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Interview with Cameron Booth (1892 – 1980).

August 20 –1972

As noted at the beginning of the tape, narrated by Bill Mace, the participants in the conversation are Bill Mace, Bob Shaw, and Bob’s wife, Dot.   We are at the home of

Cameron Booth in St. Paul, Minnesota, in his living room.  At the time, Bob Shaw was

an Associate Professor of Psychology at the University of Minnesota.  A few years later, he joined the faculty of the University of Connecticut and retired from UConn in 2003.

Cameron Booth’s father was a Presbyterian minister in Glidden, Iowa [1904 – 1910 according to their website].  Booth was roughly contemporary with Mace’s grandfather, Ray Mace.  Family members, especially Mace’s aunt, Arrell Mace Kuehl, of Pittsburg, California, contacted Bill Mace, while he was a graduate student in Child Psychology at the University of Minnesota, encouraging him to look up the old family acquaintance, Cameron Booth.  All anyone knew, so far as I could tell, was that Booth had gone off to Chicago to study art around the time of WWI and that he had been an artist all of his life, and that he lived in the Minneapolis area – period.

I found Booth in the phone book, called, explained who I was, and was invited over to visit.  Booth and his wife, Pearl, lived an inconspicuous middle class life.  There was no telltale art hanging in the small living room or anywhere else that I could see.  Their house must have looked like hundreds of other middle class homes in St. Paul neatly kept up by healthy senior citizens in their late 70’s.  Our first conversations were about family and adventures.  The Booths, while living modestly, had their own extraordinary activities.  They ran a lodge in Montana that could be reached only on horseback in the heavy snow of the early spring.  They talked about deciding, on a whim at the last minute, to visit his brother in Pittsburgh, PA.  They drove to Pittsburgh from St. Paul – for the weekend, nearing the age of 80.  They discovered that it was the weekend of a Pirates’ World Series celebration (1971).  They were more interested than annoyed at all the extra hustle and bustle. They did their visiting and drove back to Minnesota.  

Toward the end of my first visit, Booth asked if I’d like to see some paintings.  I still had no idea what sort of painter he was and did not have reason to expect much.  He took me to the basement, where there the canvasses were stored endwise and filled several walls.  There may even have been a second level built.  When he pulled some out to show me, I saw that there were museum stickers from all over the world on them.  Whoa!  I’d have to rethink this.

On subsequent visits, I probed for much more information about painting.  I learned some of the basic biography that it is published in the catalogue for his one man show at the 

Walker, but I also got to hear some specific stories, about going to the Art Institute in Chicago for training (and living at Jane Addams’ Hull House), about service in World War I, about hearing Hitler address a crowd in Germany in the late 30’s, and about helping to bring Hans Hofmann to this country.    He introduced me to a wonderful source of art calendars (no longer available, but mentioned in this recording).  He paged through some to show me pictures he especially liked.  One he stopped on was a Matisse with the violin.  He praised Matisse’s ability to use large areas of black and get away with it.  He talked extensively about the Hans Hofmann Bauhaus esthetic as one he thoroughly subscribed to.  He talked  about the Barnes collection outside Philadelphia and said that the Barnes book was one of the only books of criticism that a painter could relate to.   In one visit, he said that someone once made a film of him painting, probably while he was teaching in St. Paul.  He said that the filmmaker put on a musical sound track with bongo drums.  Booth thought that was ridiculous.  Vivaldi would have made sense to him.  You’ll see that Vivaldi comes up at the end of this recording.

The visit recorded here was a later visit than any alluded to above .

Verbatim Transcript

BM:       . . .afternoon, August the 20th.  This is a conversation with Cameron Booth,  with participants Bill Mace, Bob Shaw, and Bob Shaw’s wife, Dot.  We are looking at paintings and discussing painting with Cameron Booth this afternoon.

BS:  . . . pattern on the barn. . .

CB:  There’s another one like that. . . I like the larger one better

BS:  I like them both but I think that I like 

DS:  I think I like this one. . .

CB:  . . . stays up a little more than the other one   (hard to discern from all) . . .  It should tie in more. . .

       That one holds together, I think I painted that

BS:  . . .yea, that really is

CB:  I don’t remember all the things I paint, ya know.  People will say, “I saw a painting of yours” and start describing it, and uh. . . It isn’t anything I ever saw.  [laughter]

       Those are buildings. . . across the street from my brother’s home in Pittsburgh . . . except the colors were unusual on those houses.     . . . like, uh,  that thing there is an old girl run down the street to . . . those are the colors in part of the grass and stuff around it.

I know . . . that’s . . .

     . . . a fence

BS:  one of yours . . . like this one. . .

CB:  a big one?

BS:  yea, it’s a pretty big one,  kinda looking down on a corral . . . it might be a corral

CB:  Oh there are a number . . . 4 or 5 horses in it.  And a blue door.  I think they sold it.

BS:  yea

CB:  …  east of Yellowstone.  I painted out around there, and there was an old fella who had  become a photographer and he’d been a guide and lived out there all his life, Ned Frost.  And ya know, whatever I would show him like this, he’d say, “Yes, I know where that is, and he’d go ahead and tell me.  And he knew the country, from Mexico clear up to Alaska.  . . . This is Dead Indian Pass.  He knew that, and uh, any of those things that . . . he knew this  That’s outside of Cody . . . it isn’t far from his home.  And this one, uh, Trout Creek Ranch, and uh, the people who were there, the older couple were there with a little girl.  There was a story back of it.  The old couple were very wealthy and they let their daughter go west, and she married this cowboy, and they bought that ranch, and the little girl was standing by the gate here when I was painting this, and when I was through she said, “I just got a new watch and I timed you.  It took you 27 minutes to paint that.”  [laughter] .  We got to know those people real well, and they had the . . . the girl had gotten divorced and they had given up the ranch and the old couple moved out . . . and he had a seat on the stock market in New York, which I understand is quite an unusual thing.

That looks like a horse in the boudoir. . . [laughter]  That’s a little more like a barnyard

But it’s a pity. . . to paint it, uh, you’d have to paint it just as crude as that is, to blow it up exactly that way, with all its roughness. . . you’d have to load the paint on real thick. . . put it on with a trowel I guess.  I don’t know.  It isn’t the kind of thing I would want to paint.  But I like the little sketch. . .

These are studies of horses . . . done a long time ago.  Believe it or not, those horses were in a yard on the corner of Nicollet and 26th street, when I came to Minneapolis.  The old fella had a dray.  There’s part of the dray wagon.  See the stakes,  and he would go down to the depot and haul baggage and move people, move furniture.

6:33 So many of them.  Now I painted 

BS:  Is that with a felt?

CB:  Yea.  It’s one of those markers.

BS:  It makes it so spontaneous, because you can’t change anything after you’ve put it down

CB:  No it goes right through the paper.

BS:  I noticed because, when I try to draw, I labor it too much.  I wonder if that, if that would be a good thing to try to use sometime

CB:  Well, when you work this way, you . . . these empty spaces really have to lay, uh, horizontally or vertically.  They, uh, what is it I’m trying to say, uh, they uh . . . you have to think of the sky as lying in behind, and then these as shutting off the space, like flat pieces.  And these parts, make the earth,  would lay horizontally just uh shapes. . . so that, uh,   Here you have to use the line to describe the planes, or the surfaces, more like putting an outline around the plane, so that the plane goes, and moves.

7:59

I like these, and then this one,  this … sky . . . opening behind all that. . .

BS:  That’s really nice. . .

CB:  Interesting shapes.  I’ve always meant to paint that 

BS:  That’s a nice one.  I really like that.

CB:  It would be an odd one.  Take this as a real strong blue.  Then this is another kind of blue – white.  And maybe real bright orange, and uh, you’d have to get a green in there somewhere.  Maybe green could come in here.    

Well we could go down to the . . .  it’s like that.   . . . holds up.

BS:  I really like that. . . it’s uh  I like the background and 

CB:  There’s a little crayon drawing of that. . . uh 

. . . take it apart so you can see it.  It has the spirit. . .

BS:  It’s there.  What did you do on your construction of it?

CB:  Oh it isn’t really a construction.  It’s just a way of dividing the canvas so that when I draw, so I know where these things come . . . like that comes to the middle and . . . but some of these marks . . . those two. . . are put in with the golden mean 

I have that, and uh It’s easy to snap lines across, with a line and chalk, ya know.  Snap them on, and then when you copy a thing like this, you don’t get very far off.  What your apt, what I’m apt to do is, uh, [10:23] lose the proportions that I have already in the sketch that I like and that’s what makes it so good.  Well I might get this too small, and these horses too small and the pattern would go wrong some way.  This helps guide it. 

BS:  Using some of the things that Bill and I noticed going on in your painting . . . some of the things you said,  I did a drawing over the weekend that I like.  It’s the first one that I’ve done that I’ve liked.  Ya know . . . using the planes and cutting off the space and I kept playing with it ‘til . . . I did it of the lighthouse, up at Split Rock.  I did a sketch when we were up there last week.  I came home. . . it doesn’t look like what’s around the lighthouse.  I changed it quite a bit.  It is the lighthouse

CB:  It doesn’t matter.  That really doesn’t matter.

BS:  No, I hope not

CB:  No. . . it. . you can im-- . if you copied it, you’d never be satisfied with it.

BS:  Well I did copy it very quickly, like a 20 minute sketch,  then when I got back, it didn’t quite look right because everything was sort of open

CB:  That’s right.  Too much negative space around 

B S:  I put a building here  that cuts down one side, and then a house here and then some stairs that went up to it, and it’s up here   and it’s closed off here and a clothesline across here with some things,  . . and a sailor type figure walking up the stairs.  And it’s the only thing I’ve done where it looked like I was at least struggling with composition and didn’t just slap something down.  

CB:  You have to sort of fill up the, uh, sort of fill up the space 

BS:  Yea, I appreciate that now.  I never knew what I was doing wrong before

CB:  And it’s sort of fun to place those things, so they uh   forth and back and move one way and up and down another way.  [12:21]

BS:  I was looking at this book on Cezanne . . . it was talking about. . .

CB:  Oh, Erle Loran?  

BS:  How he tilted the uh axle points and all those tricks and lines. . . 

CB:  That book has had a lot of popularity.  Acclaim.  

BS:  Do you agree with his analysis?  

CB:  Well, Erle was a student of mine years ago.  Great skill.  He could out-Sargent Sargent if he wanted to and we. . . right in the classroom he painted a portrait of himself nude, seated with his feet to the mirror.  And uh he won a  Chalmer corn cali [phonetic spelling -- WMM]  scholarship with that, and he want to Europe and lived about two years in Cezanne’s old house   down at Aix Provence.  Then uh, he got on to these ideas, which are really German, and uh Hans Hofmann is the one who taught them mostly.  And uh 

BS:  It does have that analytic quality that so many of the Germans 

CB:  Yea, but . . . the funny thing is I was with Hans Hofmann and we used to see this book around New York, at nearly every studio.  It would  be sitting up on the shelf, in one place and somewhere else. . . Hans and I were at Freddy Hauck’s place and I took the book down and said, “Did you see that?”  “Yes, yea” he says, “I don’t understand it.”  And it was based on all the teachings of Hofmann as near as Erle could get it.

BS:  I’m not sure I understand it either.  [14:08]

CB:  Well,  Erle is . . . too many of these little things are going on all over the place.  That uh he misses the point. You see, he played it like Cezanne,  he kind of missed the spirit of Cezanne too.  He’s got great skill and he could be a wonderful portrait painter but uh creatively and uh, yea, creatively he’s pretty damned stolid.  Not, nothin’  much happens there.  The color doesn’t flare, the forms don’t seem to work, everything’s kind of stiff and drawn in.  Then there’s another guy there, Erle Loran, uh John Haley; they were together in the same class over here at the Minneapolis school, when I was there.  And uh John, they both had the same degree of skill, but John was more of an artist.  He’s done a lot of beautiful sculpture, and some very nice paintings.  But Erle didn’t seem to have that flair.  But he’s a smart dude.  He can write and he’s a great opportunist and he was instrumental in establishing an um Hofmann museum out at. . . a room, a Hans Hofmannn wing I guess it is at Berkeley, the university.  He’s done a lot of things like that. 

BS:  A service for the field.

CB:  Real astute, yeah.

And there are two of these prints for each month, and there’s quite a variety

BS:  Really lovely

CB:  Wittenborn.  That’s the address

BS:  Are they sold around town?

CB:  No.  You can take the address and write to them and . . . I’ll take the other calendar down.  There’s more information on that.  This is uh, a Bonnard.  Very beautiful.  See all the. . . cut her locks. . . feel the surface 

BS:  We were just looking through a fine book on Bonnard this past week 

CB:  It’s a beautiful Monet.  There are two here.  They thought so much of it I suppose that they reproduced it twice.  Good drawing.  Leger.  That’s the. . .present one.  Isn’t that a stunner?  She smokes a pipe.

He had a  big show.  Did you see it?  It was in Chicago.  Then it was out in Los Angeles.  I saw it both places

BS:  I love his stuff. . . Dubuffet

CB:  Yeah.  I don’t like the things he’s doing now.  I like these earlier ones, like children’s drawings, like graffito

This is an interesting guy

BS:  Really are nice calendars

CB.  Yup.  Beautiful prints

BM:  How much are they?  

CB:  Well, the whole thing comes to about. . . under 4 dollars I think it is

BS:  I think they just put one out on the Tobin show.  I saw it.  It just dawned on me that I’ll bet they’re the same people.  

BM:  You think they have catalogues of their calendars?  

CB:  Let’s see, this is uh 71, last year’s.  You’d be surprised who that is.  Vlaminck.  Matisse drawing.  Derain.  I don’t know this guy.  Hundertwasser [reading slowly] Hundred water.  Hundertwasser  [19:12]

BS:  Pissaro.  That’s interesting.

CB:  Marino Marini.  He had a lot to do with Hitler er uh Mussolini.  I think he was Secretary of Art or something like that . . . when Mussolini was . . .

BS:  I saw a letter recently by Emile Nolde to  uh Hitler.

CB:   Oh?

BS:  Yeah, asking why he was being picked on since he was such a good Nazi.  

CB:  I knew him [BM speaking in background, “Leger”] when he was convalescing, in Paris after the first World War.  Then I used to see him once in a while in New York too.  He had a studio in one of those Arcade buildings, on 63rd I think it was and 8th Avenue.  And the noise.  People walking through, talking, yelling . . .

BS:  That’s a nice one.

CB:  Isn’t that a beautiful. . .

BS:  Bonnard’s colors are just incredible.  The one at the Art Institute I think is really lovely.   

CB:  Yes.  I like this better though.  This has less reference to uh impressionist ideas.  This becomes more pure color.  Just a wonderful thing.  What that blue does . . . a rose.  These tints. . .    absolute neutral there.  And that’s about as strong a red-orange as you can make.  It shows a yellow, with cadmium.

BS:  It just never gets out of hand.  

CB:  No. . . with the difference in the, in the spirit, temperament of the thing.  This thing really glows. . .  quite a nice Modigliani

BS:  I like the Miró sculpture that they had here not too long ago, at the uh

CB:  Yeah. . . Gee I don’t have the uh . . . I don’t have the information here.  Three and a half dollars for the calendar and 60 cents for packing and shipping.

BS:  That’s reasonable.

CB:  Yeah.  

BS:  Those are really nice.

CB:  I’ve bought a number of these to give to friends. 

BS:  Yeah.  That’s a very nice gift.

CB:  And uh and every month, twice a month, why they ??  remember you . . .

CB:  Like this. . . one horse here and then this one, and uh there’s uh ?? dressed like that [22:46]  , and a sky, and it seemed to be altogether too empty, but I liked these horses and I liked the foreground and uh then when I got the painting, or the drawing . . . another painting, a bigger one, something like that, then I used that background behind the horses.  Remember I said to you [BM] it’s painted a little different.  I painted the background in after the horses and uh so I had to cut around the horses somewhat and then I painted over the horses again.   So it has two dates.  But that doesn’t hurt it.  

Those are some of the many sketches that I made outdoors.  I don’t have many of them left, probably a hundred or so.  I did over a thousand.  I still do them.  I don’t often go out and paint.

?? tempera and oil.  I got Pearl to pose for the drawing of that.   Just a hot day like this.  She was pretty good.  I made a drawing out of this.  It didn’t take me very long.  

That’s the one?

BM:  That’s it.  That uh painted in ’23, and uh.  I let some dealers here have it, and they took it over to Marshall High School and . . . isn’t there such a place over by you?

DS:  Yes.  

CB:  They hung it over a radiator and the kids

BS:  aw it cracked

CB:  Yeah, it cracked, and the kids marked it up in pencil.  It was a mess when I got it back.  I let them have it too long.  They had it a couple years.  

BS:  I like the way you have people arranged

DS:  You can just feel the cold 

CB:  The rings around the moon

BM:  Yeah.  You tried a night picture.

CB:  Night.  Yeah.  . . . There’s another one I did about the same time, called “Early Mass.”  

BS:  Yes, I like that one too.  

CB:  That’s the same size as this

BS:  That’s a nice size.  I didn’t know what the size was.  I hadn’t noticed it

CB:  42 by 54 I think it is. . . That uh “Early Mass,”  I uh I painted it up on the reservation . . .onagin?? and uh I got an Indian that uh take it across the lake to have it boxed and sent to Carnegie Institute for the uh international show there, and uh, it was accepted and uh I was invited to [Rome?] and I never saw it again.  It was invited to Rome, and different places, and uh Newark, New Jersey bought it

BS:  That’s the one that’s in 

CB:  It’s uh white snow and Indians moving . . .

BS:  That’s been reproduced in that . . . book.  This one and the other one.  

CB:  The little monograph

DS:  Yeah.

CB:  I don’t have it at the moment, any of those.  Can’t get them either.  Out of publication.  I thought I had plenty of ‘em.  I had quite uh. . . they sent me quite a bunch of ‘em.  The just um went.

Remember?

BS:  I don’t remember seeing it.

CB:  I don’t know either.  I think I added that thing.

BS:  I really don’t think it is.  I think it’s just . . . it wasn’t 

CB: You know, you still see those little graves up there, all through the North.  Have you seen them?

BS:  No.  We haven’t been up there that much

CB:  When they become Christianized they’ll put in a little stone like that, or a cross.  And uh Decoration Day, the Indians go to a pagan burial ground uh take food with them and make paper flowers about so big; and they’ll put them on a stick and set them in  by a grave; and uh we were there one time and there was a couple of bunches of real flowers and they kept exchanging halves.  They’d be on one grave and the somebody’d come along and pick them up and move ‘em over on another grave.  [28:21]

. . . uh ‘pig’ is ‘conchon’ [think French pronunciation] and uh, ‘dog.’ . . . and quite a few of them have French names. . . Boulanger

We got to know them pretty well. . . ?? was the Indian’s name, and she was white.   She had blue eyes.  And uh she didn’t have the figure of a squaw.  And uh she had three boys, and they all were, two of ‘em were in the Indian service and another one worked in the grocery store, Quam’s Grocery Store.  In Walker.  And uh. . . they were very able guides.  And uh she had a sugar camp out at the end of Sugar Point.  It’s a point that’s north of ?? that juts out into the big lake.  It’s quite a popular camping area now, but at that time there was nothing there, just all these sugar trees. . . had kept for so long that they’s start down here and they got so big around, then they’d swell up like this and then the regular size of tree.  All those were scars, all around, from this V shaped mark they put through the bark and then they ?? a little spout, a drain.  And then they had all the containers to catch the sap . . . were made out of birch bark folded up, sewed together at the corners with uh the jackpine root.  And then. . . I have pictures of the place, photographs.  Then the cabin, the lodge was about the size of this studio and the poles were set up, and the roof.  And that was left all the time – and the stove.  And a great big iron kettle, so big around and about that high.  And the top of the ridge was open, about so much, and the kettle hung down from that.  Along the sides were bunks and all their gear was stored away very carefully below the bunks and then this fire . . . two rows of stones and fires built through the middle of the floor; and smoke would rise and uh that’s where they boiled out their sap and uh they’d move out there in a wagon and take all their chickens and dogs and everything, and rolls of birch bark that covered the roof and rolls of reeds, about this high, reeds are there sewed together.  And that would be the wall.  And uh when they’d get out there, they’d have their chickens and dogs and all their kids and all these pots and things.  The framework was left there entirely, but all the rest, they took them and they moved later on

. . . right on that wall.  That wall was all spattered with different colors. . . This was a nice room at one time, an amusement room here.  But fireplace and uh 

BS:  My fourteen year old son saw your one entitled “Halloween” between the third and fourth floor of the Union

CB:  At the university.  Uh huh.

BS:  He likes it very much

CB:  Yeah, I uh I gave them six or seven a few years ago

BS:  Well there are two in the math library and one in Wilson and one there that I know of.  I don’t know where the other ones might be.  But there are four hanging

CB:  They have a lot of paintings, and uh, you know you can borrow them for your office

BS:  I will do that 

CB:  Did you know that?

DS:  No he didn’t.  Look at his face light up.

CB:  You used to.  You could go in the fall when things start getting going.  Go over to the gallery and uh you can . . . yeah . . . they let you pick things.

BS:  I have heard that but I’ve never done it.  Actually I didn’t know what they had.  I didn’t know 

CB:  Well they have a lot of stuff

BS:  We’re moving

CB:  I put the receding colors on . . . they come up in front.  At the blue and the black.  These are all. . . this is uh acrylic.  The same as. . . I used to . . . I used wall paint before there was any acrylic made for artists.  What’s the date on that thing?  Is it ’60?

BM:  ‘61

CB:  Well this would be uh Liquitex, which was made by Perma(?) Pigments for artists’ use but before that I was using a Chemtone and . . . all these wall paints.  Uh NowPlex, which is put out by Dutch Boy, and um I started using it before it was made for artists.  I had to find something that would uh that would go fast, something that worked fast.  Oil didn’t seem to do it.  It didn’t dry fast enough and it’d get it into a mess and colors’d get mixed together and . . . But this stuff, it dries fast and you work wet in wet if you want to and start out in great big sheets of color and then work right over them while it’s still wet and not worry about what happens.  It always dries and come out beautifully.  Even like this.   It uh it won’t build up.  That’s one thing about it.  It uh  You get a little bit of stuff like this   You can see that . . . this place . . . or something like that.  But you have to get the texture by the brush itself.  Either washing it thin, or daubing it 

BS:  . . . a little bit when you put over. . .

CB:  See these things are just daubed on.  Now this is real thin, over a lighter area,  looks like op’. . . well it is opaque water color in a way.  And this is more opaque, thick

And then it goes . . . it goes away from the first idea, and that seems better, and then you just follow your nose and . . . whatever happens 

But uh it really isn’t that free either because there are certain qualities that I insist on all the time.  That is the opening, the three dimensional clarity and rhythm and uh the proportion of color and uh big masses of movements like this and that one goes up and that little that covers across and uh . . . Well a lot of things about painting . . . but actually the final appearance, you don’t know what it’s going to be 

I suppose in music, in composing it’s the same thing.  You start in a key for one thing

BS:  Harmonies, counterpoints

CB:  I think painting and music must have a number of analogies

BS:  This kind of painting gets very close to music because you’re not being guided by the content or a representation, and music I don’t guess ever is except when they try for some kind. . .

CB:  Yes. Music is really pure.  Good music, like Vivaldi and uh. . . Oh I got a good record of Vivaldi   These are different instruments and uh   We could play it upstairs.  I laid it out 

CB:  . . . abstractions, you get after a while. . . repeating yourself, like that one right there, and this one.  You’ll find others in the pile that are sort of repetitious.  They’re not just the same, but . . And that never happens when you’re working like this, from drawings that you find in nature.  The arrangement of everything is always quite different.  See it’s always, always very different.  Nature is more, has such an infinite variety 

Planes moving;  diagonally at different angles.

It’s more apt to crack.  And if it’s very thick and brittle and if it gets a hit from the back it will splinter. . . rolled out these   there’s a place there      and there are a couple more in here that I’ve had to repair.  Well, I think that’s the weave there.  But there were some other places like this only much worse I cleaned that up.  And then I washed it with uh Ivory soap and water.  You have to be very careful of when you wash not to get too much water on it and be sure you. . . well I use a couple of sponges, one sponge first just to wash a little area at a time.  And then a dry sponge to take off the soap, and then some [claws?] finally wipe it real dry.  And where the dirt gets into, well there are no real rough places where the dirt would fit in.  Well it could.  It could get into most any place.  You can’t get it out with a sponge.  Here’s an example of it, see?  Maybe some of the paint or something that’s come off , scrub   see those little . . . if you take a small brush, a little fingernail brush or something like that, while you’re washing it, go around and get it like that; and then after it’s thoroughly dry and you’re sure it’s clean, and give it a coat of that ?? varnish 

[41:50  Vivaldi]

BS:  I’m very interested in synergy. .  in general.  I got my inspiration from reading D’Arcy Thompson.  It’s just incredible how you find it 

CB:  I recommended D’Arcy Thompson    years   I don’t know if it’s ever caught on

BS:  When I was at Cornell, I looked through the libraries in their central catalogue.  And it’s one of the few books that is in everybody’s library.  It’s in the medical library, the mathematics library.  It’s in biology library.  It’s in the general library and it was in the art library, architecture library.

CB:  That’s interesting.  It applies to. . . It applies to everything.  You’re living and you’re surrounded by things.   ??  it’s a . . . delightfully written too.

BS:  It’s a magnificent opus

CB:  The first one I saw was in one volume

BS:  It’s in paperback in one volume

CB:  I don’t understand all of it . . . technical stuff

BS:  He was quite a scholar. . . There are parts of it that I can follow real well.  I don’t have the background of a naturalist or a biologist to appreciate all of it

CB:  There was another thing that I have. . . I wish I . . . the title.  It was called Flatland

BM:  Sure.  Dover had it out in paperback.  
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