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INTERVIEW WITH RAYMIND PUCClNlZlXI 

Date of Interview: 21 September, 1974 

Interviewer: Ruth Teiser  

Transcriber: Ann Weinstock 

1Tape, 2 Sides .... 

R.P.: 1904, May 5. South of  Market S t r ee t .  

Teiser: Oh r e a l l y .  Where? 
9, 


R.P.: J e s s i e  S t r e e t .  And wel l ,  I don't know how long we stayed on 

Jess ie  S t r ee t ,  but  w e  then moved t o  Henry S t r ee t  in San Francisco. 

Teiser: Who were your parents? What w e r e  t h e i r  names? 

R.P. : 	 My ' fa the r ' s  name was Antonio; he could hardly speak any English. 

And my mother's name was Pear l .  

Teiser:  Had she  come from I t a l y  too? 

R.P. : 	 No, she hadn't. Well, anyhow, my mother was very i n t e r e s t ed  i n  

9~ 	 music. So I got kind of a musical s t a r t .  She'd s tudied singing,  

and kept on s inging . a l l  my childhood. German l i e d e r  music, and. 

PI 	 mostly Schubert, and old  I t a l i a n  music. S c a r l a t t i  and so  on. sY' 
tha t  I consider a very good s t a r t .  I met many musicians i n  my l i f e ,  

I 
t 

great  composers and b i c i a n s ,  b n y ,  many of them. The first one, 

however, i s  i n t e r e s t i ng  to* me, and t h a t  is t h a t  I met, when I was 

eleven years o ld ,  Saint  -Saens ,t h e  famous di rector ;  my mother 

went t o  s ee  him f o r  something about music, e m  6 i c h  I didn' t  know. 
* 

Teiser : He was in San Francisco? 

R.P. : 	 He was i n  San Francisco i n  1915, and I s t i l l  remember him. . 

And i n  1910, I was s i x  years o ld ,  and t ha t ' s  when I decided 



R.P .: t o  be an a r t i s t .  My mother would go ou t  shopping o r  something 

in t h e  street, and t h e r e  was an a r t i s t  who was j u s t  from I t a l y  

4,
who could hardly speak English, and h i s  name was Mateo Sandona. 

One day he  came up t o  h e r  and sa id . ,  "Madam, I ' v e  been watching 

you f o r  some t i m e ,  and you're the  i d e a l  Madonna. You look j u s t  

l i k e  a Raphael--the f i r s t  time I ever  heard of Raphael--and I 

would like t o  pa in t  o r  draw your head." So my mother sa id ,  "Well, 
would 

you '11 have t o  ask  my husband whether t h a t  w 4 E t  be a l l  r i g h t  p r  

notn1laughter] in t h e  godd old-fashioned way, and ~ K X $ s-j 

so  he  was the re  t h a t  evening. And yy f a t h e r  and he  gpt along 

very wel l ,  and of course she  posed, and so  I had a brother  

was much yo-ger and he was t&echi ld ,  & he d i d  a mother and 

chi ld ,  o ra~adonna  and ch i ld .  I would play amongst h i s  pa in t s .  

He  had some very l a r k e  reproductions of paint ings  too, which I 

thought were wonderful. I watched him work, and he  had a very 

n i c e  s tudio ,  near  S t .  Jospph's ~ o s p i t a l ,  is t h a t  Buena Vis ta  Avenue? 

Buena Yis ta  Avenue, and i t 's  probably s t i l l  the re .  

And so,  from then on, I wasn't q u i t e  s a t i s f i e d  wi th  o the r  

wdrk o r  doings; I wanted t o  draw and p a i n t  and s o  f o r t h ,  although 

I ' d  done l o t s  of  drawing before.  You know, chi ld  drawing, crayonsf 

were always around. W e l l  anyhow, I faxed myself t o  t h a t ,  and I 

never gav&$it up. 

Teiser: Amazing. 

R.P.: hen a t  school, I was considered very good a t  drawing. I got  t o  

high school, Lowell High School, which was very important i n  my 

l i f e .  I th ink my other  schooling might have been s l i g h t l y  

'# 



R.P.:  	 negative,  but  Lowell High School became p o s i t i v e  i n  my l i f e .  

And I have a g rea t  f e e l i n g  f o r  Lowell High School even t o  t h i s  

day, because I w a s  a b l e  t o  do many th ings  which I wanted t o  do. 

It was a l & e r a l  a r t s  h igh school, and I could-- w e l l ,  t o  make 

i t  s h o r t ,  I had twelve years o f  h i s to ry ,  twelve years  of  language, 

and twelve years o f  l i t e r a t u r e ,  English and American l i t e r a t u r e ,  

in four years  of  h igh school. I d idn ' t  s t a r  too much i n  some 

of t h e  c lasses ,  t h a t  is, in some others ,  but  in these  I was very 

good, and t h e  teachers  a l l  wanted m e  t o  be  a w r i t e r  t h a t  a taught 

wr i t ing ,  and t h e  pa in t ing  and a r t  teacher  wanted me po be m~ 

an artist. 

She--her name was Miss O'Malley, a very f a t  I r i s h  ( I  suppose) 

d i s sen te r ,  maybe from Ire land;  she  wasxdgt very Irish--Miss 

0 ' ~ a l l e ~ ,  W e  drew from p l a s t i c  was my f i r s t  r e a l  drawing teacher.  

c a s t s .  And she  named m e  Leonardo, from Leonardo da Vinci. W e l l ,  

I ' m  ashamed t o  say I was already about fourteen,  and I didn ' t  

know about Leonardo da Vinci, bu t  I went t o  t h e  l i b r a r y  and I 

[Laughter.] W e l l ,  	 w glooked him up. j u s t  l a s t  n igh t  I w a s h e a  

the  words of  Leonardo da ~ i n c i x r i g h t  he re  s i t t i n g  rrbght &z 

here.  So I 'm s t i l l  with Leonardo da Vinci too.  

Then of course, a t  t h e  end of a school year  o r  two, I don't  

remember, she  sen t  my drawings i n  f o r  an a l l -Cal i fornia  exhibi t ion .  

of  high schoal  s tudents ,  and my drawings were s e n t  t o  every high 

school in Cal i fornia  in exhibi t ion .  And t h a t  I suppose was q u i t e  

encouraging. 



Teiser: 
wereWhat kind of sub jec t s  weae you drawing? 

R.P.: Oh, t h i s  w a s  mostly p l a s t e r  c a s t s ,  o r  j u s t  f igures ,  o r  a head, 

o r  a l i o n  o r  something. It w a s  kind of academic, I would say, 

but  it w a s  r e a l l y  t h e  b e s t  academic t r a i n i n g  I ever  hadk, because 

it  w a s  very s o l i d .  She had s tud ied  xk here in Florence, and w a s  

q u i t e  crazy about I t a l i a n  art, and s ince  I was ~ t a l *  she  thought 

t h a t  was j u s t  wonderful. So, it w a s  a b i g  help .  

Then t h e  English teachers w e r e  a l s o  very b i g  helps t o  me .  

". 
Because t h q h  I r e a l l y  have even t o  t h i s  day an excel lent  back- 

ground in English and American l i t e r a t u r e .  So t h a t  although I 

did  no t  take  any un ivers i ty  coursestin these ,  I would EI not  draw * back from discussing these  th ing  t h  a un ive rs i ty  professor,  which 

' ,-
done dl,---' I ' m  no t  saying t h i s  t o  brag; I ' m  t a lk ing  

about how good Lowell High School was. 

And i n  h i s to ry ,  I had a very good background. These things 

helped m e  in later l i f e ,  these  twelve years and twelve years and 

twelve years,  becauee l a t e r  on when I began becoming a professor,  

f o r  ins tance  when I taught a r t  h i s to ry ,  a t  Queens College, I was 

ab le  t o  use my h i s t o r i c a l ,  l i t e r a r y  a s  w e l l  a s  my a r t  background. 

So t h a t  I became a very a b l e  teacher i n  a r t  h i s t o r y  a t  Queens 

College. So I ' m  very t h b k f u l  f o r  these  th ings .  

Teiser: Did you go t o  t h e  San Francisco A r t  I n s t h t u t e  o r  d id  you j u s t  go--

R.P.: W e l l ,  t h a t  is something d i f f i c u l t  t o  answer beaause I went the re  

f o r  such a s h o r t  time. It was on Market S t r e e t  at the  t i m e  when 

Il went, and I went f o r  a very shor t  t i m e .  I was--



Teiser: Right a f t e r  high school? Right a f t e r  Lowell High w a s  t h a t ?  

R.P.: No, i t  w a s  a few years l a t e r .  While I was still  Fn Lowell 

High School, during my last y e a r 1  don't  know how I d id  i t  now, 

I don't know where I got  t h e  energy, i t 's  incredible--during the  

l a s t  yea r  I had a t ry-out  at  t h e  Greek Theatre a t  Berkeley, 

Cal i fornia ,  and much t o  my astonishment was  given a scholarship  

f o r  t h e  school o f  t h e  thea t re .  And t h a t ' s  how I met t h i s  ~edwig'cu 

Rei.$er t h a t  I mentioned. 

Teiser: 
V

HedwigB--

R.P .: Reicher, r e a l l y ,  Reicher; I can ' t  pronounce German. And many o the r  

g rea t  names of t h e  t h e a t r e  of t h a t  time. Maurice Brown was t h e  

head of t h i s  group; Maurice ~rown? I r v i n g  ~ i c h e l ,  many o the r  great  

3
people of t h e  time including John Copper Powys, and many more famous 

people but  less good. And4fks  famous ones. Though I l a t e r  learned 

j u s t  now here  in I t a l y  I learned t h a t  Maurice ~ro&f& d6d 

some of t h e  g r e a t e s t  things t h a t  have ever been done i n  England 

in t h e  thea t re .  A man of the  t h e a t r e  j u s t  t o l d  me  tha t ;  he looked 

at me in astonishment when I t o l d  him t h a t  Iwas a scholarship 

p u p i l  of Maurice row&. But I didn ' t  q u i t e  r e a l i z e  t h a t  a t  the  

t i m e .  I knew he was marvelous, and I hero-worshipped him and 

a l l  of  these  people. 

Well, s o  I went t o  high school, and in the  n ight  I acted i n  

plays and things,  and at the  Universi ty of Ca l i fo rn ia  the re  w e r e  

t h e  Wheeler Hal l  p layers ,  and I ac ted  in a number o f  things 

there .  



Teiser: This was while you were s t i l l  in high school? 

R.P.: Y e s .  But then when I f in i shed  high school, I went more deeply 

i n t o  t h i s  same thing. And acted in ancient  Greek--all i n  

English, of course--Greek plays ,  and var ious  o the r  th ings .  

Modern plays,  Paul Claudel, and d i f f e r e n t  modern mtkk w r i t e r s  

of  t h e  time. Many others ,  t h e r e ' r e  s o  many of them I can ' t  

remember,what we did. 

lghe f i r s t  play I acted in t h e  profess ional  thea tee  with 

Sam dume, and i t  was q u i t e  successful .  I got a good write-up 

in the newspaper, but  I didn:t have a speaking p a r t .  This 

school o f  t h e  t h e a t r e  was q u i t e  wonderful; iQis too bad t h a t  

San Francisco couldn't  go on wi th  it.  I l a t e r  found out t h a t  

t h e  scholarship  I got was paid  f o r  by q wonderful o l d  gentle-  

man, poet,  who I met many years l a t e  Py t h e  name of Charles 

Erskine Sco t t  Wood. And t h e  o t h e r  h a l f  was paid fo r ,  and I 

d idn ' t  know it till many, many years l a t e r ,  by Albert Bender. 

They d idn ' t  adver t i se  this, and we d idn ' t  know it, but they 

were responsible f o r  t h i s  wonderful experiment i n  the  t h e a t r e  

of  San Francisco which is probably now forgot ten .  But n o t  

by me.  

W e l l ,  then when t h i s  was over and ICE they l e f t  San Fran- 

cisco, I a l s o  used % work. I worked f o r  my f a t h e r  a g rea t  

deal .  

Teiser: A t  what? 



R.P. : H e  had a s t o r e .  Groceries, a m  s o  fo r th .  And even while 

working in t h e  k t h e a t r e  and doing a l l  these  th ings ,  I had 

c e r t a i n  th ings  t o  do in t h e  s t o r e .  I did  a l l  of t h e  b@mg 
d 

of t h e  groceries,  f o r  ins tance ,  f o r  many years .  So I became 

a .exper t  in t h e  grocery business,  ac tua l ly .  Through my chi ld-  

hood r i g h t  through. And as time went on I ran i t  more and more. 

My brother  got  older,  and he  came in, and w e  used t o  t r ade  

between t h e  two of us because he  was a musician, very ta lented  

musician. H e  died too young, bug anyhow, he  was a very t a l en ted  

musician. H e  was good enoughf I know, when he  was abou twelve 9 
years  o l d  t o  play in a q u a r t e t f w i t h  Yehudi Men*, I saac  

Stern ,  an e lde r ly ,  e l d e r l y  f o r  us a t  a t t i m e - - h e  was probably 

for ty-f ive--ce l l i s t  & thebpymphony whose name I ' v e  forgot ten  

and then my brother.  They d idn ' t  play f o r  t h e  public,  but  they 

had t h i s  quar te t  which was very good, I heard i t  only once. They 

only played in t h e i r  homes. But s t i l l  he  was t h a t  good. 

W e l l  anyhow, he  joined i n  i n  t h e  business t o  help my fa the r .  

My f a t h e r  was an exce l l en t  businessman, but  everybody cheated him. 

And so w e  had t o  watch ou t  t o  see t h a t  my f a t h e r  wasn't cheated; 

r! t h a t  was a very important p a r t  of t h e  business.  [Laughter.] It's 

t rue .  

Teiser:  And you w e r e  able  to--did you continue your i n t e r e s t  i n  art--  

R.P.: I n  a l l  t h i s  time? Y e s .  
* 

Teiser: Were you drawing a l l  t h e  time? 

R.P .: A l l  t h e  t i m e ,  t h a t ' s  r i g h t .  Whenever a customer would s tand 

t h e r e  and wonder what they w e r e  doing, I would draw on the  



R.P.: wrapping paper. Yeah, I drew constantly.  fAnd one t i m e  a t  t h e  

school of the  thea t re ,  I had already s tudied with a pup i l  of 
? 

~ u d o # ~ h  Schaef fer's ,very l i t t le ,  but  not  muchjnamed Brher . 
And I got  an i n k l i n g  o f  what modern design was, and i t  was 

7 
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very d.@kk$' f o r  m e  t o  bet on t o  a t  f i r s t  because i t  was s o  

d i f f e r e n t  fromddrawing from t h e  l i f e  thing.  However, during 

t h e  school of t h e  t h e a t r e  set-up, t h e r e  was a man who deserved 

s p e c i a l  mentiondbecause he continued in my l i f e ,  and h i s  name 

was Rudolph Schaeffer.  He  was in charge of t h e  th#eatre s t age  

sets. H e  had s tud ied  in Germany and i n  Austria, and w e l l ,  I 

don't know, h e  was extremely i n f l u e n t i a l  i n  my l i f e ,  but  I 

th ink now not  without reason because he was a marvelous teacher,  

and perhaps now forgot ten  as a s t a g e  designer becaase s t a g e  

designs a r e  only t h e r e  f o r  t h e  month o r  whatever they ' re  

the re ,  but I s t i l l  remember his s t a g e  designs, and costumes 

and handlings. 

So I became very i n t e r e s t e d  through him i n  a l s o  t h a t  p a r t  

of  t h e  thea t re .  You see, t h e  idea  of t h i s  school was not  t o  

make an a c t o r  o r  a s t a g e  designer o r  a dancer o r  whatever it  
'I, g ~ ; < - l  

was, but  t o  make a foreman of t h e  t h e a t r e  with t h e  idea  more 

o r  less of what Gordon Craig would have believed i n .  And 

some of the  people in t h i s  group had worked with Gordon Craig. 
'I 

O r  with Adolph kppia,  who was ultra-modern a t  t h e  t i m e .  

I go t  introduced a l s o  t o  t h e  dance a t  t h a t  t i m e ,  which I 've  . 
never l e f t ,  and which s t i l l  inf luences  my work, t h a t  is t h e  



R.P.:  

Teiser: 

R.P .: 
Teiser: 

R.P.:  

Teiser: 

R.P. :  

Teiser: 

movement of t h e  human body. 


Through some one person? 


W e l l ,  t h e  f i r s t  one was-- what was he r  name? 

M&h%stoCk 

Ann wedmzdc? 


No, no, t h e  f i r s t  one. 

n 

Betty Horst? 

Betty Horst was t h e  f i r s t  one. Bejrty Horst may s t i l l  be i n  

S a n  Francisco, I don't know, I haven't heard from her .  But 

uhe was wi th  the  Dennisha* group, and she  mdmdx rePresented 

Dennishawnin San Francisco. W e l l ,  I took dance lessons  a lso/  

there ,  and I wasn't any good a t  t h e  dance, but  nevzer theless  

I got  ideas  of movement. And many people now n o t i c e  i n  my 

work t h a t  the re ' s  t h e  f e e l i n g  of  dance and movement wi th in  t h e  

work. W e l l  i t  probably comes from these  e a r l y  days, because 

nothing comes from nothing, let 's say; everything comes from 

something. And so, t h a t  very beginning which I got.. ..Later 

on , a number of years  l a t e r ,  I met?!someone who was much more 

i n f l u e n t i a l  t o  m e  in t h e  movement of  t h e  body and the  dance 

8-
and so  f o r t h ,  and t h a t  was Ann Munstock. 

Ir
PAnn Munstock, pmixmdd I can say,  op$a was probably what 
I\ 

could be ca l l ed  a great  person. I n  personal i ty ,  i n  idea l ,  and 

idea ,  in understanding of the  human body, Ann was very insp i ra -  

t i o n a l .  I did  a s  a matter of f a c t  a very small  scu lp tu re  of 

her .  
a 


You did? 



B.P.: Y e s .  


Teiser: Where i s  i t ?  


R.P .: I ' d  l i k e  t o  know. I ' d  l i k e  you t o  f ind  Jout .  


Teiser:  I'll try. 


R.P .: I ' d  like t o  know where it is. I ' d  like t o  have some good 

photographs of it. That was one of my e a r l y  th ings  of  a 

dancer--but  not  d a n c a .  Because dancing i s  something in move= 

merit, and dancer is another th ing.  But anyhow, t h a t  was one 

of my f i r s t  th ings ,  of anything t o  do with t h e  dance. She 

very generously posed f o r  me,  and so  many years  l a t e r  I gave i t  

t o  her.  

Teiser: So she owned it. 

R.P. : She owned it, yes, but  now she ' s  passed away. 


Teiser:  Y e s ,  and s o  i s  h e r  husband. 


R.P.: Y e s ,  so  I doni t  know. 


W e l l ,  anyhow, one th ing always l eads  t o  another i n  l i f e ,  i f  

you ' l l  let  i t ,  and from t h e  t h e a t r e  I worked i n  t h e  s t age  set 

th ing  and I got q u i t e  i n t e r e s t e d  in it. And I don't  know what 

I could have done in t h e  theatee .  I ' m  n o t  su re ,  everyone s a i d  

I was ta lented ,  but  they tel l  m e  t h a t , a b o u t  everything I ever  

t r i e d ,  and people like t o  encourage young people, s o  you never 
J y . 5 5  '? 


know.$ So anyhow, I l e f t  t h e  ac t ing,  q u i t e  a b i t ,  here  and t h e r e  

I did  some things,  and then t h e  chi ldren 's  t h e a t r e  of San Fran- 
I 

cisco and a woman by t h e  name of ~ u b b  

and through t h e  ins i s t ence  o f  ~ u t h  

Dorothy Wagner, they made m e  a c t  in these  plays.  And so,  I 

did  many p a r t s  d f o r  t h e  chi ldren 's  thea t re .  That is, t h i s  



R.P .: is act ing.  And I ' d  help wi th  the  s t age  s e t s ,  which these  

th ree  g i r l s  did. And they w e r e  very good, and very marvelous 

s tage  sets. I doubt t h a t  anything has been done s i nce  f o r  

chi ldren 's  t hea t r e  up t o  us. They w e r e  imaginative and c rea t ive  

and so  fo r th ,  and they had learned from Rudolph Schaeffer 

because they had all s tudied wi th  him, and so  fo r th .  And they 

made the  most marvelous masks of animals and d i f f e r en t  things 

f o r  these  d i f f e r en t  plays.  I did t h e  pr ince  i n  Cinderella 

and the  King of  Hearts in another one, and so fo r th .  I had 

a f a i r l y  good time doing t ha t .  M r s .  a d y w a s  qu i t e  good too. 

It 's too bad t h a t  a l l  of these  things became l o s t ,  t h a t  they 

stopped. It was l a ck  of funds, bas icd l ly .  

About t h i s  time Hedwiga Reicher ca l l ed  me up and sa id ,  

qyG 
/I 
' I10h I bow come I don't see , %8E must come t o  s ee  me,"so I went 

t o  s e e  her.  She s a id ,  "The reason I wanted t o  see  you was I 

had a phone c a l l  from Max ~ e h d a r d t ,  and he wanted some young 

person in t h e  t hea t r e  t h e t  she  would know t h a t  would know some- 

th ing about t hea t r e  mechanics and so  fo r th ,  and t ha t  would 

a l so  help in the  working out ,  the  working of  the  miracle,,and 

I would be paid.R And I sure ly  needed money. Because by t h i s  

time I was very t i r e d  of  t he  grocery thing, r e a l l y  t i r e d .  I 

was over twenty, I can' t  remember exackly, maybe twenty-one, 

and by t h a t  time snr I was very, very dis--you know, I didn ' t  

want t o  &ay a t  the  grocery a t  a l l .  I t o l d  my f a the r  every 
* 
week t s a t  I would s t a y  with him till he coUd get  somebody 

6t1 OVL 
e l s e ,  but  he didn ' t  t r y  t o  get  s--d(.edy e l s e  of  course. 



B.P .: And so,  I kind of l e k t  t h e  grocery business, and I went t o  


help j u s t  f o r  the  buying of t he  s t u f f ,  and my brother  ran it, 


much t o  t he  dismay of my fa ther .  I f e l t  very bad doing t h a t  t o  


him, bu t  I j u s t  couldn't  see myself doing t h a t  any longer. 


Bec@ye I suffered r e a l l y  doing it; the  more I did it, t h e  more 


I suffered.  


Max Reinhardt offered t he  possibility of making mney. I went 

t o  see him; I didn ' t  meet him a t  the  time, he  had so many assis-

qts, you couldn't count them. He had an a s s i s t a n t  f o r  every- 

\ d o  

thing. When he came t he  room, t h e  auditorium, he was surrounded 

4 
by ten  o r  f i f t e e n  people always. 

Teiser: 	 Where was t h i s ?  In San Francisco? 

R.P.: 	 This was San Francisco. They did The m r a c l e  in San Francisco. 

This was the  San Francisco production. They had marvelous s tage  

s e t s  done by Norman B e 1  Geddes, and costumes, they were r e a l l y  

good. 

I was on t h e  s t age  t he  whole time f o r  The Miracle, e i t h e r  

behind the  wings o r  in f ron t  of the  wings. I think I w a s  the  

only person who had t ha t  honor. Blthough t he r e  may have been 

one other ,  I can ' t  remember now. I think t he r e  was another 

person in the  o ther  s i d e  of  t he  s t age  t h a t  had a s im i l a r  job t o  

mine. And t h a t  was t o  keep t he  th ink  going. When the  caowd 

did  shouting, f o r  instance,  and I would do something l i k e  raise 

my hand, they'd a l l  begin going "Ooh" o r  something. [Laughter.] 
C 

I never w i l l  forget  the  ac to rs  in tha t ,  because the re  were 



R.P . : some very f i n e  actors .  They w e r e  a l l  from Austr ia  o r  Germany. 

And I never w i l l  fo rge t  one very great  a c to r  by the  name of  
4 

F r i t z  ~eiher. He was r e a l l y  very great .  He did  the  dance of 

death, he -did two o r  t h r ee  pa r t s ,  and each one of them was t r u e r  

t o  i t s e l f  than one can imagine. He did the  p a r t  of  the  bishop 

o r  archbishop, and I memorized all h i s  speeches i n  Latin.  

ILaughter .I 

Teiser: But even t h a t  d i d n r t  ,pm$mcpp pro jec t  you then i n t o  a t hea t r e  

career.  

R.P.:  No, no, no, I had decided. But I needed money, and it w a s  very 

i n t e r e s t i ng  t o  do t h i s  too. So I made some money a t  t ha t ,  and I 

put every cent  of  i t  t h a t  I could aside.  Max Reinhardt paid me 

more money than I expected. He  w a s  p r e t t y  generous, I guess, 

because I was j u s t  a boy. So I had enough money. Aad i n  the  

meantime, without me ,  my f a the r  got disgusted running the  busi- 

ness, and he so ld  out. He  s a i d  t o  m e  one day, "1'm about t o h  

go to  Europe, t o  I t a l y ,  and would you l i k e  EI to  go along?" 
'I 

I had some money, saved of my oun money, and so I sa id ,  'Yes, 

I'll go along." 

So w e  went, and we landed i n  t h e  i s l and  of Madeira, and we 

stayed the re  a while. Then w e  went on t o  Algeria, the  c i t y  of  

, . f 6 -2 and then w e  landed over in I t a l y .  That was a very n i ce  

t r i p ,  by way of New York--I'd never been t o  New York before tha t -  

and New York was i c e  col+ because i t  was about January when we 
a 


l e f t  San Francisco beau t i f u l  weather. W e  got t o  cold New York, 



R.P. : and then we got t o  t h e  b e a u t i f u l  warm i s l and  of Madeira, and 

then Algeria, and Qry n i c e  I t a l y .  So t h a t ' s  how I got s t a r t e d  

i n  I t a l y .  That was t h e  yea r  1927; I renoember t h a t .  Def in i te ly .  

%f
January 1927 we 1 e f t h I t a l y .  W e  l e f t  San Francisco, and took a 

t r i p  across t h e  continent  i n  a t r a i n .  W e  l e f t  New York a f t e r  a 

few days; it  w a s  t e r r i b l y  cold. 

Teiser:  Did you come t o  Lucca then? 

R.P.: Y e s .  

Teiser: 	 Other places f i r s t  in I t a l y  though? 

R.P. 	: Oh, w e  s tayed i n  Genoa a b i t ,  and my grandfather was t h e r e  t o  

meet us. W e  l ikdd each o t h e r  immediately, so  he  became t h e  b i g  

hero of my whole family. [Laughter. ] H e  was an a r c h i t e c t  and 

an engineer, and a very cul tured man. Unlike my f a the r ,  not a t  

a l l  i n t e r e s t e d  i n  business, f inance o r  mney.  H e  thought i t  w a s  

a l l  foolishness,  which I s t i l l  th ink [ laughter] .  I r e a l l y  do 

too, I mean I can' t  ge t  accustomed t o  anytking t h a t ' s  involved with 

money o r  fame o r  for tune  o r  anything else. 

Teiser: 	 Did your grandfather encourage you t o  b e  an a r t i s t ?  

R.P.: 	 H e  had s tudied a r t  when he  was young. H e  was q u i t e  wealthy 

when he  w a s  young, very wealthy, but  then he  spent  t h e  money 

l i t t le  by l i t t l e ,  because he  only wanted t o  l i v e  a c u l t u r a l  

l i f e .  H i s  parents  died when he  w a s  nineteen years o ld ,  so  he  

immediately got married. H e  'd already s tudied a rch i t ec tu re ,  but  . 



he went on studying a rch i tec tu re ,  and then engineering. 

And s o  he s tudied a l l  his l i f e ,  the  e t e r n a l  s tudent,  which I 

f ind myself t o  be. I ' m  s t i l l  studying everything, l i k e  D a t e ,  

and perspective,  and mathematics of a r t ,  and h i s to ry  of a r t ;  

1 got p i l e s  of books there ,  I study a l l  n ight .  I don't know, 

I ' v e  j u s t  been t h a t  way a l l  my l i f e .  ~ r o b a b l + e o ~ l ei n h e r i t  

enessome things  in a ce r t a i n  l i n e  of  b e s .  I don't know whether i t ' s  

t r u e  o r  not ,  but I seem t o  have inher i t ed  more from him than 

d i r e c t l y  frommy father,for  ins tance ,  o r  from anyone e l s e  t h a t  

1 know o f .  

Teiser: Did you s t a y  here long enough t o  r e a l l y  get  t o  know him then? 

R.P.: Oh yes, we l ived  with him, and I went back in 1928. 

Teiser: You were here  a year.  

R.P . : Yes. I l i ved  in Lucca, and he  gave me a s tud io .  I had a beau t i f u l  

place the re  f o r  a s tudio ,  and t h a t  was my f i r s t  s tudio .  I got 

models, and I worked from models. I learned qu i t e  a b i t ,  because 

of the  museums and t h e  works of  a r t .  

Teiser: Were you doing sculpture  yet?  

R.P . : Yes. 

Teiser: When did you s t a r t  doing sculpture? 

R.P .: It was j u s t  kind of l i k e  a s i d e  thing.  When I s t a r t e d  sculpture,  

I 'm nofit su re  exact ly .  %StDuring t he  school of the  t hea t r e  

thing, we made constructions with Rudolph Schaeffer. They were 

kind of l i k e  half-way between sculpture  and constructions.  It 

was influenced by things of the  t i m e ;  t he  Russian const ruct ionis ts  

and so fo r th ,  which I see  has now become very important again. 



R.P .: But not  improved upon one b i t  today, in f a c t  I don't th ink  

they're q u i t e  as good. I saw an a r t i c l e  j u s t  l a s t  week i n  a 

very recent  San Francisco newspaper of some enormous con-

s t r u c t i o n s  t h a t  they've been making, but  I don't th ink  they're 

very we l l  designed. Compared t o  what w e  w e r e  th inking o f .  

Teiser:  You mean these  great  cu r ta ins  and t h a t  s o r t  of  thing? 

R.P.: W e l l ,  it 's more--I c a l l  i t  t h e  s t i c k  th ing now, beams and th ings  

l i k e  t h a t .  But I learned a great  deal  dding those, s o  I ' m  

not being c r i t i c a l  o r  anjzthing else , because everything I ' ve  

done I fe&lhas l e d  up t o  what I do. So I ' m  not  complaining. 

And then I learned a b s t r a c t  pa in t ing  and so  for th  wi th  

Rudolph Schaeffer.  I dldn ' t  do much sculpture ;  I did  some ab= 

s t r a c t  sculpture ,  we could c a l l  i t .  It would be  nearer  now to  

what Henry Moore's would be. But I ' d  never seen a Henry Moore, 

but I suppose i t ' s  t h e  same s o r t .  I w a s  influenced a t  t h a t  

t i m e  by (9b 5'Y Archipenko I think,  and you know, t h a t  

type of thing.  There was nothing else around t h a t  I real ly--

Rudolph Schaeffer  was t h e  b i g s  thing,  you see .  And I 

- -
$4 62. Rudolph Schaef f e r ,  and helped him. I 'did l o t s  

of work f o r  Rudolph Schaeffer ,  by t h e  way. A s  I sa id ,  h e  was 

a marvelous decorator .  I learned how t o  make f u r n i t u r e  and 

d i f fe+ t  th ings  with him because he was a craftsman, and then 

he  had other  craftsmen around him. H e  got commissions t o  do 

d i f fe%t  th ings .  I helped him i n  t h e  house f o r  Mrs. Cuddy, t o  

decora te  h e r  house. H e  was q u i t e  marvelous i n  i n t e r i o r  decoration. 



. .
iep.:	It was ve ry  modern at  the t ime.  He d i d  t h i n g s  which I t h i n k  


volild still  s t a n d  up, most ly .  You know, i t  was  good s o l i d  


design,  because h e  had s t u d i e d  a rch i tec t lu re .  


Teieea: ;Did you s tar t  working w i t h  h i m  that c l o s e l y  b e f o r e  you had 


come t o  I t a l y ,  be fo re  you came t o  Lucca? 


R.P.: Y e s .  


T e i s e r: pee. So you brought  t h a t  much w i t h  you. 

Rap. : Oh, I brought  q u i t e  a b i t  w i t h  me ,  yes .  Y e s ,  I d id ,  I guess  I 

skipped t h e r e .  Because w i t h  Rudolph~Schaef fe r  I a l s o  d id  va r ious  

o t h e r  jobs ,  l i k e ,  oh ,  d e c o r a t e  Christmas trees. L e t ' s  see now, 

in t h e  yea r  1925, t h a t  I remember, I he lped  h i m .  I on ly  worked 

f o r  him; I d i d n ' t  do designing.  I worked f o r  him on an enormous 

p r o j e c t  of  a l l  o f  the ~ r n ~ w u m  which were a l ls t o r e  windows, 

g l a s s  at1 t h a t  t i m e ,  and I he lped  him t o  do t h o s e  and va r ious  

t h ings ,  I modeled some t h i n g s .  I t h i n k  I modelad some l i t t l e  

masks; t hey  may have been some o f  my f i r s t  s c u l p t u r e .  I a l s o  

d i d  some t h e a t r e  masks-- t h a t  was r e a l l y  my f i r s t  scu lp ture- -wi th  

Rudolph Schaef fe r .  I l i k e d  t h a t  very much, doing t h e s e  masks. 

So I wanted t o  do some more o f  t h a t .  That ' s  how I got  s t a r t e d  

i n  s c u l p t u r e  r e a l l y .  Doing t h e s e  masks, and doing t h e s e  d i f f e r e n t  

t h ings  w i t h  Rudolph Schae f f e r ,  and g lu ing  th ings  and s o  f o r t h .  

P a p i e r  &che/. 

I d i d  l e a r n  a g r e a t  dea l  from h i m .  He neve r  t a l k e d  much about 

s c u l p t u r e  as such, a l though h e  had some wonderful books t he re ,  o f  

o r i e n t a l  s c u l p t u r e ,  and s i m i l a r  tlhings which I d i d n ' t  know a t  t h e  



R.P.: time and which of course a t t r a c t e d  me very much. The sculpture  

of India.  He  used t o  take myself and maybe one o r  two other  

s tudents  through Chinatown, and w e  might have dinner. Then 

we would go--and he knew all the  Chinese dealers;  a t  t h a t  time 

San ~ranc?Jsco was a center ,  even f o r  museum buying. Many of  

the  pieces a r e  i n  museums t h a t  were bought in San Francisco. 

These Chinese dealers ,  who were very n i ce  people always, and 

very proud t o  show t h e i r  wares, would t ake  us, on account of 

Rudolph Schaeffer, i n t o  the  basements. And would show us 

these p i l ed  one upo+ the  o ther  Buddhas and horses and so  for th ,  

Mng  t h i s  and t h a t ,  and of course t h a t  had me just-- out  of my 

head, I might say. This was a p a r t  of an enormous experience. 

T h i s  Chinatown thing was--I can' t  leave t ha t .  I can ' t  leave 

Chinese philosophy e i t h e r .  A t  t h a t  time I already got t o  know 

qu i t e  a few Chinese people. But l a t e r  on when I came back t o  

San Francisco, I had my s tudio  in Chinatom, I got t o  know 

l o t s  of Chinese. But maybe I'll leave the  Chinese out f o r  now. 

Anyhow, I got t o  I t a l y .  Then I t raveled up and down, alone 

mostly. 

Teiser: Did you come to  Florence and look a t  t he  museums there? 

R .P .: Oh yes, of course. That wasn 't very f a r  away. Then my grand- 

o?=r2 
f a t h e r  had an enormous v i l l a  very near.  The Peseta 

abpve . My grandfather was a man who knew paac t i ca l ly  . 

everybody a t  the  t i m e ,  i n  the  a r t s .  You know, the  wr i t e r s  and 

the  poets, and the  a r t i s t s .  So it was very n i ce  knowing him. He 



would r e c i t e  Dante, and w e  would d iscuss  poetry, and so  i t  was a wonder- 

f u l  th ing  f o r  me. 

Then I took Italian lessons  from an I t a l i a n  writer up 

the re  who was t h e  d i r e c t o r  of t h e  l i b r a r y h t  Lucca, and learned 

t o  t r a n s l a t e .  I t r a p s l a t e d  a l o t  of English poetry i n t o  Italian. 

4 For many years  I understand t h a t  t h e  t r a n s l a t i o n  t h a t  I made 

Of 11- I' by Shelley was used in t h e  schools here, the  

t r a n s l a t i o n  I made i n t o  I t a l i a n :  "0 vento selvaggio C1157 

I still  remember ,because I t r i e d  t o  get t h e  music of  i t .  See, 

having s tudied a l o t  of &t ry  a t  Lowell High School, I was pre- 

pared t o  do such a thing.  The teachers a l l  thought I was a 

poet ,  see, t h a t  is, in t h e  English department. So I wrote a 

l o t  of poetry when I was very young. So it helped me t o  t r a n s l a t e  

t h i s .  That was used, and then I did  o t h e r  t r a n s l a t i o n s  of 

I t a l i a n ,  mostly poetry. My grandfather used t o  say, ''Yes, you 

know poetry, but  when you get  in t h e  s t r e e t c a r ,  you don't  know 

where you're going." [Laughtet.] And t h a t ' s  t r u e  you know, I 

don't  know how t o  say many common th ings  sometimes, but  I 

can r e c i t e  them in t h e  a l t i t u d e s  of poetry. I ' m  t h e  same t h a t  

way in  o the r  languages. I memorized a g rea t  deal  of Shakespeare 

when I was young. Whole plays,  a whole p a r t  of Hamlet, a whole 

p a r t  of  Romeo and J u l i e t .  So I s t i l l  r e c i t e  them. When I ' m  

teaching, when I used t o  teach,  I used t o  r e c i t e  poetry t o  back 
a 


up these  th ings .  I ' m  saying t h i s  because I th ink t h i s  ea r ly  

balrkground was very important;to know Shakespeare, t o  know t h i s ,  



R.P.  : t o  know tha t ,  t o  know the  other ,  uo t h a t  you can compare. 

Because I think--I don't think, I ' m  su re  of i t -- that  an a r t i s t  

t h a t  does not  know j u s t  one a r t ,  his l i t t l e  sculpture ,  o r  h i s  

l i t t l e  paint ing o r  h i s  l i t t l e  poetry, but  i f  he  knows a t  l e a s t  

qu i t e  a b i t  about a l l  of  them, he 's  a g rea te r  a r t i s t .  I d idn ' t  

know a t  the  t i m e  that--well,  I got t h e  i dea  r e a l l y  from Leonardo. 

"I1 p i t t o r e  OIS"J universale." The pa in te r  must be universal .  

So I s t a r t e d  on t h a t  background. That 's why I always worked 

on these  d i f f e r en t  things and took these  d i f f e r en t  oppor tuni t ies  

bas ica l ly ,  because I always kept those things in my mind. This 

one l i t t l e  sentence. And I never l o s t  them. I didn ' t  want t o  

l o s e  them. I s tudied music too. A t  t h e  school of t he  t hea t r e  

I had piano lessons too. The school of  the  t hea t r e  was r e a l l y  

something. 8 798 was a very good teacher.  Piano, he 

was a very good p i a n i s t .  So I learned something about t he  

piano. 

were here in
Teiser: 	 Did you miss San Francisco when you - . I t a l y ?  Did 

you want t o  get back? 

R.P.: 	 I didn' t  have time t o  miss anything; I was on t he  go day and night .  

I got up during the  whole summer of 1927, I never missed ge t t ing  

up a t  4 a.m. Once. Because t h a t  was when t he  l i g h t  began, and 

tha t 'u  when I began t o  work. Then I worked till ten  o'clock. 

And then i f  I weren't t ravel ing,  I got t o  see wrerything, and run-

ning around, u n t i l  f i n a l l y  I got very ill. I got very s i ck ,  and 
e 




R .P .: 	 t h a t ' s  when they took me back t o  San Francisco, a s  soon a s  they 

could get  me w e l l  enough. 

Teiser: I see. 

R.P.: But I never did, get wel l ,  and I ' m  s t i l l  on! .d ie t s  from the  same 

i l l n e s s .  

L+ 	 -*oseTeiser: 	 You c e r t a i n l y  l e d  a vigorous l i f e  f o r  someone - : .  ' health.. .  
/" 

R.P.: 	 That 's  true, but  I have t o  be very ca re fu l ,  because I have a 

l i v e r  oondition.which I got iin those days. I was kind of 

fool ish .  I ' d  go t o  Venice and not  e a t  any lunch and all kinds 

of f o o l i s h  things.  I had t o  see w e r y t h i n g .  

Here in I t a l y ,  I decided n o t  t o  do any more a b s t r a c t  a r t .  

I made t h a t  decision.  I decided I learned a l o t  from it; I learned 

about color ,  I learned about this and t h a t  and t h e  o ther ,  bu t  

see ing t h e  things he re  and see ing  th ings  from over cienturies, 

not  j u s t  one century l i k e  t h e  twentieth o r  the  nineteenth,  but  

having seen things from the  darkes t  ages of man down through 

our t i m e ,  I decided t h a t  I didn ' t  want t o  do any more abstraclz 

a r t .  So I stopped. Although I had done some f i g u r a t i v e  a s  I 

s a i d  before  in San f rancisco,  my m a i n  work the re  o r i g h a l l y  

was the  abs t rac t .  So I l e f t  the  abs t rac t ,  and from then on I 

worked only wi th  the  f igure .  It was s o m Q h a t  of a s t r u g g l e  I 

must say a t  f i r s t ,  because i t  was a battike between t h e  two 

s t i l l  l e f t  someplace in my mind. So I had t o  s t ruggle ,  and I 

r e a l l y  began over again, i f  such a th ing  exists a s  over again, 

*because I had a l l  t h e  o the r  knowledge, whqh  you don't lose .  



R.P.: 	 I began a l l  over again, working from models, and working from 

models, and working from models he re  in I t a l y .  I had a young man 

Pose f o r  me constantly who had a marvelous f i g u r e  as I remember, 
4 o r w  

he% very, very muscdar .  And I did  l o t s  o f  th ings  i n  c lay .  

I had previously done, you see, from l i f e ,  wi th  Ruth ~ r a v a t b  

in San Francisco %d9 I had done th ings  i n  c lay  too. 

It was a continuation o f  t h a t  line t h a t  I went i n t o .  

I d i d n ' t  have any i n s t r u c t o r  here  a t  a l l  in sculpture .  

did know a scu lp to r  t h a t  w a s  a f r i end  of my grandfatherls. .and a 

f r i end  of P u c c i n p ,  who w a s  a l s o  a good f r i e n d  of t h e i r s ,  . -

composer Puccini  w a s  already dead as I remember, but  I-e 

knew h9s son then, and he was doing a p o r t r a i t  of  Puccini ,  the  

scu lp to r  w a s  when he  died. So I worked on t h a t  a b i t .  That 

w a s  t h e  f i r s t  marble I thi& I ever  touched. I worked on t h i s  

head of Puccini--it  was a r e l i e f .  He le t  me work on i t ,  and he 

gave m e  c lay ,  but  I then I had r i g h t  near  by my own s tud io .  - . A  

It was a marvelous s i t u a t i o n  t h a t  I l i v e d  in. It was j u s t  outs ide  

of t h e  c i t y  wal ls  of Lucca. Do you know t h e  walas of..Lucca? 

Teiser: We were the re  yesterday.  

R.P 	.: Did you go round t h e  walPs by any chance, ? One of those w a l l s - -

you know they have t& l i t t l e  barracks houses, I don't  know 

what they w e r e  originally-- in one of those was  the  s tud io  t h a t  

t h e  scu lp to r  had. J u s t  below those, across,  w a s  where I worked. 

0 ' 0 ~ ~  .	Across t h a t  l i t t l e  r i v e r .  It's ca l l ed  il fosso . The 

di tch .  Efy grandfather had a very n i c e  p lace  there .  

I 



Anyhow, I t raveled a l l  over I t a l y .  And worked and t raveled,  

and worked an Y raveled, and worked and t raveled.  He a lso  had 

a place--I'm bas ica l ly ,  I ' m  q u i t e  a s o l i t a r y  person r ea l l y ,  and 
4' 

so  he had a p lace  in t h e  mountains, at  Pescia,  ~ o l l o d i a  r e a l l y .  

I used t o  go t he r e  q u i t e  a b i t .  And draw, and draw, and draw. 

And draw from trees--I had already drawn many trees i n  Buena 

Yista Park, in San Francisco. Along with a young English artist 
'3 

by the  name of Frank ocher. And w e  used t o  draw t r ee s  .and 

trees and trees in Buana Yista Park. So i t  was a continuation. 

I even te l l  students now when they begin sculpture ,  I tel l  them 

"You have some homework t o  do. You go out  and draw the  biggest  

and s t rongest  trees yau can f i nd .  It's good sculpture." It's 

t rue ,  too; it?^! marvelous. Some of them have done i t ,  and wi th  

great  success, WJlu?others don't want t o  do i t ,  s t rangely  enough. 

But some of them hatze very g rea t  success a t  drawing t r e e s .  

Teiser: So you returned t o  San Francisco wi th  s t i l l  more experience? 

R.P . : Then I returned t o  San Francisco, yes. 1928, I forget  t he  exact 

t i m e .  Early, I th ink t he  f i r s t  p a r t  of i t .  

I got a s tudio  on Hotaling Place, which I kept f o r  f i f t e e n  

years.  I got married a t  the  same t i m e  t o  Dorothy Wagner, who 

had worked with the  s t age  sets. That 's when I got t o  know her .  

I got t o  know her. through ~ o r r ~ o t h w e l l .  I had t h i s  s tud io  on 

Hotaling Place, and I worked and worked and worked. And I never 

went home very much. I j u s t  worked and worked, day and night .  . 
George Harris, a young a r t i s t  f r i end  of mine a t  t h a t  time, a 



R.P .: s tudent ,  s a i d  t h a t  he  used t o  go by and see t h e  midnight 

l i g h t s  t h e r e  on all t h e  t i m e ,  and he 's  say,  "There goes 

Puccinel l i , "  he  s a i d  it just-- he was here  v i s i t i n g ,  n o t  

long ago. There he ' s  s t i l l  a t  it .  I used t o  work a l l  day and 

n igh t .  

Teiser:  Mainly in scu lp tu re?  

R.P.: Y e s ,  we l l ,  drawing. W e  a l s o  used t o  draw in groups. That would 

be Ruth Cravat maybe DorYBothwell, t hese  d i f f e r e n t  people. r\, 
Lots  o f  a r t i s t s ,  o r  young a r t i s t s ,  o r  s tuden t s  would come around. 

I d i d  t h a t  drawing in one of  those groups--the top one. It 's 

j u s t  on wrapping paper, San Francisco wrapping paper, t h a t  draw- 

ing .  Y e s ,  t h a t ' s  one of  my very e a r l y  drawings, done i n  those 

days, probably 1929. That's about what I w a s  doing. W e  had 

models, and we'd s i t  around. We'd go i n t o  d i f f e r e n t  peoples'  

s tud ios .  One of  t h e  people was Adeline Kent's s tudio;  w e  used 

it a l o t .  And then ad my s tudio;  w e  used t h a t  p a r t  of t h e  

time, and d i f f e r e n t  people, w e  would use. And Jay and E d e  /a 

R i s l i n g  would come, var ious  o t h e r  people. Some of  them q u i t e  

good artists. Many o f  them became well-known, and some of  them 

who w e r e  j u s t  a s  good never became known. Anyhow, I drew and 

drew and drew and drew from l i f e .  

Teiser:  By then w e r e  you g e t t i n g  any commissions? 

R.P.: A'f t h i s  time--my da t ing  is  a l i t t l e  d i f f i c u l t  from now on. I 

got  a job immediately a t  t h a t  t i m e .  I can ' t  say exact ly  t h e  date,  . 
b u t  a t  t h a t  time I got  a job.  I decided I had t o  have money, s o  



R.P. 	 : I g o t a j o b .  I h a d t r i e d i n  I t a l y ,  and before  i n  the  

Untted S t a t e s ,  and then again i n  San Francisco, I had t r i e d  t o  

5
ge t  a p p r e n t i a  jobu, because I f e l t  t h a t  I dddn't have 

enough c r a f t  t o  be ca l l ed  a scu lp to r .  And I wanted t o  know 

the  c r a f t ,  and no t  j u s t  chop o r  something. And I d idn ' t  th ink 

the art schools seemed t o  give t h a t  very much, and s o  I d idn ' t  

go t o  the  art school,  and besides I couldn't  a f fo rd  i t ,  I 

d idn ' t  have any money at  t h a t  t i m e  at a l l .  There w a s  none 

l e f t .  So I went around, I couldn't  ge t  any jobs,  and f i n a l l y  

I found a shop on S u t t e r  S t r e e t  around Polk S t r e e t ,  a furni-

t u r e  shop. H e  d id  a l o t  of fake  antiques as w e l l  as no t  

fake ,  modernesque let 's  c a l l  i t ,  antiques.  H e  was a Portu-

b4
gese from Portugal ,  and he had h i s  brother-in-law and h i s  
n 


r e l a t i v e s  the re ,  and they were a l l  portug%se. And I went 
b , 

i n  t h e r e  and I asked i f  h e  needed any a s s i s t a n t s  the re ,  

any help  o r  anything I could do t o  l ea rn  wood-carving. I 

f e l t  t h a t  any c r a f t  t h a t  I could l e a r n  t h a t  would be  a 

grade--I d idn ' t  have any high ideas  about . art t o  t h a t  ex ten t  

t h a t  I could do a masterpiece r i g h t  of f ,  which I f i n d  the  

s tudents  today a l l  thHnk t h a t  they ' re  going t o  do a master-

p iece  i n  s i x  months. I was j u s t  the  opposite ,  I must say. 

I f e l t  t h a t  I must do t h i s ,  and I w a s  already about twenty- 

four years  o ld ,  I think. Anyhow he took me.  He s a i d  y o u ' l l  

have t o  work s i x  months f r e e ,  and then w e ' l l  see how i t  

* goes. [Ilaughter. ] Well, I thought, i t ' s  worthwhile, s i x  

months f r e e ,  i t ' d  be  f r e e  lessons.  1 'd  have t o  pay f o r  



R.P.  	: lessons. So I l ived  on hard-bmiled eggs and bread, and 

a couple of things l i k e  t ha t .  Eggs were cheap then 

[ laughter] .  I went t o  a bakery t h a t  so ld  bread a week 

old,  and they gave me a!& f o r  f i v e  cents.  It was dry 

bread. I s t i l l  l i k e  dry bread bepter  than f resh bread 

[laughter],  I guess from those days. I r e a l l y  do l i k e  

i t  b e t t e r ,  don't I? 

I worked and worked and worked at t ha t  job. I had t o  

be there  at seven i n  the  morning and I went home a t  s e p n  

a t  night ,  a twelve-hour day, and my back r ea l l y  got  p r e t t y  

bad. I began t o  get  s i ck  a few t i m s ,  bu t  I didn' t  l e t  anyone 

know. I stayed the  s i x  months, and I got along p r e t t y  well.  
0 

He made me do pa t t e rns ,  the  egg 'and d a r t  pattern.; these  

pa t t e rns ,  and I j u s t  did miles of these pa t t e rns .  I guess 

he made money on t h a t  because I r e a l l y  began t o  t a rn  i t  

out. There's not much t o  doing t h a t ,  surpr is ingly  enough. 

You know, you can l ea rn  i t  i n  a few days and then j u s t  tu rn' 

i t  out and turn  i t  out. Then I began doing more and more 

important work. Then a f t e r  s i x  months - he gave me eleven 

do l la r s  a week, so  I had eleven do l l a r s  a week. 

I n  the  meantime I had t h i s  s tud io ,  which I ' d  j u s t  about 

got ten  t ha t  simultaneously more o r  l e s s ,  and I began f ix ing  

i t  up. I had as partner, q u i t e  a wonderful fellow I think. 

H i s  name w a s  Cl i f ford  White. Cl i f ford  White . had j u s t  come 
* 

back from Mexico, and had worked a s  ass f t an t  t o  numerous artists, 

lucky a r t i s t s  is  a l l  I can say. One of the  a r t i s t s  was Diego 



R.P. 	 : Rivera, and t h e  o ther  one he was working f o r  a t  the time was 

Ralph Stackpole. H e  wasn't a g rea t  artist himself; he was a 

craftsman even i n  h i s  own work, b u t  i t  was very decent work 

t h a t  he  did. H e  had some good ideas  f o r  f i x i n g  up an o ld  

Chinese b lue  jeans fac tory .  F i f t een  Hotaling Place,  ups ta i r s .  

Well, t h a t  p lace  was r e a l l y  i n  a m e s s  when hhose ehinese 

l e f t  i t , w i t h  o i l  over the  f l o o r  from t h e i r  machinery and 

and v
the  whole thing,from t h e i r  cooking roomsr-if f%?!i%i%used 

s ince  the  . e a r l i e s t  days of San Francisco u n t i l  

1928 I think. It was i n  awful condit ion,  so  Cl i f fo rd  and I 

set about i n  our spa re  t i m e  t o  f i x  i t  up. . . -. .  .L 

And w e  f ixed i t  up. We made four  s t u d i o s ,  eacR7o"f them about 

t h i s  big. 
C// So Cl i f ford  White had worked f o r  Diego Rivera, 

and then i n  1929 about a t  t h e  same t i m e  ( i t ' s  hard timing 

t h i s )  I stayed over a year  wi th  the  wood-carver. The wood- 

carver was a marvelous wood-carver craftsman, and h e  had an 

I t a l d a n  wi th  him t h a t  would come around only p a r t  time because 

h e  worked f o r  o ther  people. He was very expensive s o  

kAd
t h i s  Portugese d idn ' t  want t o  spend much money so  h e  only got 

t! 
him p a r t  t i m e .  So I learned a l o t  a l s o  from the  I t a l i a n ;  

., o o g
h i s  name was .. Continola, he was from southern I t a l y .  

The I t a l i a n  took a deep i n t e r e s t  i n  me, and wanted t o  

help me. So I learned a g r e a t  deal  from these  two men. I 

learned how t o  handle tools .  How you take  a t o o l  i n  your hand, 

how you handle it. I began by never point ing a t o o l  toward 

yourself  and so  f o r t h  and went r i g h t  through it. I must g ive  

v
them c r e d i t ;  I must give the  Portugese c r e d i t .  But he  was 

P 



R.P.: 	 r e a l l y  very hard t o  dea l  w i th  and was always angry a t  h i s  

brother-in-laws, and e s p e c i a l l y  at me. Hurrying m e  up 

and h o l l e r i n g  at m e  and s t and ing  % m e ,  and w e l l ,  I can 

only say ,  when I w a s  i n  B r a z i l  later I understood l o t s  T. 

of Brazi l%n from being there .  And I t o l d  t h e  people i n  

B r a z i l ,  don ' t  swear b e f o r e  me  because I know every swear 

tL

word i n  Portugese. [Laughter.] H e  used t o  swear, my good- 

P 

ness.  They're not  too d i f f e r e n t  from I t a l i a n  swear-words, 

most of theq,  s t r ange ly  enough. I f  you know one, you know 

t h e  o t h e r ,  more o r  less; - I mean it&t h e  same world. 

:3:.;, rL..,, Diego Rivera came t o  San Francisco  t o  do a mural 

a t  t h e  Stock Exchange. They were bu i ld ing  t h e  Stock Exchange, 

and though I didn '  t know I 'd - hadsuch good luck-- I . . ; 

ano longer  could s t and  t h i s  man(%1fEg:fng at  me, Because 

I must admit ,  I made a mistake on a p iece  of wood+ 1 - z g a l l y  did.  

went t o  him wi th  t h e  p i ece  of wood, and I s a i d ,  " I ' m  very 
f f  

s o r r y  M r .  Viera; I made an  e r r o r  and I s l i c e d  t h i s  too  much, 

I s l ipped ,  and I want t o  pay you f o r  t h a t  .I1 And i n s t e a d  

of t h a t ,  he  threw t h e  p i ece  of  wood on the  f l o o r  and turned 

r ed  and began h o l l e r i n g ,  h i s  h a i r  a l l  over  and s o  f o r t h ,  

and made such a scene t h a t  I d i d n ' t  th ink  I c o ~ u l d  s t a n d  

i t  any longer  because i t  made m e  nervous. Standing 

around m e  t o  watch; he'd watch how you'd work you know, 

b e; over your shoulder .  Most of  t h e  t i m e  rt w a s  p r e t t y  
e 


good because I d i d n ' t  make many mis takes ,  b u t  t h i s  one 

mistake--it  w a s  awful. O r  maybe good, because t h e r e ' s  
a 




R.P 	.: always good i n  t h e  awful, I . always . f e e l .  So 

I s a i d ,  "Well, M r .  Viera, good-bye." H e  owed m e  about ha l f  

a week's wages, i n  the  middle of the  week. I didn ' t  s t o p  

f o r  t h e  wages o r  anything, I picked up my coat ,  t he  lunch 

t h a t  I had the re ,  i t  was the  morning, and I l e f t  M r .  

Viera 's  forever.  

A few days later--I  used t o  e a t  i n  the  a r e s t au ran t  
P 


t h e r e  some place ,  lunch t ime- -1  was walking away from my ckn!* 
"W 


lunch, and I m e t  my old f r i e n d  . H e  says ,  

'J "Oh, I was j u s t  th inking of looking you up." And I 

says ,  "Oh," you know. And he - s s i d ,  "I was j u s t  t o  

see an a r c h i t e c t  who c a l l e d  m e  by t h e  name of Ken 
1 


~ e b e r ,  and he had a commission f o r  me. But I know t h a t  

. you're a faster and more a b l e  wood-carver than I am 

(which . w a s  p r e t t y  n i c e  of another scu lp to r  t o  say t o  

another s c u l p t o r ,  I must s a y ) ,  so  he s a i d  

I1I already gave him your name, and i f  you go t h e r e  t h i s  

af ternoop I th ink y o u ' l l  have a : cornmis sion.  

[Laughter.] You can imagine what t h a t  meant. And 

t h a t  was my f i r s t  commission, with Ken Weber from Germany 

who spoke some kind of a broken way English. H e  spoke 

English p r e t t y  w e l l ,  b u t  he'd always make German construc- 

b-	
7 LI

t ions .  It was f o r  Somer and ~ a u f @ n  s. It was an enormous 
A 

job f o r  m e  , but  I knew how t o  carve,  I could r e a l l y  go. 
* 

H e  wanted t h i s  th ing  carved, b u t  i t  was a b i g  job t o  be  done 



R.P. 	 : i n  a s h o r t  t i m e .  But I s a i d  1 'd do it. 

So I worked and worked and worked doing t h i s  job,  
n 

P" 4hahdles f o r  Somer and Kaufman f o r  Roos Brothers.  It was 
4 	 A 

i n  Roos Brothers  s t o r e ,  b u t  i t  was ~om%r and Kaufman'Ci, It 
L 

began t o  be  where I j u s t  couldn6 do i t  a lone;  i t  was too  

much carving i n  the  amount of time. So I go t  the  I t a l i a n  

t o  come and he lp  m e  l a t e  a t  n ight .  So he  came and helped 

me.  And then I saw Ken Weber, and he says ,  ell, how's 

t h e  vork going," o r  something l i k e  t h a t .  And I s a i d ,  "It's 

going a l l  r i g h t ,  but  it 's p r e t t y  hard t o  g e t  i t  done i n  

rl 
t h a t  amount of t i m e .  That 's  an awful amount of space 

t h a t  I had t o  cover,  w i th  very l i t t l e  pay r e a l l y .  But I 

d idn ' t  mind. I ' m  very s t r ange ;  i f  I ' m  saying I ' l l  have 

something done, I have i t  done. I ' v e  never missed on a 

job ye t .  So I s a i d  something about t h e  pay was kind of 

low f o r  me.  H e  s a i d  n i c e  people; nd ~ a u f m a n ~ a r e  

P'
I ' l l  speak t o  them about it." They came around, Somer 
P 

and ~aufman: they were the  heads of i t ,  came around t h e  next  

day t o  look a t  t h e  work as %s being done. I had i n  t h e  

bu i ld ing  t h e r e  with m e  i n  t h e  s t u d i o  Ben Cunningham,who 

became a . f a i r l y  well-known p a i n t e r  and who else... 

somebody else was there, .  . 
Teise r: /O f /  

R-P.: No, 	 some, o the r  young ar t is t  there .  Anyhow, I s a i d  

r e  c
I1 - Please--they did wood-carving, you kttew--take a c h i s e l  i n  



R.P. : your h& and a c t  a s  i f  you're working, because I t o l d  ;his 

man t h a t  I have a worker, and he  only comes a f t e r  hours." 

He would work way i n t o  the  n igh t ,  t o  twelve o'clock a t  

night .  H e  worked a f u l l  day's work bu t  i n  the n ight .  

But I couldn't  explain t h a t  so eas i ly .  Then Cunningham's 

standing t h e r e ,  going l i k e  t h i s  wi th  a c h i s e l  [ laughter] .  

K a u f w a i d ,  "We have t o  s t i c k  a couple of hundred d o l l a r s  

on t h i s  a t  l e a s t . m  So t h e  job paid f o r  i t s e l f  anyhow. 

Teiser: 	 L e t  meprn t h i s  tape. 

[End of Tape 1, s i d e  11  

Begin Tape 1, s i d e  2 

n 

R.P.: Well, I could make d o l l a r s  i n  my pocket, t h a t  was a 

l o t  of money. You know, i t  was more money i n  those days 

too then i t  is now. So I f e l t  q u i t e  r ich .  

Then t h e r e  came--I might have don= some other  small com-

missions, I don't remember--but then the re  came an exposi- 

t ion ,  a decorat ive arts exposit ion i n  San Francisco. That 

was another t i m e  t h a t  I go t  ~ o m m ~ s s i o n s .  Speaking of 

commgdfions, t h a t  was about 1929, they had a b i g  decora- 

t i v e  a r t s  exposition. It was we l l  put up and very w e l l - -

and t h a t ' s  when I became madly i n t e r e s t e d  ( I  was always 

i n t e r e s t e d ,  but  madly i n t e r e s t e d )  i n  hand-woven fabr ics .  

Because I met someone who was doing hand-woven f a b r i c s  

there.  Well, I could t a l k  about it  a l l  n igh t ,  s o  I ' d  



R.P.: , b e t t e r  s t o p  now. So I w a s  i n v i t e d  t o  show, and Dorothy 

Wagner was given a job t o  design f u r n i t u r e  f o r  t h i s .  She 

was a good desi%r a s  w e l l  as a painter .  She designed a 

ou $now . breakfas t  set ,  ki tcheg s i  e set. Then I designedr, 
some b i g  panels f o r  t h i s ,  i n  th isbect ion of the  exposit ion.  

You know t h a t  exposit ion brought the  p o s s i b i l i t y  of c l i en rs .  

We got  write-ups i n  neuspapers, and I was wr i t t en  up . 
Somehow o r  o ther  an i n t e r i o r  decorator  got  i n  contace 

n 
with me  by the  name of Dorothy rue bell. She had l o t s  

of work f o r  me t o  do, and I worked f o r  her  f o r  a long, long 

time. 

I worked a t  sculpture  +on t h e  side--clay sculpture ,  

p o r t r a i t s ,  models, drawings. I w a s  a b l e  t o  pay--I didn' t 

make much, of course--but I was a b l e  t o  pay my way doing 

wood-carving of decorat ive fu rn i tu re .  I designed a l o t  

of furni ture .  I a l s o  i n  1928 o r  '29, the  two years a r e  mixed 

up with me, I can ' t  tell--I a l s o  designed f u r n i t u r e  a s  I 

t o l d  you before ,  f o r  the  Stock Exchange. That was an ea r ly  

commission. 

Teiser:  You s a i d  i t  was i n  the  Stock Exchange club? 

R.P. : Club rooms, yes. It may be  s t i l l  there.  I designed a l l  

of the  f u r n i t u r e  i n  those club rooms at  t h a t  time. 

And made the  models i n  Ivory soap s o  t h a t  I would have an 

exact  model t o  show as ide  from the  drawings, because 

$
Sloane and Company ca r r i ed  out the  fu rn i ty re ,  and the 

I 

people t h a t  ca r r i ed  i t  out weren't very pleased with 



R.P.: 	 t h e  i d e a  of an  artist  designing t h e i r  f u r n i t u r e .  So I had t o  

convince them w i t h  these  l i t t le  models t h a t  i t  would work 
fi'm+kyJP 4 e g WJ 	 I laughter ]  . So i t  worked too. 4,- later on--he w a s  t h e  


architect--a few yea r s  l a t e r  (Z d idn ' t  know t h a t  he  appreciated 


t h e  f u r n i t u r e  s o  much) s a i d ,  "You know, you should copyright 


t h a t  f u r n i t u r e  and make more mf it ,  you could make a b i g  th ing  


of  i t  commercially." But I never d id  it. I didn ' t  know t h a t  


he a p p r e c i ! d  i t  t h a t  much. H e  was a very s t r a n g e  man. H e  


{didn't say much; he never t a lked  apprecia t ive ly .  H e  always 


sa id ,  "Oh, what t h e  h e l l  you doing t h a t  f o r  ." [Laughter.] 


But he  l i k e d  i t  I suppose. But he  was a l l  r i g h t .  


Teiser:  Was i t  he  who brought =era there?  ;:r O r  who w a s  i t ?  

R.P.: W e l l ,  a s  f a r  as I know, t h e  person t h a t  brought Rivera there-- 

one of the  people I can say,  and T t h ink  t h e  person, was a 

/ 	 man by t h e  name of William H i s  wife  was r e l a t e d  


t o  Gertrude S t e i n ,  t h a t  same family. I know he paid  a 


l o t  of t h e  b i l l s  t h a t  Diego had / , and he  was q u i t e  


in t e res ted .  But I can ' t  remember t h e  exact  d e t a i l s .  A t 
' 

t h a t  t i m e  	I got t o  know h i s  wife.  

W e l l ,  when Rivera came around, I got t o  know him p r e t t y  

thos four  sudios,  
w e l l .  Number one, he  used one of  t h e  s tud ios  w e  h%:rge uses  

f o r  enormous drawings, .. which w e r e  about--

Teiser:  How b i g  is t h i s  room? You mentioned t h a t  t h e  four  s tudios w e r e  

about the  same s i z e  as t h i s  one. 

R.P. : Y e s .  This is about--

Teiser:  Thi r ty  f e e t  by t h i r t y  f e e t ?  



R.P.: 


Teiser :  

R.P:-


/ 


' 

T h i r t y ,  by t h i r t y ,  and about twenty-five high.  Something l i k e  

t h a t .  They weren ' t  too d i f f e r e n t  in s i z e .  

So i t  was l a r g e  enought f o r  Rivera-- 

Large enough f o r  Rivera t o  do t h e  en larged  drawings. But 

Rivera  worked i n  a s p e c i a l  way, and t h i s  begins  another  epoch 

in my l i f e  , t h e  number one that--well ,  t h e  f i r s t  t eache r  who 

,.. was t h e  woman in high schhol ,  t h e  second was Rudolph Schaeffer ,  

and t h e  t h i r d  t e a c h e r  became Diego Rivera. The t h i r d  b i g  

t eache r  in f luence  let's c a l l  it. 

Diego Rivera was a very good man from ny viewpoint,  and very 

b r i l l i a n t ,  i n t e l l e c t u a l ,  i n t e l l i g e n t ,  and so  f o r t h .  I speak 

Spanish, which I lea rned  a t  Lowell High School. I a l s o  had 

twelve yea r s  of language a t  Lowell High School, I fo rgo t  t o  

m e n t i o n ' i t ,  which I ' v e  used eve r  s ince .  So I was a b l e  t o  speak 
3 

w i t h  him. I got  t o  know him and h i s  w i fe ,  P re ida  ,dlo, who 

was a l s o  very wonderful. And a marvelous p a i n t e r ,  you know. 

She was a g rea t  painter--many people say s h e ' s  g r e a t e r  than  

h e  is. I wouldn't b e  abae t o  judge. They both  were very good 

i n  t h e i r  own way, because they were both very d i f f e r e n t .  

Anyhow, Diego Rivera began t o  show us--he showed +umber of 

San Francisco artists, by t h e  way, bu t  I had i t  a l l  privately--

b u t  he  used t o  come around i n  t h e  morning, r e a l l y  t o  s e e  

C l i f f o r d  White. C l i f f o r d  White had t h e  job,  a long wi th  a man 
'I 

named Albe r t@r~ws-  ( they were bo th  mathematicians),  of en-
'/@& 

Par ging -r1.. artists also--to :...,. . ::.' . en la rge  the  



R.P.: 	 drawings, the  small drawings, t h a t  Mego Rivera made, i n  order  

t o  l a y  out  all t h e  mathematical construct ion.  This of  course 

was a revolut ion  t o  me,  because I didn ' t  know about t h e  

mathematical c o n s t w t i o n  in a work of a r t ,  and I!m s t i l l  

working a t  i t ,  t r y i n g  t o  f i n d  out  more about i t .  The diagonals 

and lines and s fo r th .  The shapes, t h e  forms, t h e  cylinder,  

t h e  cone, e t c .  And t h e i r  r e l a t ionsh ips  in space. 

Diego Rivera had a t e r r i f i c  t r a i n i n g .  He had worked four 

years  w i t h  Picasso dur ing t h e  cubic per iod .  H e  came he re  t o  

I t a l y ,  t r ave led  a l l  over I t a l y ,  and made sketches on t h e  

murals. He  had a v a s t  cu l tu re .  I guess he  seemed t o  l i k e  me 

q u i t e  a b i t ,  because he  spen t  q u i t e  a b i t  o f  , h i s  t i m e  

t a l k i n g  wi th  me and t e l l i n g  m e  a l l  about these  things,  which 

were r e a l l y  new t o  me.  Then of course, C l i f f o r d  White working 

t h e r e  on these  drawings helped, although I t r i e d  t o  s t a y  out  

of  t h e  way. Alber t  Barrows I . knew a l so .  Albert  Barrows 

was a mathematician by profession.  But C l i f f o r d  White a l s o  was 

a graduate from Oxford Universi ty in mathematics, s o  they w e r e  

j u s t  t h e  thing.  Diego Rivera was very, very i n t e l l e c t u a l  about 

a r t .  H e  never p u t  down . anything without a reason. And 

t h a t  was a good--I can ' t  say  h e  t r a ined  me,  because . 

. I never was a p u p i l  of h i s ,  I was a f r i end .  

Talking a s  w e  a r e  t a l k i n g  perhaps now, without  any b a s i c  d i r e c t i o n  

'or motif.  But from t h i s  I got  t o  know various people a lso .  I 

got  t o  know Ralph Stackpole a l i t t l e  b e t t e r  than I 'd known 

him before ,  because he knew - Diego Rivera very w e l l  too. 



R.P.: Xn f a c t  Diego Rivera l i v e d  i n  Ralph Stackpole's s tud io  and 

worked t h e r e  too. So t h a t  I got  t o  know Stackpole b e t t e r ,  

-.., and some o the r  a r t i s t s  -. .;- b e t t e r ,  on account o f  t h i s  

group. Nearly every day w e  would have lunch together.  Many 

dist inguished r people would a r r i v e  a t  . ' these  lunches. One 

of them t h e  most dis t inguished and t h e  most admirable w a s  

another man who had an - 7 . inf luence  on m e ,  and :- . t h a t  w a s  

E l i e  Faure. 

E l i e  Faure was a French surgeon. He was a very dear f r i end  

of a person we a l l  loved and highly admired by the  name of 

Leo Eloesser. His family was of  t h e  b lue  jeans fame. You 

know t h e  b lue  jean o r ig ina ted  in San Francisco; the  word blue  

jean o r ig ina ted  in San Francksco. H e  was a very great  surgeon 

and doctor. W e  a l l  knew h i m  q u i t e  wel l ,  because he loved a r t  

and loved t h e  a r t s ,  and was a very dear f r i e n d  of  Diego 

Rivera's,  and had helped h i s  wife  who was i n  an automobile 

accident .  And operated on h e r  a number o f  . t i m e s .  So I got 

t o  know them a l l  in t h i s  t i n y  res tauran t ,  which. was b i g  

enough f o r  maybe t h r e e  t ab les .  Perhaps a fourth,  I ' m  no t  sure.  

I do& remember t h e i r  names, but  the re  w e r e  two: North I t a l i a n s ,  

Piedmontese, and they would be ca l l ed  Mama and Papa. Diego 

Rivera a t e  the re ,  and us o theru  ea t ing  with him. Stackpole, 

various o t h e r  a r t i e t s .  I was a d a i l y  e a t e =  . there ,  because .. 

it was j u s t r i p h e  corner across from my s tudio .  
C 4 


Meeting E l i e  Faure was a l s o  an i n t e r e s t i n g  experience t o  m e  

because I had never m e t  a famous a r t  h i s t o r i a n  as he  a l so  was. 



R.P.: H e  had the two professions.  So I began discussing a r t  h i s to ry  

wi th  him, o r  he would discuss it. He was on h i s  way 

t o  Mexico, and I ' d  s tudied l o t s  of things i n  Mexico, and I be-

came very in te res ted  ?. Also Diego Rivera used t o  t a l k  

about them. A number of  time .pe would discuss these things 

with m e ,  and I f e l t  kind of f l a t t e r e d  t h a t  a man of h i s  fame-- 

and t h a t  gives * yoLr a l o t  of  courage too, t o  t a l k  with 

people l i k e  tha t .  And so knowing these various people helped 

my--what shall I say--my inner s e l f  t o  some extent .  And I 

l i ked  them too. 

Then we got t o  know a l l  kinds o f  o ther  people t ha t  came 

around in those days. So many it's kind of useless  t o  mention, 

except t h a t  some time in those yea r s - -~o#~o thue l l ,  I asked 

her  t he  year, and i t  seemed t o  be t h a t  h e r  year was  about a year 

e a r l i e r  than what I thought., but  it doesn't  make any difference.  

Anyhow, some of u s  got t o  know Henri Matisse. 

W e l l ,  I had had some background with t h i s  Rivera thing. 

was stumbling and working a t  it, but  T was in doubt whether 

every artist--you know, these  g rea t  art is ts--whether they a l l  

used t h i s .  And I wasn't qu i t e  su re  y e t ,  So Matisse --I m e t  

him with some people, I think Stackpole was there,  and some di f -  

f e ren t  people were t he r e i - a  group. I a l so  speak French, learned 

a t  Lowell High School. And so I spoke with Matisse, and there  

w e r e  people around t ha t  d idn ' t  speak French, I guess t ha t ' s  why 
* 

he spoke more wi th  me. I had q u i t e  a l i t t l e  t a l k  with him, and 

he asked me what did I do, and I sa id  sculpture.  I s a id ,  w e l l ,  

I 



R.P. :  	 I was j u s t  a s t rugglfng young scu lp to r ,  and I t r i e d  t o  le t  him 

know t h a t  I was, you Icnow, j u s t  b a t t l i n g .  . . -

I was s t i l l  doing wood-caning jobs.  He s a i d ,  " j F o F w ,  

I ' d  l i k e  t o  go and see what you're doing." I s a i d ,  "yes, 

my s t u d i o ' s  j u s t  around t h e  corner." "Oh, I must go and see it; 

I ' d  l i k e  t o  come tomorrow." 
. - And I never w i l l  fo rge t ;  

I s a i d ,  "Oh, you don' t  want t o  see my scu lp tu re .  You've seen 

so  much g rea t  a r t  in France, you don't  want t o  see mine." And 

he  says,  "Oh yes, I do, I want t o  see it." I f e l t  very funny, 

I r e a l l y  did.  I f e l t  I didn ' t  want t o  show--[laughter]. I 

d i d n ' t  know a t  t h e  t i m e  t h a t  h e  was a scu lp to r .  So I s a i d  t o  

him, "Why is it t h a t  youFre s o  anxious t o  see my scu lp tu re  

when you've seen s'=Puch g r e a t  scu lp tu re  in France?" 

H e  s a i d  , " W e l l  you know, I ' m  a . sculptor .  But no one w i l l  

look a t  my scu lp tu re .  And no one w i l l  consider  me a  scu lp to r .  

And s o  I ' m  very i n t e r e s t e d  i n  scu lp tu re  and s c u l p t o r s ,  and 

some of  my b e s t  f r iends  a r e  s c u l p t o r s  ." 
H e  came up t o  my s tud io ,  and I had t h e r e  a  p iece  of work 

which landed in t h e  San Francisco Museum a  number of  years  

l a t e r ,  that"Marial'in t e r r a  c o t t a .  I had t h a t  1. . there ,  as  I can 

remember, and I had some o t h e r  . b i g  things.  I did  b i g  things 

t h i s  big--half bodies,  to r sos ,  a  head. I did  one of  a  young 

man t h i s  way, and the  woman was t h i s  way. They w e r e  b i g  

and they w e r e  very O 72 o u t  t h i s  way. I had t o  des t@g 

t h e  man; when I had t o  move I couldn' t  move it.  Which broke 

my h e a r t  b u t  I d idn ' t  know what t o  do. Anyhow, he  saw those 



R.P.: th ings ,  and he s a i d  t h a t  he l i ked  them v e r y .  very much. He 

sa id ,  i f  you're in New York, I must look up a c e r t a i n  man 
d say t h a t  4 

I ~ J  
s en t  me because he thought t h a t  he would be i n t e r e s t ed  i n  my work 

because he was an exper t  in sculpture.  W e l l ,  I wrote down h i s  

name and thanked h i m ,  and s a i d  good-bye t o  Matisse. I a l so  dis-

cussed a few mathematical problems, and he s a i d  t h a t  everything 

t h a t  I learned from Rivera, t h a t ' s  the  way he worked. And of  

t encourse t he  main th ing  is  t o  work wi th  your center ,  and t o  work 

out .  You work around this center .  I never w i l l  fo rge t ,  he never 

s a id  good-bye t o  me.  H e  r a i sed  h i s  hand i n  kind of  a l i t t l e  

wave, and he  s a id ,  "N'Bubliez pas la  l i gne  plombe," 

don't fo rge t  t he  plumb-line. W e l l ,  you know, t h a t  p l d  l i n e  

thing's  s t i l l  got m e  whirl ing,  because, you know, i t 's  e a s i l y  

forgot ten .  It's very e a s i l y  forgot ten ,  you know, when I keep changing 

on a p iece  of sculpture  t h e  way I work. So I t r i e d  t o  s t i c k  

t o  t h a t  one piece  o f  advice, p lus  some of t he  advice from Diego. 

A t  the  same t i m e  in these  years ,  I got to  know and become 

a very dear f r i end  of Diego's wife. Diego used t o  come i every 

morning at  10 O'clock t o  s e e  m e ,  o r  nearly every morning, and 

she'd come about every night  a t  e i gh t  o 'clock and pass the  

evening while I ' d  be doing my commercial - wo od-carving 

jobs. Sometimes I would do them a t  night  with a lamp over m e ,  

and i n  the  day I ' d  be  doing some clay work, my own s t u f f ,  which 

had no s a l e  of course. I got t o  know he r  very well ,  and she  

would s i ng  f o r  m e  a l l  evening. Mexican folk  music, with a l i t t l e  



R.P.:  	 t i n y g u i t a r ,  o r r n a y b e i t w a s a u k e l e l e ,  I d o n ' t k n o w w h a t i t  

was exactly,  It was a small s t r i n g  instrument, and she used t o  

come--in her  b lue  I jeans--and play the  gu i t a r  and s i ng  f o r  me 

and s i ng  f o r  m e  and tell m e  Mexican poetry, a l l  folk.  Diego 

Rivera and h i s  wife  were both very in teees ted  i n  fo lk  music. 

Once they sang f o r  me together,  duets .  [Laughter. I It w a s  a 

very n i c e  t i m e  in my life. 

From then on I got t o  know o ther  Mexican a r t i s t s ,  l i k e  Carlos , 

' ,?5f09 
grids came around, many others ,  I can ' t  remember a l l  of t h e i r  

names now. And I was beginning t o  get  t o  know a l o t  of Chinese 

artists. One of these  is  a l i fe- long f r i end  who I st i l l  know, 

who I saw in Venice j u s t  about two years ago, Kingman, 

who is q u i t e  wel l  known i n  t he  United S'fates f o r  h i s  watercolors. 

I a l so  passed on a l o t  of  my knowledge t o  him, which I learned 

from these people. He w a s  working a s  a houseboy, and he used t o  

go out on locat ion about f i ve ,  s i x  in the  morning, and work till 

a b u t  n ine  o r  ten,  I ; fo rge t  exactly,  Then he would come t o  me 

with the  work and show i t  t o  me, and say, "Well, you l i ke?  I 

think no good, but  I work," So he kept on working and s laving,  

and I ' d  say something. I ' d  say,  "Well, you know, you're s t i l l  

not  beginning with the  middle," o r  something l i k e  t ha t ,  and 

various o ther  things.  Although he a lso  had --he didn' t  have a 

t e r r i f i c  knowledge of composition in a way, bu t  he had a mar- 

velous knowledge of paint ing,  and he a l so  had the  background of e 

Chinese wri t ing.  So I learned a great  dea l  from him a t  the  

same time. 



-- 

Teiser: 

R.P.: 

Teiser: 

R.P.: 
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You were r e a l l y  learning more from artists i n  o ther  than 


sculpture .  


Y e s ,  mostly. 


Rather from Howard o r  Stackpole d i f ec t l y ,  w you w e r e  learning 


! 
from a r t i s t s  in o ther  d i sc ip l ines ,  were you? Is t h a t  r i gh t ?  

Y e s .  I taught Robert Hovard vood-carvlng. You know, t h a t  kind 

of thing. Speaking about Robert Howard. 

ABout t h e  same time--1928, '29, '30; I can ' t  separa te  them-- 

in t h e r e  Stackpole got a b i g  commission t o  do - the  Stock 

Exchange, and he fanned it ou t  a s  i t  w e r e  t o  some stone-carvers 

who were experts. They roughed i t  all out f o r  him, then he'd 
A 

come around and f i n i s h  it. JadLSekrteer, again in my l i f e ,  got 

t o  know these  people and began l e a m i n g  how to  carve s tone with 

them on Stackpole's job. Stackpole was a l i t t l e  scared a t  

f i r s t ,  but grinding's p r e t t y  hard, t o  even knouk off  one 

chip, so  it didn ' t  make much difference.  S O ~ - ~  s a i d  t o  

me,  "Why don't you come down and learn too?" So I went down 

every morning and learned stone-carving. I ' d  s tud ied  

a l i t t l e  marble-carving here  in I t a l y ,  but not  much. 
f l  

So the re  was an I t a l i a n  named Bona who w a s  the  man who had 

the  contract .  It was an enormous job; .' 

t o  do something 01.71 l i k e  t ha t .  It's surpr i s ing  t ha t  

a few men could have done it; i t  was an enormoas job. It's 

.	l i k e  being a miner. So I learned:. a l i t t l e  b i t  how to  use 

the  e l e c t r i c  hammer, the  . . pneumatic hammer. A t  t h a t  time 

t ha t  w a s  my f i r s t  experience with it. Then I a l so  learned how to  



R.P .: handle the  c h i s e l s  and so fo r th .  And Bono would s tand over me. 

They a l l  swear a t  you. He used t o  say, kind of swear a t  me i n  
- . A  . . - cS662 

I t a l i a n ,  say," Ave Maria Sike t h i s ,  no no no." I f  I made one 

s t roke  t h a t  was s l i g h t l y  wrong he would h o l l e r  at me. It was 

w 
good t ra in ing .  But he was funny, he  wasn't l i k e  the  Portugese. 

P 

So I learned q u i t e  a b i t  about stone-carving on t h i s  job. 


I ' m  going t o  s top now I th*. I r e a l l y  have t o ,  I , think.  


I n  the  meantime I kept  on drawing, drawing, drawing. 

Constantly. A t  n ight .  We had these  drawing groups. Constantly, 

constantly.  A l l  the  years. Drawing from t h e  human f igure ,  

a male o r  female. Dancers, non-dancers , boxers, anything. It 

was a g rea t  help t o  l e a r n  the  f igure .  

Teiser :  	 Maybe I can ask you something . What d i rec ted  you 


then, I th ink i t  w a s  1934 o r  1936, you had your f i r s t  one-man 


show in a l a r g e  museum. I th ink  '36 a t  the  San Francisco 


Maseum. 


R.P.: Really? 

Teiser:  And '34. 

Harroun: 1929 

R.P. 	 : Oh yes, the  f i r s t  time I ever  exhibited.  The f i r s t  time I ever 

exhibi ted  a p iece  of my work was a t  t h e  S e a t t l e  Museum i n  1929. 

A Decorative A r t s  Exposition. It was more o r  less t h e  same 

t i m e. 
I had an i n v i t a t i o n  t o  show up the re ,  and I s e n t  up--it was r e l i e f s .  

C 

They were decorat ive r e l i e f s .  Then I exhibi ted  from time t o  

t i m e ,  . and someplace 



R.P.: 

a 

d 

Teiser: 

R.P.: 

1 


Teiser :  

Harroun: 

R.P. : 


Harroun : 


R.P. : 


Harroun: 


Teiser: 


R.P.: 

i n  those years a number of  us  s t rugg l ing  young 


artists--some o l d e r  ones too-.-started an . . a r t  


a t  728 Montgomery I think is  t h e  address in one of t h e  


s tud ios  there.  We all pjtched in t o  - .  . rebui ld  it. There 

~ m a u f i - Q 


was Victor  t h e r e  was Renato Cuneo, a very ab le  
C 

a r t i s t  by t h e  way, and : ? \ .  Do Kingman came and Valenti  "b 
Angelo came. I saw Valent i  Ang&lo he re  j u s t  l a s t  year.  You 


know who he  i s ?  


urol' ,v
H e  was in San Francisco about a month ago. He get(& a dinner.  par ty .  

I' 

Y e s .  H e  keeps going back and f o r t h .  He  moved t o  New York about 

when I did. Of course h e  l i v e d  in San. Francisco f o r  many-- e 
H e  had a l i t t l e  

q 9? . That 's how w i ~  

I got t o  be such a good f r i e n d  of his, I guess. 

Well--she's looking up; I know, I have a l o t  of  th ings  I-
can ' t  remember too. I might g e t  a d a t e  wrong. 


I have 6 t h a t  '34 you had a show a t  the  A r t  Center i n  San 


Francisco. 


A one-man show. 


Was t h a t  a one-man show? WE had group -shows. 


t h e  group show, 1929 i n  S e a t t l e .  Los Angeles Museum, 


1932; S a n  Francisco, 1933;and '34, 


Gee. I won a p r i z e p  t h e  0 1 ' i  Museum once. ~ o n ' t  put it--


The f i r s t  one-man show was t h e  A r t  Center. 


That was what I had. A s  long a s  these  thiggs a r e  a matter of  


tecord ,  we don't have t o  s t r a i g t e n  out  t h e  dates.  


1934, t h a t  w a s  the  f i r s t  one-man show a t  the  A r t  Center. 


* 



.. 	 Did Dorot have t h e  text out?  I t 's  t e r r i b l e ,  I don' t--

they kind of  become know. 

-	 R.P.: Then i n  1935 I had another one the re ,  a n d ' i t  w a s  very we l l  

wr i t t en  up by t h e  newspapers too. I had very good write-ups 

in San Francisco. I had very good c r i t i q u e s .  One of them 

died very young. H e  wrote very we l l  /bout m e  f o r  the  Stanford 
L 

Daily News. One name I remember is Alfred Frankenstein. H e  

d id  i t  big--you knvw, gave m e  h a l f  pages. 

~ e i s e r : Then you d id  follow up Matisse 's  suggestion, and t h a t  l e d  t o  

shows i n  New York, d id  i t  no t?  

R.P.: That 's  r igh t .  

Teiser  : 136 and '37 I have. 

R.P.: This m a n  in New York turned ou t  to  be  a German. H e  w a s  an 

i n t e r n a t i o n a l  German who had had a ga l l e ry  i n  Rome, and h e  

a t  t h i s  time he  headed, when I m e t  him, headed the  a r t  ga l l e ry  

of  weste&anls in New York. It was a b e a u t i f u l  ga l l e ry .  So 
\ 

I went t o  see him. H e  l i k e d  my work extremely much, mre than I 

ever  would have expected, I must say. These ga l l e ry  people a r e  

usual ly  very d i f f icul t - - those  arti'kryts, you know. H e  was very 

en thus ias t i c  about my work, and said,"Well,  I ' m  pu t t ing  up a 

show of Barlach and Lehmbruck i n  a few weeks, and i f  you could 

( have a few th ings  ready by then w e ' l l  make i t  a three-man 
11

4 

show. That was my f i r s t  showing t h a t  I can remember i n  New York. 

I might have shown previously i n  some group shows. That w a s  my 



I 


R.P.: 	 first showing. That was 1936? It had some success, although 

Barlach and Lehmbruck, you know, they were t h e  b i g  a r t i s t s  of  

the  time. 

Teiser:  	 What sor t$  o f  th ings  d id  you show? 

R.P.: 	 I showed uome bronzes and some ter ra-cot tas .  I s t i l l  have a 

couple of  the  p ieces  here  t h a t  I can show you i f  you want t o  

see them l a t e r .  They w e r e  c a s t  and a l l  t h a t ,  and I got  them c a s t  

on Long I s l and  by an old  I t a l i a n  bronze-caster . I j u s t  had 

them c a s t  in time, and then t h i s  came up, you see, s o  I w a s  very 

lucky. 
. :"Y% 1, 

. . 

Mr. ~ u e c h n e rwas q u i t e  a pe r sona l i ty  in the  a r t s .  H e  was a 

publ isher ,  a w r i t e r ,  an a r t  c r i t i c .  He knew evepybody i n  Germany. 

A t  t h a t  t i m e  he  was exhlkbiting a r t  which H i t l e r  d idn ' t  approve 

of in t h e  United S t a t e s ,  which included Barlach, and Lehmbrmck, 

and Kathe Kollwitz, and t h i s  Grosz, George Grosz, of  whom he 

was a dear f r iend,  and s o  f o r t h .  I ; always f e l t  very so r ry  f o r  

Mr .  Buechner, because when the war came and the  United S t a t e s  got 

i n  t h e  war, he evident ly  was s t i l l  a German c i t i z e n ,  and so  was 

M r .  Westermann, t h e  owner of t h e  ga l l e ry ,  They closed up the 

gal lery ,  the  government d id ,  and they l o s t  everything. Af ter  
r :, a 7q t h e  war, M r .  Westermann made a b i g  s u i t  aga ins t  the &,and 

L 

won the  suit, bu t  d i d n ' t  ge t  anything out  of i t  except s a t i s -  

f ac t ion .  But they were anti-Nazis, because I know it ,  and besides,  
a 


they were showing a r t  t h a t  wasn't accepted i n  Germany, what 
0 


? they c a l l e d  Jewish a r t  in Germany, ~ i d e .  That was t e r r i b l e ,  you know. 
\ 



R.P.: 	 MywifewentthroughGermany i n l 9 2 8 .  " 3 8 1  g u e s s , n o t m u c h  

before t h e  war. She s a i d  it w a s  very depressing. 

Jew--Jude--written all over t h e  s t o r e  window, and she s a i d  army 

o f f i c e r s  marching up and down, and people a l l  scared of the  

army o f f i c e r s  . They were dodging them. She s a i d  s h e  was scared 

too,  and got out  f a s t .  She was passing through Germany t o  get  t o  

Holland o r  something. 

Teiser: 	You were l i v i n g  in New York then a t  the  time you had t h i s  

e x h i b i t  a t  t h e  ga l l e ry  o r  no t?  

R.P. : W e l l ,  no t  l i v i n g .  I went there .  


Teiser : I see. Your headquarters were s t i l l  in San Francisco. 


R.P.: I had my s tud io  the re ,  yes. A t  1 5  Hotaling Place. I didn ' t  


give up my s tud io  i n  15 Hotaling Place  --I"m no t  s u r e  of t h e  

date .  I'll hawe t o  ask  her .  It 's f i f t e e n  years.  From 19-- 

f i f t e e n  o r  s i x t e e n  years.  

Teiser : 	About t h e  t i m e  you went t o  Mills, d id  you give i t  up? 

R.P. 	: No, I s t i l l  had i t  then. I had it f o r  a long t i m e .  They 

wanted t o  rebui ld  t h e  bui ld ing,  add got me out.  I was very 

b r o k e i- up about i t  because I d idn ' t  have any p lace  t o  go. 

Teiser: I have t h a t  you began teahhing a t  Mills in 1938? 


R.P.: That's r i g h t .  


Teiser: The same year  t h a t  you had an e x h i b i t  a t  the  San Francisco Museum 


p f  A r t .  

R.P. : Is t h a t  the  f i r s t  San Francisco e x h i b i t  did you say? 


Teiser: San Francisco Museum of A r t  show. 




R.P.: By t h a t  t ime I was e x h i b i t i n g  q u i t e  a b i t .  

Te iser :  Were you by then  doing p r i v a t e  c o ~ s i o n s  too? 

R.P .: W e l l .  ..1938. ..let 's see. 1936 I went t o  New York and s t ayed  

t h e r e  f o r  a while .  Then I went back t o  San Francisco. And I 

got  on t h e  WPA in I t h i n k  1938. 

Teiser :  What p r o j e c t  were you on? 

R.P.: M.y own p r o j e c t .  

T e i s e r: Wonderful. 

R.P. 	: I d idn ' t  want t o  b e  in anyone else's p r o j e c t .  Bufano wanted m e  

t o  be  in his p r o j e c t ,  b u t  I d idn ' t  want t o  do Bufano's, o h ,  

I don't know, I - f e l t  t h a t  I was f a r  enough a long, -  

. t o  do my own. So t h a t  made him very angry because h e  

wanted everyone t o  work f o r  him. 

So I worked t h i s  p r o j e e t ,  and i t  was an  i n t e r e s t i n g  th ing  

f o r  me, because I never  was in t h e  p o s i t i o n  t o  have a number 

of workers work f o r  me.  I had had jobs  previous ly  i n  t h e s e  yea r s  

i m e r v e n i n g  of which F have n o t  spoken, which I ' d  have somebody 

work f o r  me f o r  a few weeks t o  hawe m e  b u i l d  up something. 

But never  s t eady  real he lp .  So I had a p r o j e c t  a t  WPA, and 

t h e  p r o j e c t  was f o r  g r a n i t e  s cu lp tu re .  For tunate ly  I ' d  had --

t h e  background wi th  t h a t  Bona t o  know somewhat about it. So 

I designed th ings  f o r  them, and I had workmen he lp  me t o  b u i l d  them 

up. I d i d  some very  i n t e r e s t i n g  th ings  dur ing  t h i s  t i m e .  I a l s o  

- taught  part- t ime 	 a t  Mills College. I j u s t  would rush over  t h e r e  

a couple o f  a f te rnoons  a week. To me  it  was a very important pe r iod ,  



R.P.:  because I was a b l e  t o  do a panther  f o r  t h e  Sa l inas  J u n i o r  

College which w a s  t e n  f e e t  long, a sea t ed  panther.  That was t h e i r  

animal, emblem. I made small marble and then  a l a r g e  marble. 

\j Beniamo Bufano t r i e d  t o  hold back my p r o j e c t d n  every way he could. 
_C 

H e  t r i e d  t o  t ake  my workers away. He became very mean. But I can 

g e t  stubborn, and I s t u c k  it out .  [Laughter.] I became q u i t e  

stubborn. I s tuck  it out .  It was very  d i f f i c u l t  f o r  a while .  He 

went one day t o  t h e  s t u d i o  whi le  t h e  panther  was being done i n  

p l a s t e r  c a s t ,  and he  went wi th  a hammer and it took fou r  workmen 

t o  p u l l  him away from wanting t o  break  up my model. We had q u i t e  

a t i m e  wi th  him. H e  w a s  a very  jea lous  person. But I d i d n ' t  

care .  J u s t  l i k e  w a t e r  on a duck's back. I went ahead, and I 

g o t  t h e  panther  done. 

It was a n  enormous job. Having workmen is one th ing ,  b u t  

f i n i s h i n g  and doing t h e  job yourse l f  is  another .  I would work a t  

n i g h t  --and t h e  WPA was only a t h r e e  o r  four-day week anyhow-- 

b u t  I worked n i g h t  every day of t h e  week except t h e  two af te rnoons  

a t  Mill's- College. I worked every day of t h e  week inc luding  

Sunday on t h i s  
~ L Q  

Bender then bought from t h e  WPA and gave t o  M i l l s  College, 

which I understand they s t i l l  have there .  They have it a t  t h e  

en t r ance  t o  t h e  admin i s t r a t ion  bui ld ing .  That w a s  i n  marble, 

Fjhi temarble.  
. ?,4q7 

Harroun: I t ' s  s t i l l  the re .  

R.P. :  A t  least they t e l l  me it is. I ' m  glad t o  hea r  i t ' s  s t i l l  



R.P. : t he re .  

Anyhow, I d i d  o t h e r  th ings ,  and I designed l o t s  of t h ings  

f o r  them. TEe WPA of course,  a t  l e a s t  i n  San Francisco,  was q u i t e  

a marvelous p r o j e c t .  They had some very  f i n e  des igners .  They had 

a very marvelous t a p e s t r y  des ign  p r o j e c t .  Some young artists were 

given a chance t o  do th ings  t h a t  they never  were a b l e  t o  do before.  

I th ink  it's too  bad, and i f  I can put  i n  my word f o r  i t ,  i t  

should have continued u n t i l  today! It should've j u s t  gone r i g h t  

through. The WPA p r o j e c t  w a s  something t h a t  gave t h e  ar t is t  some-

t h i n g  t o  , let 's  say,  l i v e  f o r .  It was a job, and h e  had t o  do i t  

and he d i d  it. It proved t h a t  they could do it. The murals t h a t  

were done - ' i n  San Francisco--Dorothy Wagner d i d  

some murals t h e r e  t h a t  were very  good too. Many of t h e  

artists d id ,  t oo  many t o  mention. To m e  t h a t  w a s  very important  

though, :o be a b l e  t o  have, t h i s  p r o j e c t  and : c a r r y  out. . .  

And al though t h e  pay was an abso lu te  minimum--I was lucky t o  have 

t h e  job a t  M i l l s  College t o  ca r ry  m e  through-, r because I 

had t o  pay my s t u d i o  r e n t  a t  t h e  same t i m e .  I w a s  g e t t i n g  

n i n e t y  d o l l a r s  a month al though I headed t h e  p r o j e c t .  My 

workers were g e t t i n g  j u s t  a l i t t l e  b i t  l e s s ,  e ighty- f ive  . o r  

something l i k e  t h a t .  

hat's t h e  panther  photograph. That head you s e e  was nearly-- 

w e l l ,  I had t o  g e t  up, had t o  climb up on h e r e  t o  work on it you 

see .  I d i d  a l l  t h e  head mostly by myself on Sundays. 

Teiser :  That ' s  s t i l l  i n  p l ace ,  I presume. 

R.P. : Yes. That weighed t h i r t y  thousand pounds, s o  I guess i t  was hard 



R.P. : t o  move. They've changed the  name of the  college. It was Salinas 

. Jun ior  College a t  	the  t i m e .  I had an awful hard t i m e  pu t t ing  t ha t  

through. A r e a l l y  hard time. Really, r e a l l y  t e r r i b l e .  Because 

Bufano opposed t h i s  animal t o  such an extent  t ha t  when i t  was 

already made he  t r i e d  t o  s top  i t  from going through and being put 

a t  the  college. Well, I heard t h i s ,  so  I wasn't going t o  le t  

t h i s  job be l e f t .  Esther had a c a r  a t  t h e  time, and she drove me 

down t o  Salinas.  We went t o  see  the  president  of the  col lege ,  
I 


and t o ld  him the  exact s tory .  I ' v e  never t o ld  t h i s  s to ry  

before t o  anybody. But i t ' s  s o  many years ago, and Bufane's no 
r & , q t : , a : . 4 . . 1 . c . , .  ' 

t' -
longer avai lable .  So I wnnt t o  t e l l  him. \-laid, "Do you 

l i k e  t h i s ?  Is it something you r e a l l y  l i ke?  Do you r e a l l y  want 

i t ? "  I w a s  very frank with the  president .  He says,  "I absolutely 

want it. I says,  "Maybe you'd p re fe r  a Bufano, and I ' d  l i k e  

t o  know." "Oh no, no, I woddn ' t  have i t  around," he sa id .  I 

sa id ,  "Well then you want t h i s  and . . - we're going t o  put 

i t  through." I sa id ,  "Well, help m e  t o  put i t  through." So 

he  . .  helped m e  t o  put i t  through, and . i t  got placed. Other-

wise the  home was l o s t  f o r  a while. Everyone was pleas'ed with i t ,  

and i t  was my own work, i t  wasn't somebody else's. I put an awful 

l o t  of work i n t o  i t .  I got ill on t he  work with my i l l n e s s  tha t  

comes back every once i n  a while, t h i s  l i v e r  thing,  and I did t h i s  

head while lying down here with the  pneumatic hammer t h i s  

way, because I couldn't  s tand up. I did  t h i s  most of t h i s  ly ing 
the  

down, : stone-work, pneumatic hammer. . Because I j u s t  



R.P.: couldn ' t  s t and  up. I had t h i s  t h i n g  wi th  my l i v e r ,  and it was 

such a pa in  the re .  I ' d  bean operated on my , l i v e r  h e r e  i n  

- I t a l y ,  f o r t u n a t e l y  by very  g r e a t  doc to r s  who p a r t i a l l y  cured me.  

But they s a i d  my l i v e r  had been le t  gone s o  f a r  t h a t  it  wasn't  

r e a l l y  curable.  But I ' m  a l l  r i g h t .  

Anyhow, I go t  t h a t  done. And I got  many smaller works done, 

and many p l a s t e r  models done, and I w a s  given a n  enormous com-

mission,  which would've been something t o  make anyone 

envious, and t h a t  was a whole h i l l s i d e  ou t s ide  of Oakland would 

be  a foun ta in  of running water  going down t h e  h i l l ,  and then  a t  

i n t e r v a l s  i t s  s t e p s  would b e  s c u l p t u r e s . .  And it would b e  the  

whole s t o r y  of animal l i f e .  Like r e p t i l e s  and molluscs and s o  

f o r t h ,  up t o  --well, we d i d n ' t  reach man, b u t  a l l  t h e  d i f f e m t  

animals,  bea r s  and d i f f e r e n t  th ings .  I began making s t u d i e s  f o r  

t h i s .  I w a s  a l s o  given o the r  commissions, b u t  they never  were 

a b l e  t o  c a r r y  it ou t ,  because f i n a l l y  t h e  War came along, and 

they c losed  up t h e  thing.  

So a t  t h e  end I w a s  s tuck  wi th  hundreds of drawings of d i f f e r e n t  

th ings ,  and some l i t t l e  models. So I made them on my own. I made 

a f r o g  of my own which I s t i l l  have, an  owl--and having g o t t e n  

i n t e r e s t e d  i n  owls I made a number of owls f o r  myself. I made 

some f i s h ,  one of which I so ld .  I got  s t a r t e d  on f i s h  -
t h e r e  too,  you see .  I got  s t a r t e d  on a l o t  of th ings .  Then I 

db 
had t i m e  t o  go drawing and be  pa id  f o r  i t ,  ins t ead  of wondering 

{an I a f f o r d  t h i s .  So i t  helped a g r e a t  dea l ,  a s  I s a i d ,  although 



R.P.: 	 I had the expenses of the studio as well. I paid . ninety 

dollars a month. And the workme~didn't. Yet I also was able-- 

I supplemented it with a very small wage from Mills College. 

So I really made a living at the time. Which of course . .. is 

kind of important. Kind of important. [Laughter.] Even though 

I'm not too interested in money. So anyhow, the WPA was a 

great boost. 

The War came along, and I kept on working. At first we didn't 


feel the War very much, as I remember, and then we began to feel 


it more and more. People began getting drafted. I had this 


eb$awful liver trouble, . and I was sick at the beginning there. 

Then J- went off to war, and I took his place. He was 

some kind of an officer, I think a major, in the army, in 


the army intelligence I think, it was something like that. So I 


took over his job as the professor of sculpture at the University 


of California. So I held that for about five years, until he 


came back. 


Teiser: 	Did that leave you time tc do other work too? 


R.P.: 	 It didn't leave me much time, unfortunately. I must say I learned 


a lot teaching such large groups of students. A large part of 


them were architects, because the sculpture department was then 


in the architecture department. And I was free with my own de- 


partment, which was very good. Because the art department was 


not in my line, actually. To me it was manneristic, that is, the 


piinting, not the art history, but the painting was kind of man- 


neristic. I feel that people should not learn a manner when 


they're teaching--when they're learning. I don't believe in 




R.P.: teaching a manner. I always try to have students not influenced 

by me. To be influenced by art, and what is in them. The laws 

of art and what is-in them. It's a little hard in the beginning 

but when you get it it's a great help. You don't have a manner, 

you don't have a manner of somebody or other. So I was very 

glad to have my own apartment .g I think I--well I know, I should 

say, that I did a very good job. I was very popular on the 

University of California campus. I know that. The students 

used to come to me. I used to give lectures, You see I had such 

large classes that I couldn't go from student to student very 

much. I used to give lectures on the works . of great arts of 

the past. How they were designed, how they were made, how they 

were thought out, and so forth. With my experience from people 

like Matisse, and Rudolph Schaeffer, and Diego Rivera, I had a 

pretty good background for this. So i was able, with my own 

studies of course, to tell how a Michelangelo--;. they had 

marvelous casts at the University of California. Romanesque,' 

and Renaissance, and Greek plaster casts. Previously they'd 


copied them years before, but I didn't have much copy work 


done. I had them understand them, since they were architects. 


When I would lecture I would take a piece of Michelangelo--they 


had small models about this big of the Night and Day, about three 


feet long--and I would describe the diagonals and the shapes and 


the forms and the cubes and so forth, and the way they fit into 


space, and about Michelangelo. Because I tried to have everyone 

a 


know that space is,\very important ingredient. It was especially 




I 

R.P. 	: f o r  a r ch i t e c t s ,  and I to ld  them, and I was very mean t o  modem 

architecture--I  sa id ,  "One of t he  things t h a t  modern archi tec-  

t u r e  today lacks ,  and:that is an understanding and a fee l ing  

of using space s o  t h a t  it would become a v i sua l  thing f o r  the  

eye. The use of optics." So I taught sculpture  using ideas  
;: some of them--

of op t i c s  and space. I was very successful .  I still--I got 

/&-) 
a l e t t e e  about a few weeks ago by a woman a r c h i t e c t  

A 

7 	
' I  

whosename i s ~ o u s t r i t s k ~ .  H e ' s  a b i g  a r c h i t e c t  now; he ' s  one 

of the  people who helped re-design the c i t y  of Philadelphia. 

And he ' s  down i n  Baltimore and is now working i n  Washington D.C. 

H e  wrote m e  a letter thhiking m e  which I haven't answered , 

thanking m e  f o r  what he'd learned from me. So I was kind of 

successful  at  t h a t ,  I would say. 

I had one competitmr a t t e a c h i n g ,  and h i s  name was Ernst  

$lock, a man who I forgot  t o  mention. So 1'11 have t o  t a l k  

about Ernest Bloch f o r  a moment, i n  my l i f e ,  because Ernest Bloch 

i n  my very ea r ly  years  when I was working around the  t hea t r e  --

and I can ' t  t e l l  the year, but  I was qu i t e  young, maybe j u s t  

f in ished high school--I m e t  him, with a f r iend.  Ernest Bloch 

was Swiss, and t h i s  was with a Swiss a r ch i t e c t  who I learned 

something from too. Ernest Bloch asked m e  what I did ,  and I 

to ld  him. He sa id ,  "That's too much," with h i s  very s t rong 

accetn. H e  gave m e  a b ig  l e c tu r e ,  and he says, "You know I 

bel ieve  in--" Oh, he believed i n  a l l  kinds of things,  l i k e  the  
* 



R.P.: 	 shape of your hand, and the  shape of your head, what they make 

you. And he  sa id ,  "You're a sculptor :  keep t o  the  sculptor." 

He says,  ''You're nothing else. The shape of your forehead's t h a t  

of a sculptor ,  and you're a visionary artist from here..." Well, 

' I  kind of took it half-way a t  l e a s t ,  and i t  helped m e  t o  decide 

t o  s t ay  with sculpture  and not  t o  deviate. He was qu i te  an 

influence the re ,  and I s a w  him a number of times. H e  was a most 

marvelous man. Very learned, and he  knew many a r t i s t s  i n  Europe. 

It was very good t o  know him. I ' m  sorry  t h a t  I l e f t  him out 

e a r l i e r ;  i t ' s  j u s t  t h a t  I --he's one of a number t h a t  r e a l l y  

helped me.  Because I must say t h a t  many people have helped me;  

19ve not  got ten  along alone by any means. I don't think any man 

ge t s  along alone anyhow. Because w e  c a n ' t  ge t  along alone; i t 's  

impossible. But l o t s  of people th ink they do, it seems. But 

nevertheless,  I was helped by a l l  of t he  people I 've mentioned, 

even Bufano, who by being very hard on me on t h i s  thing made m e  

perhaps work a l i t t l e  harder. 

To come t o  Ernest Bloch again-- 

Teiser: 	 A t  the  University of California.  

R.P.: 	 Oh yes, a t  t h e  University of Cal i fornia  he was teaching. H e  taught 

part-time o r  something. It seems a s  though j u s t  the t i m e  t h a t  I 

gave my l ec tu r e s  he gave h i s  l ec tu res .  When I gave my lec tu res ,  

a l i  of the  s tudents  of the  a r t  department, including the t hea t r e  

department, they a l l  came ; i n  A:' 9 9 so  t h a t  they 

had windows above--they'd ge t  up on ladders,  and stand on ladders 



R.P. : a t  the  windows t o  l e s t en  t o  m e  l e c tu r e  on these  various things. 

Because I d idn ' t  know t h a t  I was so  unique, not  having too 

much formal education, . a g rea t  dea l  of univers i ty ,  I j u s t  took 

i t  f o r  granted t h a t  everybody would do t h i s .  So I would a c t  out  

a l l  the  th ings ,  and throw out my arm.$, a c t  the  use of an arm, 

and show how they'd move,.and how the  f igure  moves. The s tudents  

a l l  l iked  it. The t hea t r e  department found out  about it,  and a l l  

t h e  a c to r s  came t o  it.  A l l  of the  music department came. So I 

had t h i s  place t h a t  was--I was a f r a id  the  building would f a l l  

down. And the  days I would give l ec tu res .  Previously they 

didn ' t  have l e c tu r e s  i n  sculpture.  But I d idn ' t  see how you 

could teach so  many people otherwise. J u s t  going around t e l l i n g  

them t h i s  is  too b ig  and t h i s  is too small,  why don't  you make 
i t 's  

t h i s  a l i t t l e  rounder, you know,/lkind of foo l i sh  I thought. 

It 's kind of individual .  

Anyhow, Ernest Bloch was giving l e c tu r e s  on the  same a f t e r -  

noon. So a committee of s tudents  came and s a id  please change 

your afternoon. You know I couldn't ,  because i t  was s e t  by the  

University, and my program was s e t .  . . I t r i e d  t o  f i x  i t  so  

they could ge t  t o  Ernest Bloch's l e c tu r e s  a s  w e l l  a s  mine, be-

cause the  other  a t t r a c t i o n  ; and the  man t h a t  must have been 

some--well, I heard him t a lk .  It was somewhat t he  way I was. 

He'd br ing i n  everything. He wouldn't j u s t  t a l k  about sculpture  

o r  music; he'd t a l k  about everything. About l i v ing ,  and about 

pbetry, and how poetry is pa r t  of it. So w e  had a more o r  l e s s  

s imi la r  way of teaching. So the  same students would want t o  

-
hear him and hear me. I had t o  change the  hours 
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R.P.: 

of my l e c t u r e s  s o  t h a t  Ernest Bloch's l e c t u r e s  would I a l s o  

be attended. H i s  room was f u l l  and standing up too. 

Let  me tu rn  t h i s  o f f  a moment and ask  you... We have a s h o r t  t ape  

with t h i s .  

You have a s h o r t  t ape  with you? 

Y e s .  

Is it -- w i l l  i t  f i t  t h i s  machine? 

Y e s  i t  w i l l .  

I s n ' t  t h a t  s trange.  I thought they were a l l  d i f f e r e n t  companies 

and d i f f e r e n t  things.  

No, fo r tuna te ly  t h i s  is  a standard. So there ' s  a l i t t l e  more on 

t h i s ,  and i f  you w i l l  no t  be exhaasted by t a lk ing  longer-- 

I uon' t  be exhausted, but  I can ' t  remember--

It's hard. You c e r t a i n l y  remember wonderfully w e l l .  

Then I s tudied a l o t  of l igh t ing t -  I was supposed t o  be good a t  

lighting--with Rudolph Schaeffer.  I d id  some 1/7'7 

i n t o  l i g h t i n g  too. 

But Ernest Bloch r e a l l y  made-- 

HEfhelped m e  t o  decide. The day a f t e r  t h i s  long t a l k  from Ernest 

Bloch, giving m e  t h e  dickens a s  I might say, I took a long walk 

through Buena Vis ta  Park, I remember, looking a t  t h e  trees, t ry ing  

t o  decide. I thought of a l l  t h e  th ings  t h a t  I l i k e  i n  a r t ,  and 

which did  I l i k e  b e t t e r ,  and I measbred do I l i k e  Rembrandt b e t t e r  

than t h i s ,  and t h e  l a s t i n g  thing. F ina l ly  t h a t  day a t  Buena Vista 



R.P.: Park I decided I would remain a sculptor .  That was q u i t e  ea r ly ,  

maybe--quite ea r ly ,  I forget .  

Teiser: So I suppose it was not  only Ernest Bloch t ha t  af fected your-- 

R.P.: No, the re  were many th ings ,  many things.  But it helped a g rea t  

d e a l  t o  help  m e  ge t  this-- 

Teiser: When were you married? When did you marry Esther? 

Harroun: 1940 was i t ?  

R.P.: Something l i k e  tha t .  

Harroun: I n  the  book it says 1940. 

Teiser  : So t h i s  was before you taught a t  the  University of Cal i fornia .  
1 ,C Esther: , I1.1 ' p m 4 z ' 1 :  We j u s t  had an anniversary. I n  September. Thirty-four years  I 

th ink now. 

Teiser : So you were r e a l l y  not doing much of your own work during the  

University of C a l i f ~ r n i a  period. 

R.P. : W e l l ,  I did .  I worked on Sundays, and Satur--I taught on Saturday 

morning. I had one day of the  week f r ee ,  but  I taught on Saturdays, 

Saturday mornings. Saturday afternoon I would work over t he r e  

so  a s  not t o  l o se  daylight  t ravel ing.  I worked, yes--vacations. 

Oh, I worked. I made t r ips i .  t o  New York on vacations because 

I t r i e d  t o  keep up contacts  which I made i n  1936. I t r i e d  t o  

keep up the  contacts  some way. I made a couple of t r i p s  t o  New 

York, quick ones, l i k e  Easter  vacation. I would work, work, work 

a l l  the  t i m e  though. 

Teiser : Was your work changing a t  a l l ?  O r  was it j u s t  developing-- -
R.P. : My work has constantly changed. A s  I s a id  before,  my e a r l i e s t  works 



R.P.: were decorat ive,  consciously decorat ive,  I ' d  say. I th ink  t h a t  

..zould be a f a u l t .  Then w h e n 1  came here  t o  I t a l y  f o r  t h e  

f i r s t  ' . time, I found t h a t  t h e  decorat ive is p a r t  of i t  un-

doubtedly, but  i t ' s  only a p a r t ,  t h a t  a r t  has t o  say something. 

So then I t r i e d  saying something. Then--so the re  were changes 

t h a t  way. Then I got  . i n t o  t h e  stone,  and t h a t  made a b i g  

change. Because t h e  problem of ,. . s tone  is  s o  d i f f e r e n t  from 

f ter ra-cot tas ,  because t h i s  is  very important.  

Previous t o  a l l  of t h i s  s tone  work, I did  a g rea t  d e a l  of t e r r a .  

c o t t a  work, and I decidecd t o  master myself i n  t h e  a r t  of c lay ,  

i n  the  use of clay. I worked a g r e a t  dea l  i n  t e r r a - c o t t a ,  i n  

f i r i n g  it and s o  fo r th .  ' Then l a t e r  on I taught t e r ra -co t t a  

work a t  Mills College, and got  deeper i n t o  t h e  t e r r a . c o t t a  than 

ever. So t h a t  I have a whole--my work could r e a l l y  be divided,  

i n  answer t o  your question, r a t h e r  i n t o  periods,  -.. ' I  which I 

have . never c l e a r l y  thought out ,  and which some periods p a r a l l e l l e d  

each other.  

F i r s t  was decorat ive,  and r a t h e r  meaningless l i n e a r  decora- 

t i v e ,  I ' d  say , t h e  wood-carving thing.  Then I went i n t o  scu lp tu re  

i n  t h e  round; I was t ry ing  t o  break away from j u s t  t h e  decorat ive.  

.Then I d id  t h e  c lay  modeling, always on t h e  s i d e ,  I d id  p o r t r a i t s  

and s o  on, t ry ing  t o  approach something which would have, l e t ' s  

say ,  more r e a l i t y  t o  it,  i f  t h e r e ' s  such a word 



Begin tape 2 ,  s i d e  1. 

R.P.: So 1 ,d id  a great  dea l  of c lay  i n  these  number of years,  and I 

. can ' t  give the  dates ,  because i t  went over a long period. 

I learned and learned and . . . learned,  of course, mainly be- 

cause the re ' s  a g r ea t  dea l  of technique involved i n  t e r r a  c o t t a  

too. I did some porcelains,  and t h a t  w a s  very in te res t ing .  I 

worked over i n  Berkeley f o r  a while, with a man named M r .  Wall, 

who had done a great  deal  of work f o r  a r t i s t s .  He was an English- 

man, and h i s  wife- a l s o  worked with him. They had done a l l  

t he  f i r i n g ,  o r  most of the  f i r i n g  of the  works of Beniamo Bufano's, 

because he had a b ig  period of t e r r a  co t t a  too. H e  I was a : 

very ab l e  man. W e  f i r e d  porcelains with ' him. Then I l o s t  

contact  with him, maybe because he died. I know he died 

i n  t ha t  t i m e  some t i m e .  Then I did  t e r r a  co t t a s  on my own, and 

I went from k i l n  t o  k i ln .  I can ' t  give any dates ,  because they're 

j u s t  not i n  my mind. I can ' t  remember them. Along with some 

. wood-work, I did a great  dea l  of t e r r a  co t t a .  

I n  the year 1935, I got  a r a t he r  l a rge  commission, which I 

f i n a l l y  found tha t  I l o s t  money i n b e c a u s e  i t  was expensive t o  

do. But I did i t  anyhow, and i t  was a marvelous experience. 

did some sculptures  f o r  a new church being b u i l t ,  and t h a t  kind 

of cut  off  the  t e r r a  co t t a s ,  becaase t h i s  w a s  a l l  i n  wood. 
a 


That kind of ended the  t e r r a  c o t t a  thing t o  a g rea t  extent .  

Teiser: What church was i t ?  

R.P.: It was Corpus Chr i s t i  Church i n  Oakland. It was a new church a t  

I 



R.P. 	: t h e  time being b u i l t .  I did  an  enormous r e l i e f  with .many 

f i g u r e s  on it, and a l l  carved i n  somewhat f l a t  r e l i e f .  I d id  

a number of s t a t u e s  i n  t h e  round. I had t h e  help of a young 
/" 

Englishman by t h e  name of Frank ocher, who was a very a b l e  

helper ,  and glued wood together;  he was a craftsman, an  excel- 

l e n t  craftsman. Qutte a good crafgsman - i n  sculpture.  I 

don't th ink he ever t r i e d  hard enough t o  be an artist, but  he  

w a s  really--quite a l o t  of t a l e n t  and .J  a b i l i t y .  He  helped m e  

do a l l  t h e  roughing out  and laying ou t  and t rac ing,  then I did  

a l l  t h e  jot,.. myself, bu t  i t  was an enormous job t o  do. 

As soon a s  t h a t  was f in ished,  t h a t ' s  when I went t o  New 

York. Right a f t e r .  Which w a s  i n  1936. I l e f t  t h a t  out  before. 

Teiser:  But you had taken work with you t o  New York? 

R.P. : I had some work. I had a few pieces.  Then I set t o  work immedi- 

a t e l y .  I d idn ' t  have much money. I got  two students t h a t  

somebody f ~ w c dover t o  me.  They were both p r e t t y  funny women, 

but  I got paid f o r  i t .  I got  paid f o r  teaching them. That 

helped a g rea t  deal .  

I did  a couple of t e r r a  c o t t a s  a t  the  t i m e  too. I d id  some 

terra c o t t a s  a t  t h e  beginning. There was a German fe l low who, 

had learned about t e r r a  c o t t a  i n  Germany, and he  f i r e d  f o r  me.  

So I went back t o  t e r r a  c o t t a ,  and I d id  a few 

I did a couple of o the r  pieces. I did  two bronzes at  t h e  t i m e .  

I r e a l l y  set t o  work, and again day and night .  Aside from t h e  
4 

teaching, 	which didn ' t  take  up too much t i m e ,  I worked a t  t h e  same 



R.P.: 	 time with these  two women. I worked while they were studying, 

and then I ' d  go t o  them and c r i t i c i z e  them. So I worked day 

and night .  Sundays, holidays, a l l  t h e  time, and produced a few 

pieces  of work. I had a couple of p ieces  from San Francisco, 

and t h a t ' s  what made up t h e  work t h a t  I had there .  
OIL> /  -

Then I got  t o  know another dealer  i n  New York. The F e r r a g i l l  

Galleries . at  t h a t  time was a very famous gal lery .  I can ' t  t e l l  

t h e  da tes  exact ly  i n  here,  when they showed; i t 's  probably 

w r i t t e n  somewhere. But t h e  Gallery showed me again 

i n  a three-man show. That was p r e t t y  important, because I w a s  

shown with t h e  sculptures  of Degas, bronzes, and with Mail lot .  

And Mai l lo t ,  the re  were some rare pieces of h i s  work, because 
they 

were s tone  carvings. They w e r e  owned by the  man M r .  

Pr ice .  M r .  P r i c e  is  t h e  man , t h a t  brought over t o  America 

a l l  of the  Degas sculptures ,  t h e  bronze sculptures  f o r  t h e  

.Metropolitan Museum. H e  w a s  a very important dealer .  H e  l iked  

my work, and he  put  my work i n  i n  another three-man show. So 

I showed again there.  

Teiser:  This was s t i l l  i n  the  t h i r t i e s  though. This was before t h e  

University of Cal i fornia  period. 

R.P.: It might have been '36 o r  '37 o r  something. I ' m  not  sure .  It 

was i n  t h a t  time. 

Then I d id  those t e r r a  c o t t a s ,  and I brought 

th-em; I s t i l l  have a couple of them. Then I was shor t  of money, 



R.P.: 	 so I also on the side worked for a plaster caster, casting 


some big what I would call junk sculpture for 

Washington, D.C. Then I went back to California. I was again 

sick. Getting sick is-- So I went back to San Francisco. It's 

recorded someplace; I can't remember. But within . about a 
9 'P 

year I went back to San Francisco. That was - A 

Then I worked at my work, and then I got the WPA, 1938. 

Teiser: Back to the period following the University of California then-- 

R.P. : That's later of course. Now the University of California, 

that's another epoch. 

Teiser: I think you've given us a good description . of that, really, 

good. 

R.P.: 	 The University of California, as I said, was to me a very 


interesting experience. It really was. I met mature students-- 


architect, students, mature, intelligent, hard-working,at that 


time at least they were. They were very fine students, I must say. 


Teiser: 	Were the ones that you met then later in She North Carolina 

similar? 

R.P.: 	 Well, I wasn't in the architecture department. 


Teiser: 	Ah yes, that's right. 


R.P.: 	 I just got a letter from North Carolina, the day before yesterday. 


The student thanking . me for the hours of teaching. Isn't that 

strange that you should mention it. 
Teiser: 

.. Didyougodirectly: fromtheuniversityof Californiato 

~brth Carolina? 

B.P. : 	 Yes I did. 



Teiser:  	 How'd you happen t o  decide t o  ge there?  

R.P.: W e l l ,  someof t h e  reasons. ~umberbne, a t  themoment I w a s  

without a s tudio.  I looked and looked a l l  over San Francisco, 

I bought a place  i n  Clara S t r e e t ,  and then I found out  t h a t  

they were going t o  f i l l  i n  t h e  street so  t h a t  my s tud io  would 

be hal f  under t h e  l e v e l  of t h e  street, which I d idn ' t  want 

t o  even f e e l  being i n  such a, s tudio .  It w a s  a n ice  l i t t l e  

place. And so  I sold  it. Then I looked and looked, and I 

couldn't  f i n d  anything. I was teaching a t  two places,  bu t  

no t  g e t t i n g  much pay f o r  it ,  frankly.  I f e l t  t h a t  I was 

being q u i t e  underpaid. I t o l d  you t h a t  I made t h r e e  t r i p s  t o  

New York because I wanted t o  keep up contacts  with c e r t a i n  

people I m e t .  Some of t h e  people w e r e  important people i n  t h e  

Modern Museum of New York. J u s t  by chance, I received a phone 

c a l l  from North Carolina, saying t h a t  t h e  Museum of Modern 

A r t  had recommended m e  t o  teach there.  They promised m e  these  

very good things.  Some of the  promises weren't ca r r i ed  out .  

They promised a teaching job f o r  my i i f e  a t  the  same t i m e .  

Then they d idn ' t  give i t  t o  her.  They didn ' t  have t h e  equip- 

ment o r  a 'p lace  o r  anything else. They promised m e  a s tudio .  

So I only stayed f o r  a -short t i m e .  I stayed f o r  seven months 

of t h e  school year. 

Teiser:  	 I h a t e  t o  ask  you t o  sk ip  things,  because i t 's  a l l  i n t e r e s t i n g ,  and 

i t 's
* 

a l l  important, but  our t i m e  is  running a l i t t l e  s h o r t ,  and 



Teiser:  because weZre a regional  group, we're most i n t e r e s t e d  i n  San 

Francisco a n f k a y .  So you've given us t h e  Western s i d e  of it.  

But could you summarize what you brought -from North Carolina 

t o  t h i s  beau t i fu l  spot?  

W e  did r e t u r n  t o  San Francisco. 

R.P.: Oh yes, w e  came kept going back t o  San Francisco u n t i l  t h e  

f i f t i e s .  I kept  going back t o  San Francisco. Esther 's  mother 

had a b ig  house, s o  I had a s tud io  i n  t h e  ce*lar,  and I kept  

t h a t  up through many years.  Going back i n  t h e  summer o r  some-

time, vacat ion and s o  fo r th .  Then we bought a p lace  i n  New 

York. And even then w e  went back. I n  t h e  summers. I go t  a 

job a t  Queens College. But these  teaching jobs a r e  very,  very 

hard work, and time-consuming, and mind-consuming. So I w a s  

glad every t i m e  I q u i t  one of them. From t h a t  viewpoint. 

Teiser:  Then you came t o  I t a l y .  

The S t a t e  Department. I n  1955. 

R.P.: I n  1954 I was approached by t h e  Staee Department asking m e  whether 

I would go and give  a l e c t u r e  tour  and exhibi t ions  of my work e tc . ,  

a c u l t u r a l  tour ,  i n  Spain. I would l i k e  t o  see Spain I thought, 

s o  I . . s a i d  yes. The next  l e t t e r  came .. and s a i d  would you 

make it South America. So I sa id  yes. I n  January 1955 

I s t a r t e d  out  on a t r i p  which took m e  throughout Lat in  America, 

with exhibi t ions  of my work, and l e c t u r e s  : a t  un ive rs i ty  on a r t ,  

and d i f f e r e n t  th ings  such as t h a t ,  learning of a r t .  A l l  i n  Spanish 

ofecourse.  I guess I did  p r e t t y  w e l l  by it .  I know I enjoyed it 



R.P.: 	 a l o t ,  except i t  was awfully hard work. Because one day I ' d  be 

i n  Quito, and t h e  next  day I ' d  be i n  t h e  o the r  s i d e  of South 

America, and the  next  day I ' d  be i n  Quito again,  and then: I ' d  

be someplace e l se .  You know i t  was j u s t  back and f o r t h ,  c r i s s -

crossing.  Up and down too. It was a l i t t l e  hard on me ,  and I 

got  s i c k  a few times, but  I ca r r i ed  i t  through. Because a s  I 

t o l d  you before,  I ' m  t e r r i b l y  stubborn. A couple of times I 

was about t o  die.  One of the  times was i n  Mexico, when I hung 

on t h e  desk i n  a l ec tu re ,  and near ly  f e l l  over. Another time 

i n  Argentina, I was terr l ibly s i ck .  But I ca r r i ed  through t h e  

th ing without l e t t i n g  anyone know I was s ick .  

When I got  back t o  Washington, I don't  l i k e  t o  brag, but  

I ' m  pleased t o  say t h a t  I was c a l l e d  i n  and surrounded by a l l  

t h e  members of the  S t a t e  Department, q u i t e  a few .' . people. 

I s a t  i n  the  middle of a g rea t  b ig  room, f e e l i n g  kind of funny, 

I wondered what thyy were going t o  say t o  me.  I thought they 

were going t o  say, " W e l l ,  i t  was p r e t t y  good, but  you could've 

done bet ter ."  But ins tead they sa id ,  "We c a l l e d  you here  t o  t e l l  

you t h a t  you weee the  most successful  ambassador the  United 

S t a t e s  has ever had i n  . . Lat in  America." It ;.. did  p lease  m e  

a g r e a t  dea l ,  becauee I was never . s u r e  of myself, you know. 

I mean you're never su re  whether a l l  t h i s  worked. That was 

veyy pleasing.  

When I got back, I had a commisiion wait ing f o r  me t o  do 

ah enormous church job of a number of sculptures  i n  marble 

and a number of scu lp tu res  i n  t e r r a  c o t t a  a l s ~  f o r  a seminary 



i n  I t a l y  
R.P. : i n  Ohio. So I found i t  have t o  be done 

because of the  cost  of marble, and I ' d  worked out OYb/ 

systems t o  '. rough out the  marble. A t  the  same time, f o r  some 

s t range reason, I received a l e t t e r  from an I t a l i a n  ga l l e ry ,  

t he  Schneider Gallery, asking me i f  I would have an exhibi t ion,  

I had been recommended by a Mrs. Walter, who w a s  a f r i end  of 

ours, and she showed some p ic tu res  of my work. She w a s  a woman 

from New York, American woman. The D.and E,Walter Company 

i n  San Francisco. She was of t h a t  family. She recommended 

me f o r  an exhibi t ion at  the  Schneider Gallery i n  Rome. They 

wrote me a l e t t e r  saying yes, they'd love t o  have an exhibi t ion,  

So two th ings  i n  I t a l y  coincided, doing a job and having an 

exhibit ion,  a l l  the  same year. J u s t  luck . 
So I took a l l  t he  work I could with me. Par lp ly  f in ished,  

nothing f in ished.  My models f o r  my church job--it took a l l  of 

t h a t  year t o  f i n i s h  them, and working t e r rkb ly  hard. I n  t he  

meantime I had another job too. Anyhow, I did the  job. Then 

I came over here t o  I t a l y ,  and I worked up i n  the  marble country, 
rfd f / s r r l c .  . Esther and Rhody, my daughter, were along. 

A t  , f i r s t  my daughter didn!t l i k e  i t ,  and then she began t o  

l i k e  it more and more. We kind of j u s t  got  stuck i n  I t a l y ,  l e t ' s  

say. Although I ,. - - owned a house i n  New York. I went 

back t o  i t ,  and I went back t o  a job which I j then got  a t  the  

same time, teaching a t  Maryland I n s t i t u t e  i n  Baltimore. The 
* 



R.P.: 	 Rinehart School of Sculpture, it  was cal led .  I was made the  

dean of it ,  and t h a t  paid a l i t t l e  b e t t e r  than some of t he  other  

jobs I had teachigg. It offered q u i t e  a b i t ,  because I had the  

use . of a s tud io  while I was the re  and a l l  expenses paid. It 

was . qu i t e  a good dea l  f o r  me a t  the  time. Although I hesi-

t a ted  i n  taking i t ,  because i t  was s o  f a r  away from home, which 

w a s  then New York, I took it. $And it was a l l  r igh t .  I got  some 

good commissions from a r ch i t e c t s  there.  One of the  a r ch i t e c t s  

rang the  b e l l  t he  f i r s t  n ight  I s l e p t  i n  Baltimore, because I 

s l e p t  during t he  middle of the  week the re  and went back t o  

New York, Saturday and Sundays. The doorbell  rang, and who rang 
q. 


but  	 Kou s r i t s k y ,  who was one of my students a t  the  University 

of Cal i fornia ,  who% now a b ig  a r ch i t e c t  there .  That 's the  way 

the  world goes. It was veyy pleasant  knowing him, and I got t o  know 

other  very n i ce  people. I enjoyed Baltimore veyy much. The 

people a r e  very n ice  there ,  and I had a n ice  teaching time there.  

But it  was kind of f a r  away from everything f o r  me. And going 

back and f o r t h  t o  New York. And back and f o r t h  t o  I t a l y ,  because 

I already had the  place  across the  h a l l  from here  i n  I t a l y .  So 

f i n a l l y  one year I decided I wasn't going back. I d idn ' t  go back. 

They kept wr i t ing  me l e t t e r s  and wri t ing me l e t t e r s ,  please come 

back. And I sa id ,  no, I d idn ' t  want t o  go back. 

Then I had another show i n  Rome a t  the  same time. T h e ~ nI had 

a show i n  Milano. Things seemed t o  go very wel l  here f o r  me. I n  
C 

some respects ,  they went b e t t e r  than they had a t  other times, be-

cause I was then s e l l i ng .  



-- - 

-: Sel l ing  the  work you DYE9 

R.P.: 	 Yes. And working a t  niy own work. 

Teiser: 	 More time. 

R.P. 	 : More time. I only d id  one s t r e t c h  of teaching here since.  


They came t o  my s tudio ,  i t  wasn't much bother. It was very 


i n t e r e s t i ng  again t o  teach. It was about two years ago. I 


met people from a l l  over the  world. In te rna t iona l ,  university-- 


you know, j u s t  f o r  a shor t  . time, a school year. 


Teiser: That 's a wonderful s to ry ,  I and you ce r t a i n ly  have compressed a 


l o t  i n t o  a shor t  time. 

R.P.: 	 Anyhow, we're here  and I ' m  s t i l l  ge t t ing  along. 

&&/ 	Still show i n  America. 

R.P.: 	 I have a show r i g h t  now i n  America, a -very  important exhibi t ion,  

a t  Duke University i t 's  showing. It's opening on the  29th 

of t h i s  month. I ' m  very pleased with t ha t .  It's a l l  borrowed 

from American co l lec to rs .  The I t a lhan  ambassador's opening 

the  show. 	 I had t o  re fuse  t o  go. I didn ' t  want t o  . t e l l  

them qu i t e  why, but  I ' m  r e a l l y  not  qu i t e  wel l  enough t o  

t r a v e l  and a f r a i d  t h a t  t h i s  w i l l  re turn .  Because I1m.well,  

I ' m  wel l ,  	but  I don't want t o  ge t  s i c k  .. again. Changing food 

and things l i k e  tha t .  

Teiser:  	 Let me ask you before we t e a r  ourselves away, what medium a r e  

you working i n  now mainly? 

R.P. 	: My \main medium r i g h t  now is something t h a t  I r e a l l y  had s t a r t e d  

i n  San Francisco o r ig ina l ly . ,  - . : Matisse even saw 

one of the  things when he came; i t 's  one of the  memories. 

' That was the  young man, cA ?the  oneAGremo He was my f i r s t  

05"l 



. I  

R.P. : 	 student,  by the  way. A young I t a l i a n  boy from Lucca, . I .  

? 
- : named Raymond Scardigl i .  He was'my f i r s t  s tudent i n  San 

Francisco and a l s o  became an excel lent  a s s i s t an t .  He was 

very ab le  wi th  h i s  f ingers  and h i s  hands and h i s  bra ins  doing 

it,  and helped me a g rea t  deal .  He posed f o r  me ( t ha t ' s  how I 

o r ig ina l l y  got t o  know him) f o r  a very good work w h i a  I had 

t o  destroy because i t  was so  heavy-- . s o l i d  block of 

p l a s t e r ,  much over my s i z e .  But t h a t  was one of my f i r s t  

things i n  ,: d i r e c t  p l a s t e r .  Bui l t  up i n  p l a s t e r ,  not having 

been made i n  any other  mater ia l  bu t  p l a s t e r ,  and then c a s t  i n  

bronze. It gives me a double thing. I carved and I modeled. 

I used both of my ancient  experiences i n  t h i s  one type of 

work. I developed what i s  my l a s t  period i n  t h i s  material .  

Because i t  doesn't  resemble stone o r  wood , but i t  has 

. some of the  q u a l i t i e s  of carving wood i n  it,  I f ee l .  Some-

times a l i t t l e  of stone,  and sometimes , ,  maybe a l i t t l e  of 

the  other ,  bu t  i t 's  a l l  made i n t o  one. Would you say t h a t ' s  

correct .  

R.P. 	 : I have some good news about San Franc3sco t o  give you. Not 

very long ago, I got a l e t t e r  from the San Francisco A r t  Com-

mission. They very nicely  s a id  t ha t  they'd l i k e  t o  have a piece 

of my work placed i n  the  new San Francisco Hospital which is  now 

being b u i l t .  So they took photographs. It j u s t  happens t h a t  

I ' d  made a piece of sculpture  i n  San Francisco and never had 

sold  it. I ac tua l ly  made the  sketches i n  those days when I 

was doing the  animals f o r  t h i s  g rea t  animal thing which I never d id ,  
* 
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Teiser: 

R.P.: 

- A 

G5lheh 

Teiser: 

R.P.: 

Teiser:  

R.P.: 

Teiser: 

R.P. 	: 

Teiser:  

and I f i n a l l y  made the  buffa lo  a couple of years a f t e r  the  WPA 

was over as a matter  of f a c t ,  i n  the  1940's I made t h i s  buffalo.  

Because I d idn ' t  want t o  waste a l l  t h i s  mater ia l  t h a t  I gathered; 

i t  w a s  an enormous job. So I made the  buffa lo  i n  g ran i te .  It 

was a d i u r i t e  g ran i te ,  a very hard grani te .  Harder than g ran i te ,  

i t ' s  cal led  d i t t r i t e .  It w i l l  /nev be placed i n  the  San Francisco 

- . hosp i ta l ,  because t h a t ' s  the  work they se~lected,  but  they 

d idn ' t  know about where i t  w a s  done when I sen t  them the  p i c tu r e s  

of my work. So then I t o ld  them i t  had been done i n  San Francisco 

with Cal i fornia  g ran i te ,  Of90 granite.  So I was very 
Is there  a p ic tu re  of i t ?  

pleased t ha t  they should have it,  That 's kind of a double 1 

pleasure. 


So t h a t ' s  a n ice  round c i r c l e  f o r  t h i s  s tory  t o  come to .  


Yes i t  is. It j u s t  about reached San Francisco t h i s  week I 


think,  I ' m  holding my breath. 

It went by air. 

Oh my. 

This work was taken t o  New York, and then t o  I t a l y .  It has 

followed me i n  my t rave l s .  

It 's hard t o  . pack things l i k e  t ha t .  

Oh t e r r i b l y ,  i t  cos t s  a l o t  of money. 

This is a beau t i fu l  ending t o  t h i s  s to ry .  Let me ask j u s t  before 

we go one thing more t h a t  is  not  d i r ec t l y  connected with your 

work, but  our o f f i c e  is  always in te res ted  i n  Albert Bender. 

Sa am I, 
And have 

- '- the  one thing I '  : not heard before from anyone e l s e  was 



Teiser: your s t o ry  of h i s  death. Would you t e l l  what you t o ld  us  the  

other  day? 

R.P.: I ' d  known Albert Bender from I don't remember how f a r  back, i t ' s  

s o  . . f a r  back; 

Teiser: About '40, '41? J u s t  a f t e r  your marriage you say. 

R.P. : Some time there. 

: That was a wedding present .  

R.P.: He was always giving us--he was giving us  wedding presents  

every time I s a w  him. He gave : me some wedding th ings  too. 

Anyhow he w a s  q u i t e  ill and bad, and we went t o  s e e  him. It 

was understood, 

long. However, 

and we would've s tuck by i t ,  not t o  s t ay  very 
him 

the  nurse t h a t  was a t tedding . : kind of l e t  us  

s tay .  But she t h i s  a couple of times, and every 

time, he knew i t  of course. He f e l t  i t  I guess. 
our 

hold of ' ..Lhands and hang on t o  them, and . . . 

He'd grab h-

s a i d  

no, no, don t t  leave me. So we stayed and stayed. I f e l t  t h a t  

we : .  should go. We talked,  and he s a id ,  "When I ge t  we l l  

I ' m  going t o  do b i g  things f o r  you, and I ' m  going t o  bup a 
f o r  

b ig  piece of stone-work .; . . t h e  Modern Museum i n  New ~ b r k ,  

and you keep t h a t  work f o r  me." I did keep i t  a long time, and 

I f i n a l l y  sold  i t  t o  t he  c i t y  of Fresno. The c i t y  of Fresno 

bought i t ,  and I"m very glad t ha t  i t 's  there ;  But he wanted 

t o  buy it f o r  the  Modern Museum-,.in New York. Be-
But 

cause the  Modern Museum wanted t o  ge t  t ha t .  AThey wanted Hm 

a'sponsor t o  pay f o r  i t ,  and he would be tha t .  He was q u i t e  

a fellow. A s  everybody knows. There's no use ta lk ing about 



R.P.: 	 Albert  Bender, I guess. So we l e f t ,  and he let  us go re luc tan t ly .  

H e  . died wi th in  a few hours t h a t  n ight .  

Teiser:  You . were t h e  last=-

R.P.: W e  were t h e  last v i s i t o r s  he  ever had. H e  j u s t  passed away. 

Teiser: You s a i d  t h a t  he  asked i n  h i s  w i l l ,  I th ink you sa id ,  t h a t  you 

and Ansel Adam-- 

R.P. 	: I ' m  no t  s u r e  how t h i s  was, s o  I won't say  i n  h i s  w i l l .  He  d i d  

ask  t h a t  he  have a wake. I don't  know how A n s e l p d a m s  and I 

were se lec ted ,  but  we d id  s t a y  with &his  remains t h e  last n igh t  

i n  h i s  s tud io  p lace  t h e r e  on Post S t r e e t .  

Teiser:  The photograph--it is  on t h e  Fresno Mall. 


R.P.: Y e s ,  t h i s  is  on.-the Fresno Mall. 


Teiser:  I ' ve  seen it. 


R.P. : Oh, you have. 


Teiser:  Y e s .  What i s  t h e  f i g u r e  ca l led?  


L ' J J L  Mother and Child 


R.P.: Mother and Child. 

*:Pink porphyry. 

R.P. 	 : I designed t h a t  too i n  these  years.* i n  the  1940's" 


You s a i d  t h a t  you had a piece,  a f i g u r e  i n  t h e  San Francisco 


Museum t h a t  ;Albert  Bender had bought. And t h a t  you don't  


know whether i t ' s  t h e r e  o r  not .  


Teiser:  	 What was t h e  f igure?  

R.P. : 	 The San%aria. Is t h a t  here  too? 
&skW 4 

-: 	 Itbs here. I ' m  sorry ,  I didn ' t  r e a l i z e  i t  w a s  here. 

R.P. : I d id  t h i s  i n  San Francisco. I n  wood. I n  teak.  That was one of 



R.P.: 	 t h e  l a s t  th ings  t h a t  I did  i n  teak. That was so ld  t o  a man i n  


San Francisco. f a c t ,  while I w a s  working on it,  a man saw 


i t  and wanted it. And he  bought it ,  f o r  a neu apartment house 


on Telegraph H i l l ,  a t  t h e  time. 


Teiser:  How l a r g e  a f i g u r e  was i t ?  

R.P.: About as t a l l  as I am. 

Teiser:  What is t h e  name of i t ?  Do you know? 

R.P. : I don' t  know--


Teiser:  Standing Woman i n  Teak. 


R.P.; This is  a s t range  s tory .  Got b 6 ~ ;  . He 


wrote m e  a - l e t t e r  and he asked m e  i f  I wanted t h i s  p iece  of 

scu lp tu re  back. That he  would give  i t  t o  me ,  because he had 

so ld  t h e  apartment house, and he  w a s  going t o  l i v e  i n  a room, 

an apartment o r  something. He  had no p lace  t o  put  it. And 

he  s a i d  it was too good, he d idn ' t  want t o  leave  it i n  t h e  

apartment house he sa id .  H e  wrote m e  a very n i c e  letter.  

That 's  it  i n  t h e  newspaper. The San Francisco Chrnnicle. 

That 's  the  one t h a t  was i n  the  San Francisco Museum. Which 

I kind .'i of hope w i l l  still  be there .  It's about t h i s  b ig .  

It's over l i f e - s i ze .  That was done i n  t e r r a  co t t a .  It was an 

enormous job t o  do. 

Teiser:  	That 's  Maria. 

R.P.: 	 That was possibly t h e  b igges t  th ing I ' ve  ever done It had 7 

t o  be t h a t  th ick .  And then ,;70 7 wal l s  i n s i d e  going l i k e  1 
it had t o  be l i k e  a beehive i n s i d e  o r  it  would co l l apse  you see. 

a 




Teiser:  We thank you very much. My word. This has been a very 

interest ing--

R.P.: I sen t  the  photograph of i t ,  and i t  wasn't very good. 

Harroun: That 's the  University of Cal i fornia  bear. 

R.P.: When did  I do t h i s ?  Well, the  s t o ry  is  long, a long s to ry .  

It goes back t o  the  WPA. This was going t o  be twenty-five 

f e e t  long. A n  enormous bear f o r  the  University of Cal i fornia .  

Well t h i s  War thing came along, and: it  never got beyond about 

a half-f inished p l a s t e r  model. They stopped a l l  p ro jec t s .  So 

I s a id  I ' m  not going t o  l e t  t h i s  go, I ' m  going t o  continue 

making t h i s  bear. I l i k e  bears anyhow. I continued making the  

model. Then I wasn't pleased with t ha t ,  and I made anohher 

model. The other one I destroyed because i t  wasn't qu i t e  

r i gh t .  It w a s  more s t a t i c .  ,I saved some of t h i s ,  and then I 

did  t h i s  over again. I work1 '-a long time on things.  Then 

I made t h i s  f i r s t  p l a s t e r ,  and then I made it i n  g ran i te ,  

a l i t t l e  b i t  bigger than the  p l a s t e r .  The University 

of Cal i fornia  d idn ' t  have the  funds t o  buy it. And what happened, 

I s tored it over there.  Final ly  a f t e r  some time, they . 

bought i t  and they paid me something. They got a sponsor. 

That 's right--oh Esther,  we should remember. .. I ' ve  never met 

t he  sponsor, i s n ' t  t h a t  s trange? They got a sponsor f o r  i t ,  

and the  sponsor paid f o r  i t .  And they placed i t ,  because he was 

an-alumnus. Then the  same sponsor t h a t  years l a t e r  sponsored 

t he  th ing f o r  Fresno-- 



Teiser:  For t he  Fresno Mall, I s n ' t  t h a t  i n t e r e s t i ng  t h a t  people w i l l  

do tha t .  Wonderful. Yes, t ha t ' s  a marvelous bear. 

R.P.: I hadn't any contact  wi th  him or  anything. 

Teiser: A marvelous bear on the  campus. 

R.P. : I made one which is  no t  i. -
.. -, , 

, - . . . .  
;' 

, 

j/u same as t h i s ,  but  very similar, i n  bronze. Later. 

Teiser:  Is this--

R.P.: Yes, t h a t ' s  the  one. It 's a l i t t l e  smaller. But I used t h e  

same p l a s t e r ,  as a matter  of f a c t ,  and did  it a l l  over again. 

I keep doing things over. He must be a n ice  man, the  sponsor. 

Esther: W e l l ,  i t ' s  a wonderful th ing f o r  a person t o  do. 

Teiser:  Yes, I should say. 

Harroun: Woodward. O . J .  Woodward of Fresno. He w a s  a banker o r  something 

l i k e  t ha t .  

R.P.: Yes, h e w a s a b a n k e r .  

Esther: He wrote very n i ce  l e t t e r s ,  and a l so  he was in te res ted  i n  
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R.P. : He sponsored two of my works. 

Teiser:  Well, we thank you, we thank you. 

End of tape  2,  s i d e  1. 





Catherine Harroun 

Born, S t .  Joseph, Missouri.  

Educated i n  Pasadena, Ca l i fo rn ia ;  Carlsbad, 

New Mexico; Stanford Univers i ty ,  B.A. i n  

English.  

I n  San Francisco s ince  1930 a s  a d v e r t i s i n g  

copywri ter ,  Wells Fargo Bank; cura to r  and 

r e sea rche r ,  Wells Fargo His tory  Room. 

Newspaper and magazine w r i t e r  s ince  1950. 




Ruth Te i se r  


Born i n  Por t land,  Oregon; came t o  t h e  Bay 

Area i n  1932 and has l i v e d  here  ever  s ince .  

Stanford Univers i ty ,  B.A. ,  M.A. i n  English;  

f u r t h e r  graduate work i n  Western h i s t o r y .  

Newspaper and magazine w r i t e r  i n  San Francisco 

s i n c e  1943, w r i t i n g  on l o c a l  h i s t o r y  and bus i -  

ness and s o c i a l  l i f e  of  t h e  Bay Area. 

Book reviewer f o r  t h e  San Francisco Chronicle, 

1943-1974. 



