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Groupof Five,ColdMountain,
1988
Ink on paper (Twinrocker)
Each: 9 3/4 x 12 7/8 inches
Courtesy Matthew Marks Gallery,
New York
ColdMountain
3, 1989/91
Oil on linen, 108 x 144 inches
Courtesy Plane Image Inc.
ColdMountain
4, 1989/91
Oil on linen, 108 x 144 inches
Courtesy Plane Image Inc.
ColdMountain
1 (Path},1988/89
Oil on linen, 108 x 144 inches
Courtesy Thomas Ammann, Ziirich
ColdMountain
5 (Open},1989/91
Oil on linen, 108 x 144 inches
Courtesy Plane Image Inc.

Collection Barbara and Richard S. Lane

22 1/2 x 28 inches

Ink on paper (Arches Satine)

ColdMountain
(Forms},1990
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ColdMountain
6 (Bridge},1989/91
Oil on linen, 108 x 144 inches
Courtesy Plane Image Inc.
ColdMountain
2, 1989/91
Oil on linen, 108 x 144 inches
Courtesy Plane Image Inc.
St.Barts1, 1990
Ink on handmade paper
JO 3/4 x 16 inches
Courtesy Plane Image Inc.
St.Barts2, 1990
Ink on handmade paper
JO 3/4 x 16 inches
Collection Ralph and Helyn
Goldenberg
St.Barts3, 1990
Ink on handmade paper
JO 3/4 x 16 inches
Private Collection
St.Barts4, 1990
Ink on handmade paper
JO 5/8 x 16 inches
Collection Paine Webber Group Inc.,
New York
St.Barts5, 1990
Ink on handmade paper
JO 3/4 x 16 inches
Private Collection
St.Barts6, 1990
Ink on handmade paper
JO 5/8 x 16 inches
Courtesy Plane Image Inc.
St.Barts7, 1990
Ink and gouache on handmade
paper
JO 3/4 x 16 inches
Private Collection
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25 7/8 x 34 3/8 inches
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JO 3/4 x 16 inches
Collection Linda and Howard
Karshan
St.Barts10, 1989/91
Ink on handmade paper
JO 3/4 x 16 inches
Collection Elaine and Werner
Dannheisser
St.Barts11, 1989/91
Ink and gouache on handmade
paper
JO 3/4 x 16 inches
Private Collection
St.Barts12, 1989/91
Ink and gouache on handmade
paper
JO 3/4 x 15 7/8 inches
Courtesy Plane Image Inc.
Rain,1991
Ink on paper (Arches Satine)

Ink on handmade paper

17. St.Barts9, 1989/91

25 7/
Priv

Ink

JO 3/4 x 16 inches
Courtesy Plane Image Inc.

23. Han

Ink on handmade paper

J 6. St. Barts8, 1989

those issues. If you accept certain unknowns, it becomes easy to accept an idea of the

Abstract Expressionists were very good, but also, they were embarrassed to deal with

BM: Definitely. In a way, Beuys was very helpful in clarifying a lot of that ....The

PS: Do you think art carries some spiritual thread?

feel you have to restrict yourself anymore.

philosophy. I guess that's one of the things about coming through middle age. You don't

Oriental art or Asian art. I thought, I'm Western, I just can't understand a different

I've been investigating has been Pollock. I used to not want to have anything to do with

looking more at the landscape. Before I was looking at Greece. The only Western art

like calligraphies. But then, who knows? I'm looking more at the Chinese. And I'm

and I'm working with it. The drawings now look more like Chinese landscape and less

after a while it starts breaking out and becoming its own. Ideally, the drawing is working

Maybe going back, again and again refining the image. I impose a kind of grid on it, and

a line, three, four or five lines, and [then] I start joining or refining what I've done.

off, so there's layering of different ways of drawing. I'll start with, say, five characters to

the work. They start out with observation and then automatic reaction, and then back

joining things up, making relationships, but at the same time letting the drawing itself do

with a formal structure--couplets or whatever. Then I take it from there. It's about

form of calligraphy, then it disappears, but, it's always there, in some way. I start out

translates a piece for me, and I hear the relationships I am affected by that. I use the

calligraphy as simply the way I see it, not knowing the language ....But if someone

BM: Jt's not a form of writing. I'm not trying to make a language. I think of Chinese

PS: Do you see these drawings as calligraphy?

drawings were started there.

them in the studio. There's a palm grove that I worked in, in St. Barts. The St. Barts

landscape. Some of the drawings have been started in front of landscape. Later I work

BM: These are not pictures of specific places or things. But yes, there is an interest in

PS: I see in this work your interest in landscape.

ideas of the Tao and of Zen. The Cold Mountain poems are very much about that.

using the shape of the poem as a skeleton. I'm becoming more and more interested in the

the form that the poems take in the Chinese, then I started joining image and calligraphy,

couplets, and five or ten characters per couplet. In the beginning I did drawings using

Chinese characters and the translations in it. It was that form that I picked up on-four

Getting poems by chance, I found the Red Pine translation at a bookstore. It has the

BM: I was working with calligraphy, and looking at a lot of Chinese calligraphy.

poems.

PS: Tell me about your relationship to the book Cold Mountain. To the poet and the
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spiritual. But you can't go about making spir

becoming an image itself.

suddenly become images on their own. I era

because there's no way I can take anything o

by painting out with white paint. The paintin

What happens in the paintings is I' II paint, th

Nature ." I mean, that is so hard to deal with,

BM: To me, one of the greatest twentieth-ce

Nature .

PS: For some ancient Chinese landscape pai

the painting.

the fluidity that the drawing has. And that's

I want to have a little bit more arm and shoul

away, and to get a different swing into the dr

I keep finding I want to work with longer an

just couldn't do it.

The kind of mark I can make physically. If e

am left-handed, and I'm a certain age. That h

important point. What one is physically ...! a

That's really part of the whole vocabulary-my

reflected. There's also accident, and I use it.

away, with a delicate instrument, ...in a way it

his chapel. I think he made them with charc

BM: There was always something about a pi

PS: Tell me how you started to draw with sti

moves with the least resistance. In a way, pe

best drawing instruments are the ones where

observations . The less you have between yo

same drawing, and then go back into it and d

day going some place and just sitting in a hot

place to place. Staying in one place one nigh

I love the kind of layering I can do. A lot of t

refinement of image. And drawing isn't. I d

the artist and the art. There is real closeness,

drawing's] an intimate medium. It's very dir

yourself. That's really important. That's my

is lead you to forget the rules. So it isn't onl

get some of that into the drawing, whatever y

and you feel there's an energy there that is ju

