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IN CONVERSATION

For the sake of the interview, we should note that this is
Thursday May 14, 2020, and Ross Bleckner is in his
studio in Springs, New York, and I am on a Zoom with
him from Southampton, New York.
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You said the other day, apart from the fact
we are all under the threat of death, that

you've been working well and are happy to
work.

Yes.

Life hasn't changed for you; basically you
stay home, you work, go for a walk...

| think artists and writers have been
practicing self-quarantining on some level
for their entire lives. Sometimes, we have

to do our work in solitude, regardless of
what else is going on. That's how you really
move forward. | feel a little bit ashamed and
embarrassed to say how much I've enjoyed
this time. But for me its been a kind of
psychic healing, a productive time because
I'm treating it like I've always wanted to treat
myself, which is to be able to say no to social
events that bore me to death. [Laughter]. |
love the quiet of a Zen monastery, and this
time has made me feel like | am living in
between an artist residency and a monastery.
As | said, the social aspect is mostly missing.
I haven't been off of my property in about
two months, and my studio and my house
are attached to each other, so my routine
stays basically the same every day. | work
out, | come to my studio, | work all day until
about 4:00, then | usually rest. Then | have a
little dinner and maybe | work a little more

or maybe | don't. | do not watch television
anymore.

That’s good to hear.

Well, the world is such a different place.

Ah, it's almost funny, sometimes | think of my
friend, Peter McGough, who wrote a memoir
of his career in the eighties. It's called I've
Seen The Future And I’'m Not Going. Did you
know McDermott and McGough?

Claughterd Ididbut] don’t know that
book, that's interesting.

Yea, its a nice book, a very nice book. You
wrote a book on Roy Lichtenstein, right?

No, | didn't, but | wrote a3 number of essays
for shows that Roy had. | did one on his
sculpture show for Larry Gagosian, when
Larry was still on West 23rd Street. Do you
want to hear the story, or do you want to go

Frederic Tuten

back to something else?
| love your stories, Frederic.

Well, one day Larry called me. He said, “Hello, Roy o
Lichtenstein gave me your phone numbellz. I wan'.c(:lyczluOn
write an essay for me.” | said, “Oh really.” He saic . On
Roy’s sculpture.” | said, "OK, when do you want |ta e
said, “In ten days.” So, | said, "You"must have ’Ejrle da ot
of people before you came to me.” He laughe dag ”s id,
“How much do you want?” | said, “Ten thousan oka ,
and he said, “What! Ten thousand dqllar”s, no one asks
for ten grand. Are you kidding?” | said, “Ten days, ten
thousand dollars.”

CLaughter]

i ! heard him. |
Ross, | had no idea who he was, I'd never m. |
thought he was just some guy, who knov_vs, and | dldln t
take it seriously. When you don't take things seriously you
have nothing to lose.

Right, exactly, | like that.

And he said, "Oh! No way, I'll give you five,” and | said
“Nine.”

CLaughter]

You came down.
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information about process.
Ross L

| had never bargained with anyone in my
life. So | said “Mine.” He said, “No, no it's
too high.” So | said, "OK seven-five,” and he
said, “Done.” Seven-five was a lot of money
30 years ago, at least 25 years ago.

| love that.

But this is the kicker. | added, “l want the
money up front!”

CLaughterl

He said "You're crazy. No one gets paid up
front. I'll give you half now, half when you
deliver.” | said, “No | want it up front.” And
then he said to me quietly, “What do you
think, that | am a crook?” And | said, “| didn't
think so until you said it.” Larry laughed and
so did |. We liked each other after that.

CLaughterd
That's so funny.

Roy liked the essay very much. And, by the
way, | got a very beautiful postcard from
Ellsworth Kelly. It's in my archive at Chic
State University. Ellsworth said, “Dear Mr.
Tuten, your essay is an example of how to
write about sculpture.” You know what |
did? | measured the sculpture. All the claims
against Roy were that the work was not
sculptural. What they meant was it's not
volumetric.

| understand.

| measured the width and depth of the
sculptures, and | thought, how is not
volumetric? What does it need to be?
15-inches around? | had so much fun.

| want to tell you one quick story about
Ellsworth Kelly. | walked into a restaurant
with a friend of mine in Paris, and Ellsworth
was sitting there with his boyfriend. He

was a photographer, much younger. I'm
blanking out on his name, but he was already
getting involved and managing Ellsworth’s
production and distribution of his work, He
was the medium, the go-between. You had

to speak to him to get to Ellsworth. Ellsworth |

really liked me and invited us to dinner.

He was sitting across from me and started
drawing my portrait on a paper tablecloth.
Then he ripped it out and he gave it to me,
and the boyfriend stuck out his hand and
grabbed it. | was pissed.

In an earlier interview with me you talked
about using wax in your paintings. And |
asked, “Do you melt the wax?" And you
said “No. | push it on, | thrust it on."” That's
fascinating. That's that's real historical
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| mean the process of making a painting is, to
me, actually the most important thing there
is.

The process?

Yes, in terms of the Modernist canon, which
is something | still think about a lot. I'll show
you a new painting that really addresses that.
| feel like inventiveness and originality, was,
of course, something that, you know, was
regarded very differently than it is with Post
Modernism, which is more about repetition
and irony and appropriation.

Yes, appropriation, absolutely.

The point is that there is something in me
that's desperate to make something new,
and that's where you're always going to fail,
but that's where the absolute intersection
of what | feel really drives artists to make
new work. Regardless of what they say.
Regardless of the “October” bullshit and

all the theorizing around it. | feel that
everybody has to hold onto—and this is
really the job—to hold onto that little thing
that is a tight ball of who you are and that
never leaves, and that's why you become
an artist. And that tight thing has to do with
your ambition, your fear, your love, and your
sadness. Versions of that, or expressions

of that, are what we try to make our whole
lives. And that's in my work, that's the link in
my work, and that's why | feel free to make
any painting | want. | can make a geometric
painting one day, a decorative flower the
next, and a very kind of dark, you know,
fucked up, burnt up, you know, almost

an |-hate-painting painting. Those are my
favorite paintings actually.

CLaughter]
Anyway...

Anyway | don’t want stop you, | just wanted
to say you cannot understand how close | am
to that feeling, your feeling, about writing.
We can talk about it another time. It's as if
you're saying to me everything | wish and
believe about writing, | wish and believe
about my own writing—

to make something that no one's read
before. That's my greatest goal before | die.

My only opportunity is to make something
new. I'm like a scientist, | have to put things
together that | am familiar with and hope for
a mutation of them when I'm blending them,
and mixing them, and pushing them, and
burning them. That there’s enough chemical
alchemy that what you see is actually
something new. |'ve been hoping that
something would be born out of this chaotic
way of putting pigment into wax and putting
the wax into resin, you know, taking all the
tools that | have at my disposal and putting
them together, like the Wizard of Oz. | clap
my hands a lot and rub them together and
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PG 44:

Ross Bleckner

to be titled (2020)
QOil on Linen

108 x 108 inches
274.3 x 274.3 cm

75




FT

LEFT:

Ross Bleckner
Untitled (2020)
Oil on Linen

78 x 66 inches
181.6 x 167.6 cm

The only American artiat | know who had the balls t2 actually say. " No

' o do this any e, was Philip Guston. You kne , what
me 50 much-—may e it Was B projection what | wish and feel
is ability 1o take 2 chance and to be out of the canomn,

1o be out @ the circuit, out of the whole thing, not that [ in it DY

any means. Ralieve me, |'m not. gt no, | won't do ¢he thing that's

accepted about My wark, I'm guing 1@ do something that's different

andl take a chance. Gusten was 2 pariah for a very long irne, up there

in Woodstock making these crazy painiings- Mo ane cared.

Oh, b ra e | know that.

it's 5o incredib la. But that's the thing, that's the pv nisnment af the
marketplace, if you wan to put it that way-

What's interesting to m# s artists who have a very spef fic sty |
change Is relative, how things changde: movement. | changde betaean
thinking about things an Iy different ways of approaching the
jeelings | have about things: It's funny because | reach 3 seminar at
nYU and | really ke it, but | irwvite differant artists in sach week. That's
part of the seminar.

That's wonderful.

;. | tall them heforehand, ” Listen, | know Y&

to stu rits,” because v yre '..|suall',rwel1-|.:nowr1 grtists. | 181 2

“hiO glides, you don't h_;,-,;.é- : o fr an mour Y

then | hope at +he end that maybe there's th
look at, you knaw that maybe really looks diffe

[Laughtar]

Are you still pushing wax into your paiming?
Yeah.
You still do that, N malting?

A lot of melti back and farth between different ki:}ds of
st based an dark moods, brighter moods. | painted
1ower paintings, three of them, and | want 1o do mare,

put | didn't want them 1o T8et.:
| needed to take a break from the
| went to my burm paintings, which 1ok ¥

|

diffarant and are very physically den
They take 2 long time because every
| burn them ! have put them down, pick
them up, put them down, climb up 8 |adder
and, you know, Up and down, up and down.
They are very orga | just put 2 lot of paint
on, all mixed with a bit of wax, and | take
a torch and | start doing it. | take the basic
thing—| abways actually call it that— and |

i | burn it with the terch. 'l

ace and with a dark layer
dark surface, when 'mb

opens up 10 & seal the light. But the wa
looks at the and | can navar plan bacause it's
all about the chemical reaction f the heat 1@
{he paint. 50 what | do then s | reincarnate
them. Aftar they're ied, | kil them again.
After | burn them, whatever they are they're
wascally killed, they Iopk very ash and grey
and dull with black spots and white
Than | try 10 look at them i make sOMEL
cut of it

Thase paintings, are these for your show in
Barlin?

There's 2 little bit of everything. They ¥ anted
diversity. They aven actually wanted some

cell paintings just pecause, you know.
They wanted different pariods of your work?

s, that's peen & problem for

them decide, they ©

if you were | in my studio, if |

you one painting than another peinting and

you didn't i, you would actually think

that's it's TWe d -q |'m sure. But

you know ahat, that's what my soul tells

e to do. Because my sensibility is aboul
iousness doesn't

work | | o around things,

it has so many 1 hts. To address

all the difterent and 12

fallow th

usness into

b
opening up the idea of ¢
the warld, and nat abou; a signature sryle.

Exactly.

golieve me, | wanted to have one you K

[Laughterd

| paliove your signature shyle is diversity.
el | think that's a nic2 signature style.

| ghirk its trug-

well, the marketplace Joesn't love it
pecause you 82 into & house and they
want to know W ay ara seeingon the
don't want 10 3. mWho did that
» and the collectar will say. "Ross
wer." "Ohl | like ki work, but that

1ooks kind of different.” They want to see 2
Christopher Wool and they want to look atit

; = Wooll”

and say, "Oht That's a Christop




RIGHT:

questions and answers, don’t do your shtick,
no shtick.” Because artists, after a while, go
into performance mode and they talk and
they have it down. Listen, | can do that too.

| say to myself, “I'm going into performative
mode now,” you know, then its like clap, and
out comes the crusted actor in me. | really
wanted to be a leading man you know.

CLaughterl

Of course, you are a leading man. But tell me
something else; your talking about the class
in reference to what, what were you talking
in reference too?

Oh they're talking about their work, maybe
putting a few projections up. And they’re
talking about how much it changes every
time, and they all say the same thing, too,
that's the funny thing. Every time they start

a work, they never know what it's going to
be or what they are doing. And I'm thinking
to myself, “Oh shit, you're doing the same
exact thing you've done for years, you always
know exactly what you are doing!”

CLaughterl

You probably have it computer generated by
now, and other people execute it, you know.

CLaughterl

It just makes me hate the kind of
presumptuousness of it all.

Well there’s a certain faux innocence; | don't
really know, | just do it, all that buIIshit'. But
Roy knew what he was doing; he had it all
taped out on the canvas.

| love that. And there was no Photoshop
then.

No, no Photoshop, all done by gutting out
colored pieces of paper and gluing—no,

Ross Bleckner
Untitled (2020)
Oil on Linen

72 x 108 inches
182.9 x 274.3 cm

PG 52

Ross Bleckner

to be titled (2020)
Qil on Linen

72 x 96 inches
182.9 x 243.8 cm

PG 54-5

Ross Bleckner

Untitled (2020)

Oil on Linen

Dimensions variable

(4 parts, each part 96"x72")

RosgBlecknen
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what do you call it— masking them on the canvas and then painting
it over to see what the colors look like. It was all very, very, very
methodical, careful and plotted. It was amazing. By the way, you
once said there are no Picassos around, and that’s true. But there are
people, and | think Roy was one of them who made a difference in
the way we think about painting. | mean, before those Pop paintings
there was certainly almost a canonical idea of what an appropriate
subject matter for painting was, and it never included Pop imagery.

No, | know, of course. And Picasso’s time moved on and moves on,
and there are still people who do that, people who change our way of
looking at things, even if for a moment. You know, a kind of passing
way of seeing things, but it makes you observe things, different things
that maybe weren’t even meant to be observed or looked at in a
different way. Like looking and seeing the difference. There are a lot
of artists who are able to do that, | mean, it's not a reinvention. But
certainly, they're able to bring a certain light back into the work. A
freshness.

A freshness, that's how you reinvigorate the issue.

Yes | see a lot of artists like that whose work
| really like a lot now, actually.

May | ask who?

Sure, | love a lot of people. | mean, George Condo, Dana Schutz,
Charline Von Heyl, Amy Silman, ah, those are the names rolling out of
my head this second. | like Stanley Whitney, you know; | think his work
is terrific, very bright, so different from mine. Amy Sherald, who's a
figurative painter.

You're very open Ross, you've always been open. That's the thing
about you. Open, you know, not hermetic, not shutdown. It keeps
you fresh, it keeps you young.

Well | see things. | mean lately | look a lot on Instagram and see
things.

Me too, | love Instagram for that. By the way, there's this website
called modern art, | think, from maybe the 1900s to today. |'ve seen
paintings | never knew existed. You can’t post your own work, you
only post pictures that you like. And it makes you think, “My god
what a limited view of art history | have, of the art world | have.” It's
amazing how many wonderful artists there are who have been there
that we don't know about.

FHnIConversation

“To hold onto that little

is a mmEgEwot!who you are and that
never leaves.;and that’s why you

ecome an artist. And that tight
thing has to do with d}gour ambition, your
fear, your lovs, and your sadness.y/ersions of
that, or expressions of that, are what

we trv to make our whole lives.”
. _ el LR el
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Oh too many! | don't want to know about them.
Oh | know, | know.

I'm getting tired of them.

ELaughterl

it's like a rabbit hole.

Listen, going back, let me say something else, since we are on this
theme. In an early interview | did with you, you were making flower
paintings. | was coming into your studio and saeing these paintings.
| had never seen anything like them before and you had never done
them before,

Mo,

| remember specifically asking you a question. | said, "Did you know
that for Cezanne, Poussin was his model?” The last year before
Cezanne died, he went to the Louvre and asked for permission to copy
Poussin. Anyway, | asked “Do you have such models? Do you have
such forebearers? Do you have a line of cantinuity coming into your
work that moves your work?"

Do 7 Absolutely, but | try to keep it as limited as possible because,
you know, why? | don't want to get overwhelmed. I've bean using, ah,
the same kinds of structural components and psychological scenarios
for a long time. | mean, from Manet to El Greco; those are my default
artists. Every time | have nothing to do, | just look at the Burial of
Count Orgaz.

Did you gver go to Toledo to se@it?

- -

- i

=B  Thisis actually from the Pharmaceutiia s'1ow tl'natll1 h?;.j at P;t:gl,la;t year.
They're still in my studio, | kept them. These are the burn p g5

T Wait, I'm sorry; the Pharmaceutica pre-dates the black painting show?

FT
RE

BB INo, it's the same, from a year ago at Petzel.

=T Yer, | saw that show.

F Well, these paintings weren't in it, but they were made after.
T |see, ok. The ones behind, are they Pharma paintings too?

F!E2 Yes, and this one.

i ?
ST | don't remember seeing these in the show. Were they in the back room?

F B Theyweren'tin the show.

FT | love how the flowers are just dangling there, so beautiful.
FIE | did a few with flowers in them. And here's a crystal ball

up here,

FT Yea, | saw that; the juxtapositions are so wonderfully strange and

wonderful and fresh.

EIEE  And there they are again. Let me see if | have anything behind here.
FT Well the show in Berlin, of course, is a kind of mixture of work.

s BRE Yes.

FT When was that supposed to be, by the way?
FIES It was supposed to be in May, now it’s in September.
. ity
FT How's that going to happen with the sequestering and everything?

Ross Bleck ==

Nobody knows anything!

Yes | did.

It's incredible, isn't it?

It is my favorite, yes. I've made many
paintings that | think look like it, to me. It's
also like the line of men in that painting;
if you tum it on its side, it's like a Barnett
Mewman. [Laughter],

The Toledo painting?

Yes, you know the men—there’s a line of men
in the painting. The men with the black hats,

Oh, so if you put it on the horizontal, its a
MNewman horizontal?

Yes. And there are a lot—including Philip
Guston to loosen things up—of things you
use as reminders, as places to go and places
you like to go and places you wish you can

go. It's aspirational. There are artists who are
aspirational to me, but that I'll never be, and
that's fife. Should | show you around a little?

Please, I'd love that, i like that painting
Behind you.

Well, this is a flower painting. | have different
kinds of paintings here. '

God, it's beautiful.



No, no one knows anything.

That's what we are living with! No

one knows anything. It's a good thing
maybe. Ok let me show you here. This
is part of the dark paintings; | painted
a group of them. I'll show you this one.
These are the burn paintings.

| don't remember ever seeing that
painting.

No?

| don't remember ever seeing it! Let me
take a good look. It's astonishing, Ross.

It's breath taking, | felt | had to take a
deep breath! It's so strong.

Thank you. So | painted a group of
paintings like that with different...

This is all new work? That painting is a
new painting?

Yes.

And that's not going to be in the Berlin
show?

Yes it is. These paintings here are, too.
Ah! This is another one, it's kind of grid-
based. You can see on the floor.

See the flowers go up?

A vertical column of flowers!

See—this is actually—let me just move it. | have to move a painting. Wait one
second, OK?

[Ross can be heard moving things arounda crasha
sliding sounds]

One minute!
CMore moving soundsl]

OK, so this is a kind of grid-based burn painting where | used the torch. I'll
show you up close what that does. Did | just show you that one?

Yes, | love that one. Remember, | said it's a vertical column, a string of flowers.
Amazing motion.

You see here. Ah, you got the red. You can see where it's burnt right here, see?
That's the burn?

| take a torch and | go like that and it kind of opens the painting up, you know?
How are you careful enough not to burn the canvas itself?

Because | am very careful!

Of course, that's the answer.

They're primed a lot, that's the next one.

A couple of coatings of primer? That's interesting. And then the surface you
just showed me, is that wax or is it the flowers that are wax? Or both?

Both.
It's fantastic. The wax mixes and it's so interesting.

And another painting, kind of from that group. This is the newest one and it's
called Back Kidney Lungs. You see the lungs up there?

| see the the whole lung system. It's incredible.
And look down.

When | looked at it | thought ribcage, so | was close. f

Yes, and further down it's more like an interior space, you know. . I
The flowers hanging down from it are so daring. [ t Else d

|
Most of these paintings have flowers hanging somewhere. Here's the last one of the grwha

2
So these won't be shown in New York? | 1 have N
None of these. |" l ha_ve \

, o | . &
That's all for Berlin? Jmossclthagon 0 l,ltE.

No, the Berlin show’s very big. I'm not even halfway done. #

Go back again, go back again. Oh, wow. Oh, | love that stroke. -‘“‘%\S am“t‘“-i
You know what it is? | *“‘ "_\%
What?

| saw it in a kind of dream, it's the future. b e

The future? Th‘s 15 the

opposite of

You see the future. It's kind of robotic.

Oh, wait, go back. | see a face there.

Yes, up there.

Look at that! Spectral, beautiful, ghostly appearance.
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i i
RE And th . . !
right h:rl.thg future is holding knowledge from the past, see, ¥ = | don't either. | think of it the way Allan Watts
by would talk about it, you know, that there's

FT Iseeitnow, i ! ing ind of feeling. It
wonderful ég;:i?c:affzhc;:e 8 betors. O, there's s kind of j ﬁT;;:I:Sk;IZ L:; :: :nﬂnt: c?bv'la usli b?t

: it's left over, like a hollowed-gut word that
takes on new meaning when you apply to it
something. You talk about feeling and the
soul becames the interier manifestation of
this feeling of light that we all have in us
sometimes and that we try to express. That,
| think, drives us to be artists. Because it's
all about being hurt and being fixed. | think
that's where the soul comes in. When | see
work, | don't talk about it, but | know if it has
soul or not. | think it means connections.

B This is like time, and seience.

FT  Will we see this is Naw York?

B g i
[ = No. Now |'m going to show you the flower paintings.

FT How beautiful, how absolutely fucking beautiful,

RE  Then | started

t t_ T ] 'y
Bhoeta painting these new paintings, white ghosts.

FT  So strong! When did you do these?
RE  Recently.

FT  Are they going to be in Berlin too?
M Yes, they're all new. All brand new.

FT Exactly. You can't explain it to someane else,
but you know if it has it or doesn’t have it.

=RES  And it just might be that | can feel the
connectivity between some objects that | am
looking at and the person that thought about
them and the feeling that they put into them,
and me. So it creates this kind of circularity
to the communication between the maker
and the locker.

FT Yes.

B You know, you look at a lot of werlk, and

it's very dry, strategic. It's just a great idea,
like, “Oh, that's so cool,” all that, But in the
end it's just so cool. I'm personally tired of
work that's too clever for its own good. A lot
of peaple know how to make clever work.
There are many formulas that people can go
with that have to do with “Post-Internet Art,”
you know, photoshopped, collaged, drop-
shadowed. You know, [ettered, everything
finding its place. But, anyway, here’s another
painting | did, a kind of dome. | did it after
Ram Dass died; it reminded me of him.

This white fi P y
translucen:_ﬂwew Painting has measure of pink, and its

(=] =] fl;r:: itshlizgi:cncn';pretely different. This is my Modernist painting
i i g
b uplg or the heart. It's a four panel painting. Let me

FT  You made these paintings now?
[ 1 =

FT  You never stop working

[ =1=] 'tl.;';'hahl else do | have? | have na life. This is about my search for
e heart. ‘!‘hl's is the opposite of untruth, the opposite of fak
!:f_-wsic:l'h:s is irrefutable as a piece of geometry and a centere
1|: s a kind of place, For me, it's a re-energizing of the sense of
rans:en{:‘em_:e and searching for healing, a cure and | '
that P«:I'Indarnn sm embraced. Post-Modernism has bee:'lmenhﬂn
;‘:ehr:l;?i Eﬁ :Jls.:grriua igting. lﬁ.fter | did the flowers, | wantad
of out. | said, "You knew, now I'm sick
these flowers,” and | wanted to just erase th B e e
is to erase them with the brush. You spread g:r"n ::ltrh:n:idea
:tz);t;ﬁ:?:e part of everything else. Kind of like heré_ sea?

FT Oh, yes.
RE  You see that black?

L VY .

o

“ﬁ 7

ET When did you do that, soma years ago?

BB Years?! No, recentlyl See, it actually goes
with those paintings, do you see that? That
concludes the tour for the moment.

FT Before we sign off, | want to turn to
something impartant to all of us now.
Cansidering that the virus hovers over
our heads and isa threat, | had asked you
recently, “Are you not afraid?” And you said,
“Weall I'm ready to go!” And | said, "Really?”
And then you began to talk sbout how you
feal—maybe it's through drugs or meditation
or Buddhism, but you felt you're ready.

FT  Yes, of course,

B |t does something else. And then | thought, “What would

COMme n if ' e
Pa:miﬂg‘*_”' they weren't flowers?” And then | did this

FT it's just the other version of the flowers.
RE  Yes.

F1 E:fzar?:_:;her' r::;ﬂerent_iriea:f:ey‘m more liner. They are lines
are tiowers. They have mare color intensi its
more abaut space and light. R ot i
. Rass, can | say something bef
we conclude? | hate to think we hav S
. e to conclude thi
yr?u ar?'ths only artist I've ever known, ever, who !aFllcs.r.‘ :I:; t
the spiritual or soulful aspect of art. No one uses the word i

soul anymore. | do, I'm a retro
RO . & rade, | talk ab
that | believe thera is soul. 9 out soul. Not

BE  |'mnot ready exactly. But | understand. |

think | have a better understanding through

those things you mentioned of our place

in the cosmos and our—what's the Greek

word for the ego? Hubris, We have ideas

about who we are as species, but we are

just nothing, really. We are just a passage of

{  time, a falling shadow in such a large, cosmic
| way. We help things grow and move like the

i virus and we come and go and in a flash. And

' to make that flash a wonderful flash is part

of everyone’s responsibility. Nevertheless,

same days | lay on my bed for a really long
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time, not when I'm sad or in a bad mood
but when | am really comfortable and at
peace with myself. | put out my arm and |
say, "OK, put in the intravenous. I'm ready.
I'm at peace. I'm calm. | want to do it
right now. Before | start to get hysterical.”
Practice it. | mean, the whole of Buddhism
is about practicing death.

Well, it's practicing death, but it's also
about practicing selflessness. Removing
your ego from things.

Yes, that and realizing your real place

in the cosmos is just moment. One day
you're here, and one day you're just
erased and gone. That's that. That's that.
Nobody will really be remembered. So you
know we are all just functionary and we

all play our tiny, tiny part. And, of course,
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there are people who try to skirt the rules and try to grab for a little bit more
immortality. Then, one day, the earth is going blow up. There are going to be
no more museums, no anything. Who the fuck cares?

Exactly.

Just do what you want.

You know, years ago, | was talking to a very famous writer. She had written a
book that | thought was profoundly ordinary but that was approved by the
world, mostly because she had deviated from her earlier work, which was
more difficult, but which | loved very much and thought was her best work.

In conversation, she said, “Fred, this book will last.” And the minute she

said that, | thought to myself, “Last? What lasts? What book lasts?” Maybe
some book lasts—maybe, for a while. But even Homer one day we won't last.
[Laughter]. What are you talking about? One day there will be no Earth? The
idea of this lastingness is so superficial and so self-serving, self-deluding.

That's why | look around and think, “One day, | just I'll disappear, and that will
be that.”
Have you read Walter Pater’s conclusion to his book Studies of the

Imost paraphrasing it. This is the
place knows us no more.”

rself.

FT Have you read Walter Pater’s
conclusion to his book Studies
of the Renaissance? | beg
you to read it; you‘re almost
paraphrasing it. This is the quote,
"We have an interval, and then

our place knows us no more.”

REB Goodbye, love you, Fred. Take

care of yourself.

FT As we say in the Bronx, “Zay

gezunt.”

RrB | know that one!

CLaughter all aroundl
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