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Sarah Faux interviewed by Lauren Britton 

 

Lauren Britton When did you know you wanted to be an artist? 

 

Sarah Faux I think in first grade.  

 

Lauren Do you have a memory associated with it? 

 

Sarah I remember thinking in first grade that this guy was my boyfriend. I didn't tell him 

he was my boyfriend, I just remember thinking… that he was a good at drawing, and I 

liked drawing too. So obviously we were together. 

 

Lauren Did you make a lot of drawings when you were younger? 

 

Sarah I think it was something I really liked to focus on, I could spend a lot of time 

drawing and doing making art, it's always easy in retrospect.  

 

Lauren What has been your formal education so far? 

 

Sarah I went to RISD for undergrad that has been my most formal education. I did a duel 

degree with Brown. Now it's an official program. When I was doing it, it was just a kind 

of renegade transferring credits, so it was four and a half years.  

 

Lauren How has your work changed since school? 

 

Sarah I think that when I was in school, there were so many influences. I was learning 

about Modernism, so that's a big deal, and also discovering contemporary artists. I think I 

was taking a lot of tangents, which was fine. When I got out of school I started to focus in 

on why I was making work and what was most deepest, present impulse to make things. 

It made my work a lot more focused, and it pushed the work a lot further.  



 

Lauren What is it that you're dealing with in the work now? 

 

Sarah There's big themes that I think about a lot; about bodies and physical experience. I 

came to that from thinking about ‘out of body’ experiences and feeling dissociated from 

the physical world, thinking about how to depict sensory experience, visually. I want the 

paintings to have a visceral quality and evoke private, physical experiences.  

 When I was in high school I would draw a lot of self-portraits, and I would 

always be dealing with bodies that were always enclosed and had internal spaces within 

them. When I got into undergrad I would think, "maybe I should make geometric 

abstractions, or maybe I should be a conceptual artist." And then I got out of school and I 

realized that what I wanted to do was draw more self-portraits and draw from memory. I 

want to think about things that are physical, and I immediately came back to what was 

important to me the whole time.  

 

Lauren During your time away from school have you been working? 

 

Sarah Yes, I work for a painter Melissa Meyer. She was a teacher at RISD, a visiting 

artist when I was there. She's been such an amazing person to have in my life. She's been 

an artist in New York, living primarily off of her work for decades. She's a total old-

school New Yorker, she grew up in Queens.  

 

Lauren Your painting has been getting some attention recently since the Dying on Stage 

exhibition, what do you think about Sharon Butler’s notion of The New Casualists with 

the essay she wrote for that exhibition?  

 

Sarah It's interesting because it's not a movement that I would immediately identify with. 

She's picking out a trend in contemporary art. I would probably just call it ‘painterly 

painting’, and not "New Casualism," but I don't think she's incorrect with what she's 

saying. But I do think a lot of artists have arrived at painting in a painterly fashion for 

different reasons. And the way Sharon talks about New Casualism in her first essays was 



kind of like “oh these artists are looking at the Internet and they're thinking about 

drawing from all kinds of sources,” and that's not how I think about it! So that I don't 

identify with that. My inspiration to make work comes from a lot times from literature 

and from imagery that I'm reading in novels that I'm really loving. It's always similar 

physical experiences described beautifully that will inspire me to make work and I'll do 

drawings before I make paintings, sometimes I'll make a lot of spontaneous decisions, 

and overhaul paintings completely like pour paint all over them and erase them and 

things, but I have a structure to what I'm doing, and I have criteria. I couldn't make a 

painting of any photograph from the Internet and say ‘this is my work’ and present it 

happily. Each artist in Dying on Stage has a rigorous studio practice that has certain 

restrictions and parameters. 

 

Lauren What is your studio practice like? 

 

Sarah I really like to work in the morning. So I try to come as early as I can wake 

myself, so probably around ten, to be honest. I do a lot of sitting and looking at my 

paintings and I think for a long time about what I want to do. And when I make a move 

sometimes I get really crazy and reckless. My studio practice has shifted from a lot of 

painting time, to a lot more thinking and drawing, and making works on paper, and 

stepping back from making and then acting. And there's some kind of level of restraint 

there. I think my paintings were getting super overworked before because I was like "I'm 

gonna’ work so hard! I'm gonna’ paint on this painting forever!" Also it's so pleasurable. 

So now I do a lot of sitting in this chair and staring.  

 

Lauren Do you make a lot of drawing of your paintings during, or do you make a lot of 

drawings before hand? How does that relate? 

 

Sarah I draw all the way through. I keep a notebook with me all the time and write down 

things that strike me that might relate to my general project, and I make sketches, and I 

draw from life, and I draw from memory. Sometimes really stupid, really tiny, little stick 

figure drawings, you know. And sometimes those make the best paintings, you don't 



know! And, I'll turn my paintings upside-down, and look at them and draw them upside-

down. I put them on the floor, I'll take them outside and spray-paint them. 

 

Lauren How did you come to all the different materials that you use? 

 

Sarah I started using dye when I moved into a different studio and I didn't have a glass 

palette yet, so I couldn’t really paint. So I just started taking canvas, and dying it cause 

that seemed like the easiest thing to do. And I really like that you could get this deeply 

soaked in mark, and a mark that was very much on the surface. I can show you… 

 So for this I dyed it, that green-chartreuse dye, then stretched it, the painted on it 

with bleach. All the lighter yellow is bleach. Then I sized it with rabbit skin glue, and this 

is oil on top. This is an earlier one, it's more nebulous- I didn't really figure out the image 

totally. There's one in the show that's red and white that is the same process: dye, bleach 

and then paint on top. I'm all about the surface of the paintings being analogous to the 

content of the paintings. There's a closeness and physicality, and there's some distance. 

And that's the duel-nature of being intimate with other human beings. You have this 

feeling of never knowing them, and this feeling of know everything about them. So I'm 

thinking the surface can be something analogous to that. The dye seems like the deepest 

mark you can make, and maybe spray-paint will be a moment, the most superficial. It's 

not one to one. I think it helps to get that metaphorical juice flowing.  The oldest mark is 

here and the newest, fleshy popping mark is probably there, which would be if you were 

actually looking at a body this would be receding in space. I think that creates some kind 

of emotional dissonance or something that is evocative. 

 

Lauren How long do you spend on a painting? 

 

Sarah I think it really depends. For some the actual painting time is only five minutes, 

but I maybe spent two weeks looking at the painting in between steps to figure out what 

am I going to do. And maybe for awhile I thought, "oh it really has to be this way, and at 

the last second I realize I just have to do this." The ones that I have up right now are 

much more worked. But this one I think I overhauled it three or four times. I think it went 



through different iterations and developed more slowly, and that painting also had a 

different composition starting out, it was going to be a torso, but it just needed a different 

composition, and I had done a drawing that looked like that.  

 I make a lot of drawings that are in rectangles, so they're just composition 

sketches. Sometimes I just draw from life, I draw my boyfriend a lot. I draw myself but 

not usually looking in the mirror, just drawing like maybe I'll be in the shower and my 

body will be in a certain position and I'll go back to my room and make a drawing of that. 

 I think that drawing is a way to not overwork my paintings, which I think I'll do 

given the opportunity. It has helped me so much in the past two years to start drawing a 

lot more, for awhile I was doing all my drawing on the canvasses, it was too much for the 

paintings to bear. So it helps to make a million things and kind of figure it out on paper 

and then jump over to the canvas. 

 

Lauren Do you find it to be a problem to be a woman in the art world? 

 

Sarah I think it's different to be a woman. I'm not sure how much I'm reading into what 

goes on, but I think that there are more male artists that are able to find people to buy 

their work, show their work, represent them without going to grad school. Just on their 

cool factor. Which I think is based on the tradition that buying art is an investment, and 

traditionally male artists have done better so it's sort of a self-perpetuating cycle. Like 

"who should I invest it? Well, this person's more likely…" I think that may be shifting. 

 

Lauren Do you see queer and feminist issues dealt with in painting currently? 

 

Sarah I remember Angela Dufrense was on a panel at RISD, and it was all male 

professors who I think were younger than her, and Marlene Dumas' work came up and 

she does those paintings of strippers and stuff and they were talking about the paintings 

in this very formalist way and relating them to whatever dudes they had been talking 

about and Angela was like "There's a pussy there! There's a pussy!" And I remember 

being like "Oh! You're allowed to say that! You might even be allowed to paint that!" 

She's brilliant. She's very fearless. 



 I've always had gender on my mind. I was definitely a feminist from a very early 

age. And it took me awhile to figure out my sexuality and I think that drawing in high 

school was always sort of linked to that. I always thought there was something in painting 

that was going to help me figure out gender issues and that was a place to fool around 

with that. It's been interesting thinking of myself as a feminist and going into the art 

world. I would love for there to be a younger generation that's doing something that is 

feminist or that is like gender-conscious or abhorring gender, where's that's like an issue 

that can be talked about.  

 

Lauren Do you do things outside of painting and drawing? 

 

Sarah No. That was definitely an anxiety of mine at one time. I need to be more 

interdisciplinary! I think it's very natural for some people it's very necessary for them to 

do different mediums. I really would like to try out ceramics. I think it's a beautiful 

medium, similar to paint, slippery and wet and all of those things. I'd like to be doing 

more dance or theatre, something more physically demanding and see what that feels 

like. I've wanted for a long time to do the Alexander technique, which is about body 

positioning. You relearn how to do every single movement like you're a baby. There's a 

way in which you can reorient your arm, and feel like you have a baby arm on this side 

and suddenly on this side you feel very tense. It would just make you very aware of your 

physical, how you hold yourself. 

 

Lauren How do you think about the accessibility of your work, being a painter? Is that 

something you are conscious of? I wonder about the interdisciplinary approach as 

possibility being more accessible to other audiences. 

 

Sarah That’s one thing that is really nice about Miranda July, you know, that she's very 

accessible. That's something I think about a lot. Even though I am sticking to painting 

which is not as accessible as making a feature length film. It's always nice to feel like 

you're communicating to a broader audience than only you're friends that went to art 

school with you. I use figuration, which really helps people who are not artists to relate to 



my work a lot of time. I'd like to figure out how to write more eloquently about my work 

and make it so it has some type of reality to it that would go beyond art world dialogues. 

That feels like an important thing to do.  

 There's kind of balancing, you don't want to be pigeon-holed but you want also to 

communicate to a larger audience. So it's something that I'm always thinking about, and 

I'll make paintings and put them out there and see what comes back to me.  

 For awhile my paintings were a lot more ambiguous, even more then they are 

now. It was harder to read an actual body in the work. And a lot of times they would be 

misread. I had that show before with Tatiana Berg and I was getting people coming and 

saying , "Oh… is that like person bending over? Is that a foot? I see like eyes maybe?" 

And I was like, "Oh, these paintings are not communicating effectively.” That is not the 

response that I want. I want there to be a specific set of parameters. I don't want this call 

and response, improv, whatever you want it to be. I was too shy at once point, but now its 

like: those are boobs, those are hands, this is a body. Maybe there's some obscuring going 

on, some abstraction going on, but before I was going in the other direction, I was 

thinking about boobs but I was a little too shy to paint the boobs.  

 Now, there's a self-containment in the rectangle that's got a strength to it and 

interior logic, and there's also like a woman bent over in a potentially vulnerable position, 

and with the head cut off that's kind of sets it into a tail spin. I'll be thinking about that 

and that will come up when I'm talking to people. I find that very gratifying. That is 

something I would like to be able to be in control of. So I'd make a drawing that would be 

more literal. And when I was painting I'd obscure it. And make it look a little painterly… 

This was from an image of crossed legs, looking down at my own legs. Looking down, 

with one leg, and a little foot jutting out. But like, why are there all these stripes? And 

why is it so unclear what's going on?  

 I was thinking about technique, making a beautiful painting, how to make an 

abstract painting, how could I conjure up feeling, and I was like oh mystification, make it 

kind of murky, figure out how to be evocative that way. But then actually I can make a 

painting that is much simpler. I think the main difference in the past couple years is that 

I'm not using patterning anymore. I've been more able to cut out the visual noise, that was 

a crutch. You can learn cool painting tricks and you can employ them and sometimes 



that's really helpful and sometimes it's a cover for what you're actually doing, that's 

maybe personal, and maybe you're afraid people won't like it. 

 

 

 


