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Run, Spot, Run
2014
Beads, papier mâché,
and mixed media
4" x 6" x 6"

Time to Take a Walk
2015
Beads, papier mâché,
and mixed media
14.25" x 22" x 23.5"

Thoughts
2014
Beads, papier mâché,
and mixed media
10" x 11" x 10"

Biggest Smile
2015
Beads, papier mâché,
and mixed media
7.5" x 5.5" x 7.75"

Polar Bear
2014
Beads, papier mâché,
and mixed media
9.5" x 10" x 11.25"

Hippo
2013
Beads, papier mâché,
and mixed media
19" x 13" x 10.25"

Orange Glow
2015
Beads, papier mâché,
and mixed media
8" x 4" x 7.25"

Dog Like
2015
Beads, papier mâché,
and mixed media
6.75" x 12" x 6.5"

Sad Bear
2013
Beads, papier mâché,
and mixed media
6.5" x 9" x 5.75"

Patterned Dog
2015
Beads, papier mâché,
and mixed media
4.5" x 3.5" x 6"

Poodle Head
2014
Beads, papier mâché,
and mixed media
15" x 15" x 14"

Bye, Tina
2014
Beads, papier mâché,
and mixed media
17.75" x 13" x 11.5"

Tigger
2015
Beads, papier mâché,
and mixed media
6.75" x 10" x 12"

Brown Ears
2015
Beads, papier mâché,
and mixed media
10" x 10.5" x 7"

Time to Take a Walk

During that period of development, I also spent some time in Chicago where I went to the

An interview with Sherry Markovitz by Barbara C. Matilsky

commanding position, and I was inspired. When I returned home I went back to work on this dog

Chicago Art Institute. There I saw an ancient lion head sitting at the top of the wall in a very
sculpture. Naturally, my ideas developed and shifted. I also thought of the Northwest coast Tlingit
masks with their wide open eyes of inlaid abalone shell. That’s where the blue eyes came from.
BCM: And were you looking for these stuffed animals, or you just happened upon them?

Barbara C. Matilsky: Sherry, What’s the significance of

SM: I look for them in garage sales, estate sales. I look for intriguing shapes, whether or not it

Time to Take a Walk, your title for this exhibition?

is smiling, and what it suggests to me.

Sherry Markovitz: The reason I like working at home is I

BCM: This dog head with floppy ears and a wide smile, titled

can wake up and just go into the studio. The first thought

Thoughts, feels very Buddha-like. You’ve transformed it into

I have is about the work. And I’ve been working on this

something transcendent.

beaded sculpture of a dog’s big head and the blue eyes

SM: There’s always that element in some piece, in every show

were saying to me, “It’s time to take a walk.” That felt so

I do. Transformation is at the heart of my work. In this case it’s

normal and a walk is good for you. It works out your ten-

the translucent eyes and the dog’s big smile.

sions and allows your mind to drift. And it’s an acknowledgment of living, of just being in the world. So it has
meaning; it has meanings beyond just the commands of

Sherry Markovitz

the dog. It’s what life is all about.
BCM: How many years have you been working on this body of work?
SM: Probably close to three, working on the paintings and the sculptures, back and forth.

SM: Yeah, a lot of humor.
BCM: The subject of dogs figures prominently in the work at this point in time. I know that over
two years ago you lost your dog named Tina.
SM: Well, the first work that I did, a sculpture called Bye Tina, was just going to be a memorial

BCM: I am curious about how you move between the paintings and the sculptures. It looks like

piece for Tina. But, I kept going. I went through our local dog park, where Tina and I usually

the paintings and the sculptures inform each other.

stopped to rest for a little while. One day, I sat down there to just watch the dogs. I don’t know

SM: The sculpture titled Time to Take a Walk is directly influenced by several black and white

Time to Take
a Walk

BCM: And there seems to be humor.

what happened, but something clicked and I started to photograph the dogs.

paintings, such as Lily. The large bold shapes drive the work. I also think about Leger’s black

BCM: I’ve seen your other paintings, but these are the most representational, the most realistic.

outlines. The underpainting in the sculptures also derives from being a painter.

The other bodies of work are a lot more abstract and simplified in form. These animals appear

And at the same time, the piece starts talking to me.
It guides me. What started out as something fierce,

anatomically correct. And their expressions are so believable. How do you develop the composition in these paintings?

scary, and black became something different, particu-

SM: I shoot numerous photos, sometimes 50 or 60 a day, but not every day. I like looking at

larly when I created the eyes in this work. This was

them until something becomes memorable in some way. I look at the photos over many days.

really significant, because there are no eyeballs. And

What I am looking for is the rhythm, the expressions, and body positions. And images that

eyeballs are usually what gives expression. So there’s a

might work together.

mask-like quality to it.
BM: What motivates you to begin a piece?

BCM: When did you start to use photography in your work?
SM: I started using photography in my first pieces in graduate school, and continued

SM: All of these sculptures start with a stuffed animal

through some early work. Then I stopped and didn’t really use it again until the doll paintings

that I “rearrange,” as in this work, a large stuffed dog

in the early 2000s. I would try various setups and photograph each one and then use

initially interpreted as being a formidable black piece.

them for reference.

Thoughts

BCM: What’s the title of this painting?

BCM: It looks like you’re enjoying working with color. Can you talk about your medium and the

SM: Sniff. For obvious reasons . . . everyone is sniffing someone, except the Pit Bull. I like his

process of staining, which adds atmosphere to the work?

muscles and tongue. I also liked painting the fur of the animals and developing the rhythm of

SM: The paintings are gouache on fabric with thread. With the staining, I just let it happen. I

the composition.

use a spray bottle with the intention to erase some of the intensity of the color. As it starts to

BCM: So you were searching for the texture?
SM: Texture, and the natural choreography of the dogs. I wanted them in motion. There are a
few portraits, but they’re not true portraits in the traditional sense. This painting, Two Portraits,
is very emotional. I’m contrasting the vulnerability of the Australian Shepherd with the playful-

stain, I then pull up the color of the animal. It’s a process that grounds
the animals. I love the resonance of color.
BCM: I notice that you piece together the cotton fabric. Why do you do
that and what is the effect?
SM: Well, part of it is practical. When I use fabric, I cut it to a size that

ness of the poodle.
BCM: Is it the animal behavior that interests you?
SM: It’s the animals’ relationships to one another. And I think this painting is a lot about the
daily-ness of things. The movement is about the moment. I think a lot of my other work has

I think I want. Sometimes the painting is too large and I’ll tear it down.
Then, it might be too small, so I’ll re-attach it by sewing.
BCM: It adds another layer to the composition.

been about stillness. I needed the photographs to record, because dogs are so quick.

SM: It’s not without beauty. I love repairs.

BCM: Do you think that by observing the animals that you learn a little bit about yourself?

BCM: Can you talk about how your work has changed over time?

SM: I learn a lot about myself, and I learn from the animals. They’re very sociable and direct,

SM: The earlier work that reflects the loss of my mother and father is

if you closely observe their signals.

mostly about memory and our relationships to one another. The dogs

BCM: I’m fascinated by the story behind each of these works, such as Regrouping.
SM: And that is exactly what’s going on. When there are a lot of dogs, sometimes a pack of
Blind Larry

them will pick on one. One time, there was a shy rescue dog that was fairly new to its owner.

2015
Gouache on cotton
26.5" x 28.5"

All of sudden, all these dogs began grouping around him. He began wailing and it was upsetting

are also about loss, but are more about the present and keeping everything in motion.
BCM: What is it about the animals that attracted you? It’s been such an important thread in
your work over the years.

to the dog’s owner. I often have difficulty taking

SM: It happened after my dad died. After I made a photo-based piece Women: Body, Space and

photographs at that moment because dog owners

Personal Ritual shown at and/or gallery in 1977, I felt I couldn’t go on with that kind of work. I

get very panicked and I have empathy for them.

needed color for calm. When a person has a big loss the world often looks grey. Color brought

BCM: You describe these multi-animal compositions in musical terms . . . operatic.
SM: Because the paintings are about complexity
and rhythm. And the dog’s soundless barking.
BCM: In another painting, Blind Larry, you’re
captivated by a Pit Bull.
SM: Yeah, by her eyes. She’s blind and likes to play.
She often runs into things, but the other dogs don’t
seem bothered. I am also interested in contrasting the defenselessness of this dog with her giant,
heavy harness.

me back to life.
At that time, I started working on a collaborative public art project—the Viewland-Hoffman
Electrical Substation in the North End of Seattle—that involved the folk art of Emil Gehrke. He
believed in the power of color to heal and painted his windmill sculptures with brilliant colors.
BCM: Did the taxidermy heads that you found and used in your earlier sculptures influence this
direction?
SM: They did. When I saw the taxidermy head forms, I felt a charge. It was a visceral reaction,
impossible to describe, that I recognize and depend on. I am always looking for that. They sat
in my studio for a year before I figured out what I wanted to do with them. They’re very sinuous
and elegant. I could travel emotionally so much further with animals.
BCM: We haven’t discussed the process of making the sculptures.

Detail of Lily

SM: Usually I’ll bring home a stuffed animal that’s captivated my imagination. I’ll take it apart,

about her dog. It’s about the relationship and the moment.

cut off the head, and dip it in rabbit-skin glue. At that point, everything’s wet and floppy. I’ll kind

It’s about when her dog went blind, she taught him how to

of move it around, shape it, and then let it dry. They can sit for a long time until I know what

play piano. I thought to myself, it’s okay that you’re doing

I want to do. And, then, they can be very inspiring but emotionally exhausting to work on. At

this body of work. But I did have my hesitations.

some point, I begin to see colors and then I am guided by the piece itself. All I have to do is
listen.
BCM: I know that you look at art all the time, from tribal work to contemporary. Would you talk
about some of the historical artists who have impacted this body of work?
SM: I think, the tribal influence comes out in the sculptures more. They are about transcending
boundaries, whereas the paintings are really about painting. It takes total concentration and
I can only paint for a certain amount of time. The marks that I make on fabric are semi-

BCM: Is it because there are so many dog images around?
SM: I’ve started to notice that there’s a dog in almost
every commercial. They have no part in it, other than
being a dog. They have no relationship to the product
but they communicate loyalty and trust.
BCM: So, there’s a strong relationship to popular culture.

permanent. You can never really erase on fabric. It’s a process of building up thin layers of paint.

SM: Yes, but only in that it’s in the DNA of the current

So, there’s a lot of technical stuff, a lot of focus, and a lot of just being there with it.

culture. I think that it’s a calming effect.

BCM: And how do the old masters play in?
SM: Well, I actually look at brush strokes, and how the

BCM: You’ve transformed the image of the dog into your own personal language, which is why
this body of work is important.

artists accomplish a fur trim. Gilbert Stewart made some
beautiful, domestic paintings of women and children. And
Ingres . . . I love his mastery of textiles, velvet, silk, and
lace. I look at Lucian Freud’s people and dogs, the heft and
the quality of paint, how visceral the paintings are. He had
mastery of the physical body. In the Art Institute of Chicago,
I used to look at all those old Delacroix paintings and never
knew quite what to make of them; they were always so
overwhelming. But, I think they stuck in my head, and it
became important in this work to master that.
Detail of
Two Portraits

BCM: Who are the contemporary artists that you are thinking about?
SM: Hannah Wilke . . . it’s so interesting what she did with her body, a kind of—mutilation is not
exactly the right word—more like an intervention. But, you know, performance pieces like sticking
gum all over herself. Then her video tape of observing herself when she was ill with cancer and
the deterioration and the ravishment to her body. So, this feeds into my concern with the body.
BCM: So, you are fascinated by both human and other animal bodies?
SM: Right. And that’s where the identification is, in the physicality. When I look at a Pit Bull
or a little poodle, I’m looking at what that physicality suggests.
BCM: You mentioned your interest in the work of Laurie Anderson.
SM: Laurie Anderson came out with this lovely work, Heart of a Dog, It was after her husband
and her dog died within about a year. It was helpful to me, because she talks about how it’s not
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Lily
2015
Gouache on cotton
45" x 53"

Mac and Annie 2
2014
Gouache on cotton
28.5" x 37.5"

One Black, One White
2014
Gouache on cotton
39" x 36.5"

Black and Tan
2015
Gouache on cotton
31" x 40.5"

Carmelita and June
2015
Gouache on cotton
34" x 29"

Great Danes Playing
2014
Gouache on cotton
33" x 44"

Two Portraits
2015
Gouache on cotton
43" x 30.5"

Sniff
2015
Gouache on cotton
46" x 44.5"

Sniffing and Rolling
2015
Gouache on cotton
50" x 45"

Rollover
2014
Gouache on cotton
42" x 34"

Boston Terrier
2014
Gouache on cotton
25" x 32"

Regrouping
2015
Gouache on cotton
58" x 43"

Nine Dogs
2014
Gouache on cotton
43.5" x 45.5"

Grace and Jasper
2015
Gouache on cotton
44" x 40"

Yuki, Teddy, Anna
2015
Gouache on cotton
31.5" x 35"

Dog Park: Ten Dogs
2014
Gouache on cotton
55.5" x 54.5"
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