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WG:
For that background later and Mr. Scholder, I'd, like to just begin with this question. What influences have led. to 
your development as an artist?

FS:
That is quite a question, but, let's face it, I'd, to me everything that one does influences ones life and it may 
sound strange, but I always knew what I would be and what I would do. And of course all children have some 
drawing ability at an early age, but I just always knew that that's what I wanted to do and that's what I would do. 
So I Just continued drawing and I identified as an artist right from the beginning.

I grew up in the midwest. I was born in Minnesota and my father was, his career was in the Bureau of Indian 
Affairs. And so, at any rate, I was born in Minnesota and lived in North Dakota, South Dakota, Wisconsin, mainly 
because in the Indian service at that time, people were transferred almost every two years at least, and he was 
administrator and so we lived on many campuses in Indian schools. At any rate, I started college my freshman 
year at Wisconsin State University and then my father was transferred to California. And so the whole family 
moved over there and to Sacramento and I finished off with BA at Sacramento State University. And of course by 
that time I was very much into becoming a painter and so it was influences, the west coast influence school, was 
one of the first influences, along with Figative School in New York at that time, that's when ex¬pressionists had 
just started, so I recall, that those were some of the first contemporary identities with me. And even by the time I 
got to California I was working on large canvases, very abstract. In fact, non-objective. And immediately 
receiving recognition for those. You see, I came from a very non-Indian background. My father was the product 
of the Indian school system, the government system. And he was an excellent sturient. He learned well, but if
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you realize that the government Indian school system was one of making Indians white, then you realize that by 
the time he got through it, in fact, made a career in the BIA, he was very ashamed of being Indian and we had 
very few Indian objects around the house. My mother and my father met at the reservation on Keenes Canyon, 
Hopi, and they were married on the reservation on horseback and people brought beautiful Indian blankets and 
rug, baskets, so forth, pottery, and my father gave it all away, because there was a real stigma with Indian 
objects to anyone who had gone to Indian schools. It was thought of as, in fact, being, only ignorant people 
would collect such things.  And then there was this strange type of re¬verse psychology at that time in that the 
anthropologists started to discover the southwest again, and many places in the east, Peabody, and so forth, 
were bringing people over and anthropologists were running around and they, there was some type of negative 
reaction that happened, where they were so into the Indian thing that it, for those who had been in the Indian 
thing, it was good not to be, if you can follow me.  And so, here were anthroplogists who were really yearners, as 
they are called, sitting cross-legged on the desk in an office, wrapped in, and this actually happened, I don't say 
it’s quite a famous anthropologist did this in my father's office, and my father walked in.  My father had become, 
as you see, a very sophisticated man who had great command for English language and who, as I say, he was 
an excellent student.  And to see this anthro¬pologist trying to be an Indian just repulsed him because he 
realized that, you know, this man was mixed up.  And of course the yearner thing has always been part of the 
Indian exploitation.  The whole history, of course, of the non-Indian with the Indian is, we could talk about that for 
the next, you know, day or so, because it is at
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best very, very strange.  Because on one hand what you have is people that came over and took over and they 
were unable to understand the Indian thinking right from the beginning, and yet later they became very intrigued 
with the so-called "noble savage" and tried in fact even identify.  And it's happened several times; the hippie 
movement, it happened again.  And of course it was just as disastrous as with the anthropologists back in the 
I920's.  But, at any rate, getting off the track.  I, we grew up, we did live on, the houses, that we lived in, were on 
the campuses of Indian schools. But, we went to public schools; we, being my two sisters and my¬self.  We 
went to public schools.  We never socialized with Indian people and so I remember one of the few Indian objects 
in the house was a small round black ceramic jar or tubular pot that I was given to put my crayons in.  And I'd roll 
that around the floor and banged it around for a good part of my crayon period.  And it was only years later as an 
adult did I discover it in my father's possessions in the garage.  And at that time I had become very 
knowledgeable in Indian objects and realized that it was a Maria Oulian that he'd picked up in Santa Fe in I925.  
And of course it was very valuable. I have it in my collection today.  But you see, he, this is exactly what 
happened with so many of your older generation Indian people who, especially, went to Indian schools.  And 
even today they are very reticent to talk about their Indianess or their tribal heri¬tage or whatever, because they 
were brainwashed.  And the nice thing is that finally today, the young Indian people are proud of being who they 
are - American Indians.  And they should be proud because there certainly is a very rich and recent heritage 
when you consider that the massacre of Wounded Knee was less than a hundred years ago. And that the 
aesthetic heritage of almost every tribe is so fantastic
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because, I guess we should talk a little about what American Indian is, because American Indian is a misnomer; 
it means nothing.  As you I'm sure know, America comes from a third rate explorer and Indian was a mistake that 
this was the Indies. So, you know, we're, as the misnomer, and I guess, we have to use those words because, 
just to communicate. When a non-Indian came here, this continent had many different tribes of people and these 
tribes are very different. And all you have to do, even today, is to let a Semiinole and compare it with a Sioux, to 
link it, or Hopi, and it was even more so ? in the old days.

Not even the Plains Indian could communicate between themselves. You had all these different groups who were 
very nationalistic, who thought that they were the best. Who really didn't regard the rest. In fact, thought the rest 
were dogs or worse than that. And it was a very interesting phenomenon in this country before the non-Indian 
came. But there seems to be, there seemed to have been two common denominators for all of  these tribes. One 
was a very high mystical development. Mystical; probably you could use the word religious, in that they were 
very into religion, rituals, ceremonies, magic. The other common denominator was, they seemed, all these tribes 
seemed to have a very high aesthetic sensi¬tivity. By this I mean art, which is a very self-conscious term in this 
society. Art was truly a life style with all tribes. Every single tribe was terribly interested in making beautiful 
things. In using a beautiful thing in their rituals and in their everyday life. So, and here again, all you have to do is 
Just look. The Sioux painted their tepees, -the Klinkits carved the utensils, Hopis painted their pottery. But it was 
much more than just a surface thing. This was very much magic, part of the link to magic. And so these two-
denomenators were highly refined and many of these groups were ter-
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ribly sophisticated, in their thinking about nature, in their thinking about their own relationship to their 
surroundings and they really had a lot of good things going for them.  We think sometimes of Indians being the 
primitives, but when the non-Indian came, one of the common names that he gave the white man was "those 
who stink".  The Indians were very, very refined people in certain ways and if you realize that some of the first 
explorers and people like that were terribly motley.  In fact as you realize in many countries you have criminals 
either having the choice of going to jail or going to the New World.  And so, what you got over here was a bunch 
of bums in many cases.  And of course, the Indians in the first contacts with the non-Indian treated him nice 
enough because they didn't think he was going to stay.  They really thought that here was somebody that was 
just passing through.  That was kind of looking at something new.  And later they were horrified when they 
realized all of a sudden that these people were starting to stay on their land.  It wasn't that they thought it was 
their land, it was just, you know they never had that concept of someone owning a piece of land and so when 
the non-Indian started to put up fences, and stakes, and so forth, one of the chiefs gave the great famous 
quotation: "They're putting stakes in our Mother Earth and you just don't put stakes in your mother".  They just 
couldn't understand how somebody could think they could own the land.  It's like owning the sky. So, the Indian 
and non-Indian never understood each other right from the beginning.  Their whole attitude, their whole, the 
whole thing was so different.  As you realize up to even today especially, the non-Indian society, the big man in 
the non-Indian society, the one who grabs the most for himself.  In many of the Indian societies, the big man was 
the one who gave away the most.  This is how chiefs were
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really determined. This is what the potlatch ceremony is about, the give-aways of the Oklahoma Indians, 
whatever. So you know, they just couldn't understand the non-Indian. Okay, I've gotten off the track. Back to my 
background which was a non-Indian.
WG:
You did go then, always to public schools?
FS:
Yes, right and we never really, we knew we were part Indian, my father's half Indian and he looks very Indian. But 
we really, we never talked about it.  It was actually quite played down, because I'm sure even at that time, my 
father felt strange about being Indian. He joined the different social clubs in the town there and was very well 
accepted, in fact, wrote a column for the local paper on various aspects. And he wanted to, you see, become 
part of the mainstream, which he did. At any rate, I never thought much about being Indian, I mean, and there 
was no reason why I should. I'm one quarter Luiseno and that was it. I knew, I, my father had put my name on 
the rolls as he had done with all his children.  But that was about where the Indian, you know, that's where the 
Indian stopped, I was on the rolls and that was about it. So, at any rate I went to California and I was a young 
struggling painter, and really struggling because were a lot of young painters in California at that time. No one 
could really sell a painting, Even Devincorn who was the head' of the Figative School wasn't selling his paintings. 
He had to finally go to New York to ever sell, I studied with Wayne Thiebaud over in Sacramento and just before 
pop art started, and he was one of the beginners, even though Wayne would, he doesn't say he's a pop artist, 
and really, I use the word only, because, just to communicate. But at any rate, pop art did start. And so, at any 
rate I was, as I'm interested in a non-objective painter and pop art, the minute Wayne, Wayne here again had to 
go to New York, he first had, 
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the first show of his paintings was in San Francisco and not one sold.  He took the same show to New York and 
the show sold before the doors opened, and he became known overnight.  But many of his students jumped on 
the band wagon and started to do pop art, in¬cluding a number of well-known people,  la fact, who are almost 
more well known than Thiebaud today.  Well, this repelled me because I've always been a real individualist,  I've 
always felt that I've had to do it my way.  And so I almost bend over backwards not to join the pop art thing.  And 
so I continue it with my non-objective paintings, and was receiving recognition, but it was a real struggle 
because you couldn't sell a painting.  Once in a while I'd sell a small drawing, and we had a party whenever that 
happened, because that was really great.  And, in fact, one of my oldest collectors as far as collecting, just flew 
in yesterday for the opening on Sunday here in Santa Fe from California, from Sacramento, and he saved my life 
many times because we had a standing thing that whenever I needed $5, I could come to him with a drawing 
and let me tell you, I was really picked to have that standing deal, because it was that close, this, you know.  So, 
at any rate, in I96I I was working nights at Motor Vehicle Department for the State of California.  I had acquired a 
family. So, at any rate, the Rockefeller Foundation had, in some way through the information of the government, 
found out that I was part Indian and that I was an artist.  And so they had set up this program for young Indian 
artists to be used, pretty much as guinea pigs, for new teaching techniques at the university. But what it meant 
even more, was for me at least, as a struggling artist, was here was a letter saying how would you like a round-
trip ticket to the University of Arizona where you would have your own studio and all your supplies would be 
furnished and you could paint all summer,  well,
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that sounded pretty good because at that time I was scrounging burlap from the back of furniture stores and 
wood that would be burned out early in the morning in the lumberyards for the stretchers. And it was, you know, 
rough going. And I never thought of myself as an Indian artist. But I thought, well, why not. You know, why not go 
and, I really knew nothing about the University of Arizona but I thought, well, there must he something there. I'd 
never been to Tucson, so I accepted and went there and they had their, the Rockefeller Foundation spent a great 
deal of money on this project. It lasted for several years in the summer, because we had special banquets in the 
evening, because part of it was to show us how to dine nicely because, you see, most of the young Indian artists 
were very much reservation types. Many of them had never really had an out-of-reservation experience, and of 
course, I was considered far-out city Indian at best, and, but we had all this heaped on us. We had at least half a 
dozen films a day to see;
films from the Museum of Modern Art, anthropology films, strange surrealist films. We were bombarded, you see, 
by all kinds of things. And, it was an interesting program because it was exactly what Indian, most Indian artists 
never had. Most Indian artists, you see, had already, it had been established how Indians should paint by non-
Indians. The anthroplogists had come and it wasn't that all, that these people weren't, were trying to do had 
things, it was just that they're do-gooders and they'd given paints and paper to young Indians who had drawing 
ability but they also influenced them by saying, you know, why don't you make an Indian and a horse and paint it 
flat color because, you know, that’s what they thought Indians should paint. So the Indian had already become 
caught in a tourist pleasing cliche of a flat style of painting, and had never really been, exposed to anything else, 
so here
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the Rockefeller project almost unwittingly, as far as I'm concerned, because they didn't have these, this 
background, threw all of this, at these artists and then said, here's any kind of material you want, create what 
you want and this wasn't just in painting. It was in ceramics, in sculpture and weaving. All the different 
me¬diums were available. I learned Jewelry making. In fact, while I was at the Rockefeller Foundation. But, at 
any rate, it was very surprising what happened. For the first time a young Indian artist came out with 
contemporary looking things that still were Indian because you can't deny who you are. But they were freed to 
use any style they wanted and after looking at art books on world art and so forth, they started to experiment 
and so the results of this project were very, very interesting. It was kind of a merging of contemporary with 
traditional, because the young Indian artists also were pretty neat kids and they, you, know, they dug all the 
things anyone else dug at that time. And so. In being in the university situation, for all summer, they picked up 
very quickly, And so, at any rate, I immediately, upon arriving at the university, people realize that I was in fact 
almost a professional by that time and so I was a kind of a liaison between the faculty and the students because 
the faculty was having problems, especially the non-Indian members in relating to these Indian students, young 
Indian artists of the project. And so often I was able to bridge that gap. In the second year that I went, I became 
part of the faculty and it was here that or there that I met Lloyd Kiva, Lloyd New, Charles Loloma, Ottelie Loloma 
these have been the first Indian artists besides Oscar Howe my old high school teacher back in South Dakota.  
They were the first Indian artists besides him that I'd ever known. And I became acquainted with what I now call, 
the curious world, of
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Indian art, which, is a very curious world because, well, maybe I'll get into that later. At any rate, I do give great 
credit to the Rockefeller Foundation even though it was accidental on their part because the concepts grew out 
that Indian artists, like any other artists, should be given the opportunity or the freedom to paint or sculpt anyway 
they want. If they want to use Indian subject matter, fine. If they don't, that's fine too. And you see, believe it or 
not, in, this is I96I, up to that time Indian artists had not had that freedom. A young Indian artist growing up on 
the reservation, if he didn't paint in a flat style, and use water colors on paper, he couldn't sell anything and 
people just wouldn't accept him. And it was very sad because here again, Indian people seemed to have a bent 
for this type of thing.  Most Indian children can draw rings around non-Indian children. It's unbelievable. they 
just, I don't know what it is, and I hate to make statements like that, but it sure seems that way. But immediately 
they were limited here and it was all, you know, because of the non-Indian attitude. In fact, let's back track just a 
little. It actually, there were different do-gooders.  First there were the anthropologists and then the, a number of 
eastern artists discovered Taos, and they came over and they met with, met up with young Indian artists and 
they wanted to encourage them, but here again, they influenced them on how they should paint. And then it all 
came to a culmination in I930 when the Bureau of Indian Affairs, which of course is so slow, you know, long 
afterwards they decided to do something, decided to have the first art teacher come to an Indian school and 
they chose a young teacher from, I think she came from a Chicago Art institute, to come to the Santa Fe Indian 
School and teach exceptionally talented Indian artists. And this poor woman, I
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don't think had ever seen an Indian before, and I'm sure she's a nice lady, but she came over there and pretty 
much established how Indians should paint. She showed, I guess Persian miniatures, and different things that 
she felt would kind of help them.  And one of her former students, a very good friend of mine, a person you 
would know if I mentioned his name, told me one day when we were talking about this, he said, well, you know, 
it's just unbelievable, he said. I remember one day I was drawing a horse and she came up to me and I was 
putting shadow on the horse and she said, no, you can't do that. She says, Indians don't put shadow on their, on 
anything. She says, you have to paint it flat. And he realized that this is what he had to do. So, it was this kind of 
strange pressure that had always been on the Indian people from the beginning and it's strange because the 
Indian really had a natural aesthetic sense and had done beautiful things. But, for instance, the traders did the 
same thing with the blankets. They told the Indians what kind of designs to put. It's kind of laughable. We now 
look at so-called traditional Indian rugs. Well, there's nothing traditionally Indian about them. They happen to 
have been done at a certain time, but they were influenced by different traders. If you know the eye dazzler for 
instance. It's a certain type of Navajo blanket or rug. It was really a rug. That was suggested by a trader to make 
the designs more jazzy. He thought that they would sell better to the tourists. He was right. In fact, as you 
probably know, Indians didn't have rugs until the traders came over. There was no use to have a rug, Indians had 
blankets and when the traders came, they realized that, of course, non-Indians weren't going to wear blankets 
and so they told the Indians, you got to make rugs. And your chief blanket design for instance, was a type of 
deriva-
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lion. It was a very popular design for blankets, because they were traded among tribes. And they were told, well, 
now you know, let's make rugs with these designs. But, you know it's just there's right down the line. There are 
so many cases of this strange type of patronage that was in many ways terribly, terribly limiting to the Indian 
artists. So the Rockefeller Foundation really made a breakthrough by finally, the first one saying, do whatever you 
want. Be proud of your heritage, look into your heritage and here again, none of these students knew anything 
about their heritage really except that they had lived on the reservation. They may have heard stories, but then 
when they started to study it, you know, even didn't, they didn't even know anything about their own tribe, the 
history of their own tribe and they certainly didn't know anything about tribes of anybody else, because they'd 
always been terribly nationalistic. The Navajos knew nothing about Mohawk rituals, or whatever California 
Indians, whatever. Nobody knew about anything. And so this was a real, they, in the different programs or 
classes. There was a class on Indian history. And we're all taught about the different tribal heritage. And it was 
very revealing and very soon Navajo artists started to draw, not saying, northwest coast designs and this was 
fine too. You know, why not. Now of course anthropologists and museum people just, you know, about kill 
themselves when they hear things like that because they like to keep everything in a real nice little classification 
and, of course, this is why when I finally came on the scene, they about freaked out because they didn't know 
what to do with me. But back to the Rockefeller. After the Rockefeller things were very nice. It was, it also 
brought to the floor a number of inherent problems right from the beginning. The art staff there, for instance, was
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half Indian artists and half non-Indian art faculty from the University of Arizona.  They hated each other and 
immediately tremendous in-fighting happened, which of course, was mainly detrimental to students.  This was to 
continue when The Institute started.  The project, like all projects ended when the funds ran out and so 
everybody went back home and wondered, well, what was that all about?  And so, about a year or so passed.  I 
myself wasn't standing around wondering because it was an opportunity for me to meet the different people at 
the university who liked me and said, why don't you come here and get an MFA.   In the meantime, I was able to 
get a Whitney Foundation Fellowship, which enabled me to do exactly that. So I moved, down, moved my family 
down there and here again, it wasn't easy.  I had a very small stipend.  Well, not small, it was, you know, I got by.  
So, but the rest of the people were really kind of at odds, ends, because they didn't know what to do.  And it 
was at this time that the government was closing down Indian schools.  You know, the Bureau of Indian Affairs 
changes its attitude with every administration and this is part of the whole problem of.  The history is one of the 
worst histories of any government agency ever, mainly because no one has ever had any continuous thought.  
Everyone had some idea of what to do with the Indian and at that time they decided to close down the Indian 
schools.  That that would be the best thing.  Well, they were also pressured that they should do something about 
Indian art which was starting to become of interest.  And so they decided on the Santa Fe Indian School, to have 
a new Indian, national Indian art school, which of course, is The Institute of American Indian Arts.  And they got 
together with Lloyd New, who'd been in on the Rockefeller project, and asked him to head the art department for 
this new institute. And so, Lloyd, brought many of the concepts of the Rockefeller
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Foundation. project to the institute.  A matter of being prideful of being Indian, of exposing the students to all of, 
everything you could, and let them develop in their own way.  And yet the institute never was really an art school 
in a professional sense because everyone realized that it wasn't a matter of producing lots of professional artists.  
It was mainly using art as a therapeutical tool to help these young Indian people gain an identity and be proud of 
who they are, or were.  So, at any rate, you had, this is what happened.  The Institute started in I think I96I or 2, I 
can't remember.  I was still at the university game finishing up my MFA  But Lloyd had told me, when you get 
through, why don't you come over and join us at the faculty.  You know, in the faculty.  Well, so in Tucson I 
became very interested in the southwest certainly, and in Indian objects because I had started to collect primitive 
things.  And because of my exposure to really my first Indians, I started to be interested in my own Indian 
background.  And I'm somewhat similar to a scholar in that I like to find out about things and so I did become 
interested in who I was, which is part of what an artist or anyone needs to be if one is to make a statement.  I 
truly believe that it sounds very much like a cliche, but until one really finds out who one is, and completely 
accepts it, you really can't do much creatively or even functionally with your life.  And so I was finding out and 
after getting an MFA, I did join Lloyd and the others at the Institute of American Indian Arts.  And it was a very 
interesting experience.  Here again, I'd never been to Santa Fe, and Santa Fe is the epitome of many, many 
things good and bad of the southwest and Indians, as you realize. I came to Santa Fe and of course, it was 
charming and it was my first full-time job and my last, I might mention.  But, actually
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the first years at the Institute for me were very, very nice, because it was still brand new; it was a pet of Udall; 
money was being thrown in there like mad. We worked with the best materials and we, I was instructor, advance 
painting and I had a very small class of just the top cream of the crop type of thing, where we just had finest 
linen to work with and canvas and brushes.  And we had a ball because they are really neat students... I really 
dig students and we had Bob Dylan records blasting in the studios, day and night. She studios were open day 
and night. The faculty and students became very close and it was a beautiful teaching experience for a time. 
And, the Institute was in, I remember one day Edna Ferber came and visited in the morning. In the afternoon we 
had, Vincent Price come over to read some poetry. And that night Alien Ginsberg came over to give some weird 
thing. It was really. I did the first light show in New Mexico at the Institute, Things were really jazzy. And, we had 
a lot of fun. But, the writing was on the wall, I  kew right from the first minute that I stepped in there that when 
you merge government and art, you're asking for it. And, if you merge the BIA and art, you're really asking for it. 
And it started; the bureaucracy and the old BIA attitudes. Of course, even from the beginning, the Institute was 
very controversial because the other Indian schools, there were still some around, were very jealous and the 
instructors were getting paid at a much higher salary than any other Indian school employees. Here again, you 
had a faction of non-Indian artists and Indian artists on the faculty. Immediately an inner war started, because by 
then, exhibitions were being mounted for Europe and elsewhere, and of course, the Indian art faculty got in on it, 
but the poor non-Indian art faculty didn't. And so, immediately antagonisms
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started and bureaucracy started.  Our budgets were starting to be limited, the administration changed and they 
weren't that sure about the Institute. I started to feel pressures and jealousies from the non-Indian factions, 
especially several that were my superiors. And I realized that it was going down the drain fast. In the interim, I 
had started to paint Indians, and that was about the last straw for many people. You see, when I came to Santa 
Fe, I realized everybody was painting the Indian. The non-Indian painter, the Taos school, the Santa Fe schools 
had done the romantic noble savage looking out into the sunset. The Indian artists had become caught in this 
tourist pleasing cliche and so he was doing a little deer jumping around in the forest for the tourist at $24 each.

Well, you see, in many ways I have an advantage in that I have a very different perspective. I am not in the Indian 
scene really and so I may hope to look at all of this, I think in maybe a more, how should I say, objective way. 
But, at any rate, when I came to Santa Fe I realized everyone was doing the Indian and I was really put off by it. 
The whole exploitation bit, the poor Indian people were down on the Plaza having to sell things made in Japan. 
The whole thing of Santa Fe, as I said. Santa Fe is neat and yet it is very, very strange. And so I thought I would 
never paint the Indian. And as I've been quoted, I had to retract that vow be¬cause working with the students at 
the Institute, I realized that there was a potential of painting the Indian differently. And it was frustrating In a way 
for a professional to work with students, because students are only that, students. And so, even though I realized 
some of the students had great potential, and good ideas, the paintings often never quite made it. And I left my 
students alone a good part of the time and would come in for critiques
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during the week.  And, at any rate, it was very frustrating to come up to a painting and see the good idea, but it 
just, you know, they just weren't able to pull it off.  And so, I guess my frustration came to a head one winter 
night in I967, when I decided In the studio, and here, you see, I had to work at an eight-hour day at the Institute 
and so I had to paint at night and became a night painter.  In the studio that night I thought:  somebody needs to 
paint the Indian differently,  somebody needs to really transcend the cliche because here is a subject matter that 
is probably the world's worst cliche, at least in this country.  It had been a cliche right from the beginning and 
then Hollywood, your do-gooders, your traders, museum people.  Everybody had made the Indian a cliche; the 
historians.  And so it became, I realized, it was a great challenge to set up this problem and to transcend the 
subject. And let's face it, this is what painters have to do. Cezanne did. it; everyone did it.  As an artist, as a 
painter, you have to set up your own problems.  You have to solve those problems and you have to do it all by 
yourself.  I truly believe that an artist has to be an ego-maniac because you are merely acting as god.  You have 
a canvas in front of you and no one is standing in back of you telling you what color to put or what you should 
do.  And so you really have to make all the decisions and decide what to do and afterwards, be able to stand 
behind that painting and say, I did this.  I did it with my hands and with my mind and I'm proud, of it and then 
you have to put it in public display, you see.  And so, this all is very, very difficult unless you really believe in 
yourself.  And when I did my first Indian, people just freaked out.  I knew they would.  The first Indian had green 
hair.  It was pretty abstract, and then I stenciled in, just to make sure people
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knew what it was, Indian on the background, lettered it in. And now that I look back at the painting, or think 
about it, it wasn't that far-out by any means. In fact, it was not a far-out painting.  And I, of course, did others 
soon after that. The traders didn't know what to do. They said this isn't Indian art and what is he trying to do. In 
fact, we don't even think Scholder’s an Indian. But, you see, since I worked and I was a faculty at the Institute, 
and since I was part Indian, they couldn't deny me. Museum people didn't know how to clasify me, Indian 
people thought that I was exploiting my Indian heritage or something. Immediately everybody, the do-gooders 
and the professional Indian lovers, around Santa Fe thought I was doing terrible things to the subject because, 
why was Scholder doing ugly Indians? Was he trying to put down the Indian? He must hate Indians. He's doing 
these abstract ugly paintings and I immedidately started to break the taboos that had.? It was strange that they 
were even there.  No one had dared paint the massacres. No one had dared paint an Indian with a beer can. 
With all these artists running around and doing Indians, it had always been mainly romantic views, which of 
course, wasn't Indian at all. They looked more like Italians dressed up in feathers. But people really, especially in 
southwest, freaked out and I merely became controversial, which always seemed strange to me because right 
from the beginning I realized that I was really painting the subject more realistic than those before me. And of 
course, I made the statement, you know, I painted the Indian real, not red. But, In a way, I realized that I had to 
transcend the subject; that it just had become a cliche in most people's minds. Well, immediately there was 
controversy, but immediately the paintings started to sell. Not to people around here, because there
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was too much controversy.  They couldn't take it.  But Santa Fe, of course, people from all over come to Santa 
Fe and, especially the east.  And a number of eastern collectors immediately saw the work and were able to 
identify because it was abstract.  It was the type of contemporary painting that they were used to in New York 
and they were able to understand how I trancended the subject. And so immediately the east became, that's 
where the big collectors might live, and in a way, it was easy for them because they were out of the controversy 
of who's Indian or who isn't.  In another way it was difficult later when I had shows in New York because no one 
had seen Indians in paintings in New York, except for the Kennedy Galleries that carries the Remington and 
Russells. In contemporary art, there was never any paintings of Indians and so I broke the ground for that and in 
the first show, my first major show in New York, the critics didn't know what to do.  They just mumbled around 
about, you know.  In fact one critic said he thought the Indians were too romantic.  Well, it showed he had no 
frame of reference on what I was doing.  And it was only the second show that New York was really able to 
transcend as far as the critics, the subject, because my New York dealer had told me, the subject would actually 
be detrimental here in New York because no one has a frame of reference for Indians.  And, he was right.  But, of 
course now there's no problem.  So, at any rate, I started the Indian series and, the big question was, oh, then to 
even further push my point, I entered several Indian competitions and that freaked them out because I was part 
Indian and was eligible.  And in most cases, they had non-Indian judges who immediately started to give me the 
prizes in these Indian competitions.  And so I won the Grand Prize in Indian shows, except for Philbrook, which 
is in
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Oklahoma. It's very conservative, They did ask me to be a judge at Philbrook one year which was interesting. 
But, that put fuel on the fire and the whole thing was, is Scholder an Indian artist or what is Scholder? And I 
guess some people are still asking it today, I was just interviewed the other day by a person who is writing, 
supposedly, the definitive book, and everybody is. He said, you know, you are completely hated in Oklahoma. 
Hell, I had heard about that, but you know, it's strange because I had, haven't been in Oklahoma for years. I 
don’t even know anybody in Oklahoma. But, he said, you are the most hated person. Your name is swear words 
in Oklahoma. Well, you know, I, to me it's strange. To me there should be no problem. I've never called myself an 
Indian artist and everyone else has, or many people have. And I don't like the term. I don't know what Indian art 
is, and that is, you see, part of the whole overall problem. You can only be what you are. If you happen to be a 
full-blood Apache, then it seems to me that in some way or another, that's going to be reflected in your work. 
And if you're true to your own expression, I'd like to tell the story and it’s partly tongue in cheek, because what 
everybody loves, to be analytical. I'm one quarter Luiseno southern California mission Indian, and I am one 
quarter German, I'm one quarter French and I'm one quarter English. Now, when I was in Berlin, the art critics 
said, look at the great German expressionist's color. And, they were right. And you see, they had their frame of 
reference; when I was in Paris, the critics said look at the fantastic romanticism. Of course, French love the 
Indians. Well, Germans do too. And as far as English, I have stated many times I think the greatest living painter 
is Francis Bacon, I just, in fact, came from New York where I saw his latest show,
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which is just fantastic. He is the greatest. And the one quarter can see the Indian is the subject that I use in the 
paintings and so, the paintings are exactly me. No more, no less. It’s they're not Indian art, they happen to be 
paintings of Indians done by some¬one who is of Indian descent. And I've never said anything else. So, you see, 
labels can get awfully, can really be a hindrance. And in fact, they can be a detriment.  Several years ago the 
black artists started to holler around and so every museum had a black artist show. And then the women start to 
holler around, so the women had women's shows. And to me, that is a detriment, because the thing that should 
be first in one's mind and what you must evaluate firstly, is the work. If the work is strong, I don't care if Puerto 
Rican did it or who did it. It is a strong work. And I consider myself primarily a painter and there are two main 
things that are important in painting for me. That is color which is what makes painting different from any other 
medium. I am a colorist. I love color. One color by itself really is pretty blah. I don't care what color you take. It's 
when you put the second color next to that first color that, then things start to happen, and you get vibrations, 
you get, when you get a purple next to an orange, things are going to happen. This is what's neat about painting, 
along with a strong image. So me painting isn't a new visual experience. So what, why do a painting of a cow in 
pasture when you can go out and see the cow in the pasture. If you can't make a unique statement visually, so 
what, especially today when everyone is bombarded by billboards, all kinds of visual things; television.  We're 
almost bombed out, almost become blind in this culture. And so the artists has a tremendous challenge in just 
putting down an image that is going to stick with someone.
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And my images are strong.  Once you've seen my paintings, I don't think you're going to forget them, and you're 
going to recognize them wherever you might go.  To me this is what is important in painting and this is what I do.  
It's not that I am just hooked, in fact, on just Indian subject matter.  I do exactly what I want in the studio.  This is 
why I won as an artist.  It's one of  the few areas where you do exactly what you want.  And if I'm in¬terested in 
painting a garbage can, I'll paint a garbage can. With the Indian series, I've been involved in a parallel series, not 
as many paintings certainly, but, another misunderstood minority that I've been interested in is the American 
woman.  And I've done many paintings on that.  When I went to Transylvania, I did a series on the vampire, 
because I'd always been interested in the druc.  I was in Egypt last June and I did a small series on the pyramids 
and the sphinx, which are tremendous visual cliches, but I felt that I had to actually go there and paint on the 
spot in the sand.  Arabs were around me clapping and to be in front of such cliches, such visual cliches, and 
some way make them work, and in fact, I was using small pieces of paper to do huge things,  what I did was 
paint the sphinx many times in different colors to transcend that, because you know, you have to be very blatant 
in trying to, we have such a cliche.  I mean, here is the last wonders of the world.  It was the oldest tourist 
attractions, because you actually could see the graffiti of the ancient Greeks carved on the sphinx, because the 
Greeks came as tourists.  You know, it just blew my mind to think that Alexander the Great stood there and 
asked the sphinx questions and Napoleon came at night to whisper to the sphinx.  The sphinx stood there and, 
and it seen the sunrise every morning for longer than any
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object on this earth. And of course I've had during readings, saying that I have been an Egyptian like everybody 
else. But I really have dug always the Egyptian culture, the longest culture on the face of the earth. Well, let's not 
talk about Egypt. But what I'm saying is I'm into many things. And, I'm not going to be limited or classified in 
whatever, I have always been an individualist. I always will, And you know, I really, at first I was disturbed, I think 
anyone would be at different things I heard, about myself, people were saying. But here again, you have to finally 
realize that when you get to a certain position, let's face it, the art world is a very ingrown, jealous type of area 
where you have ego-maniacs, and all kinds of other people. And so, it's natural and the neat thing is at least 
people react. I doubt, I daresay, that there are not too many people who are apathetic about me or what I do. 
And this is neat because at least people react. And people usually just either hate me and my work or love me, 
which is fine. This is the way I want it. And I'm very definite in my opinions because I believe a person should be 
very definite in what they believe. And yet, they should have a capacity that if proof is brought to them, which 
challenges what they're thinking, they should have the capacity to make a full circle immediately and change 
their attitude. But whatever attitude they have at the moment should be very definite, and mine is because I 
know exactly who I am. And I do exactly what I want to do and I revel in it. I'm a very selfish person. I'm a very  
egotistical person and yet even that is a paradox, because I'm not. I'm one of the nicest people I know. Even 
though I love to pose for photographs looking mean. You see, a public image I realize, had to be different from 
your real self. Because the public will eat you up and if you give them yourself, you'd be crazy. And So I

24
have a definite public image which is neat.  You know, they can take that image and do whatever they want with. 
it.  And to me, you know, I know who I am.  And there is a certain part of what I call show biz.  Especially today, 
the artist has become a celebrity. For the first time, an artist can in fact sell his works; become famous.  There 
are many artists who are very wealthy and live very well.  There's nothing wrong with it.  It doesn't mean that 
they've sold out.  It doesn't mean that they have become invalid, even though there're still many people who 
have those misconceptions. In fact, success has really helped my work.  And Picasso said the same thing.  
When you have to scrounge for your material and spend most of the day just trying to eke out a living, you have 
very little energy to do anything creative.  And although many of us have grown up with the misconception of 
having to have to live in a garret and starve to be the great artist.  How at one point the impressionists in that 
period, it was somewhat valid.  You pretty much had to die before you were recognized.  But that's just not the 
case anymore.  And as Picasso has said, it helps the work when I have the finest papers at hand.  When I can 
walk in and there are piles of stretched canvas before me.  When I can walk in and my potter is there at the 
wheel ready with clay for me to do something or my etcher, or whoever.  And it's exactly that.  Be¬cause now I 
have a full-time assistant who stretches the canvases, primes them, frames them, crates them, ships them and 
that to me, it makes me just very, very pleased, because it means I don't have to hassle with it.  I can walk in and 
just do my thing on the canvas and someone takes away and does their thing.  And really, that's what it's about,  
I come halfway.  I paint the painting.  The viewer has to come the other half.  The viewer has just as creative
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a role as I do. And he can put his interpretation on, which, they often do, which is fine. It's valid. Sometimes 
they're humorous. I love to tell the story of the little old lady who came to a museum in the east and saw one of 
my big paintings of an Indian wrapped in an American flag, and she said, well finally, a patriotic Indian. You know, 
it's completely a different level than I thought of when I was painting it. Me being an expert, somewhat, on 
American Indian, I realized that in the late I800's, surplus stocks of American flags were sent to the different 
reservations, had to be put in their commissaries, by the government. One of the many strange things that the 
government does and has always done. And, these were given out to the Indians, who immediately incorporated 
them in their costuming and became very infatuated with the American flag as part of their dress. The same thing 
happened with the top hat and umbrellas. I have done a painting that actually came from an old photograph 
shaving a group of warriors on horseback with top hats and umbrellas. And when the painting came out, 
everybody thought, well, Scholder's making fun of Indians. Well, you see, most people don't know about Indians. 
Scholder knows about Indians and Scholder was just painting the Indian the way he really was and so you see, a 
painting can be seen on different levels, and there's nothing wrong with that. But the viewer brings to the 
painting his own frame of reference. That's all he can do. And so, the viewer, you can tell a lot about the viewer, 
from his, you know, from his response, because he can completely miss the point, or he can be right on, too, 
which is neat. When that happens, when I can touch the wave length of some other person, it's neat. And, it's an 
ego-trip, let's face it, people come up to me and some people who acquired
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works that have become part of their whole life.  There's a couple in Los Angeles that both play for the 
symphony there, and everyday they spend tremendous hours practicing in a practice room which there's nothing 
in it except my first suite of lithographs.  They had done this for years.  It has become part of their whole thing. 
There have been people who've built rooms under their house for my work or who have come in, who've never 
acquired a major work, never spent that much money for anything, and have gone away surprising themselves 
by what they just did.  Or the; oh, let's say a young girl that wrote me from the east and how she spent a year 
eating, what was it, peanut butter sandwiches because she had put aside, she'd gone to a gallery and had put 
aside five of the lithographs, and was paying out every month for them.  And she said, I want you to know that 
today I’m putting the final payment down and I can pick up those five lithographs after a year of real sacrifice.  
And it's neat.  I mean, you know, anybody can come in and write out a check.  That's not the bit.  When the work 
means something to someone, and let's face it, in this cyronetic age today, this is why art, I think, is terribly 
important.  Anything original, because people are reacting against the computer, and realizing that an original 
expression, whether it's a piece of paper or what, is terribly, terribly valuable.  And I think it's a terribly healthy 
thing.  So many young collectors now, right out of universities, realize the value of original works and often come 
to me and I know that they can’t afford very much.  In fact, it's a real sacrifice.  And, it's nice to see if I bend over 
backwards for these people, because this is what it's all about.  It really shows that, I think, there's a new 
awakening, an awareness to what is valuable,  I think that this economic thing has shown this.
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The two things that came out still of value was land, which of course was limited, the supply of and art.  Esoteric 
things.  Because this is what is lasting.  And you can mess around all you want with othert things, but there are 
some constants.  So, at any rate, I don't know where I am.

WG: Would you like to talk a little bit about your show which opens at the Jamison Gallery this Sunday?

FS: Well, I suppose I could.  I am quite prolific and have a number of shows every year.  And here again.  You 
see, there's such a misconception about art and artists.  I have heard so often the criticism, well Scholder just 
slaps these paintings out.  He's always having shows.  He's, you know, all of this is so strange. Because, first of 
all I don't go in the studio very often.  I go weeks on end without going into the studio.  But when I do go in the 
studio, I paint fast and furious,  I paint almost in a trance. I attack the canvas.  I am into, I get my kicks out of 
doing my paintings.  And it doesn't matter if it takes a minute or a year to do a painting.  That has nothing to do 
with the value or the aesthetic, you know, evaluation of any work.  In fact. I daresay that I've heard and seen 
painters say, well, it took me a year to do this painting and it looked like it.  It was terrible because they had 
overworked it.  It was muddy.  It was everything that a painting shouldn't be.  For me, a painting should be 
spontaneous. It should have the elements of the material that you're working with, which is paint.  Paint drips, it 
splashes.  It does all kinds of neat stuff.  It's a very, very erotic.  In fact, ex¬perienced, because what you have is 
a flexible canvas.  You have a brush that's flexible and when you press that on the canvas, right away, there's a 
physical thing.  The paint, the consistency
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of the paint is buttery and smooth. Amd the color is fantastic. And you can just freak out. And that's what it's all 
about, That's what it's always been about with painters. And it's really a very esoteric thing also when you realize 
there's no reason, especially today, for a grown man to be involved in an activity of paintting a three dimensional 
object on a two dimensional surface and thinking that someone’s going to take him seriously. I mean, why paint 
paintings as you know are, it's a Renaissance activity. It really has nothing to do with anything and yet, of course 
I'm saying this in tongue in cheek, it has everything to do with everything. Painting is life. Painting is, especially 
for the painter, as, I can't remember who said it, one of the famous painters, but it rings true, I might not be able 
to put order to my life, but maybe I can put order to a small canvas. You're acting as god. You have a format in 
front of you where you can do anything. If you want to put an Indian with a green face, you can do it. If you want 
to put a cloud down on the water, you can do it. Whatever. And so, I think it's neat. I wouldn't want to be 
anything else. I hope to get into new mediums and I'm always, in fact, I just started my first suite of etchings 
which has been very well received and I will be doing more etchings. Five years ago I did my first lithograph and 
in October a book on the complete litho¬graphs will be coming out, from New York Graphic Society. I’m into, I'm 
going to do more bronze. I've been doing some bronze fetishes, I hope to do the film on American Indian. No 
one has ever done a decent film on American Indian. That's wide open. There is so many things that can be 
done if you have the thoughts about it and I have more ideas than I can do, I could do, the people want me to do 
tapestries. Somebody  wants to send me to Japan to do woodcuts. I’m getting offers now for everything.
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To be in films, to be blouplouted, PBS just finished the documentary; it'll be coming out next year.  You know, 
there's just not enough time.  You have to decide what you can do and what you can't do.  And keep knowing 
what you are,  I am primarily a painter. And that's all I can do.

WG: 
Could you talk a little about or touch art more than you have?  Like what is the function of art and how does it 
relate to Anglos or non-Indians; and how does it relate to Indians.  And what should it do or what does it do?

FS:
Well, essentially art is of course, is human expression and it can take many different forms.  And, it can be 
terribly valuable to everyone involved,to the collector and appreciator and to the artist himself, if he is honest 
with himself.  Now as far as, you know, artists, let's say, many people ask, well you know, or a young artist will 
say, how, what should I do?  I want to be an artist.  First of all, I don't encourage anyone because I think the 
worst thing you can do is encourage someone who wants to be an artist.  Either you have to be an artist or you 
shouldn't. Either there is no way that you can, you know.  It really is al¬most a calling.  You have to be.  If you 
can be anything else, you should.  Because even today, with art being in, there are thousands of painters who 
are still really starving,  There's thousands of  people who have talent.  Talent is just a small part or bit.  It's luck.  
It's being at the right place at the right time.  It's all kinds of weird things.  You know, as far as trying to make a 
living at doing what you want to do.  If someone thinks that they really have to be an artist, then I go on and give 
them a few suggestions.  One of them is to work. Now, it's very in nowadays to call yourself an artist. For
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instance, around Santa Fe there's a lot of people who call themselves artists, who just aren't.  An artist is one 
who works and produces and when I walk into a studio, I'd better see work or I'm not going to take that person 
very seriously.  And I don't mean one or two canvases because that's nothing,  I mean, that, you can't learn 
much from anybody with a couple of canvases.  Plus, Blanche's George 0' Keefe who one afternoon we were 
talking and she said the only guarantee that an artist has is having lots of work, producing, because what it that 
dealer or collector comes out of nowhere and knocks on your door.  That has happened to me. Either you have 
the work or you don't.  If you don't have the work, you might as well blow your brains out because you missed 
the chance and the chance doesn't come that often.  I had the work and when the chances came, I was there 
and that's why I'm where I am.  And I get very, have no patience for people who don't produce.  Who don't work.  
They then are just charlatans.  Secondly, once you have the work, you must get it exposed.  You must get it out.  
If you think somebody's going to, if you're going to wait for that collector to drop out of the sky, you might wait 
all your life.  And if you're doing something good, and if you keep it a secret, I mean, this is crazy.  And yet there 
are many young artists who have still this strange idea of, oh, I'd be selling out if I push my work or if I, you 
know, show it, I wouldn't show it anywhere except just the right place.  Well, I've shown in art fairs, on the 
sidewalks in California when I was starting out. Anywhere, to get it out.  To get it exposed.  And this is so 
important because unless people see the work, of course you don't have a chance.  And any artist who says that 
they're not interested in selling, is whistling through his teeth.  Every artist
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wants to be able to make a living out of doing what he exactly wants to do. So, it's that type of thing.  And then 
so many artists make the sad mistake of pricing themselves out of sight. And, for instance, I know many young 
Indian artists who have, in fact, been influenced by me as far as working now in contemporary idioms, who think 
that they can start getting big prices for their work. And, they might in the beginning, because there are a lot of 
crazy collectors around for Indian art now who are ready to, you know, snatch up anything, hoping that this 
would be the next Scholder, or whatever. This is really very bad and I've seen so many young artists get killed off 
this way because they immediately overprice and they, there's no foundation for their pricing and so finally the 
bottom drops out and no collector can take them seriously. And they may have lots of talent and the whole bit.  
But they've really sold out, I sold my first painting for $l5 and I was terribly pleased at that. And I slowly, and l 
mean slowly went up from that. Because, first of all, the young artist should want to try to sell, get out his 
paintings to different places and it means selling them for $I0 or $20. This is fine, because each home that you 
get a painting in, there's a group of people that come to that home and who will see it. And slowly, but surely, 
this will start to snowball.  People will, more and more people will see the work, they'll become familiar with the 
work. They'll start to know you, or ask about you. And then of course if you're lucky enough to get into the 
collection of several serious collectors, other serious collectors come to serious collectors’ homes. I mean really, 
this is as simple as that. And pretty soon serious collectors will start collecting you. And then the serious 
collectors start collecting you. Museums come to serious collectors and they will
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start collecting you. And. it's a slow buildup and I have built up price-wise very slowly. where, here again, people 
will say, well, you know, his prices are out of sight now, well, I had better work backwards to keep my prices low.  
Lithographs, for instance, up until just the recent one, which would be the picture on the cover of the book, for 
the last three years, large lithographs started at a base price of $350. I've kept that for three years so that some 
collectors can get in on that before the, before they go sky high.  And I am unusual as a print maker in that my 
editions sell out usually in a matter of months. And they start at a base price and they escalate as the edition 
sells out, which is what they should do.  And I do keep a very good control on this. And, but you see, the prices 
that I ask have a solid foundation because the year before they were just a little lower than this year. Every year 
they to go up. That's just the way it is. And people don't seem to understand that for some reason. I don't, you 
know, I have a responsibility to those who bought last year. In fact, and they are hoping that the price will go up 
and it should because that's just the way it is. I hopefully am getting better. In fact, last week I made a 
breakthrough in painting. They haven’t been shown yet, but I'm terribly excited. I'm finally really starting to paint. 
And I'm my own worst critic, I mean here again, I'm sure so many people think, God Scholder must think 
everything he does is great and I certainly don't. In fact, I just am very critical of what I do. But last week I made 
a breakthrough and doing paintings that are just unbelievable. This is why the Jamison Show, for instance, and 
most shows, are anti-climatic. In fact, I usually go there and am bored to tears because I've done them and it's 
the viewer's realm. And it's the buyer's realm now and In fact, it's even more boring. This show is almost 
completely 
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sold out in advance.

Here again, tongue in cheek, I have fun as far as show biz, I meet a lot of people who say, oh, I love your work 
and you know, what can you say. There's nothing you, can say to that. But, I enjoy it. It's more like a party, you 
know, and I take it as that, and that's fine. But, you know, I could care less about the show I'm having. Because 
I'm on to new things, and by the time the new paintings are shown in California, I'm sure that I'll be interested in 
something else.
WG:
Before the tape runs out and "before you run out, I just have one question. The Indian artists that I've been 
speaking with in the Santa Fe area seem to be caught in a duality. They seem to be caught in that clinging to an 
old tradition that was foisted on them and trying to think and break out and be their own selves. Is there anything 
that you can say to them or about that, because it seems to be a dreadfully serious problem with all Indian 
artists.
FS:
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This is a good observation. It's very true that here new, what I call the new Indian, really it's the new grown up 
generation of, Indian people today are caught in a dichotomy, and it's just not in their art, if they're artists. It's in 
the way they function, because there has been now, a tremendous interest in American Indian by non-Indians.  
Finally they've come around and realized that they could in fact learn quite a bit. And so the Indian person is 
caught. At one point he thought, well maybe I should be a non-Indian type, but now he realizes that his heritage 
is important and he's very proud of who he is. But he is caught because he's living in I976. He digs, you know, 
the latest music, the cars, whatever. And the older people, traditional people, still look, frown upon this. And I 
know many people caught like this. Many
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Indian people.  All I can say is that a person must be true to himself and if they are in this dichotomy, some way 
they must make this work for them.  Say, if they are artists.  And I have seen it work where one can merge 
traditional with contemporary and it can be their strength.  You see, weaknesses can really, I truly believe that 
weaknesses can be your strengths.  All you have to do is, it's your attitude.  If you're going to be, feel sorry for 
yourself, then you're going to be a loser.  And I know many Indian, people who are losers because they are sorry 
for themselves.  They have chips on their shoulder, they're paranoid about who they are.  And that's why many of 
them are having problems and go start drinking or whatever.  On the other hand, I know many young Indian 
artists now who are taking a tremendously positive attitude about who they are. Turning this around and using it 
as a strength, and because of it, they are producing unique expressions that no one else could because no one 
else is caught in this kind of.  Let’s face it.   First of all, if you do relate me to, you know, the Indian thing, it's very 
true that I'm terribly lucky in that I don't have that kind of crisis, a duality thing.  I've always known who I am and, 
as I said, I don't identify really,  I'm very proud of my Indian heritage.  I'm very proud that I have been, probably 
the influence for young Indian painters to break out of that type of cliche that they had been caught in.  You 
know, but, you can only be what you are. But with so many Indian people, the whole conflict is this duality of, 
because they're not interested, you see, in joining the mainstream.  Unlike the blacks who really wanted to be 
accepted, the Indian people have never thought that the non-Indian society was good enough to ever want.  
Most Indians marry Indians.  And they are still very suspicious of non-Indians.  And of course, this is natural 
because of what has happened.  But the main, the key word I guess, for the whole Indian situation, the whole 
Indian problem as it's called, is paradox.
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