while they go through. 

And each man has to tell what he did, how he finds 

she is improving, and you think maybe she'll get well, 

forgetting that the brain [is already dead]. And finally 

the pathologist says to the surgeon, "Here's where you 

made your incision," and cuts into the brain. And that 

light is the light of Caravaggio, the strong light shown 

on something externally. 

So I thought, "What if I can find a way of making a 

system that moves through this mural in which I have a big 

piece of light that serves all three of those functions, 

that shifts in its function, that maintains its identity 

as white paint on a wall, maintains that physical identity 
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while shifting its function in our minds to the three 

things that they were working from?" 

And this developed out of my interest in using the 

television cameras, you see, where the phenomenal rules 

are very much like that. If you have two cameras focused 

on a desk--and I'll show you this in the [video] tapes--

and two greyish fields, let's say, and you look at the 

monitor, you have a gray field. Now, if you put a piece 

of white paper down on one sheet and another piece on 

another, you have two white shapes. Now when the white 

shapes overlap, then you have a very much whiter shape 

where they overlap. What is that? That's the X ray. 

Density equals light, all right? Now, let's put a black 

shape down on a gray field, and a white shape down on a 

gray field and draw them in correct perspective and let 

them overlap. You have Rembrandt, You have a white box 

with a dark shadow on one side which is lighter than the 

surrounding gray, and then a very black shadow on the other. 

Or else if you just take any two shapes without the per-

spective, what you have is a luminous section and a shadow 

over it. In the Rembrandt case, both are true because the 

perspective is only an illusion. And that's an interface 

between the two kinds of language, you see. So I experi-

mented with television to see if I could make this one 

white shape do all those three functions. [unintelligible] 
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There's a painting which does nothing but that--it's not 

the mural; it's owned by the University of Southern 

California--and it's just, I think, called Functions of 

Light. And that comes directly from little drawings made 

and put together under the television camera, you see, 

which is a theme that I want to develop but which I can 

best do actually under those cameras. 

EINSTEIN: I see. So if you were working on this mural 

in 1970, at that point you had already been working up 

here in video a lot. 

WARSHAW: Yes, yes. That started by accident. We ran out 

of lecture room. I was supposed to give lectures on 

drawing, along with a colleague. The class was much too 

large, so what we were going to do was have graduate 

assistants teach the studio classes while we gave lectures 

on drawing. Well, they were impossibly dull. Imagine 

watching someone stand in front of a camera talking about 

a drawing. But then I began to find out you could put 

books under the cameras and show pictures; and then, 

well, why not draw pictures? And now I got interested in 

the medium. And then I get a student to come and draw 

with me in a dialogue, which is very interesting. Well, 

we had a man on our campus until recently, named [David] 

Premack, and he was working with apes [chimps, as a matter 

of fact), teaching them language--not to speak but to use 
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language symbolically with certain disks and so on. And 

he gave an interesting lecture once in which he pointed 

out a very interesting thing to me: that a question is 

an unfinished statement. So he would get the chimps to 

answer questions. After they learned to make a statement, 

he would make an unfinished statement, and they would 

appraise the situation and finish it. For instance, the 

chimp would say, "X is the same as Y; z is not the same 

as L." Then he'd say, "X is the same as . . . 

EINSTEIN: And they'd answer. 

WARSHAW: They'd answer. Now, when you begin to make a 

drawing, you're making an unfinished statement. You start 

somewhere with some observation, and then you look at it. 

Now the situation is changed: the model . . . . If you 

were my model and I am drawing, the subject from my point 

of view--now, not from Uccello's point of view, who would 

be trying to capture you with perspective, you see 

(a wonderful painter, but his point of view would be that 

his subject was you, an external thing)--my point of view 

would be that a subject is what's going on at this 

time, the process, the period of time during which the 

drawing is being made. It would include the paper, the 

pencil and the changing events that go on. What changes? 

The most obvious thing that changes is the drawing itself, 

right? So in a way, when I'm making a statement about you, 
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I'm also asking a question, you see. And the question 

leads to another unfinished statement, which leads to 

another question. And gradually, this induces--rather 

than deduces--a concept. Now, if you do this with somebody 

else, not for the sake of making art but for the sake of 

teaching drawing, it's a most interesting experience, 

because instead of using the wrong language--English--

you're using a language which is drawing, and you're 

making questions and answers. And all my questions or 

half-statements are on my page, and all of his or hers are 

on hers. And at any one moment, one can signal the cameraman 

to separate them, and only one page is visible. 

EINSTEIN: That's very interesting, I'm looking forward 

to being able to see it. 

WARSHAW: We can do this, yes. 

EINSTEIN: Okay, fine. One other question, with regard 

to your mural work: are you doing any work with your 

students at the university on murals specifically, 

encouraging them to paint a mural? 

WARSHAW: Yes. One student who's been working with me--

he isn't under my official sponsorship, but he has been 

taking my classes and was in fact my graduate assistant-

named Robert Robinson, has painted a mural in the political 

science reading room, and I think it's quite successful; it 

was part of his graduate thesis. Since then, he's gotten 
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a couple of professional jobs. He's worked for a fishery 

and done some very interesting studies of men catching 

tuna; he's been out on the boats and has seen the nets 

and all that sort of thing. And then another student 

named Dwight Wrench (who is as of this moment my graduate 

assistant) went to the floor below--it's endless; this 

wall runs through the building, I think it's Ellison 

Hall. And he persuaded the history department to support 

him, and he's painted a mural. And several others are 

eager to start. So we have something of a program going. 

Unfortunately, they're not being really commissioned. 

The departments are very enthusiastic, the graduate dean 

is very helpful, but we don't really have a program to 

commission them. The boys get paint and scaffolding and 

so on. 

EINSTEIN: That sounds like some large mural projects that 

are going on in Los Angeles, sponsored by the city. 

WARSHAW: Yeah, however, these are sophisticated and trained 

painters. While I was in the hospital recently, somebody 

gave me a book of primitive Czechoslovakian art, and I 

told my surgeon when he came in that I was as interested 

in primitive art as he would be in primitive surgery. 

EINSTEIN: Not too? 

WARSHAW: Well, I suppose, you know, that someone could 

leap in and say there's an awful lot known about medicine, 
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herbs and so forth and so on, and some of it may be 

true. But, in general, I think that's how I feel about 

it, and I think that's how my surgeon feels about it. 

[laughter] 
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TAPE NUMBER: IV, SIDE TWO 

MAY 7, 19 76 

EINSTEIN: We're going to go back over a few of the things 

we've already talked about. I'm going to start by asking 

you where you studied when you still were in New York City. 

WARSHAW: I might say the purpose of this is to develop 

a much more functional scaffold chronologically, so that 

the points that I had in mind can be made without the 

anecdotes obscuring. I have one main point to make here 

out of all this chronological business, and that is that 

the life of the painter in Los Angeles--my life, of this 

painter in Los Angeles--was a community life during the 

late forties and early fifties. For that ten-year period, 

I felt that I belonged to a community of artists, not just 

painters; that whenever I did a piece of work, it was 

going to be seen by my peers and by my superiors (Stravinsky 

would look at it, for instance); that I wasn't just some-

one alone in the world working by himself; that very high 

standards were being established; that from day to day 

people were apt to look in on me; and that I had much to 

measure up to--you see--but also support, 

EINSTEIN: That sounds very good. Did that dissipate at 

some point? 

WARSHAW: Yes. I have no feeling of that now. The only 
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people I have any contact with with whom I have some real 

understanding are my own students. 

EINSTEIN: But, I mean, while you were still in Los 

Angeles, did you find that sort of falling apart? 

WARSHAW: No. You see, it was during the war years. No, 

it held together very well during that time. I don't think 

any one of us was a native of Los Angeles; I don't think 

we were provincial (that question came up early), but 

we were indigenous, and we did live there. The one person 

I'm still in contact with from that period--I really 

got to know him somewhat later, but we all knew each other--

is Christopher Isherwood, with whom I spoke just the other 

day. I talked to Mrs. Stravinsky when I was in New York. 

But Berman is dead, and Lebrun is dead, and the society 

has dissipated. But there was a sense of belonging to a 

community, a community in which work was the fundamental 

drive. [Aldous] Huxley was there, for instance, you know. 

I remember there was an argument about a painting of mine: 

Berman had bought it and encouraged me, and when some 

composers came to his studio, they didn't like the painting, 

so they went en masse to Stravinsky's house with the 

painting for an opinion from him. I mean, things like 

that don't happen anymore; no one's going to come in 

to my studio and say, "Well, that isn't at all what you 

should be doing." There are no discussions. I'm 
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beginning to think that no one has the slightest idea of 

what I am trying to do. Now, that's the point I'm trying 

to establish with this chronology. 

Now, I studied at the Art Students League; I started 

at what was called the Pratt Art Institute--I know it's 

changed its name now, but that's what it was called. As a 

child, I took a lengthy trip from Manhattan (it was 

always a very romantic trip for me) all the way into the 

depths of Brooklyn along De Kalb Avenue, the trolley 

cars, to Pratt's, where I had my first life class and 

perspective class and so on at the age of about thirteen 

or so. I had seen a Van Gogh show in New York, thanks to 

my mother, who had sense enough to take me there, to the 

Museum of Modern Art, and I was very much committed 

already--entirely. 

As soon as I could, I went to the Art Students League, 

even while I was still in high school--on Saturdays. 

And when I finished high school, I studied regularly with 

Homer Boss. Homer Boss was a student of Robert Henri, who 

was one of the first Americans to understand the trans-

actional character of color in impressionism and to bring 

it back to Amerca. Homer Boss was a very good painter. He 

was a Westerner; he lived half the year on a ranch, I 

think in New Mexico. He painted American Indians and the 

landscape there. I don't know if he's very well known now, 
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if he's known at all, but he certainly was a very sound 

painter and a gentleman. He taught me drawing, and he 

had a very good and very sound foundation in anatomy. He 

used to take a skeleton and build the muscular structure 

on it with clay. And it all fit in very well with my 

desire for achievement, almost of an athletic nature: 

I wanted to draw like the great Florentine draftsmen-

Michelangelo, Leonardo. Those were my idols, you see, 

no matter what else was going on. This was 1938, and 

cubism was well established, but it had nothing to do with 

me. 

At the same time, I was living at Columbia University, 

taking the absolute minimum number of courses that would 

allow me to live at Livingstone Hall. But my friends 

lived there. And in a way, you know, living in a uni-

versity- - living in a college, that is--is perhaps more 

important than anything else. It had a profound effect 

on me. But above all I developed a real taste for uni-

versity life, for the availability of their libraries, 

for the range of subjects. I audited more classes than 

I took. And I studied at the National Academy of Design 

Art School, which I got into by passing the examination. 

It was very strange, taking a drawing exam; it was the 

only way you were allowed to enter the school. And in the 

late afternoon and evening, I was at the Art Students 
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League. So my life was very full of study. 

Now, at that time, in my third year or so, I began 

getting interested in what was being shown in New York. 

I went to the various galleries. I was very attracted to 

the Julien Levy Gallery because it was the one place--

Salvador Dali, Eugene Berman, Rico Lebrun (he was a recent 

member of the gallery), de Chirico, Duchamp--it was the 

one place where I saw drawing that I admired. Now, 

whether the overtones of surrealism and neoromantic painting 

also attracted me very much, or whether it was the 

illusionistic painting and the ability to draw, I really 

can't tell now. I suppose it was a combination of the 

two. [It was.--H.W.] 

I didn't know Mr. Levy, but that was my favorite 

corner. At lunchtime, the Art Students League being on 

Fifty-seventh Street, we used to walk up and down; and 

all the galleries were there--we could see everything. 

That was as much a part of the school as anything else. 

You did say you wanted me to say something about the 

school. It was very informal. One registered for a class 

by the month, paid one's monthly fee. Usually, though, 

one would stay a whole year, but it was like a monthly 

rent. There were no grades; there were no admission 

standards. You simply reported and worked. And at some 

point or another, you decided that you had graduated. 
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There was 110 system or curriculum. You could move from 

class to class as you thought best. Or you could seek 

advice. 

EINSTEIN: It sounds like the instructors were just there 

to help you out and not really set up specific courses to 

follow. 

WARSHAW: Well, each instructor had his own idea, and 

some were much more structured than others. Homer Boss 

had very definite ideas. The man I finally ended up 

working with, Howard Trafton, had a profound effect on me. 

He had a very definite course. You went through a program 

from beginning to end. I was his monitor, incidentally, 

which was a scholarship position, his assistant in class. 

When he wasn't there, I was responsible for the conduct of 

the class. And Trafton's sort of history of graphic 

ideas, rather than an iconographic history, prepared me 

later for Lebrun's lectures at the Jepson school. 

All right. Then came the war, that Sunday, Pearl 

Harbor. After our beautiful breakfast at Childs , our 

lingering over the New York Times in our digs--we had 

moved out of the dormitories into a luxurious old roach-

ridden apartment--listening to the Philharmonic (I think 

it was Rachmaninoff, whom none of us liked), and then . . . 

Pearl Harbor. The next day we were all in the gymnasium 

registering for the draft. I had to put down an address. 
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In the meantime, my parents had moved to California, and 

this is how I happened to come here. I thought, "Well, 

I might as well give that address and register there. 

That will give me a chance to visit them before I go." 

As I say, we were all perfectly eager to go. It seemed 

like a very good war to go to. So I came out to California 

And when examined, it turned out I had a trick knee, 

which every now and then just goes out. When it does, I 

can't walk on it. It was X-rayed. So I ended up at Disney 

where I worked on some war films and other things. 

EINSTEIN: At that point, you decided to stay in California 

for a while? 

WARSHAW: Well, I was there. I hadn't any plans, really. 

I had to do something useful during the war. I tried to 

get in the air corps, but they found that my eyes don't 

focus together--I don't have binocular vision. And what 

with one thing, with my knee and my eyes, I couldn't get 

into anything. 

But in the meantime, I was painting at night while 

working at Disney's, and I began showing. I showed at 

the [James Vigeveno] Gallery in Westwood. Vincent Price 

saw one of the drawings. And we have a little story about 

how I met him which we can use. We can select it from 

the previous tape. Then with his help and the help of 

George MacReady, who was a lifelong friend (he died just 
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a couple of years ago at UCLA), they bought some pictures 

of mine and scheduled a show. 

And with that confidence, I went to New York and 

rented a desperate room on the lower West Side, somewhere 

near Tenth Avenue, between Tenth and Eleventh Avenue near 

the river. And I did my first year's painting. That was 

the first year that I was without a teacher. And I was 

rather apprehensive, rather at loose ends. I could do 

anything I wanted to. I had quite a few skills by then. 

What was I going to do? Luckily, I met a painter, a 

very good painter named Arry Stillman. He was quite an 

old man who had come from the same town as my mother, 

from Sioux City, Iowa. He had been painting in New York 

for many years, and he visited my studio, my room. It 

was a big room--it had been a master bedroom--and there 

was a little alcove where the sink was, and there was a 

little light over the sink. And my main question to 

him was, how do you establish yourself as a painter? I 

had enough money saved up from Disney's and from unemploy-

ment insurance to get through the year, but I couldn't 

see around the corner. But he explained to me that you 

just don't see around the corner: you just go to the 

corner, and then you come to another corner. Well, that 

was very helpful. And then I said, "Well, where do I 

begin? I mean, I want to paint. But the model isn't 
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here; the teacher isn't here; I don't have a problem. 

I'm not going to do a Rubenesque composition." And he 

pointed to the sink . . . . He was a very gentle old 

man, painting in the impressionist tradition. It was his 

rule of life never to let his palette .dry--I mean, he 

never let that many days by without his working. In fact, 

almost no days went by without his working. He pointed 

to the sink, and he said, "Well, why not that? There it 

is." And immediately I could see how interesting this 

was, this aperture with a little naked bulb--it was fas-

cinating. So, I spent that year painting that room and 

what I could see out of its windows. And that was the 

first year of my own work. 

EINSTEIN: Do you still have some of those early pictures? 

WARSHAW: Yes, but Julien Levy, who became my dealer, 

has most of them. He ended up buying half of every year's 

work. But later on, those paintings were seen by John 

Houseman, who then commissioned me to do the sets for No 

Exit based on those paintings, and Houseman himself has 

one of the best of those. Another one is in the collection 

of Stephen Lackner, who has the Beckmann collection. I 

only have one of them left, and it is very fanciful, not 

nearly as direct as the early ones were. 

Well, then I came back from New York. In the 

meantime I had met Julien Levy, whose gallery you will 
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remember I had admired earlier. He was very nice. He 

gave me a lot of advice. He felt that what I was doing 

hadn't coalesced enough to be of a piece as yet, but 

that it was moving that way, and he would come to see me 

later on, which he did. He then gave me a promise that 

if I went to California, as I was going to do for my 

show, and continued working, that within a six-month 

period or a year's period, he would pay for a crate of 

paintings to be shipped to New York--that far, he would 

go. And then he would decide whether to take me into the 

gallery or not. Now, that was one of the top galleries 

in New York at the time; it was like auditioning Carnegie 

Hall--it really seemed that important. So I returned to 

California with letters to Berman and Lebrun from Levy, 

and I introduced myself to these men. In the meantime, 

I was having my show at Vincent Price's and George 

MacReady's. And I brought them all together. 

And then came a very important meeting with Bill 

Brice, who was my contemporary. 

EINSTEIN: Excuse me, what year are we up to? 

WARSHAW: We're in 1944 or '3, I think. Now, I'm free 

from Disney's, I've had a brief stint at Warner Brothers 

doing Bugs Bunny, but my father then gave me an allowance 

that I could live on. And Brice and I found that we had 

a great deal in common in our previous training and in our 
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present condition. We were both young painters who no 

longer went to school, who needed a lot of study from the 

figure and were painting still lifes. We both had free 

time; we were being supported by our parents--he rather 

lavishly, I less so, but we were free to do what we 

wanted. And that became an important friendship and 

collaboration. We never worked on the same painting-

except once as a joke for Ben Hecht, which I may tell you 

about later--but we would visit each other's studios a 

great deal, and we had the same relationship with Lebrun 

and Berman. They were our senior mentors, and the four of 

us made a community which then interchanged with Stravinsky 

and with writers and other people, the community I earlier 

described. And Vincent Price was very much a part of 

that, and George MacReady. And out of all that came the 

Jepson school. 

EINSTEIN: I know a lot of young artists, especially today, 

work for the older ones, do carpentry for them and things 

like that. Did you ever have that kind of a relationship? 

WARSHAW: Only once. When Mrs. Stravinsky and Mrs. 

Sokoloff, the wife of the saturnine actor, Vladimir 

Sokoloff--you probably never saw him, Vladimir Sokoloff--

he was a great actor. They were great friends, the Russian 

ladies, very mysterious --everything was day to day. They 

opened a gallery called La Boutique. They were great 
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friends of Berman. And Berman needed some help. He 

had had vogue, during which his paintings became expensive 

according to the scale at that time. When the vogue 

dropped off, he couldn't sell his paintings for less, 

although many people wanted them, because it would have 

undercut their value for the people who had supported him 

earlier. So they arrived at a scheme, which was that he 

could make objects that were not comparable to the paint-

ings which could be sold for less, like painted rocks and 

screens and things of that sort. So Bill Brice and I had 

a great deal to do with rebuilding the interior of that shop. 

We were employed heavily during that period. I may say that 

neither of us has the least bit of mechanical or carpentry 

skill, and we were severely criticized in Russian and 

English, but we did get the place ready. That was about the 

only time that we did anything like that. 

Now, about the community, there are two more important 

things, institutions, the Jepson school and the [L.A. 

County] Museum [of Art]. The Jepson school was founded 

by Herbert Jepson, who later on became a very fine teacher 

of drawing and brought Lebrun down to Los Angeles. We had 

gone up to Santa Barbara to meet him. And Brice and I 

eventually--we were invited to use the models, which we 

needed, and then finally to teach there. And we became 

quite a threesome there, Lebrun and Brice and I, each 

152 



teaching two days a week. The same people. Our con-

nection with the museum was that once a year the museum 

had a general survey of painting in Los Angeles. They 

invited, usually, curators of high standing--Perry 

Rathbone, for instance, or Dorothy Miller from the 

Museum of Modern Art or Donald Bear from up here, people 

of that sort. And almost all of the painters, professional 

painters and others, submitted, so that the shows were 

quite more than just a provincial showing. Lebrun always 

submitted; Berman always submitted; Brice and I--and we 

usually won most of the purchase awards. If you look back 

over those years, you'll find the museum buying our paintings. 

Most of them are now in some warehouse somewhere. A new 

set of directors have come in and that period has been 

(like in 1984) obliterated. But at that time, I suppose 

we were the painters in Los Angeles. And we were all 

teaching at the same school, you see. The museum gave us 

a big three-man show [1949]. So those things were very 

much a part of the community. 

I've gone into some length about the Lebrun lectures. 

I think we can select that material and edit it and include 

it in this without going over all that again, the importance 

of those lectures at the Jepson school. 

EINSTEIN: I'd just like to get a date on that show if you 

remember, the museum show. 
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WARSHAW: Well, it would have been before I went to Iowa and 

after the Centennial. The museum had a big Centennial show, 

and I remember I won both first prizes in oil and watercolor. 

EINSTEIN: Was that in '48? 

WARSHAW: I think it was in 1949. And Lebrun's big 

Crucifixion show was in 1950. I remember I was in Iowa 

at the time and came back to see it in the middle of the 

winter. That's a half-truth. One of my motivations for 

coming back was that; the other was for the fun of it, 

to serve as a witness in a dog trial. 

EINSTEIN: Would you like to talk about that? 

WARSHAW: Yes, but we could go on endlessly. It was 

Vincent Price's dog Joe, and it was a silly story but a lot 

of fun. If we have time sometime, I'll tell it to you. 

So I think that's the scaffolding into which we can 

fit the material that we have. Well, let's go on one more 

step. Somewhere along the line I saw What I thought was 

Guernica. Russell Lynes tells me that's impossible. 

So it must have been a big photograph of the Guernica. 

It was being traveled around the country to raise money 

for loyalist Spain, which was still fighting. And I 

remember being at the Stendahl Gallery--Earl Stendahl 

later became quite well known as a dealer in pre-Columbian 

art. He kicked open a roll of paper, and I was really 

astonished at the power of this work. You know, 
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I have a big copy of it in the hall here. And I could 

see immediately its relationship to Lebrun's attempts at 

shifting his classical drawing to a more realistic state-

ment in terms of "This is paper; this is ink; this is 

line; this is physical stuff," relative to these things 

I'm describing, you see. 

EINSTEIN: It seems very close to what Lebrun did with 

the Crucifixion series. 

WARSHAW: Yes, it is closely related, no question about it. 

And why not? Just as Picasso is closely related to El 

Greco. That opened my eyes to a lot of things. 

Shortly after that, I was invited to go to Iowa. It 

was my first university invitation and it was tempting. 

I was offered an assistant professorship at a good salary, 

and I also had personal reasons for wanting to get out of 

Los Angeles--I thought I could solve certain problems by 

leaving — and I also wanted to be alone with my work, to 

see if I could understand what the cubists were doing. So 

I spent a year in Iowa working on that. I was quite iso-

lated there, and I think I described earlier how I worked 

only with my hand as subject matter--since I could 

not afford a model--with the intervals in between, the 

positive intervals between, or the negative space. And 

by the time I came back to Los Angeles, which was a year 

later, I had the beginning of a grip on all those things 
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that I described. Well, it was preparation for the four-

year stint on that wall at UCSB that I described. I had 

some idea how to relate these things that seemed so 

disparate at first. The two worlds seemed so--on one side 

of the abyss and on the other, there were traditional art 

and modern art, which I think is a tragedy of our times. 

And I had been working on that ever since. I think this 

might be a good time to end. 
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TAPE NUMBER: V [video session] 

JUNE 30, 1976 

[The video tape begins with a slow exploration of 

Warshaw's mural at the Reed Neurological Research 

Center at UCLA. There is no sound overdub. The 

second section of the video tape, where this 

transcript begins, was shot at the UCSB campus 

with the special video equipment Mr. Warshaw uses 

in his classes. The image throughout these first 

pages is of a succession of drawings and repro-

ductions being slowly intermeshed, one over the 

other--Editor] 

WARSHAW: You have just seen the mural at the Reed 

Neurological Research Center at UCLA, and I have 

explained that the ideas for it grew out of my observa-

tions with the doctors involved with the use of that 

institute. But that twenty-foot wall also grew out of 

a combination of little 3 x 4 inch drawings under these 

cameras. All this came about by chance years ago when a 

lecture hall was not available for a large drawing class, 

and we were forced to lecture on drawing on television. 

At first we simply stood in front of the cameras and spoke, 

but bit by bit we became aware of the power of these two 
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or three or four cameras mounted on a desk. In this case, 

now, I'm showing the sketches for the mural, and I've 

previously explained in discussing the mural the idea of 

the passage of light being used for three functions — the 

function of X ray, the function of the microscope, and the 

function of opaque light. And here I have the white 

passage as an isolated event. Now what we're looking at 

is a study from the Velazquez painting, The Children of 

the Court [Las Meninas]. And it was early in our use of 

television as a didactic form that we began making these 

analyses of existing paintings which, once broken down, 

lead to a resynthesis, which leads, of course, to inven-

tion and to new works. Given two or more cameras and a 

monitor, one has by far the most versatile, rapid manipu-

lation of images and transformation ever known. Many 

people are working with it to produce electronic manipu-

lation. I should like to emphasize here that my interest 

in it is as a tool entirely as it relates to the perennial 

art of drawing, images in which the coordinated hand and 

eye and the brain of a given personality are the con-

trolling factors of expression. 

A confusion about this became apparent while making 

a series of drawings on dialogue for a video tape for 

the Center for the Study of Democratic Institutions. 

(What we're looking at now is an analysis I made of a 
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painting by Tintoretto [Transport of the Body of St. 

Mark] in which I am concerned with his concern for the 

surface of the canvas, for the flat reality of the physical 

image as a poetic play against the tremendous illusion in 

perspective. One day I intend--I have already begun; 

I've made several sketches of paintings that I wish to 

develop from this.) Well, I was saying that I made a 

series of drawings on dialogue for the Center for the 

Study of Democratic Institutions--they were to be used as 

a signature for tapes they were going to make--the 

technicians said, "Well, what is the invention involved 

here? It's nothing but a lap dissolve." (Which is what 

you see now, as the two cameras combine what I consider 

to be Tintoretto's concern with the surface with his con-

cern for the illusion in depth. I like to compare this 

to memory. All memories take place in the present; all 

pictures take place on the surface. But the memories go 

back in time, and the pictures go back in space; and the 

relation between those two factors, what is only in the 

mind and what is there in fact, is at the heart, perhaps, 

of the poetic potential of painting.) Well, back to the 

technician and the lap dissolve. The invention is not in 

the electronic equipment at all, but in making these 

dissolves synthesize, making them become a new single 

image at the same time that one is aware of the complex 
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elements of which they're composed. I would compare it 

to a fugue. Simply playing two tapes simultaneously and 

recording them together would just produce a cacophonous 

result. But making a synthesis which allows one to be 

aware of both components at the same time that they 

are unified is the achievement attempted here. This is 

the Dialogue series. The simultaneous presence of two 

figures in music or tunes in counterpoint is what I have 

in mind as corresponding form. 

However, as is true of any medium, we have to consider 

its physical nature--the possible phenomena, its innate 

possibility for the medium, what its genius is, what its 

potential is. For example, it's difficult to be spon-

taneous and paint a true fresco because the wall has to be 

plastered each day to suit the amount of time available, 

how much one can paint during a certain period of time. 

And oil painting is different than fresco painting, not 

because it's a smaller and shinier object but because it 

allows for a very different kind of behavior. So we do 

have to consider, if we consider television as a medium 

of drawing (which I hope it's demonstrating now), we have 

to consider what its phenomenal possibilities are, what 

its genius is, what its particular potential is. There 

are no rules of prohibition in art that I know of, no 

"thou-shalt-notsbut there are rules of opportunity 
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without which one would be a primitive or helpless, and 

if one doesn't learn them, well, then one is incapacitated. 

So we must find out what the rules of opportunity are 

here, and as soon as this Dialogue series is over, we'll 

get to the basic phenomenal potential of this medium. I 

see no reason why in the future, when people will have 

cassettes the way they now have phonographs, why a series 

of drawings in sequence around some theme such as Goya's 

Disasters of War, for instance, couldn't be kept in a 

library and played on a set which will probably be much 

clearer and much simpler than those that we have now. 

(This is a cover that I did for a publication the uni-

versity put out [catalog of Bowdoin College] , this present 

image.) 

Now we're about to come to a question of vocabulary 

so that we can understand these matters which have not 

really been discussed very much before anywhere. The 

crisis concerning drawing is recent and is a result of a 

false abyss, created largely by art criticism, between 

what is thought of as traditional painting and modern 

painting. I want to talk about the word "identity." 

A picture has certain identities. In this case, the pic-

ture has two identities on a grey ground, the white and 

the black. And the phenomenal rules here are that as 

they overlap, the white becomes a luminosity, and the black 
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becomes a shadow affected by the luminosity. And that 

becomes a condition affecting these two identities, the 

way the conditions of time and speed and light affect 

our everyday lives. So that's one kind of an identity: 

It's a piece of the picture which has a physical char-

acteristic which identifies it as opposed to some amorphous 

shape. Now, this is another kind of identity, [although] 

it doesn't abnegate the first; this white shape which is 

an identity in the picture also gives us an imagined 

identity, something we carry in our minds alone that isn't 

really there--an apple, two apples, or an apple seen from 

two positions at the same time. Those things are not 

really there any more than there's a woman in the Mona 

Lisa or an apple in a Cezanne painting. And it's the 

relationship of these identities to each other that have 

a great deal to do with the character of a graphic image. 

In cubism, the relationship is very different between 

the two kinds of identities, the palpable identity and the 

imagined identity--in cubism it's very different than 

in the images of Ingres, let's say, and again different 

from those of Piero della Francesca. The balances keep 

changing. And again, I think that the relationship 

between the fact in hand--the flat surface and the real 

identities, the piece of white paint--and the overtones 

in the mind are at the heart of the poetry in painting, 
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which is why I find that what we now call abstract 

pictures (meaning pictures that consist almost entirely 

of the actual, factual identity, that which is really 

there alone) miss a very important part of the overtones 

of the potential of painting. 

Now, this is another situation in which we have 

identities not related to apples but to other phenomena, 

space and light. And it should be observed that we 

again have just a white shape and a black shape function-

ing precisely as the others did, only with the addition 

that they're drawn in perspective so that they register 

together. I regard this as an important interface between 

the two languages --the language of classical drawing and 

the phenomenal world of the television screen. Here are 

the first two shapes we looked at, the white shape and 

the dark shape. They're arbitrary; when they overlapped, 

they showed how they overlapped-- one is a luminosity, and 

the other is a shadow. Now, here are the other two shapes, 

equally flat, one white and one black, but drawn in 

perspective. And it's my point that this makes a double 

illusion when they're combined. In the second case, it 

still functions as a luminosity and a shadow, but it also 

functions as the illusion in our minds of a s61id object 

in space being lit from a tangential position. And I 

think Rembrandt was aware of this. (I'm just elaborating 
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on the white box with the dark shape here by using a 

Rembrandt image.) The importance of the interface is 

that it would allow us to deal with a range of probability 

in a given picture. Just as we can deal with space on a 

flat surface, which has no three-dimensional space, so 

it's possible now to deal with time on a static image. 

And that means dealing with probability, various degrees 

of presence. Now, when the same thing happens under both 

cameras, when there's a co-incidence, then we have a 

probability of one, and we have the incidence character-

istic of classical drawing and classical chiaroscuro. 

And if we can develop in one image the range of these 

possibilities, of these probabilities from almost nothing 

to one, it seems to me it opens up the language for another 

very important facet of the language drawing. 

These are studies for a cover that I did for the 

magazine Psychology Today in which the idea was that the 

beast (the minotaur) and the virgin (the victim) were 

one and the same, caught in the toils of the same plot, 

the same situation. So it fit the characteristic of the 

screen very well. I designed the cover under the cameras 

first, and then later it was printed. It might be a good 

idea here to point out the relationship between offset 

lithography (which is practically every picture you see 

anywhere) and this medium because as the cover was printed, 
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it was printed one layer over another, and each layer was 

a considered element of the organization, not the arbitrary 

layers that you get in color separation in which all the 

yellows are on one plate, all the blues are on another 

. . . . This is an example of how one can conceive of 

the complex components of an image. This particular image 

is part of a book I'm working on now on this very theme 

called Drawings on Drawing, subtitled A Reflection on the 

Language of Drawing ("reflection" used as Pierre Teilhard 

de Chardin uses it, language convoluting on itself, turn-

ing in on itself). This is one of the plates in the book. 

And this is a cover I did for the third issue of the 

Center Magazine [March 1968]. I was particularly pleased 

with that cover. That was designed under these cameras 

with these components. And then this is another image 

related to the Dialogue series which was also designed here. 

It might be useful to point out as we come to the 

end of this series that it would be helpful to look at 

these images without a voice, turning the [sound] volume 

off entirely so that one could concentrate on the language 

of drawing as it functions itself. If these drawings are 

only diagrams, and if they only serve to illustrate a ver-

bal idea, then they're not really drawings because a 

drawing is--drawing is a very special language, and if it 

can be transcribed, then it isn't using its special 

165 



functions. It's my hope that these drawings are indeed 

drawings and therefore ineffable, which means unspeakable. 

One should look at these again without the interference 

of language. 

it it it 

EINSTEIN: We've moved back from the site of the drawing 

demonstration at the University of California at Santa 

Barbara to Howard Warshaw's own studio, located adjacent 

to his home in Carpinteria. The studio building itself 

is a beautiful small wooden structure; it sort of resembles 

a miniature barn, with very, very good light coming through 

a beautiful clerestory--creates a very even cast to the 

whole structure inside. It seems like a very, very com-

fortable and pleasant place to work. I'm going to come 

over and join Howard and ask you a bit about the studio 

itself. 

WARSHAW: Well, it was designed to my specifications, 

primarily this forty-foot wall, which serves as a good 

basis for planning murals. At the moment I'm not using 

it for that--I wish I were--but I can make large-scale 

studies, or sometimes full-scale studies for murals on 

this wall. And then, of course, the light is up high, 

so that it doesn't reflect in my eyes, and it's north 

because then it doesn't bring the sun in at any time of 
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the day. And it's twenty feet the other direction. 

EINSTEIN: Do you find yourself doing most of your work 

here? Do you do any work on campus in the studio there? 

WARSHAW: Oh, yes, I have a very good studio on campus, 

and I'm there two days a week. My classes are only a 

short period of that time, so I do a lot of work out there. 

EINSTEIN: Well, all around the walls are good examples 

of many different projects, and we're going to have a 

chance to look closely at these, but first I'd like to just 

come over here. You were working on this drawing when 

we first arrived today. 

WARSHAW: Yeah, I'm doing a series, if you can look at 

that image on the wall for a moment, derived from the 

human figure and extrapolated really from the series of 

skulls that I showed you on the tape earlier. I want to 

carry into the whole human structure, carry the same ideas 

of graphic . . . . Well, for instance, the split function 

of the light and shade here, so that sometimes it comes up 

to the surface as in classical chiaroscuro, and sometimes 

it will read as just a transluscent area in the back. 

That's been a characteristic of all the work for the last 

few years. I've been working from the human figure and 

from the skeleton since I was about thirteen years old, 

I guess, and it's always full of revelations, certain sets 

of associations, systems of observation that one has never 
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made before, continuities of form that transcend the 

usual anatomical separations that we make. You know, 

this is the pelvis and this is the rib cage--there are 

lines that connect them, there are continuities of form 

that are like a dotted line with just something left out, 

and I'm always finding these new associations in it. 

EINSTEIN: I see also there are lots of anatomical draw-

ings, both old and new, and skeletal structure and 

muscular structure. A minute ago you even spoke of 

some of the newer scientific analogues, like new forms 

of X ray. Do you use these in your research? 

WARSHAW: Yes, as a suggestion, you know. An X ray is 

a very good example of an abstraction. It's a graphic 

abstraction because it's convincing, it's full of infor-

mation, and yet it doesn't look like anything but itself. 

You don't cut people up and find X rays inside, you know. 

What it does is translate density into light, which is a 

perfect example of what an abstraction really is; it 

preserves a relationship from one system to another. 

A blob of paint or something that doesn't look like 

something else is not, therefore, abstract. Abstraction 

should really be a strict word, and it should mean 

preserving relationships from one system to another. Now, 

by no means are all abstractions art. X rays aren't art, 

but they're suggestive of graphic analogues. A brain 
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scan--I had a lot of experience with this when I was 

doing the Neurological Research mural. I worked with 

the doctors, followed them around, saw what they were doing 

A lot of the images they work with are visual analogues, 

what they see through a microscope and then project on a 

screen through a slide, stained, translucent tissue, and 

seen with a light coming from underneath. Of course, 

the electron microscope carries it a step further. All 

of these things have suggested to me the ongoing character-

istic of drawing and painting as visual analogues. There 

always have been visual analogues, but there are new 

possibilities now, new potentials. 

EINSTEIN: I'd like to just go back to this piece on the 

wall here. The understructure itself is a photograph, 

and you're reworking this . . . . 

WARSHAW: It's a photograph of a drawing. Do you want 

to see the drawing? It was drawn from a model--I even 

remember his name: Ralph--who posed for us years ago 

at UCSB. And the photograph--it's in here somewhere. 

Here it is. That's the original drawing I did in the 

notebook in class from a model. That was photographed . . 

EINSTEIN: . . . and enlarged. 

WARSHAW: . . . and enlarged. And I painted over that. 

I'm using collage on it, and I'm going to have a model 

come shortly, and I'm using the skeleton, and I'm working 
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on a map or a terrain of the human tissue and structure. 

EINSTEIN: What actually stimulated you to rework this 

idea at this point? 

WARSHAW: Well, the drawing itself always seemed to me 

to be a clue. Every now and then some drawing--you don't 

know why . . . . It was just an afternoon in class--I 

draw in class with my students all the time, and the model 

was posing, and I made a drawing that seemed to open a 

door to a set of possibilities. So I had the drawing 

photographed, and the photograph looked interesting, so 

I had it enlarged. It sat around for years, and then 

(it all depends on a confluence of events) I think the fact 

that I myself was recently in the hospital and operated 

on--opened like a bivalve, so they told me--maybe has 

added some interest in my exploration of this. But 

organic form has always interested me. I feel that if 

the world were inorganic, without life, there would be no 

meaning for the word "necessity," you know; nothing 

would be necessary. As soon as one has the will to live, 

then things become necessary: you have to do this, 

and you can't do that. No matter what freedoms are 

granted under the law, or what demands are made, there 

are certain things that are necessary. And art that has 

comforted me, the only art that has ever comforted me and 

reassured me, has been art that reflects the 
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same strictness that life reflects and not just an 

arbitrary enjoyment of sensations. 

EINSTEIN: Do you see working then from a skeleton or 

from actual drawings or anatomy as a sort of purist form 

of what you're trying to do, or getting back to the most 

basic . . . ? 

WARSHAW: Well, it's the most romantic, the most developed 

form, you know. I've been reading a lot of Pierre Teilhard 

de Chardin, the man who combined the life of a Catholic 

priest with that of a distinguished scientist-

paleontologist . He's very interested in evolution. He 

sees it somewhat from a teleogical point of view..-*-that is, 

that it is leading somewhere (out of his religious con-

victions—which I enjoy). I enjoy the teleogical notion. 

You can't prove it, and it may even be silly, but I enjoy 

the notion that it's been getting somewhere. And his 

notion is that it's been getting somewhere right through 

here, right through this wonderful column of bones 

that starting with the spinal cord which runs through 

here, in the phylum Chordata, which is one of the most 

elementary zoological taxinomical separations--those 

things with cords and those things without cords in the 

animal kingdom--this bony mass protects that, while at the 

same time being flexible and having arches and a lumbar 

lordosis. And finally, if you think of the spinal cord 
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as leading in evolution, leading, always leading toward 

reflexion, as he called it--the mind that turns language 

in upon itself and becomes aware that it is aware--then 

the top vertebra is this, this bony surface that protects 

the blossoming, the culmination of that spinal cord into 

this reflexion that we now have. Well, to me that's 

$erious--serious enough to be called religion. I mean I 

think it's marvelous. So my interest in this structure, 

as in all skulls, they're all--but this is the ultimate 

one, you know, from our point of view. From some other 

point of view, it could be as meaningless as a piece of 

mud. But I see no reason why we shouldn't represent 

our point of view. What else have we got to do? 

EINSTEIN: Well, adjacent to some of these anatomical 

drawings are some portraits that you've been working 

on recently, I understand. 

WARSHAW: Yeah, these are [of] colleagues of mine, as well as 

myself, a group of men that I've known for twenty years 

here in Santa Barbara. They teach at the university. I 

still have several more to do. There are about a dozen 

of us who have kept in touch with each other every two 

weeks for the last twenty years, and just watching those 

faces change from the young men we were to the middle-

aged to old men we are now has been an interesting 

experience. This is a self-portrait, and so is this. 
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These are all beginnings; I'm going to have them back 

again. This is Garrett Hardin, a professor of biology, 

a very controversial person at the moment. He has the 

lifeboat theory--you know, you can't take more people 

into the boat than it can hold, so some people should 

be . . . . He has to be escorted by the police some-

times out of the . . . . And this is a very dear friend 

of mine, Douwe Stuurman, a Rhodes scholar who is profes-

sor of English; he's emeritus now as of this year. And 

as you can see, he's a rather haughty man. He was dis-

cussing with me, at the time, the terrible fate of his 

classmates at Oxford, some of the Rhodes scholars. 

Every one of them had met an unhappy end. One of them 

had become secretary of state. The other was president 

of the World Bank. This is Joseph Margon, professor of 

classics. I call them Margon the Proud and Margon the 

Meek, two versions of him. I've known him almost all my 

life. We shared rooms together when I went to school. 

I lived at Columbia, and he was then a graduate student 

there. 

EINSTEIN: And he's now here. 

WARSHAW: He's now teaching classics here at UCSB. And 

this is a reasonably good drawing of Herbert Fingarette. 

He teaches philosophy. This is a rather funny painting. 

It's just the beginning of painting of the same man. 
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WARSHAW: They come here and sit. The last figure is 

Elmer Noble; he's a parasitologist. I'm writing limericks 

about all these people, too. 

EINSTEIN: Oh, really? Are you going to do a book? 

WARSHAW: No. 

EINSTEIN: I just mentioned that because previously today 

you mentioned the Watergate book which I hadn't known 

anything about, which I was really pleased to see 

[Drawings of the Watergate Hearings (1973)]. 

WARSHAW: Yeah, well, I did a little book of drawings of 

all the characters that appeared in the Senate hearings, 

and George Dangerfield, the historian, wrote a beautiful 

little preface to it. It was privately printed here, 

[static on tape] 

EINSTEIN: We've moved to a slightly more central position 

in the studio so we can look at the rest of the room it-

self. All over the walls, there are drawings and other 

anatomical studies that I guess you work from, Howard, all 

the time. 

WARSHAW: Well, notes to myself, letters, some of them 

that need to be answered, been there for years. There's 

a picture of Rico Lebr.un on my shelf. 

EINSTEIN: Looking very pensive. 

WARSHAW: Yeah, I like to think that he lives here to 

some extent in my mind with me, or I with him, just as 
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so many painters lived in his mind. Goya was there 

behind his brow. 

EINSTEIN: And a good selection of books. I notice 

Spanish and Italian painting are the titles that stick 

out. Also one of the Prado Museum. And Leonardo's 

drawings. 

WARSHAW: Well, that's a subject that interests me. And 

that row of books--most of it has to do with paleontology, 

origins of man, evolution, that sort of thing. 

EINSTEIN: Over in this corner is another setup that you 

told me you've been working on. 

WARSHAW: Yeah, I'd like to make a distinction here about 

how I work, and it just happens that I am working on 

this, so this is an opportunity to discuss it. The dif-

ference between the way I work and the way Uccello 

works, or a Florentine painter of the fifteenth century, is 

not the difference between someone who looks at something 

and someone who doesn't look at something. That is to say, 

traditional art isn't close observation of nature, and 

modern art not close observation of nature. The dif-

ference is the mode of observation, the kinds, the con-

ditions of observation, you see. I've been looking at 

this--tell me when this is in good view, here--you can see 

this little skull? A friend of mine, Katy Peake gave it 

to me. It's beautiful, and it evokes the creature that 
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it was, for me. And I had this platform built so that I 

can see things that I want to look at at almost my eye 

level, so that there's not a great deal of perspective 

involved. I had it put just a little bit below my level. 

I think it's above the camera level, so you can't see it. 

EINSTEIN: And you have a light. 

WARSHAW: I have a light so that I can see it in the usual 

strong chiaroscuro of the Renaissance, the light coming 

from one side. But my mode of operation differs from 

Uccello's in this way. His notion of the subject of 

inquiry was something out there to be captured by some 

device. Perspective, particularly, he was interested in, 

which is a device for capturing external subject matter, 

but it requires that the world come to a halt and that one 

observes from a static position a static object--which I 

know how to do and which, to some extent, this is. But 

at the same time, I feel perfectly free; my conditions 

of observation allow me to examine this from any point of 

view. I've seen it, as a matter of fact, looking down at 

it, as you can see, and looking up at it. In this part of 

the beak, if you see this aspect of the bridge over the 

nose, you would never see the top of the head. So I keep 

moving it around. My position isn't static, nor is it 

static. And that means multiple forms. This profile 

is moved further over than it would be if one followed 
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its three-quarter position because these curves are very 

important to read. I haven't given myself those limi-

tations, so I lose something for that: I lose the poetry 

of the illusion. But I gain a mobility of observation. 

My subject of inquiry is really my observation rather than 

the skull, my sense o£ observation, so that some of the 

observations will overlap each other and will coexist 

and then some will come to the same point as that or 

Uccello. Some of the nearer forms, I wish to bring to 

a bony, opaque, single-positioned surface, and at that 

point I'm going to paint in oil. And I'm going to revise 

s o m e t r o mP e 1'oeil techniques I used years ago when I 

painted static still lifes. So I work from the observ-

able world. I observe as keenly as I can, but not under 

the conditions of either the camera or the fifteenth-

century Florentine draftsmen, which seem, but are not, 

very much the same. I chose the fifteenth century because 

of the invention of perspective, which comes from the 

camera obscura; it comes from a single eye seeing a static 

world from a static position. 

EINSTEIN: When you were showing your drawing technique 

in the previous section, you spoke a bit about Rembrandt's 

use of the light paint as opposed to the dark and the 

different spatial feelings--I believe that was what you 

were trying to say--he was getting out of that, and it 
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looks sort of like you're doing the same sort of thing. 

WARSHAW: Yeah, only intensifying it. I'm separating the 

functions of light and shade so that they don't meet 

neatly and say, "This is the light side, and that's the 

dark side," you see. Sometimes they do, and sometimes 

they don't. Sometimes the light is a luminescence from 

behind, and sometimes it's something that's lit from out-

side. What I was saying about Rembrandt was that I believe 

he was aware that both of those things were happening, 

you know, and that the strange source of light in his 

picture is the picture itself. One cannot know for sure 

what was in his mind, but the fact that he used the paint 

as an impasto in the light so that it was many-faceted 

and would catch as much light as possible, and used the 

shadow in the thinnest kind of glaze so that it literally 

was a translucent layer over a reflecting light suggests 

to me that he at least felt that, even if he wasn't con-

sciously aware of it. I think he probably was con-

sciously aware of it. 

Well, I think this horse's skull is in the same 

exact state, really. I have the skull of the horse here, 

and then I have a horse alive, a very nice horse of my own 

whom I use as a model along with many other horses in the 

neighborhood. And I'd like to keep working on this so 

that the skull forms remain, but that other aspect . . . . 
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It's already in the multiple position, you can see; I 

mean, I'm bringing the snout down here and then shifting 

it over that way. One doesn't have to exaggerate these 

things; just the slightest shift sets up a dynamic and 

allows one to see a continuity of form that one wouldn't 

see from a rigid position. And I want to go on with this 

so that the eye appears, and veins, and certain aspects 

of the teeth, and the beautiful mouth, without obscuring 

the skeletal face. I'm going to paint on it with oil 

paint and see. In these two paintings--this is the next 

venture--I'm trying to bring back, to revive, some aspects 

of my earlier work with some of the thoughts I've had 

more recently, see. I better take this down before it 

falls. 

EINSTEIN: I'd like to ask you--maybe I'm a little off 

base, but there's a picture over here in the corner of a 

rolling horse. You've been working on a number of studies. 

Maybe I can even bring that over; if not, we'll show it in 

a minute. But there you're actually working with the 

idea of motion. How does that relate, and is that 

different? 

WARSHAW: Well, it's just an intensification. When you 

watch a horse roll, there's no time to . . . . When a 

horse is hot and tired and he comes into his corral, he's 

apt to roll in the dust, particularly if you've just 
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washed him carefully. And in making that movement, one 

is watching movement; one isn't watching--there's no 

point in arresting it, you know. So the question was, 

how to talk about that. That's a marvelous moment, after 

a long hot ride, to see the horse enjoying that. 

EINSTEIN: Can I bring that over? 

WARSHAW: Yes, if you like. But you should bring over, 

too, then--can you see this now in the camera all right? 

I'm going to do a little more work on that. But, Susan, 

underneath the other painting, there's a drawing of my 

own horse, Sam, from the same point of view that Uccello 

would have taken. To get my information solidly in hand 

before I deal with these complications, I often revert to 

a static image, you see. This is my horse eating, when 

he stands still for a while when he's in front of his 

pail of oats. Then when he's quiet and I'm quiet, I can 

build up the information I need, so that I make many 

drawings from a fifteenth-century point of view. It's 

not proscribed. I don't think about this as a technology, 

making progress the way fighter planes do, so that when 

you get a new fighter plane, it knocks all the other ones 

out of the sky and you can't build the old ones anymore. 

A new work confirms rather than annihilates the old work. 

EINSTEIN: This is a good opportunity to ask you about 

your palette. Although this is a black-and-white video tape, 
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we can say that in most cases your palette is very subdued 

and limited to mainly earth tones. I understand one reason 

for that would probably be to bring out again the interest 

in drawing and the light and shade. But have you ever 

worked in color, tried to rework those ideas in color? 

WARSHAW: Yeah, it happens that you catch me at a period 

when I've been so interested in the things that we've 

been talking about that I haven't concerned myself much 

with color. I never have, as a matter of fact; it doesn't 

usually go with the attitudes I've been describing, 

though I have had much more colorful periods than this. 

Some of the murals are in quite high--well, the UCLA 

mural is in quite vivid color, you may recall, and so 

is the San Diego mural (there the color meant a great 

deal to me, in those large areas of the walls), and the 

UCSB mural. 

EINSTEIN: In what sense did it mean a great deal? 

WARSHAW: Well, in terms of the mood. The UCSB wall 

is a long seventy-six-foot strip that had to be zoned or 

else it would be one thing, and the way I zoned it was 

through color. Each area of the wall is a very emphatically 

different and strong color. There are certain red 

passages . . . . 

EINSTEIN: Yeah, I was just going to say I remember the 

intensity of some of those reds jumping out . . . . 
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WARSHAW: They're among the best things that I've 

painted, I think. I just don't have paintings here at 

the moment that reflect a higher palette, but mostly 

I've used an earth palette. 

* sfc * 

EINSTEIN: I'm holding a small notebook, a sketchbook 

that, Howard, you worked on for a long time, I assume. 

All of the images are of horses, or riders and horses. 

WARSHAW: Most of them, yeah. Well, this comes of my 

being a one-horse polo player. They work me into the 

practice games on Saturday or Sunday mornings, Saturday 

afternoons here. I play two chukkers because that's all 

you can play on one horse; you play him one and rest 

one and play one, which means that for two-thirds of 

the game, I'm free to draw. And I've been keeping this 

notebook for a year or so, and out of it developed--most 

of these are direct drawings, directly from a horse that's 

waiting to play--and then out of that came these studies 

in the studio which then are less direct and more involved 

in the art of painting. They were studies for a mural, 

too, which was planned to go on the new clubhouse at the 

Santa Barbara Polo Club. All that's, at the moment, in 

abeyance, the whole structure. 

EINSTEIN: But these three panels you have on the wall 
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here were studies for that. 

WARSHAW: They were preliminary studies for the large 

mural. And this painting on the easel that we looked 

at was as near a definitive study as I ever make for a 

mural. But usually in the course of making a mural, I 

change everything. 

EINSTEIN: How large is the mural to be? 

WARSHAW: Well, I don't know that it ever will be, now. 

It all depends on the building plans. The club is in 

receivership, and I don't know if it's going to come out. 

But if they do build a clubhouse, they plan, I believe, 

that the high point will be twenty feet. You can go on 

from there and guess the rest of the proportions. We 

played one day, on a very foggy day. It was a tournament 

that I was in, and we played late in the afternoon; it 

was almost dark. And that's what this picture comes 

from, the strange sense of moving through the fog and 

almost night at top speed, the sudden appearances in 

the light and shade of horses' front and back. 

EINSTEIN: I see it on the center panel here. That really 

is an outstanding feeling to it. It adds a lot of 

mystery to it. I don't know if that was part of the idea. 

WARSHAW: I love the game, and it has a mystique for 

me, whatever that means. And I think I've got something. 

I know I couldn't have painted this without having 
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played the game. 

EINSTEIN: And it's got quite a bit of energy. 

WARSHAW: The energy that is one--man and horse--is the 

idea of the game. You feel exactly what the horse is, 

because when you hit the ball, the horse has to stand 

on the right leg--that is he has to have the right leg 

forward for the shot you're making--and everything has 

to be one. Your leg is moving from his leg, and it all 

has to feel like one flow. I think that an interest in 

art just as art is about impossible. I think that 

unless Degas was interested in the dancers and the race-

track, there would be no Degas. I read an absurd review 

about Monet one time, speculating about what would have 

happened if he never had gone outdoors. Well, he did go 

outdoors, and that was his fundamental interest--the 

transactional quality of light. So I'm intertested in 

horses, and this reflects that interest. And I'm inter-

ested in painting, and this also reflects that interest. 

EINSTEIN: I'd like to ask you one other question maybe 

just in closing that might put your art in context of 

other things that are being done today, or maintain its 

own independence. Are there any other artists that you 

see working today that are doing the same kinds of things 

as you are or working in the same vein? 

WARSHAW: Well, all this is related to Lebrun, of course, 
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who's dead. I do resent being identified as a disciple 

of his. I'm not at all. We were partners. I was 

younger, of course, I learned a great deal from him, but 

there's no doubt about the close association of the works, 

just as there was between Pissarro and Sisley, you know. 

So that's one person who's so nearly alive for me. I 

would say Bill Ptaszynski, who's a colleague of mine 

here and who also worked with Lebrun, is working with 

landscape in a way that relates to what I'm doing. I 

do not think people like Leonard Baskin have a relation-

ship. I think that his classical drawing is really 

neoclassical. 

EINSTEIN: Has that been a point that's been called in 

criticism? Has that analogy been drawn? 

WARSHAW: No, I'm just saying I'm not an abstract 

expressionist, and I'm painting from observable life--

stories, polo games and so on. So I'm thinking of well-

known figurative painters to whom I do not relate, those 

people who did not take into consideration cubism, for 

instance, you see. I'm not a nostalgic figure longing 

for the classical past and working as a classical drafts-

man. I think my work is ongoing. I believe that it's 

moving as the tradition must move--not forward, not 

making progress, but moving the way life moves, just to 

keep afloat. 
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I don't know to whom I relate. I feel very 

isolated. I have no one with whom to talk except my 

advanced students who've understood and have proven to 

me that I'm not working with idiosyncrasies because 

they can use this language. And if language is usable, 

it's social; it's not just an idiosyncratic thing, you 

see. No, I don't know to whom I relate now, maybe 

hundreds, you know, who are just as obscure as I am at 

the moment. 

EINSTEIN: Do you think figurative art is really dying out? 

WARSHAW: I think "figurative art" is one of the most 

ridiculous phrases I've ever heard. What is cave painting? 

Figurative art? Egyptian painting? Roman painting? 

The Renaissance? Everything up until twenty years ago. 

Painting and drawing is an art that derives from the 

observable world, and this schism, this chasm caused by 

words, caused by critics and not by painters, is one of 

the tragedies of our time. Imagine calling something--

there's figurative art, and then there's abstract art. 

Everything I've been saying is to say they're one and 

the same. That the abstraction comes from the obser-

vation of--what else is there but the visible world? 

And it's not objective until it's said by someone; it's 

not a form. A horse isn't a form yet until one says it 

in a drawing or in a poem or in some way forms it; 
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then it becomes part of human form, you see. Nor is a 

mountain. Figurative art all of a sudden is designated--

we have that on one side of the scale, and then we have 

abstract art on the other, which means one doesn't look 

at anything. Well, everything about art until a hand-

ful of years ago was a kind of activity that derived 

from telling about one's experience and being alive and 

seeing in this world, looking at the world. And I don't 

like to think of it as a separate classification. 

EINSTEIN: I see. I was just trying to sort of put it in 

a context with other people that are working today. But 

I understand what you're saying about wanting to maintain 

that distinction. 

WARSHAW: What distinction? I don't want a distinction. 

EINSTEIN: No, I mean that . . . . 

WARSHAW: My work is abstract, and it derives from 

observations of nature, which is the only way abstrac-

tions can derive. If I took a can of yellow paint and 

threw it against the wall, it would make a very inter-

esting and exciting pattern probably, right? Bright 

yellow paint against this white wall. And it could be 

sensational. It might, if it was a good strong yellow 

and if it hit, it would show violence and it would be 

interesting, you know. But that has nothing whatsoever 

to do with the art of drawing and painting as far as I'm 
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concerned, you see. That's just making another phenom-

enon in the world which may or may not be interesting 

or sensational or beautiful or delightful. But it has 

nothing to do with the projection of a living spirit 

from this shell into that shell, which is what I think 

drawing, poetry, the best of science, and the kind of 

thinking that [Aldous] Huxley talks about in The 

Perennial Philosophy is all about. 

188 



INDEX 

A 

Alan-Landau Gallery, New York 
American Academy of Arts and Letters 
Anderson, Judith 
Art News (periodical) 
Art Students League, New York 

Ashmore, Harry 

B 

Bach, Johann Sebastian 
Balanchine, George 
Barrett, Mr. 
Barrymore, John 
Baskin, Leonard 
Bear, Donald 
Becket, Welton 
Beckmann, Max 
Beckmann, Quappi 
Berard, Christian 
Berman, Eugene 

Berman, Leonid 
Berman, Ona Munson 
Bernstein, Leonard 
Bible, The 
Boss, Homer 
Bouguereau, Adolphe 
Bowdoin College 
Brague, Georges 
Brice, Fanny 
Brice, Shirley 
Brice, William 

Brody, Frances 
Brody, Sidney 
Brooks, Oliver 
Brooks, Van Wyck 
Brown, Richard 

87 
128 
120 
21, 67 
2, 4-13, 14, 49, 53-
54, 57, 58, 79, 143, 
144-146 
95, 97 

62 
43 
81 
17 
185 
28, 66, 69, 153 
130 
29-31, 149 
30 
52 
II-12, 18-19, 22, 29, 
32-33, 34, 35-40, 43, 
46-49, 52, 69, 86, 142, 
145, 150, 151, 152, 153 
52 
43 
46 
III-112, 122, 124 
6, 143-144, 146 
77 
161 
72 
17, 25 
30 
17-18, 22, 23, 27, 
30-31, 32-33, 37, 39-
43, 49-50, 56, 65, 70, 
86, 150-153 
25 
25 
8 
8 
32 

189 



Burford, Byron 
Byrnes, Barbara 
Byrnes, James 

C 

Cantor, B. Gerald 
Caravaggio, Michelangelo da 
Carnegie Institute of Technology 
Cate School 
Center for the Study of Democratic 

Institutions 
Center Magazine (periodical) 
Cezanne, Paul 
Chirico, Giorgio de 
Chouinard Art Institute 
Christo, Jachareff 
Chuey, Robert 
Cogley, John 
Columbia University 

Livingstone Hall 
Crown, Constance Lebrun 
Cuevas, Jose Luis 

D 

Dali, Salvador 
Dangerfield, George 

The Era of Good Feelings 
The Strange Death of Liberal 
England 

Decker, John 
Degas, Edgar 
Del Havens Restaurant and Bar 
De Mille, Richard 
De Young, M.H., Memorial Museum, 
San Francisco 

Disney, Walt, Studios 
Dole, William 
Donne, John 
Duchamp, Marcel 

E 

Eddington, Arthur 
Edel, Maximilian 
Einstein, Albert 
Elgin Marbles 
Eliot, T.S. 

"Tradition and the Individual 
Talent" (essay) 

79 
29 
29-32 

87 
60, 61, 114, 134 
86 
42 
95-103, 158-160, 165 

95-96, 103, 165 
7, 162 
52, 145 
66 
99 
80, 86 
95-96, 103 
12-13, 144, 173 
144 
30-31 
87 

18, 52, 116, 145 
86-87, 94-95, 174 
87 
86 

17, 27 
184 
16, 17 
41-42 
87 

13, 15, 35, 147, 148, 150 
90 
58 
18, 20, 52, 74, 145 

98 
44 
107 
124 
58, 62, 114 
114 
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English, Kay 
Ernst, Max 
Euclid 

21 
18, 20, 52 
77 

F 

Feitelson, Lorser 26 
Fenton, Howard 90 
Ferrer, Franny Pilchard 

see Warshaw, Franny Ferrer 
Finch, Keith 82-83, 89 
Fingarette, Herbert 95, 173 
Fortune (periodical) 84 
Francesca, Piero della 162 

G 

GI Bill of Rights 
Gibson, Ted 
Gilbert, Ralph 
Giotto di Bondone 
Gogh, Vincent van 
Gorky, Arshile 

Charred Beloved 
Gorman, Bill 
Gould, Samuel 
Goya, Francisco 

Disasters of War 
Greco, El 
Gris, Juan 

H 

173 
117 
117 
21 
151 
57 
6-7, 143 
149 
95 
22, 35, 43, 142, 188 
188 

162 
22, 35, 43, 142 

81 
57 
66 
9-10, 59, 72 
143 
67-68 
68 
95 
116 
101, 113, 161, 175 
101, 161 
10, 58, 62, 63-64, 155 
60, 61, 73, 93 

Hardin, Garrett 
Hauben, Lawrence 

One Flew over the Cuckoo1s Nest 
Hearst, William Randolph 
Hecht, Ben 
Heckscher, William S. 
Henri, Robert 
Houseman, John 
Hutchins, Robert 
Huxley, Aldous 

The Perennial Philosophy 

I 

Ingres, Jean Auguste Dominique 
Isherwood, Christopher 
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J 

Jaffe, Sam (actor) 25 
Jaffe, Sam (agent) 25 
Jepson, Guilia 81 
Jepson, Herbert 65-66, 81-82, 152 

The Art of Drawing (film) 66 
Jepson Art Institute 9, 22, 23, 49-52, 54-

S i r 64, 65 -66, 69, 70, 
71, 80-82, 146, 152-153 

Jewell, Edward Alden 21, 67 
Johnson, Wendell 80 
Joslyn, Allyn 27 

K 

Kantor, Paul 87 
Kantor, Paul, Gallery 87 
Kelly, Paul 94 
Kerr, Clark 129 
Kistler, Lynton 88 
Kooning, Willem de 114 
Kuniyoshi, Yasuo 5 

L 

La Boutique 
Lackner, Stephen 
Landau, Felix 
Landau, Felix, Gallery 
Lasansky, Mauricio 
Lebrun, Constance 

see Crown, Constance Lebrun 
Lebrun, Elaine 
Lebrun, Rico 

Crucifixion series 
Lee, Gypsy Rose 
Levine, Jack 
Levy, Julien 

Levy, Julien, Gallery 

Life (periodical) 
Linnaeus, Carl 

151 
149-
87 
87 
79 

41, 49 
9, 11, 12, 19, 22, 23, 
27, 29-31, 32-33, 34, 
39-43, 46-51, 52, 54-57, 
59, 65, 69, 70, 73, 
81, 86-87, 118, 142, 
145, 146, 150, 151-155, 
174-175, 184-185 
23, 154-155 
17 
93-94 
11-12, 18-21, 34, 38, 
67, 84, 145, 149-150 
II, 18-21, 34, 38, 52, 
66-68, 84, 145, 149 
84, 127 
III, 113 
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Little Gallery 15-17, 22, 26 
147 -148 , 150, 

Longman, Lester 28, 70, 72 
Look (periodical) 84 
Los Angeles County Museum of Art 24, 25, 27-33 

85, 152 -154 
"California Centennials Exhibi- 28, 70, 154 
tion of Art" 

"The Artists of Los Angeles" 28 
Los Angeles Times (newspaper) 90 
Lundeberg, Helen 26 
Lynes, Russell 24, 154 

Good Old Modern, An Intimate 24 
Portrait of the Museum of 
Modern Art 

M 

MacReady, George 15, 17, 26, 35 
148 , 150 , 151 

Mann, Thomas 35 
Margon, Joseph 
Martindale's Book Store, Beverly 

12, 41-42, 173 Margon, Joseph 
Martindale's Book Store, Beverly 16 
Hills 

Marx, Groucho 128 -129 
Metropolitan Museum of Art, New York 3, 67 
Michelangelo 93, 144 
Miller, Dorothy 18, 69, 153 
Mills College 29 
Modern Institute of Art, Beverly 24, 25, 27 
Hills 

Mondrian, Piet 109 
Monet, Claude 61, 184 
Moore, Henry 124 -125 
Motherwell, Robert 87 
Murphy, Franklin D. 130 -131 
Museum of Modern Art, New York 12, 18, 24, 27 

69, 11.4 / 143, 

N 

National Academy of Design Art 4, 144 
School, New York 

Neal, Patricia 85-86 
New York Philharmonic Orchestra 146 
New York Times (newspaper) 20-21, 67, 146 
1984 (Orwell) 153 
Noble, Elmer 174 
No Exit (Sartre) 149 
Nutting, Muriel 26 
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Nutting, Myron 26 

0 

Odyssey (Homer) 
Otis Art Institute 

114-118 
50 

Pasadena Art Museum 
Peake, Channing 
Peake, Katy 
Perls, Frank 

Perls, Frank, Gallery, Los Angeles 
Perls, Hugo 
Perls, Kaethe 
Perls, Klaus 
Perls family 
Perls Gallery, New York 
Picasso, Pablo 

Demoiselles D'Avignon/ Les 
Guernica 

Pissarro, Camille 
Prado Museum, Madrid 
Pratt Art Institute 
Premack, David 
Price, Edith Barrett 
Price, Mary 

Rachmaninoff, Sergei 
Rathbone, Perry 
Rauschenberg, Robert 
Redlands University 
Rembrandt van Rijn 

Robinson, Robert 
Rodin, Auguste 
Rose, Augustus 
Rosenberg, Paul 
Rosenberg, Paul, Gallery, New York 

90 
26, 49-50, 86-87 
49 175 
24' 84-85, 86-87, 88, 
90 
24, 82, 84, 86, 87 
86 
86 
86 
24 
86 
23, 46, 58, 62-63, 64, 
72, 86, 93, 154-155 
62-63 
73, 154-155 
185 
175 
2, 143 
136-137 
68 
30 

Price, Vincent 15-17, 18, , 25, 26, 
29-30, 35, , 50, 68, 
148, 150, 151, 154 

Psychology Today (periodical) 164 
Ptaszynski, William 81, 185 
Pulitzer Prize 

R 

87 

146 
69, 70, 86, 153 
114 
95 
60, 92, 113, 135, 163-
164, 177-178 
138-139 
87 
130 
84-85 
84-85 
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Rubens, Peter Paul 8, 149 
Russell, Bertrand 108 

St. Louis, City Art Museum of 69 
Santa Barbara Art Institute 81 
Santa Barbara Museum of Art 28, 66, 69, 86, 153 
Schoenberg, Arnold 35 
Seligmann, Jacques, Gallery, New York 81 
Silvie, Irving 81 
Simone, Silvan 87 
Simone, SiIvan, Ga11ery 87 
Sisley, Alfred 185 
Snyder, Robert 120 

The Titan 120 
Sokoloff, Vladimir 151 
Sokoloff, Mrs. Vladimir 151 
Soyer, Raphael 93-94 
Stendahl, Earl 154 
Stendahl Galleries 154 
Stern's Sanitarium, New York 1 
Stillman, Arry 148-149 
Stravinsky, Igor 22, 34-35, 38, 39, 

43, 44-46, 48, 141-143, 

Histoire du soldat 44-46 
The Poetics of Music 62 

Stravinsky, Mrs. Igor 38, 142, 151 
Stroheim, Erich von 29-30 
Stuurman, Douwe 94, 173 

Tanguy, Yves 52 
Teilhard de Chardin, Pierre 125, 165, 171-172 
Thomas, Robert 95 
Tillich, Paul 123 
Time (periodical) 36, 84 
Tintoretto, II 64,114,159 

Transport of the Body of St. 159 
Mark 

Titian (Vecelli) 64 
Trafton, Howard 6-7, 8-10, 58, 146 
Twentieth Century Gallery 26, 27 

O 

Uccello, Paolo 67, 137, 175-177 
U.S. Works Progress Administration 49 
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University of California 
University of California, Davis 
University of California, Los 
Angeles 

Reed Neurological Research Center 

University of California, Riverside 
Bioagricultural Library 

University of California, San Diego 
Revelle College Commons 

University of California, Santa 
Barbara 

Elli son Hall 
Ortega Dining Commons 

University of Iowa 

University of Southern California 

V 

Velazquez, Rodriguez de Silva y 
Las Meninas 

Vermeer, Jan 
Victoria Regina (play) 
Vigeveno, James 
Vigeveno, James, Gallery 
Villa Carlotta (Berman house) 
Vinci, Leonardo da 

W 

Warner Borthers 
Warshaw: A Decade of Murals 

(Bowdoin College) 
Warshaw, Anna Raphael 
Warshaw, Doris 
Warshaw, Franny Ferrer 
Warshaw, Helen 
Warshaw, Irving 
Wienpahl, Paul 
With, Karl 
Wood, Grant 
Wrench, Dwight 

Z 

Zolotow, Milton 

127-129 127 

15, 24, 44, 70, 119-
122, 130-136, 148, 157 
158, 169 
119-122, 130-136, 157-
158, 169 
118-119 

122 
81, 88-92, 94-95, 103, 
114-118, 136-140, 156, 
157-158, 166, 167, 169 
172-174 
140 
116, 156 
23, 28, 57, 69, 70-72, 
79-80, 84, 85, 114, 
154, 155 
136 

158 
158 
76, 78 
16 
15-16 
15-16, 147 
36, 48 
144, 162, 175 

35, 150 
119-120 

1-2, 147 
2 
86, 89-90 
30, 68, 82 
1-2, 35, 147, 150 
95 
24, 25 
71 
139 

7, 8, 13, 26 
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INDEX OF HOWARD WARSHAW WORKS 

ART 

Anatomical drawings 

Dialogue series 

Functions of Light mural, University 
of Southern California 

Hand series 

Horse studies 

Illustration, cover, Psychology 
Today 

Illustration, Warshaw catalog, 
Bowdoin College 

Images from the Odyssey mural, 
University of California, 

Santa Barbara 

Margon the Proud 

Margon the Weak 

Mural for Santa Barbara Polo Club 
(unexecuted) 

Perennial Creation Myth mural, 
University of California, 

San Diego 

Portrait of Douwe Stuurman 

Portrait of Elmer Noble 

Portrait of Garrett Hardin 

Portrait of Herbert Fingarette 

Self-portrait 

Ubiquitous Natural Form mural, 
University of California, 
Riverside 

170-172 
158-161, 165 
136 

73-74, 85-86, 155-156 

178-181, 182 

164 

161 

114-118, 156, 181-182 

173 

173 

182-184 

122-127, 181 

173 

174 

173 

173 

172-173 

118-119 
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Untitled mural, University of 
California, Los Angeles 

119-122, 130-136, 
157-158, 168-169, 181 

PUBLICATIONS 

Drawings of the Watergate Hearings 174 
(book) 

Drawings on Drawing, A Reflection 165 
on the Language of Drawing (book) 

"Fine Arts Mass Media, A Proposal for 97-104 
a Program of Study in Drawing and 
Painting" (article) 
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