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Except where specified, the following is drawn from an interview with the artist on November 16, 2001.
Meyer Lieberman grew up during the depression. He showed promise in art while in school so his

mother asked his art teacher if Lieberman should become an artist. The art teacher’s response was that, unless
Lieberman wanted to starve, he should be an astronomer, not an artist. Lieberman chose to be an artist anyway
but kept astronomy as a strong hobby for many years.

Lieberman served in the Coast Guard during World War II and afterward studied at the Art Student’s
League for five years on the G.I. Bill, graduating in 1950. His first mentor was Reginald Marsh, whom
Lieberman describes as the “Hogarth of New York City” (William Hogarth [1697–1762] painted English
society from the point of view of the common man, revealing the seamier realities of life in England during the
18th century). At first, Lieberman imitated Marsh, painting humble scenes of women shopping at Gimbel’s and
the like. Soon, however, he moved away from those subjects as he became interested in music and children’s
games. In both cases, participants are totally absorbed in what they are doing and are quite uninhibited. Two
other themes have captivated Lieberman. When he and his wife bought property in Woodstock, New York, he
was enchanted by his first spring in the country and started painting landscapes. Religion is the other theme he
explores in his paintings. Proud of his Jewish heritage, he paints religious ritual and biblical subjects. He also
enjoys the brightness of colors in warmer climates such as that of Israel.

Just as Lieberman’s themes initially derived from those of Marsh, Lieberman’s way of painting also
began with his teacher. Marsh trained his students to draw rapidly, at first giving them 15 minutes to capture an
image and then working down to 1 minute. This technique enables Lieberman to draw on the spot and finish a
painting in the studio, which creates a freshness and immediacy in his work. For 25 years, he has incorporated
a pointillist technique in his oils, watercolors, and prints. Lieberman’s technique further developed when he
studied at the Pratt Graphics Center with Andrew Stasik, whose active, dynamic style fit Lieberman well. In
addition, Lieberman is excited about color—which shows in his paintings. The New York Times had this to say
about the painter: “Lieberman is a fanciful artist. . . . His manner is not in any way realistic, but the pictures are
essentially dependent on acts of amused observation of the life going on about him. He is fond of chopping up
his subjects into semi-geometrical patterns and color is vivid and appealing” (Preston, 1954).

Lieberman’s work has been recognized with one-man shows, group shows, and collections. Of his
many one-man shows, he is particularly pleased with those at the Jewish Museum and the Bodley Gallery, both
in New York City, and at Brooklyn College. His work has been included in a group show at the Museum of
Modern Art in New York, as well as in many other galleries and universities. Private collectors throughout the
world also own Lieberman’s work, but he is most proud of having one of his pictures in the Beit HaNassi, the
president’s residence, in Jerusalem, Israel, which is, of course, the equivalent in the United States of having a
painting hung in the White House.

The illustration on the cover of this issue came about when Lieberman used his concert program to
sketch Alicia de Larrocha while listening to her play Bach. Lieberman and his wife, a psychologist retired from
22 years of teaching about imagination and play at Brooklyn College, discussed the petite pianist and decided
that despite her being somewhat new to the concert scene, she walked onto the stage as though entering a
bullring. She played with great strength and vigor. As Lieberman listened to her playing, he imagined flowers
growing around her and incorporated them into the finished work. When asked about the flowers, he said,
“Some things in a painting you can’t account for—they are just there.”
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