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TO BREATHE
AND BE ALIVE
I like a canvas to breathe and be alive. Be alive is the
point. And, as the limitations are something called
pigment and canvas, let’s see if I can do it.
Lee Krasner

Lee Krasner was known as a force to be reckoned with.
‘She looked you straight in the eye’, said the playwright
Edward Albee, ‘and you dared not flinch.’ 1 Albee spoke
at her memorial service (along with the writer Susan
Sontag and the critic Robert Hughes), which was held
at the Metropolitan Museum of Ar t in New York on
17 September 1984. Becoming and then sustaining
herself as an artist had required formidable determination. There was her Orthodox Jewish upbringing,
which ran contrary to a bohemian lifestyle in Greenwich
Village; the financial precariousness of New York during
the Great Depression and the Second World War; and
the struggle to be taken seriously as a ‘woman painter’,
which was still largely seen as a contradiction in terms. 2
Not to mention her marriage to Jackson Pollock, whose
alcoholism made him an emotionally volatile companion.
In 1949 Pollock was brought to international fame with
an illustrated ar ticle in Life magazine that asked,
provocatively: ‘Is He the Greatest Living Painter in the
United States?’ 3 There would be no real time to tell,
as he died in a car crash (which his lover, Ruth Kligman,
sur vived) in 1956. Through all of this – and three
onerous decades as Pollock’s widow and executor –
Krasner refused to allow her own work to suffer. So
it is little wonder that, as Albee recalled, ‘Lee was
not “easy” – and what a blessing is there; protect us
from “easy” women; she demanded the quality she
gave, and if she put us on our mettle, she gave us gold
in return.’ 4
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In an interview with Cindy Nemser in 1973, Krasner
declared that ‘my painting is so biographical if anyone
can take the trouble to read it’. 5 As Anne Wagner
has highlighted, her words have bite, but they still
offer a clear invitation to consider her work and life in
dialogue. 6 The challenge to doing so is that Krasner
was a ruthless editor, destroying entire series that she
came to dislike. This was par tly a ver y practical
measure: with few paintings being sold and having

1

Lee Krasner, c. 1938 – 40

the morning prayer was recited in Hebrew. She later
recalled, ‘I didn’t know what I was saying; I just had to
say it or God would strike me dead.’ 11 Originally named
Lena Krassner, in 1922 she adopted the more American
‘Lenore’, which later became the more androgynous
‘Lee’. It was not uncommon for émigrés to ‘translate’
their names – her brother, Isak, became ‘Irving’, while
her sister Ides became ‘Edith’. 12 Even such natives
as Pollock rebranded themselves in New York: when
he moved to the city in 1930, he dropped his first name,
Paul (presumably because, as John Berger later
quipped, ‘J ackson Pollock was a name for fighting in
the ring. A champ’s name’). 13 Krasner became Lenore
at the same time as she was renouncing religion and
chose to attend Washington Irving High – the only
school in New York to offer an ar t course for girls.
Graduating at the age of seventeen, she went on to
study at the Woman’s Art School at Cooper Union and,
after a brief spell at the Ar t Students League, the
National Academy of Design.

2

Vincent van Gogh, Self-Portrait as a Painter, 1887–88

limited money for materials (let alone storage), it made
sense to soak and strip the canvases that she considered
less successful in order to reuse them for new work.
But it also relates to her refusal to fix on any singular
style, which was brave in an era of such ‘signature’
imagery as that of Franz Kline or Robert Motherwell.
As Krasner explained, ‘I no sooner settle into something
than a break occurs’ – a painful process that could be
eased by editing, to show herself ‘that there’s a consistency that holds out’. 7 Krasner was similarly selective
in how she spoke to interviewers, who anyway came
calling only in the later part of her life. 8 As she did not
keep diaries and rarely wrote letters, we have been left
with few intimate sources. But what we do know of her
life offers a more textured impression of the context
in which her work was made and a sense of why it
retains such considerable impact today. 9
Born on 27 October 1908, Krasner arrived almost nine
months to the day after her mother was reunited with
her father in Brooklyn. They had fled their shtetl outside
Odessa, in what was then Russia and is now Central
Ukraine; records show that 77,544 Russian Jews
emigrated to the United States in 1904 (twice that in
1902), seeking asylum from brutal pogroms. 10 As the
first child in the family to be born in America, Krasner
had a conflicted relationship with her home, where
Russian and Yiddish were the primary languages and

3

Self-Portrait, c. 1928
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still).15 Although she would eventually abandon figuration,
she later reflected on the connection to her mature
work: ‘it [was] clear that my “subject matter” would be
myself … The “what” would be truths contained in my
own body.’ 16
In the spring of 1932, the Great Depression hit hard
and Krasner was forced to leave the National Academy
and enroll at the City College of New York, where tuition
was free and she hoped to gain a teaching certificate. 17
Working at night as a cocktail waitress at Sam
Johnson’s in Greenwich Village, she began taking
life-drawing classes with Job Goodman. In contrast
to her observant family (and in keeping with the newly
emancipated ‘jazz babies’ of the 1920s), Krasner was
remarkably relaxed about nudity, working sometimes
as a life model for extra income and happily posing
naked on the beach with her lover Igor Pantuhoff. 18
This ease found its way into her life studies: as paints
were expensive, she worked in Conté crayon, using
heavy contrast and soft shading to create a tension
between sensuality and muscularity. Goodman had
studied at the Art Students League with the Regionalist
painter Thomas Hart Benton, who became a mentor
to Pollock in the 1930s. Benton was a great admirer
of Michelangelo, and Goodman followed suit; so it was
4

Study from the Nude, 1933

Around the summer of 1928, Krasner began work on
a small number of self-por traits, which she hoped
would qualify her for promotion to life drawing at the
National Academy. 14 Perhaps the most striking of these
is Self-Portrait (c. 1928; fig. 3), painted in oil in the
garden of her parents’ new home in Greenlawn, Long
Island. Nailing a mirror to a tree, she set about capturing her reflection against a woodland backdrop. In
her short-sleeved blue shirt and artist’s apron, she is
the poster image for a ‘blue-collar worker’, a phrase
that had been conceived in the US only a few years
earlier, in the mid-1920s. The rag and brushes that
she clutches in her left hand (inverted by the mirror)
make clear her trade, while her cropped hair lends her
look a boyish charm. The composition bears a notable
resemblance to Self-Portrait as a Painter (1887– 88)
by Vincent van Gogh (fig. 2), whose work – at least until
the inaugural exhibition at the Museum of Modern Art,
New York, in November 1929 – Krasner was likely familiar with only in reproduction. Her portrait was perhaps
more successful than she intended: when the work
was presented to the National Academy’s committee,
they refused to believe that she could have painted it
en plein air, calling it a ‘dirty trick’ (but promoting her

12

Eleanor Nairne

5

Nude Study from Life, 1940

6

A class at Hans Hofmann’s summer school, Provincetown,
Massachusetts (Hofmann seated centre), c. 1945.

that, unbeknown to the other, both Krasner and Pollock
made studies from the Sistine Chapel (fig. 4). By 1937,
when Pollock drew his ‘Ignudi’ (the nude males that
Michelangelo incorporated into the chapel’s frescoes),
Krasner had already gained a scholarship to attend
the Hans Hofmann School of Fine Arts and was making
the break into exploring Cubist abstraction. Unlike her
former teachers, Hofmann was a devoted modernist,
who had spent time with Pablo Picasso and Georges
Braque in Paris and had taught in Munich before setting
up his independent school in New York. It was a far
cry from the National Academy, which Krasner deemed
a ‘sterile atmosphere of … congealed mediocrity’. 19
Under Hofmann, Krasner’s life drawings took on a new
energy, the loosely drawn figures – intersected by sharp
lines and abstract shapes – suddenly seeming in dialogue with the space around them. Applying elements
of Hofmann’s famous ‘push and pull’ technique, she
created the impression of movement through contrasts
in form and texture. 20 Krasner was politically active
throughout this time, joining debates at the Artists
Union, working on murals for the Works Progress
Administration ( WPA ) and picketing the Museum of

Modern Art, New York. In 1940 she began to exhibit
with the American Abstract Ar tists, showing work
inspired by Piet Mondrian, who joined the group the
following year and fast became a friend when they
discovered a shared love of boogie-woogie. 21 These
influences came together in 1942, when the War
Services Project appointed Krasner to supervise the
making of twenty department-store window displays,
adver tising war courses. 22 As par t of her research,
Krasner joined a number of the classes, including one
at City College on explosives. 23 She had recently met
Jackson Pollock, when they were both included in John
Graham’s American and French Painting exhibition at
McMillen Gallery in New York, and, having been ‘just
about stunned’ by his work, she got him assigned to
her project team. 24 Only documentary photographs
survive of their designs for window displays, and, as
they were collectively produced, it is impossible to
account for each artist’s contribution. But the dynamic
angles and use of montage clearly show the influence
of Hofmann, as well as a debt to Russian Constructivism
and the Bauhaus – each of which had been featured
in Cubism and Abstract Art, the pivotal 1936 exhibition
at the Museum of Modern Art, New York. 25
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Krasner and Pollock married in 1945 and (with the help
of a $2,000 loan from the dealer and ar t collector
Peggy Guggenheim) bought a nineteenth-centur y
farmhouse on Fireplace Road in Springs, Long Island.
Krasner had been struggling with a creative impasse
– ‘a kind of black-out period’ – as she adjusted to the
idea of working from an internal rather than an external
source. 26 Moving to Springs helped her to break with
the work she had been making – her ‘gray slabs’, as she
called them – especially once the barn at the farmhouse
had been cleared for Pollock, so that she could turn
the upstairs bedroom into a studio of her own. It was
there, in 1946, that she began creating her ‘Little
Images’. Positioning a canvas flat on a table or the
floor, she would work from above to create layered,
jewel-like compositions (fig. 7). Some had a thick

impasto, with paint daubed directly from the tube and
then worked into with a stiff brush; others were laced
with aerial drips of thinned-down paint – oil cut with
turpentine in a can. The intimacy of these works may
have been inspired by Joan Miró’s ‘Constellations’
series (fig. 8), which Krasner had seen at the Pierre
Matisse Gallery in New York the previous year – ‘each
painting is a little miracle’, she had written to her friend
George Mercer. 27 Made while fleeing the outbreak of
the Second World War (and during a period of literal
‘black-out’), Miró’s Constellations seem to express a
sense of possibility in the face of darkness. Krasner
must have been proud of her new work, since she hung
a number of them in the guest room at Springs; when
the critic Clement Greenberg saw them, she recalled
him saying, ‘That’s hot; it’s cooking[!]’ 28

described herself as ‘very much interested’ in psychoanalysis at this time; Freud wrote of dream interpretation
as ‘analogous to the decipherment of an ancient
pictographic script such as Egyptian hieroglyphs’. 31
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Joan Miró, People at Night, Guided by the Phosphorescent
Tracks of Snails, 1940, from the ‘Constellations’ series (1939 – 41)

Even when the bitter winter of 1947 forced Krasner to
concede her bedroom studio (she and Pollock could
afford to heat only one floor at a time), she continued
to work in the living room, salvaging two old wagon
wheels and turning them into mosaic tables. She used
leftover tesserae from one of Pollock’s WPA projects,
interspersed with other brilliant fragments she had
found: broken glass, shells, costume jewellery, keys.
Pollock poured concrete over the tops to set them,
and a local welder made the legs. One was exhibited
at Bertha Schaefer Gallery, New York, in the exhibition
The Modern House Comes Alive 1948– 49, which brought
Krasner her first critical praise: the New York Herald
Tribune wrote that ‘the total effect is … to come right
out with it, magnificent.’ 29 Perhaps buoyed by this
success, she returned to her Little Images. Krasner
called the new works ‘hieroglyphic’: the palette was
darker and overlaid with a lexicon of triangles, squares,
zig-zags and spirals. Ever resourceful, she even turned
the circular wooden board she had used for laying out
the mosaics into the painting Stop and Go (1949–50).
‘Hieroglyphic’ is derived from the Greek word for
‘sacred carving’, and with these new patterns, Krasner
may have been recalling Hebrew script, which she had
learned to write but not read at the age of five. 30 They
may also allude to the unconscious, since Krasner

Krasner made her last Little Image in 1950, before
another break occurred. Under pressure from Pollock,
his dealer Betty Parsons had agreed to give Krasner
her first solo exhibition in October 1951. Her new
canvases were larger than her Little Images, and mostly
populated by a landscape of overlapping oblongs,
thinly washed in soft, earthy colours. The works had
a subtle, luminous quality, which was cautiously well
received by critics: Stuar t Preston in the New York
Times referred to a ‘Mondrian formula worked out with
feminine acuteness’ (whatever that might be), while
the ar tist Rober t Goodnough wrote in ARTnews of
‘journeying through a vast uninhabited land of quiet
color’. 32 Krasner was disappointed; as her biographer,
Gail Levin, suggests, her hopes may have been
unrealistically high after the hype around Pollock’s
exhibitions. Of the four teen works exhibited at the
Betty Parsons Gallery, only two survive. In 1953 Krasner
walked into her studio and found it ‘hung solidly with

9

Henri Matisse, Femme au chapeau, 1905
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drawings I couldn’t stand’, and so began tearing them
up. 33 She and Pollock had recently acquired an extra
acre of land, and had converted a former outbuilding so
that Krasner finally had a proper workspace. She noticed
that something exciting was happening amid the shreds
on the floor, which led to ‘a spurt of collage’. 34 Many of
these were layered over her Betty Parsons paintings,
with occasional glimpses of the former left exposed.
The result was a powerful body of work, highlights of
which were exhibited in her second solo exhibition, at
Eleanor Ward’s Stable Gallery in September 1955.

the canvas, edged with black and with touches of deep
red that accentuate the bodily imagery. ‘The painting
disturbed me enormously’, she recalled. 39 When she
showed it to Pollock, he assured her that ‘it was a good
painting, and said not to think about it, just continue’.40
It remained on her easel when she travelled for the
first time to Europe. In France, she delighted in the
Louvre and spent time in Provence. She wrote a letter
to Pollock, saying, ‘I miss you and wish you were sharing
this with me … the painting here is unbelievably bad.’ 41
Soon after her return to Paris, a call came from
Greenberg to say that Pollock was dead; he had crashed
his car into a clump of trees, killing himself and Edith
Metzger, a friend of Ruth Kligman, who had survived.
Krasner, at just forty-seven, found herself a widow and
was thrown into a remorseless period of grief. Not long
after Pollock’s funeral, she painted three works connected to Prophecy: Embrace, Bir th and Three in
Two (fig. 11). Using the same fleshy colours that characterize the earlier work, she alluded to Picasso’s Les
Demoiselles d’Avignon (1907; fig. 10), creating convulsive scenes of inter twined bodies that felt both
erotic and violent. When asked how she managed to
paint while grieving, her reply was matter-of-fact:
‘Painting is not separate from life. It is one. It is like asking
– do I want to live? My answer is yes – and I paint.’42

This time Krasner’s work elicited more enthusiastic
praise: the artist and critic Fairfield Porter wrote in
ARTnews that the works made the viewer ‘aware of a
subtle disorder greater than he might otherwise have
thought possible’, while Clement Greenberg later
referred to the exhibition as ‘a major addition to the
American ar t scene of that era’. 35 Collages such as
Burning Candles (1955) featured more subdued hues
and smaller fragments, which climaxed in the highkeyed colours and graphic compositions of such works
as Desert Moon (1955). Krasner’s turn to collage may
have been inspired by Henri Matisse, whose work she
had always admired, and who exhibited his vibrant
new ‘cut-outs’ as par t of his retrospective at the
Museum of Modern Art, New York, in November 1951. 36
In a New York Times review of the Stable Gallery show,
Stuar t Preston described Krasner as a ‘good noisy
11 Three in Two, 1956

12 Jackson Pollock in his studio in the barn, Springs, 1950.
Photograph by Hans Namuth.

colorist’ – recalling the decibel metaphor used by
Matisse’s artist colleagues when, in response to his
inclusion of Femme au chapeau (fig. 9) in the Salon
d’Automne of 1905, they asked, ‘What kind of hat and
what kind of dress were they that this woman had been
wearing which were so incredibly loud in colour?’ 37
However, Krasner’s frayed edges and visible brushwork
meant that the work retained a more organic feel than
an entirely ‘scissored’ collage. In some, like Bald Eagle
(1955), she incorporated fragments of Pollock’s discarded drawings. Perhaps it felt therapeutic to find a
use for his abandoned work at a time when, creatively,
he was stagnating. 38

10 Pablo Picasso, Les Demoiselles d’Avignon, 1907
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By 1956 Pollock’s alcoholism and erratic behaviour
had become almost impossible for Krasner to bear.
When Pollock turned down an invitation from Paul
Jenkins for the couple to visit the painter in Paris,
Krasner decided to go alone, using it as an opportunity
for a break. Before leaving, she started work on a new
painting, Prophecy. Looping, fleshy forms dominate

In the period after Pollock’s death, Krasner decided
to move her studio into the barn in Springs. Although
it must have been a space loaded with painful memories,
it was also the largest working area on the property,
with the best natural light, which finally allowed her
to work on a larger scale. In 1953 Pollock had laid
Masonite boards over his now-legendary wooden floor,
which was densely patterned with filigree sprays of
his paint (fig. 12); interestingly, he had barely worked
after this act of erasure, so the space remained fairly
neutral for Krasner’s tenancy (fig. 13). 43 She established
her own orientation to the barn by tacking her unstretched canvas directly to the wall. During this period,
Krasner’s mother had also died – ‘I wasn’t allowed to
mourn at my own tempo’, she regretted – which caused
her to suffer from chronic insomnia. 44 Working at night
under artificial light, she refused to use colour, which
led to a series of paintings that were predominantly
made in raw and burnt umber. The turmoil she was
experiencing is conveyed in such a work as The Eye is
the First Circle (1960), which seethes with the physical
energy required for its creation. 45 The title comes from
the first line of Ralph Waldo Emerson’s essay ‘Circles’
(1841): ‘The eye is the first circle; the horizon which it
forms is the second; and throughout nature this primary
figure is repeated without end.’ 46
In 1960 Krasner experienced a surge of productivity,
making a great number of paintings as par t of this
series – ‘Night Journeys’, as her friend the poet Richard
Howard called them. They were exhibited at the Howard
Wise Gallery, New York, in 1960 and 1962, and were
positively received: in the New York Herald Tribune,
Emily Genauer described the ‘highly complex networks
of tortured line … through which peer countless agonized
eyes’, while Stuart Preston wrote in the New York Times
that ‘[the paintings] beat with a powerful, even pulse’. 47
The series allowed Krasner to get to grips with an
unprecedented size of work and to experiment with
the emotive possibilities of a reduced colour palette. 48
In 1963 she took this fur ther with Another Storm,
a work measuring more than 2 metres (6 ½ ft) in height
and 4.4 metres (14 ½ ft) in width, created predominantly
in alizarin crimson. The paint is thrust at regular intervals so that the whole, vast canvas seems to reverberate,
the strokes of white acting like froth on fast-flowing
water. This force abated abruptly that summer, when
Krasner fell and broke her right arm. Never one to be
discouraged, she taught herself to paint with her left
hand, using the finger tips of her right to guide the
movements. Applying paint directly from the tube and
with her fingertips, she created more tactile works,
such as Through Blue and Happy Lady, which were
still large (the latter is almost 1.5 × 2 metres / 5 × 6 ½ ft)
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and yet seemed to suggest greater intimacy, perhaps
because of her closeness to the canvases when they
were made.
In 1965 Bryan Robertson organized a retrospective of
Krasner’s work at the Whitechapel Gallery in London.
It was the first time that Krasner had had the opportunity to review the achievements of her career to date;
‘the rewarding thing to see for me’, she explained in
an interview that year, ‘is that the break isn’t quite as
violent as it seems at the time it’s taking place.’ 49
Robertson had curated a number of critical exhibitions
at the Whitechapel, including of Pollock in 1958, of
Mark Rothko in 1961 and of Franz Kline in 1964. 50
Krasner’s show was densely hung, with smaller works
positioned above one another and a few squeezed
between the bigger canvases. It must have made a
very powerful impression on visitors, especially those
who had seen the more spacious hang of Pollock’s
work seven years earlier. John Russell in the Sunday
Times called Krasner’s show ‘exhilarating’, while Nigel
Gosling wrote in The Observer that ‘the driving vigour
which runs through the largest compositions like sap
[is an] enviable birthmark of her time and place.’ 51 The
success of the exhibition may well have contributed
to the confidence with which Krasner returned to her
studio. The canvases she made in 1966, such as Gaea
(fig. 14), continued her use of vibrant colour, but now
in somersaulting forms that seem to suggest growth
and fertility. In Greek mythology, Gaea is the Earth
goddess and mother to all life, which is perhaps what
Krasner was referring to when she said: ‘I am drawing
from sources that are basic.’ 52
The theme of nature had always preoccupied Krasner,
and in the early 1970s she began to play with a new
kind of biomorphic form. Taking its title from the Greek
word for ‘rebirth’, Palingenesis (1971) features a garden
of hard-edge forms in lush green and magenta pink
(one of Krasner’s favourite colours, which Rober t
Hughes described as ‘rap[ping] hotly on the eyeball
at 50 paces’). 53 The penumbra of white that surrounds
each shape gives the impression of collage, harking
back to the Stable Gallery exhibition of 1955. This new
style could be seen to relate to ‘post-painterly abstraction’ – a phrase coined by Clement Greenberg for those
artists, such as Frank Stella and Ellsworth Kelly, who
were inspired by Abstract Expressionism but ‘favor[ed]
openness or clarity’ in their imagery. 54 A key difference
was that Krasner refused to use the fast-drying acrylic
paints preferred by these artists, with her palette of
oils lending her colours a richer, more organic quality. 55
Krasner’s new work was exhibited in April 1973 at
Marlborough Gallery in New York, where it was met with
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effusive reviews. Hilton Kramer wrote in the New York
Times, for example, that the paintings were ‘lyrical
expressions of color’, offering an ‘eloquent simplicity
of form’. 56 In 1969 Krasner had made a series of works
using gouache on handmade Howell paper, experimenting with the possibility of using just one or two
pure pigments. ‘I was just mad for doing them’, she
later explained, ‘and they went at quite a clip. Just
moved like magic’, which might have been what inspired
her new purism. 57
One of Krasner’s final bodies of work came about quite
by accident. In 1974 Bryan Robertson had come across
a por tfolio of her Hofmann School drawings that
had been languishing in the barn in Springs; Krasner
had separated out the ones she wanted to keep, and had
brought those she planned to destroy to her Manhattan
apartment, where she rediscovered them in 1975. 58

13 Lee Krasner in her studio in the barn, Springs, 1962.
Photograph by Hans Namuth.

14 Gaea, 1966

She decided to use them as raw material for a new series
of collages, the first of which she called Imperative
(1976), in relation to the ‘peremptory desire’ she felt ‘to
make them new’. 59 An old friend from Krasner’s Hofmann
School days, Ray Eames (who was now a successful
artist and designer with her husband, Charles), visited
the studio in February 1976 and took a series of photographs of Krasner at work. Hofmann had been famed
for his overbearing manner in their classes – tearing a
student’s drawing in two if he wanted to demonstrate
a more dynamic arrangement – so they must have taken
a particular pleasure in seeing these treasured remnants
of their past cut up. 60 Krasner gave the series the
elaborate title ‘Eleven Ways to Use the Words to See’,
while the individual works, such as Past Conditional
and Future Perfect (both 1976), were named after verb
forms. She also kept a note of the meaning of each
work (in the case of the examples just given, it was ‘you
might have seen’ and ‘I shall have seen’). 61 The titles
suggest Krasner’s complex relationship to how she
saw these forty-year-old drawings; as she explained,
‘it’s like taking Cubism and carrying it to a totally new
dimension. I think it’s called Conceptualism.’ 62
A retrospective of Lee Krasner’s work opened at the
Museum of Fine Arts in Houston on 27 October 1983,
her seventy-fifth birthday. The exhibition would travel
to the San Francisco Museum of Modern Art and then

to the Museum of Modern Art in New York – where Krasner
had always longed to have a solo exhibition – but she
would not live to see it with her own eyes, as she died
on 19 June 1984. Finally, at the very end of her life,
she was being given the recognition she so deserved.
Yet even she acknowledged that, in some respects,
being overlooked had been a ‘blessing’. 63 Free from
much critical pressure, Krasner had made the work
she felt impelled to make; without a coterie of controlling dealers and collectors, she was never forced to
repeat herself, but could flow with each new direction as
it came to her. ‘I painted before Pollock, during Pollock,
after Pollock’, she once explained, no doubt sick of
the endless regurgitation of his name; 64 but her mature
work was also paid for by Pollock, in the sense that the
sale of his paintings enabled her to be financially independent. This remarkable freedom strengthened her
resolve to stay true to her own spirit, which is what
connects the many periods of her work so powerfully.
Inquisitive, funny and philosophical, she did not resist
the cyclical energy that drove her in the studio. She
was fond of quoting a line from T. S. Eliot, ‘We shall not
cease from exploration’, and perhaps held in her heart
the lines that followed: ‘And the end of all our exploring /
Will be to arrive where we started / And know the place
for the first time.’ 65
Eleanor Nairne

To Breathe and Be Alive

19

