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it testifies fo the high esteem in which Lee Krasner held the
art of Jackson Pollock not long after mesting him that she deter-
mined 10 bring his work fo the atterifion of her friend and former
teacher, Hans Hofmann. She fook him to Pollock's messy studio,
aven though she knew that Hofmann, like her fiiend Piet Mondri-
an, fovored cleantiness and order, Hofmann, seeing no evidence
of stiltlife set ups or modealks i Pollock’s studio, asked him, "Do you
waork from nature?” To which Poliock responded: “1 am nature.”
Hofmann then warned: “You don't work from nature, you work by
heart. That's no good., You will repeat yourself."

Nature would figure Too in Kiasner's iater account of Pollock’s
impact on herwork: " went through ¢ kind of black-out period or
a painting of nothing but gray buillding up, because the big fransi-
fion there is that up o that point, and including Hofmann, Fhad
worked from nature... as F'ad worked so-called, from nature, that
i Fam here and Nature s out there, whether it be in the form of o
womaon or an apple or anything else, the concept was broken..”
She discussed the fraume of facing a blank canvas “with the

. knowledge that | am noture and try 1o meke something happen

on that canvas, now this is the real fransition that fook place. Andif
toock me some three years.2 ] '

Krasner in Hofmann's class, like all of his students, had atways
worked either from < siill life set up or from a life model. Even
though she was pointing and drawing abstractions, her siari-
ing point - the nature of reality — was physicafly present in front
aof her. Holmann had his students so fied to reality that Krasner
had once protested upon arriving to class: "#'s all wrong! s alf
chonged!"3 When the other students locked to see what the mat-
fer was, Krosner explained about the model, "She's cut her hads”
a detail that, while seemingly meaningless, changed the abstract
planas Krasner was transtating from whct she obsarved.

Relevont fo Krasner's appreciation of nature is her chidhood
in Brookiyn. Before she started school, her Jewish immigrant fcmiEy
rmoved from urban Brownsville to the East New York area of Brook-
lyr, which then was st rural. There was an old Dutch farm, where
she used to go fo fefch palls of milk fresh from the iocal cows.
Some of the liferature that she encountered as a child growing up
in Brooklyn also influenced her love of nature, She recatied that
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her older brother Inving read 1o her not only from the great Russion
navelists, but also from the American essayist Ralph Waldo Emer-
son and from the francophone Belgian playwright, post, and es-
savist, Maurice Maaterinck,

Arnong Emerson's writings, Krasner surely found his 1836 essay,
Nature, of parficular interest because he colled for one’s own
fresh sight and experience, not relying on that of others. He asked:
“The foregoing generafions beheld God and nature foce o face;
we, through their eyes. Why should not we aise enjoy an origing!
relation to the universe? Why should we not have a poetry and
phifosophy of nsight and not of fradition, and a'religion by revela-
fion to us, and not the history of theirs?™ Emerson defined the
very concept of nature: "Philosophically considered, the universe
is composed of Nature and the Soul. Strictly speaking, therefore,
all that is separote from us, all which Philosophy distinguishes as
the NOT ME, that is, both nature and art, all other men and my
own tody, must be ranked under this name, NATURE." Krasner
would have also responded 1o Emerson's conception of how art
rdersects with nature: “Nature, in the common sense, refers fo es-
sences unchanged by man: space, the air, the river, the leaf. Artis
apphed to the mixture of his will with the same things. asin @ house,
acanal, astatue, a picture®

When Inving recc from the frarsiations of Maeterlingk fo Leno,
as she was then stifl called, she would also have found encour
agement for her love of nature. Maeterlinck’s News of Spring
and Other Nafure Studies, including The Infelligence of Flowers,
which was published in an American edition in 1913, could have
reinforced the young Krasner's love of flowers. Not only do the
irses. roses, and daisies that she recalled from her childhood aft
appearin s volume, but there i also an elaborate discussion of
the lettuce leaf's rernarkable ability to defend fiself against slugs,
recaliing the unusudi metaphor of the letfuce leaf, which she drew
upon e expiain her artin the staiement for her firs retrospective in

1945 *Painting, for me, when it reaily *happens’ Is as miracutous as

any natural phencmenon — (s, say, aletiuce ieaf By ‘happens,’ |
mean the painting in which the inner aspect of man and his outer
cspectinteriock™

Uke Krasner, Poliock had spent some of his childhood in rural
areas. Born in Cody, Wyoming, by the fime he was one, his family
had setiled on a smaill farm in Phoenix, Arizona. Economic fragiftty
caused frequent displacements from the fime Jackson was four
years oid. Al that fime, his fomily relocated 1o rurdl arecs In souln-
em Californic. Suffice it to say that Pollock was as acguainted with
nature as any boy growing up on a farm would be. As a young
man, Poliock’s odd jobs included working s o lumberjock at Big
Pines. Califormia, where he cutwood in the summer of 1931,

tn 1930, Poilock had begun fo study art at the Art Students
Lecgue with Thomas Hart Benton, who encouraged the painting
of “local color” and the American scene. On one sketching tip,
Jackson wrote lo his brother Charles that “The country began get-

. 249
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ting inferesting in Xansas the wheat was just beginning to turm and
tha farmers ware making preparation for horvest!?

wWhen Pollock and Kresner met, they were both living in New
York City. During the fall of 1942, he was living ot 46 East 8th Street
in Greenwich Vitkage in the heart of Manhattan, and Krasner had
been Bving just a block away before she moved in with him, follow-
ing o courtship friggered by their participation in the same group
show fhe pravious January, With Krasner's encouragementt ond
heip, Pollock's-career was launchad with Peggy Guggenheim os
nis decler. When asked in 1944 If he preferred living in New York 1o
his native West, he aliowed that he preferréd New York's “sHmutat-
ing influences,” bul noted ™ have o definite feeling for the West:
the vast horlzontality of the land. for instance; here only the Aflan-
fic ocean gives you that"8

During the summer of 1945, Krasner and Pollock visited their
fliends Reuben and Barbara Kadish on the rurdd Easfern end of
Long lsland in New York Staie, The two couples were shiaring arus-
fic cotiage in the Springs, o hamiet of the fown of East Hampton.
Their relaxed time there inspired Krasner 1o suggest o Poliock that
they move out from New York City ond live there vear round. After
initigly refecting the ideq, Pollock become defermined o do it
Anticipating ffe in @ small fown led the couple fo marry. In Novem-
ber 1945, they moved out to a house dlong Accabonac Creek In
Springs, arriving in the midst of o Northeaster,

As they settled Into country living and small-town fife, the arec
prempted fem o swim and fake walks olong the beoach and
through the fislds. Eventually, they began to garden together,
growing some of their food. Thelr new immersion in nature shows
up in arf works by ecch of them. Instead of recording nature that
they observed, Pollock and Krasner expressed what nature made
them feel. The impact of some of the natural phenomena in the
new environment is also evidenced in some of the fifles that they
chose and in some of the images therrsetves. The Nafive Ameri-
con name, Accabonac Creek, itself became the title of o series
of painfings by Pollock in 1944, He called anciher of his series of
ahstract works at this fime, “Sounds I the Grass,” which includes
palintings with titles ke Forth Worms & Croaking Movement that
refer fo nature.

Krasner reflected, “One thing Jackson and Ehad in common
was experience on the same level .. fesling the same things
about landscape, forinstance, or about the moon. He did a series
around the moon. He had mysterious involvement with it Fhad my
own way of using that material. Very offen | would get up af two
or three and corne out on fhe porch and st sitin the light here."?
Away from the ofty's elechic ights, the moon came info its own.
The stars seemed much brghter. Out of this experience, came
such works as Krasner's 1947 canvas, Night Life (fig. 1), one of her
Lithe image series, s well works by Pollock such as Consfelation
{1944} (fig. 2} or Comet [1947).

Pollock eventually dropped naming his pictures and for a fime
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Jackson Pollock, Constaliction,

1946, ol on canvas, §4.6%45 7cm,

private colleciion

ulilized only numbers to refer fo them. Number 5 {1948) by Pol-
lock affracted the artist Alfonse Ossorio, helr fo o Phiippine sugar
fortune, who purchased I in January 1949, from the Belly Parsons
Gatlery, where both were showing. Ossorio also bought a home
in East Hampton in 1951, because of his fridendship with Poliock
and Krasney, though Ossorio also spent me in Paris, where he be-
rended the avont-garde painter and sculptor Jean Dubuffet and
amassed a collection of his wark.

The extent and direction of arlistic influence among Ossorio,
Poliock, and Krasner has not been sufficiently studied. Scholars
have credited arlists Roberf Motherwell and others with introduc-
ing Zen idecs 1o the arlists of the New York Schoal, but it s likely that
Ossorie also had some part in disseminating Zen concepts in East
Hamptor in spring 1952, when he began io see Pollock and Kras-
ner regularly, Meanwhile, Ossorio was actively pursuing his interest
in Asian culture, including Japanese art and Zen, and it's fikely he
discussed Zen concepts of “action” with Pollock.

Armnong the books Ossorio ocquired that year was Langdon
Warner's new The Enduring Art of Japan fig. 3).1° Wamer was
o Harvard professor, Asian art expert, and one-time student of
Okakura Tenshin, a Jopanese scholar who became the first head
of the Boston Museum of Fine Art's Asian art division in 19101 War-
nar was o raconteur, and he faught art history at Harvard when
Ossorio was a student. His old professor's ook made Ossorio focus
on Zen concepts with which he was aimaost cerlainly already fomil-
far from Daisetz T, Suzuki's 1934 book, infroduction fo Zen Buddhism,
a book much read in art circles in New York during the 1950s, and
most probably by Ossorio while stil gt Harvard.

Wamer's infroduction notes how “In the practice of putting
down thelr paintings in ink on paper Zen arfisis discovered that the
principle of muga it is not that am doing this) opens the gale for
the necessary essenticf truth fo fiow in. When the self does nof con-
ot the drawing, meaning must. The principie runs aff through Zen
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teachings espacially where action is involved.” Suzuki hod written
in his earfier book that in a sfate of mugo “the unconscious is real-

H(onzlTesihil. ﬁfﬂiﬁ“ ) BREHE. 24 ﬂﬂ"{’-&ﬁﬁ%ffﬁﬂgﬁ i zed" and descriped *a state of ecstasy in which there is no sense
ML sk, BEMEEERLA, ARSI Fu—Afr S Earrn—l Lo of " am doing it In muga, he explained, “your noturd facuities
. R ‘are] set in a consciousness free from thoughts, reflections, or af-

LETh, Ay bu-A LT Rb e, CORME, MoBRasks feciafions of any ind."™
BVTwad, EhbdPriarPesinteaE2nE s ehd). hLhEio in the sum mer of 1952, the art crific Harold Rosenberg some-
. imes Joined his East Harmpton friends Pollock, Krasner, and Ossaria
ATERANHNL, ROFIT MR 13, EHOTOT, RN :mznjfhey falked about ;Sﬂ If cppears ifc:;? hearing about muga
LTSy SWIHRED R R OHIIRE, oW EBAATwER, FodifRicX influenced the criic Harold Rosenberg as he developed his con-
- T, ERICAEDE (HREOETHOXOFEE. HoOAEEOEE. KA. cept of cxc:iAion inhis cxr’r?cle “The American Action Painters,” which
appearad in Arf News in Decamber 1952, Rosenberg wrote, "At g
SE e R Z U R ORI BB R, cerfain mament the canvas began to appear 1o one American
19524FE 8., BTG FHE A ONLE - O—E Ve 7“@\ PR I Ve o NNt £ 5 poirter after another as an arena in which fo act - rather than as
. . . . . o space in which fo reproduce, re-design, analyze, or ‘express’ on
URADR Ty 2, ZIXF—, Ay VAR LS oTORL I LIELE object, actual or imagined.”!s Rosenberg's work on this landrmark
MhoTyr, o—Xii—2E, 19525 1HO PP~ « 2R SECIBRE S arficle, in which he first iamed "action painting,” coincides with

I o g > o . e e the publication of Warmer's new book.

NI T AVHDT I3 gy - A4 VI =T L) qmHiTT v a > Dk Rosenberg went on to evoke the Zen aciion that is “conscious-
Ui, THEfL, oo HIC L 72 2 B3 ’5_’5:’{ =X ”j <Hha, Thrbe, —BF ness free from ihoughts” in this same arficle, when he observed

OF AU BOWEIT Tl Dy T PADL that “The painter no ionger approached his easel with an image
In his mind; he went up o it with material in his hand to do some-

FHELOHL, 50T FRETE '3}3?&3'{?)% & f) HhitlLA, FriraryoBiL] thing to that other piece of material in front of Rim. The image
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DREHICRARL RS, COEMIATF T oy (v wouidresuit from his encounter”
. ‘ Gossip circults buzzed when Rosenberg’s "The American Ac-
LAV F 4 oG ERPIR DTS, COXERT s T O LA tion Painters™ appecred. The article created stir that pained Pol-
HUE L B U E LT 0 S, ' lock, wheo fel personally attacked by Rosenberg's thesis on “aciion
. . o . nainting,” even though Rosenberg did not identify him by name.
. e o= HURE T TERRLERA A= SHInE T —E When Rosenberg poked fun in his arficle of an unnamed artist
KEDA DT, HREFICLUTHORNCS SRR % TEFDICT-TLD 1 who clcimed that another was not modern because “he works

from: sketches,” he was describing an affitude held by both Kras-

THD, AA=PE, IOHESGOREENRGED DY ER-UT, BB ST E
wD = Hig RRPSELD, T TEE SR ner and Pollack, rieither of whom worked from sketches in making
7R, CHAEOT I arEELREIZNISELETS, painiings. Rosenberg wrote, “A painting that is an oot is insepar -
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ble from the biography of the ariist. The painding ilselfis o ‘moment’
in the adutterated mixture of his ife. . The new painting has broken
down every disfinciion between art and life"V This siaiement im-
plicitly aficcked the alcoholic Poliock, whose public behavior wos
too often dysiunciional, white his paintings had gained him both
admiring and derisive aftention. Rosenberg argued that "what
gives the canvas ifs meaning” s “the way the artisi organizes his
emotional and intellectual energy s if he were in a fiving sifua-
fion.”18

Rosenberg taunted Pollock even more direcily by discussing
artists who, Yacking verbal flexibility ... speak in a jargon;” among
the examples ne gave of an artist describing his work was, it
doesn't reproduce Nature; i is Nature,” which paraphrases Pol-
lock’s notorious retort to Hofmanm's advice.!? Rosenberg may
have revecied moré than he intended when he sfaled "o pisce
of wood found on the beach becomes Art ... Modern Art does
not have to be actually new; if only has 1o be new 1o somebody o
the lostlady who found out about the driftwood..."20

Driftwood would have been on Rosenberg's mind if he had
seen the photograph that Herbert Matier had once taken of nis
yvoung wife Mercedes nude on the beach {fig. 4). Maltarhad used
driftwaod to frame Mercedes's breast. Pollock hod owned a copy
of the photo, I this regord, Rosenberg's apparently dismissive
reference “io the fast kady.." may be an erolic wink fo Mercedes,
with whiorm he was then having an affair af the same time thathe
was Qlso seeing Blaine de Kooning, Bill's estranged wife,

Hurf by Rosenberg’s arficle, Poliock told his friend Jeffrey Pok
fer, “The corner they got me inis more fike what Harold Rosenbery
wrote about Action Painders ... How does It go? Vanguard paint-
ars hove ¢ zaro audience; the work gets used and fraded but not
warted."2! Rosenbery later wrote: “Ast in the service of palitics
declined affer the war, but ideclogy has by no means relaxed iis
hold on American painting. Zen, psychoandlysis, Action art, pur-
ism, anfi-art and their dogmacs and programs have replaced the
wmarxism and regionatism of the thirfies. It is sfill the rare artist who
frusts his work fo the intuitions that arise in the course of creafing
”»v!=22

Yet, Rosenberg’s rival, the critic Clement Greenberg, wroie that
“IPollock] laughed af the whole notion of ‘Action Painting,” which
he thoeught, when sober, a purely rhetforical fabricaiion, .. Poliock
was the most inteliigent painter 1've known at first hand, one of

the most isamed & iruly sophisticated; without his infeligence, he

would not have become the artist he was."2

Greenberg, whom Krasner introduced fo her husband, pro-
moted Poflock’s work, but never wiote about hers. Though he
wrcte about Pollock's nature-bosed works ke Autumn Rhythm
{Number 30} (1950, fig. 5}, Greenberg was not a particuiany acute
observer of nature. Another confernporary crific who was, the art-
ist Fairfield Porfer, wrote in Arf News that some of Krasner's largest

Gollages of 1955 “with tittes like Srefched Yellow, Milkweed [fig. 6)

i

i

g, 4
N Jl— i WF— CREOA A 7 A EFAY
19409, BE

Herbart tAatiar, Mercedes on the Beach with
Eriftwood, 1940, phoic
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1750, enomet on canvas, 266.7+525.8cm,
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and Biue Level, are like nature photographs magnified. The iregu-
lar shapes and simple colors of the former paintings, as well as the
bumpily Iregular surface of Broken Grey, ke a messed-up beach
of pebbles all thase things ‘slow the pictures up.”?4 He proposed;
"Krasner's art, which seems to be about nature, instead of mak-
ing the spectator aware of a grand design, makes him aware of
a subtle disorder greater thant he might ofherwise have thought
possble 25

After Pollock’s sudden death in o car crash in 1956, Krasner
painted bold and upheat works In ¢ seres she called Earth Green.
Her impulse was 1o reach out and baldly embrace ife, which had
50 swittly ieff Pollock, Her frequent preccoupations Inciude an
emphasis on nature. She sometimes hinds of birth, destruction, and
regenerciion. Nearly two decades later, Krasner spoke aboui the
paintings in this series: " can remember when was painting Listen
{fig. 7}, which Is so Highly keyed in color — I've seen it mainy times
since and it ooks ke such o happy painting — | can remember
nat while bwas painting it Falmost didn't see it, because tears were
frerally pouring down."? The bright colors and biomorphic forms
evoke o figure in a garden, an activity that she had shared with
Poliock offer they first moved 1o Sorings.

In 1940, Krasner fifled o large horizontal canvas, painted ina
number monochromatic palette, The Eve is the First Circle (fig. 8). Fig. 6
The opening lines-of Emerson's “Circies” appedled fo Krasner's Uom e 25X F— (2N T 70}
deep appreciation of nature and palterns: "The eye Is the first 19S5, W h\/ﬁﬁ“‘:%i}?ffzg;i;
circle; the horizon which i forms is the second; and throughout na- ST ATy .
fure #his prirary figure s repected without end " Although Kras-

ART oA =S 2 F S —
tee Krasner, Mikweed,

ner had focused on disembodied eyes as earty as the 1930s, when 1958, oll, paper and canvas collage on carvs,
209.6%146.7cm,
Albright-Knox Art Gallery, Buffalo, New York

she was briefy under the nfiuence of Surredlism, she said ihat sha
filed the painting affer if "was finished, and then | saw those eyes,
ton 28 She was poinfing these umber works af right, working un-
der arfificial ights because she was suffering from insormnia.

In 1968, when Krasner was once agah engaged with vivig
color, she produced G painting she called Pofiination {fig. %1, which
suggesis that she recalled what she knew of Masteriinclk’s book,
the Life of ihe Bee, Masterinck wrote “the foragers go forth, in
long biack files, to return, in tess than three minuies sometimes,
laden with nectar ond polien; sireets are swepf, parasites and
morauders kiled or expelled; ond the hive soon rescunds with the
gentle, monotonous cadence of the strange hymn of rejoicing " 2¢
Pollination is the franster of polten from a stamen fo o pistil of o
flower in order to achieve fertiization, Bees play an imporiant role
in polnating fowering plants, and are the major fype of polinator
ir; ecosystermns that contain flowering plants, Krasner's own corn
ment agbout the canvas she named Polfinalion suggests that her

Fig. 7

associations with this fopic doted from her childhood when her o s 27 500 {BECS
= e ga e

brother read Maateriinck fo her: *l can remamber walking across 1957 4R, SEA. B, 1607 Méf%

vacant lofs, on my way fo scheol and my enchanfmeni at seeing Lew Krasner, Listen,

1957, ol on cotton duck, 160.7=148.6¢1m,

and piciing clover, buttercups and dandelions. 'm sure that this A !
private collection

marnory among ofiter things is in Poilincriion.30
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Y— - 2S5XF - {RRSET O g
19604, AT, hr R

235.6 ¥ 487.3cm

i AR

tee Kiasner, The Eye isthe First Circie,
1988, ol on canvas, 235.6=487.3cm,
private colisction

Fig. ¢
Y - 25— (G
19684, F. A2
206.4 X 210.8crmn
Tt AR, YR
Lee frasner, Poffnalion,
1968, oll on canvas, 206.4x21G.8crm,
Galias Museum of Arl. Dallag, Texas

Fig. 10
— - OSA P (ZRAFU-T}
2. SRR, 176.5 X227 30m

Fily P U BN, Sa-R— 2R T e 2
Lee Krasnern Mysteries,

1972. cil on colton duck, 176.5%227.3cm,
Broakiyn Museur, Brooklyn, New York

If we also look af her canvas, Mysteries, of 1972 {fig. 10}, we
see that the bright colors and forms also suggest her iove of gar
ders, even evoking the forms and cofors of speciiic fowers such
as bleeding hearts {scientiic name: Dicenira Speciakbilis) or the
shape of insects such as the lighining bugs or firefliss [scientific
name: Phofinus sp.) that Bluminate o Long sland summer night.
Were these forms conscious cholces? Perhaps not, but they ap-

pear o underscore Krasnar's engagement with nalure and the 3

infinite mystery of #is forms,

Krasner's abstract paintings, Vigl of 1940 {fig. 1) and Portfrait in
Green of 1969, each appear fo contain o face that emerges from
her gestural brushstrokes {fig. 12). These two foces recal linear im-
ages of ihe Buddha in eighth-century Japanase paintings from
Neara such as those reproduced in Wamer's book on Japanese
art that Cssorio owned {figs. 13, 14). In 1956, the artist Paul Jenking
gave Pollock and Krasner philosopher Eugen Herige!'s book, Zen
in the Art of Archery, first fransiated info English just three vears
ecrlier. Krasner wrole herself o note ofter reading it " want 1o il
about my sel-desiruction my disgust & stupidity (walling-paralysis)
waiting & tropped by ... Zen & the mastery of Archery.. begon fo
brecthe more easily & dove in — point | made about painting —
let it come io me"¥ in her desperate search for inner peace in

Fig. 11

Y - 23— (B OE)

19605, ¥, AUUTR, 2254 X 177.8cm
DaeH—g, WA F=TZAF

Lee Krasner, Vigf,

19460, o on corvas, 225.4x177.8cm,
Pollack-Krasner Foundation, Mew York
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OB L e, BAWIInr P 7470 F TR CH (284 | Photinus sp.) Ok 5
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Fig. 12

T2 N F—

{TROIR, BREY— - 252F—)
19695, BE

Mark Paffky, Lee Krasner painfing
Portraii in Green, 1968, photo

(Fua - ox—F—

19625

Buddhis! Givinify, ink on hemp. 8th o v. Shosoi Teasure
House, Mara, on Frontispisce ond Piote &inLangdon
Warner's The Enduring Art of Jopan, 1952

ihe face of Poliock's turmol, Krasner had been thinking about Zen
concepts.

Krasner's seif-analysts iIncluded awareness of her involvernent
with nature. She expressed this in March 1974, when Miriam Scha-
piro's students in the Feminist Art Progrom of California Insfiiute of
the Arls reached out 1o her, requesting that she write o “Letfer fo
a Young Wornan Arfist The letter could have been “about your
experiences, or advice, or whatever feelings you might wish fo ex-
press.” $he responded by having Donald McKinney, her galiery’s
president, send in a quotation by her for the students’ pubiication:

fig. 14

SRESEEREE) (U5

8iE. HyeE

(TR - g g — ERIGOEFER
19524, (AR 14)

Wall Painting tdetail), Polychome, Bth century.
Gulden Hail, Horyuii Monastery, Mara, fom
Langden Warner's The Endluring Arf of Japan,
1957, Ploje 14,
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poAd—iz, Bl g“‘%!ﬁnrcm,w:ﬁwaw%ﬂ‘lﬁ*-f“/fbyoﬁiﬁﬁ‘;il/rﬁ~
G T B AT Y Ly ML O - AR A TSR G D2
fEfkic, A& TER) LRALTHSLO, ﬁ-@mwa&a%w:o

FRLOfESITIE THEROEZE, BHDE T, FAREDKECIEKIZESWLTTIE
B3, BEIGIZETSVWIWORZ R —, B, BodelhTE
P Tnashswal brd BickoT, BALEIIWIZET Y.,

B2l HODEEETHAELDOI LV THEDTTHy EA 5y 3
BU,

(T, BLTRL, BATLRLEDGL, HOBELON T LrIAF—
BA .

MU T IR E RN R LA Ty LBk, 7373+ —
EVviEL . OB TT, BNESEETT, 29 ThibhiERhEdA. ol
FRPROBLITVEILTE, B LA ALHORTIRE, 2HEFACE

O T A2, Bl b ub O IR RSB it Ok,
A TER DLy 7 APF DM RR AP S TE T —D I oy 77—
CRWERBTEAR o, Y74, BOEBEOEMI o TERLLEE
I BER B, BALOBELYODEADRE o, BRI, 20ME0WDIC
T BT Y AR —IIE Dt L R T, S B R
LBl AH T D 0B,

(SR )

1 Foo— byt kB FFAFT =D 1984 1ZH A ADA 5 Fa—, WFITBEE The
Lee Krasaer Papers (LKP} Archives of American Art {AAAL Smithsonian insfiuiion, chmgfon DC.

7 AN B 2HOA Y F Tt B EY e 73R F—hs F O3 — kv 57—~ DR E.AAA, T/i—
Fomy AL Lee Krasner, pp. 64-66 T, IRBORHE Y 7 X7~ 0hn g - A oo THe AR I G
ITWHERELTWAY, ZREHIFLLEICEAL, forrBHOEE BRI LLOBE
BELIG, 1944 5 N BOROIER 7759,

3 RATHEHEED =L T4 VIR RSB — s P EET 0w TORE, BT A, Kathieen L Housely,
Tranquil Power: The Arf and Life of Perle Fine, New York: Midmarch Arts Press, 2003, pp. 36-37.

4 AT - UAAR - Xy AR FRGH. Toey BB Bikicon H@%ﬁtﬁ 1960, . 45
{Ralph Waldo Emerson, Nafure, 1836, p. 1,

5 zw—Yi pp.46-47 (bid.p. 1.

& Lowrence Campbel, “Of LN andletuce,” Art News, vol. 7. 1o, 1 [March 1768], 0. 62. 2035, 7
HAF—OFEFETUTOI AT —S0BIZH S, AAA 1Ol 3774, rame 703.

7 Pervvefay FheF - By PR BT EEL Francis V. O Connor, Jackson Pollock,
New York: The Museum of Moderm Ari, 1967, p. 14

B Sy ARy Pipsd v Aoy S8 BT b, 14

9 BFEAIEINnGY— - 75T — 0B E, Heonor Murroe, Originals: Amercan Women Arfists, New
York: Simon & Schustar, 1979, p. 114

10 Longdon Warmer, The Enduring Art of Jopon, Cambridge. Massachusetts: Harvard University Press,
1952 (hRA—VIEADTRET P40V v UA 82, A—2bnr Py toR#ESED, #
HITRE-

11 BT % 2 ¥, Constance J. 5. Chen, "Transnational Orkentals: Scholars of Art, Nationalist Discourses,
and the Quesiion of Infemational Authority” Journod of Asion Arnericon Studies, vol. 9, no. 3 [2004],

On a guesiioning of my newer work being more organic and
ciose fo nature imagaes, | think for every ievel you go higher,
vyou slip down oneg or two levels and then come back up
again. When | say slip back, | don't mean that defrimentatly.
1 think it is like the swing of a pendutum rather than better or
back, assuming that back means going down, If you think of
it in terrns of fime, In relation fo past, present and future, and
think of them all as g oneness, yvou will ind that you swing the
penduium constantly 1o be with now, Part of it becomes past
and the other is projection but if has gof fo become one fo be
rfight now, | think there is.an ordler, but itisn't better, better, best. |
don't believe in that kind of scaling.

To Evelyn Bennet!, o local reporier in Southamplon, Mew York, -

where she was having o summer show, Krasner explained that an
underlying philosophy of her work for the series related fo the total-
ity of life what she considered “natura.”

"There are "elements of nature’ in my work,” she said, "but not
in the sense of birds and frees and water, When Fsay noture | might
mecn energy, motion, everything thaf's happening in and around
me. That's what | mean by noture.”

"S0 vou're really falking about everything iving, recliy?” Ben-
nett reicinad.

"“Yes and death 100, Krasner repled, “things ’rhcﬁ are dead:
evarything.”

When told, "There's something very religious about that Kras-
ner returned, “"OF course art is religious; 1t has to be. Thai's what |
think, anyway. These people who do paintings of frivia it's a waste
of my fime."32 What she meant by paintings of Hivia was subject
matter found In Pop Art such as soup cans, comics, and other
sUch themes faken from popular culfure. In her engagement with
nature, Krasner saw a miuch higher purpose for her own art than

thcd. She was much more inferested in the spirfual side of art inthe
some sense that Wassily Xandinsky was at the beginning of the

twantisth century. 3

1 Lee Krasner interview with Dorothy Seckler, December 14, 1964, in the
Lee Krasner Papers (P, Archives of American Art {AAA), Smithson-
ianinstitution, Washington, D.C.

2 Lee Kiasner to Dorothy Seckier, interview of November 2, 1944, AAA.

Robert Hobbs, Lee Krasner, pp.64-66, attribuies the grey slabs fo Kros-

ner's hearing about the Holocaust, but ihis seems unikety, § anything

dffected her beyond the impact of Pollack’s art, If would have been

her father's death in November 1944,

Lee Krasner refated by Perle Fing, Lee's friend and dassmate, guoted

in Kadhleen L. Housely, franquil Power: The At and Life of Perle fine,

Mew York: Midmarch Arts Press, 2005, pp. 36-37.

4 Redph waido Ermerson, Nojure, 1834, 0. 1.

5 RulphWaldo Emerson, Nature, 1836, 1. 1,

6 Lawrence Campbel. “OFf Liith and Lettuce” A News, March 1968,
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23

24

25
28

27

28
29

30

31

32

33

op. 215242,
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