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INTRO: -- in a very short term, talks about Richard Haas. First of all, it tells you he was born in
Wisconsin in 1936. That gives you his age. His formal art education began at the University of
Wisconsin, Milwaukee, then he received his MFA from the University of Minnesota -- which
tells you, pretty much, what part of the country he came from. He later went on to teach there, as
well as at the Walker Art Center, Michigan State University, and finally made his way due east,
to Bennington College, where he had the good fortune of meeting my daughter "Tarew," who
studied under him. Which I just found out about today.

Now to his professional career. Haas's claim to fame was the embellishment of city walls,
turning them into "trumpeter" images, such as the SoHo Wall; the Crossroads building at Times
Square; Con Edison plant at "Peck's Slip," and many others. Anybody from New York City
would know just where those little places are, but that's a lot of wall to cover in New York City.
He's also done some walls in Boston, and, as you're probably going to see, walls all over the

country. He's also had some great ideas for walls that he should be doing, if he had that many
hands.

Recently, an exhibition at the Urban Center celebrated this, as well as a book on Haas, published
by Rizzoli, which we happen to have in the library. (I hope you all get a chance to look at it.)
He's done many interior walls, as well, in many public and private locations. His exhibitions of
drawings, prints and paintings, have also had much recognition. Now comes the nitty-gritty. I
was on the Art Commission of the City of New York, and it's a lonely, lonely position -- if you're
the artist member. The most marvelous thing that happened to me was having Dick Haas come
on the commission, my last year there. It's amazing what two people working hand in hand can
do, to spread a little ignorance through the group of intellectuals we had to deal with (or was it
the other way?) -- intelligence through all the -- no, I can't say it that way. But it was effective.

He's currently the vice-president of the Architectural League. He's received awards from the
National Endowment of the Arts; the Municipal Arts Society of New York; and the American



Institute of Architecture. For that foreign group of dissidents to award an artist all these honors,
they must be doing something right.

On that note -- Richard Haas. [Applause]

RICHARD HAAS: I'm no longer on the Architectural League. That ended about a month ago. I
remember that first time Sidney and I sat together on this Art Commission. See, I didn't know
what the Art Commission was until about a week before I was on this thing. I was told that this
was a commission that "decides the fate of New York's art." Well, the fate of New York's art,
during the year I was on with Sidney, and the two years after Sidney left, mostly included
manhole covers; bus stops; the painting of the shed for the tennis courts. But there were often
some pretty interesting debates. One in particular, that Sidney would probably remember, was
should Richard Tucker be seen in full, or only with the head? That went on for quite some time.
But the political aspects were, I think, what we learned, and I remind Sidney now that one of the
members that was there is now running for Senator, I think. Is that right? Remember? Whitney
Seymour, Jr. was one of the members. There was a whole contingent like that.

What I'm showing tonight -- and I have a lot of slides -- so I'm not going to do any preliminary. I
like to hide behind the work as much as possible, and talk through it and around it. I'm showing
slides that are, to begin with, orienting you to what is, I think, the interest that dominates and
surrounds the work that I do, and has for about the last ten to twelve years. And that is the city,
which is, I think, the impetus around which the work is developed. So I begin by showing two
views of New York, in this case, and to show as a preliminary, the whole way in which I like to
view the city, those aspects of it that color and influence the work. The interesting thing, in the
American city, particularly -- which is what I'm most involved in -- what I call the collage and
hodge-podge of history that gets combined in sort of instant juxtapositions; where you have
centuries literally jammed against each other; where you have styles that clash constantly, pile up
and merge, and become almost indiscriminate. Here, for instance, are two views in downtown
Manhattan where you have these wonderful backdrops that curtain walls have made. I think if
anything happened in the sort of post-"Misian" curtain wall and what it did to the city, is it made
a terrific backdrop for the architectural beauty of the "20s. Buildings like this suddenly became
more dominant because of what slammed up behind them. And the scale, juxtaposition, made
them even more interesting, also.

Another thing is the way the city becomes a museum, and that's how I like to see it. You have the
literal aspects, as you see here. On the right you have, in downtown Madrid, a gift from Nasser to
Franco, which became a bit of Egypt on a slab, in front of the center square. Or, on the left, an
actual remainder from the old, ancient city of Rome in the contemporary city, near the Palatine
gate.

Here's two lovely spots -- "Vergomo," on the right. Somebody here was at "Vergemo," right? So
there you are. Home town. (She's singing about it.) And on the left, Piazza "Novona," of course,
in Rome, as two marvelous examples of the kind of contiguous city of the great Renaissance
period.



Here's an interesting juxtaposition. The one on the right is actually a copy of the one on the left.
The one on the right was done in the early 19" century and it exists in Munich. The one on the
left, of course, is the original, in the center of the Piazza of downtown Florence. What happened
-- if anyone knows Munich at all -- is that it is one example, one of the better examples, really, of
what is a museum city, in reality, where things that interested, let's say, the king, in 1820, that he
found in his travels, he would have copied and duplicated throughout the city. It became, in
effect, a collage of interestingly put together copies of some of his favorite facades from Italy
and other places -- Rome, Greece, and so on. This was quite a common occurrence that
occurrence that occurs throughout history, and, I think, continues into the 20 century, into the
American city. Or, you have this more recent addition in the whole idea of the city as night and
"play light" -- Las Vegas, in both cases. It adds another dimension, a very recent addition, in the
last twenty years.

This is in New Jersey. It's that Playland, down in central New Jersey, which becomes quite an
interesting fantasy about 7:00 P.M. Of course, it relates to the continuing interest I've always had
in the whole, sort of historical architectural follies, and anomalies such as you see here, with the
brightened palace that was built for George IV in England in the 1820s, and on the right, an 18"-
century architectural folly in some palace in France -- which was actually like a small
outbuilding of the palace. And a continuation -- If we took the Skowhegan State Fair to its
ultimate example, you'd have, in the 1890s, the World's Fair and the Columbian exhibition, and
you'd have these tremendous rides and theme buildings throughout, like "Creation," and "The
Hereafter," for instance, which were complete fantasy facades in themselves. Then in the
interiors of these exhibitions you would get these kinds of fantasies, that would represent all the
products of a particular state. If we could imagine the Skowhegan Fair like this, I'm sure nobody
would be sitting here tonight.

The one on the left, for instance, are glass-tubed columns, each one with a different color of
grain that was produced in the state of Ohio. Then all these sort of classical, Parthenon-like
sheaths of grain on the top, where the statues might be. Or this configuration of corn and grains
and so on, on the right. You have to imagine these in color, which they didn't have color
photography for at the time. You would see something that was tremendously organic and
beautifully composed.

Back to a more recent vintage of fantasy again. We're back in New Jersey, and we're at the Yum-
Yum -- the ultimate Carvel stand, on the right -- and we're in Beverly Hills, on the left, at one of
the humble dwellings of the 1920s, of some movie personality, probably, which is called
"Brothers Grimm" style, I believe. [Laughter] Or the Artichoke Motel, in "Casterville," on the
left. That's a cocktail lounge. Then on the right you have this tent back in New Jersey -- I think
it's the Wigwam Pizza Hut [laughter] -- next to the Chuck Wagon Hotdog Stand. So, really
blowing America up large, and letting us all see it.

Q: Where's the Artichoke Motel?

A: Casterville, California. It's like half-way up the coast from Monterey.

Q: [Inaudible]



A: Yes, it is. Well, it's reputed -- I don't know if it still holds that honor.

These are perusing through areas of interest, now, and another one is the interest in garden
sculpture, itself -- garden architecture. I've been very interested in caves and grottos, and I'm
hopefully painting one in New Brunswick, in the next few months, alongside a Con Ed station
there.

Then there's a whole painted history of architecture, which goes back, obviously on interiors,
which we'll see in a little bit, to the Greeks and the Romans, but in Renaissance Italy, it begins in
the 1500s. Here is a village, probably from the 18" century, a little town called "Camoli,' which
is near Genoa, where, as you walk by, you begin to see that much of what you see is actually
painted. Many of the windows between windows are painted windows, and many of the facades
are really just painted facades, over a very humble fishing village, to give it that kind of
Genovese palace effect. This has been carried on, and I actually saw them when I was there,
working. They have a schedule, they repaint one house a year, every year for the last 200-some
years. Or, in Munich again, about 200 yards from where I showed that other photograph, is the
interior of the Renaissance palace of the kings there, and this was done in the late 1600s, where
the exterior was fully sculpted, the interior was frescoed, and that fresco remains since that time.
It's been restored, of course, but it's still kept in the exact manner. So it was a kind of budget
variety of the interior courtyard.

This kind of thing is quite common in that area. Through Austria you will see, in many of the
palaces, also, things like this, which is in Innsbruck, the "Ambraze" Palace, a similar "scraffiti."
They actually very often put an area of dark plaster down, then over that they put a white plaster,
and then they scratch into the white plaster, revealing the dark plaster, and get a scratched-out
kind of etching on plaster. It's a very common technique through central Europe, and has been
used for many centuries. In Rome, for instance -- we don't often know it, but Rome was a painted
city, from a little after Michelangelo's time, up into the early 1900s, until that wonderful
invention of Henry Ford & Company. Then it gradually disappeared. Pollution took a big toll,
and Mussolini's painting regime took another. Apparently, in the 20s and '30s, he decided Rome
should be painted in lovely browns, beiges and yellows, and most of this stuff was covered over
at that time -- what was left of it. But here you see a site as it looked in 1902, and then the way it
looked about two years ago, around the Piazza Novona. So a faint echo of those frescoed and
painted exteriors still remained.

Of course, in interiors that go all the way back to the "Au Plante" Palace, on the left, which is
that wonderful palace of Nero, very close to Pompeii, and was probably one of the great
discoveries of the last twenty-five years, in the fresco work, and the one of Pompeii, in the detail
on the right. These architectural motifs are just probably the very tip of the iceberg of what
remains, of what was probably a culture that existed from the Greeks, through the Romans, and
throughout that whole Mediterranean basin, in tens and tens of thousands of examples that no
longer exist. And the beautiful "Villa of Mysteries," which is one of the great remaining facets,
where you have the painted marbles and the beautifully painted, frescoed figures around a room
about twenty feet square.



Of course, the Renaissance picked up on the whole experience of the total decorative approach to
painting and their architecture. Churches and palaces were profusely painted like this, throughout
that period. So in "Matua" you have two examples. On the right is the "Camera de la Spoze
Montagne," and on the left is Julio Romano's Hall of Giants, which is a scene in the next one,
another example, the lower portion of it. So it is a room that is literally being torn apart by these
giants, sort of coming at you through the walls, and this cloud top, with the cupola sort of flying
up above you. I like to show it as one of the best examples of where paint can do something that
neither architecture nor sculpture can really achieve; that is, a building that's caving in, literally,
as you walk through it.

Q: Were is that?

A: That's the Palazzo del Tai, which is the southern end of "Mantua." It's a very interesting
palace. It's sort of become on the great pilgrimage route, with all these architects going to Italy
today -- they're all going back. It's always very heavy on their schedule. Right after they go to
Vincennes, and genuflect around Vincennes, they head to Mantua, and do it for Julio Romano.
Because mannerism is where it's at, you know. [Laughs]

Oh. The other one I didn't show. Let me just go back to that quickly. That's "Veronese's" interior
at the Villa "Mazere," near "Osolo," in northern Italy. Then this other phenomenon occurs,
beginning with Bernighni, and then into the Eeriod -- in southern Germany, especially, and
throughout Austria and that area -- in the 18" century you have, like, the "Azen" brothers, shown
in both of these, throughout Bavaria, where one brother is architect/sculptor, and the other
brother is a fresco painter. And they, as a team, do a complete package deal. There was a whole
sequence of brother teams. Sibling relationships were obviously better than -- and they would
work together on these enormous projects, like the Fischer brothers, the Azen brothers, the
Zimmerman brothers, etc. were all sort of scurrying around through Germany, doing these
incredible churches. There are hundreds, literally, of examples like this today, to see.

The one on the left, in Veltenberg, is where they have a false back. You look through that St.
George, and there's a room behind there that's only ten feet deep, with a completely frescoed
interior, and it reaches up above, where there's a light that shoots down from a cupola, that can't
be seen because there was no artificial lighting at that time. They had all these complicated and
orchestrated ways of getting the light in there, and creating this kind of constant sense of the
moment where the heavens open and the light sort of strikes down.

Little details are really interesting to see. Here, in the Vatican, as you're walking through the
museum, you suddenly walk through this doorway that does this flip, you know. On one side it's
perspective in this direction. As you walk through, it turns around, and the perspective comes in
the other direction. You can sort of read the lines. You can see how that was designed. This is
only one. I could show maybe fifty examples of other details found throughout Italy, of this type,
during that period. Or, you have Bernighni's wonderful way in which he turned the corner from
the front of St. Peter's to the great colonnade on the right-hand side. It's a theatrical turn, where
he combines painting and sculpture and the architecture, to get this sort of slanted, equestrian
statue, with the backdrop. Then, of course, Julio Romano's little interior at the Palazzo Spoto,
where it's about twenty feet high in the front, about nine feet high in the back, and only about
twenty feet deep. A statue on the opposite wall is four feet from that back wall, and the statue is



about eighteen inches high. So you have the sensation of deep space. Then, as you move back,
you have this sort of growing giant feeling. You send somebody out there and they get bigger
and bigger and bigger, and finally they're larger than life. There's a way in which it flattens out,
too, which is very interesting, when you see that.

The use of color and light and glass occurs in America in some wonderful ways. Like here is the
old state capitol in Louisiana, on the right, then the old patent office in Washington, on the left,
kind of magical interiors of light.

Now to lead into the prints, drawings and paintings that I'm showing you, that begin, oh, in the
late '60s, I want to show some examples of what I call another tradition, that I feel was quite lost
for some time, and that is the tradition of the architectural artist, who did the city, or the "duta"
artist. Here are two of the most common examples of almost pedestrian art, about architecture
and the city, in the 19" century, in the sort of city view, that one would buy if one were
interested in travels at that time. So you have Vienna shown in 1890, on the right, and then
Chicago, in 1890, on the left. These are lithographs. Or you have the print on the left, by -- I had
a flash, I can't remember his name -- the 19th-century French -- Harvey would know. Right.
Charles Merion. Then Beloto, who's the nephew of Canaletto, a view of Munich on the right, in
the late 18" century. And two rather strange and interesting examples here. On the left, I believe
that's by Thomas Hardy, who was the illustrator for Sir John "Sohn," doing a combination of St.
Paul's in London, seen at the end of the Grand Canal in Venice, on the left. Then, another work
of his on the right, which is where he took all the great, monumental history of architecture and
stacked them up, one to one, in a kind of heap.

This is a work of mine that began series of small boxes. I started, actually, making boxes, before
this doing Vermeer interiors, and interiors like Van Eyck, in '64 or '65. This was my studio on
Broome Street in about 1968, and that was one of my paintings at that time. That's a way of
showing you that there was a whole period of painting of that sort, that occurred before then.
These boxes were little things I was doing on the side. I used to call it my "closet art." That's a
picture of the actual box, here, on the right. They're about eighteen inches high, eighteen inches
wide, and the opening is about 4" X 4" and the box itself is about 8" X 10" and they're about ten
inches deep. They had little lights in them, and there was all kinds of complicated construction.

Then two other examples. One was a view up Broome Street, from my loft on Broome, at the
time, and another was a view down Greene Street, from a point which actually became my loft
later but wasn't then. I used, of course, wood, cardboard, whatever was available. From those
drawings and so on that I was making from that, I began a whole series of etchings, and dry-
points, and lithographs, of the architecture of my immediate surroundings. These are two
examples of those done in the late '60s. The one on the left is actually a building under
destruction for a Mies van der Rohe building in its place, which had kind of an interesting irony
for me, even at that time.

Two other buildings. The left one is a very familiar one in SoHo. The one on the right, of course,
is the station at Grand Central, and both of them are etchings.



These are two watercolors, that show more or less different types of things I was interested in
portraying, over a period of five or six years. These are two storefronts, in Chicago, on the left,
and an apartment front in Chicago on the right. Two other examples here is the New Yorker in
Miami, and the Miami in San Juan.

The one on the left was under destruction when I was in San Juan a few months ago. The one on
the right was torn down overnight, about a year ago, in Miami. So both are gone.

This stuff is going real fast, by the way -- what's left of it. In any area that you find it.

Then I did several series, especially in Texas, from 1971 to '74. I made many trips to Texas and
sort of documented a whole kind of travels through Texas, in drawings, and later in prints. I was
interested in getting all these types categorized and put together.

These are two watercolors. The one on the left is in Chicago -- at the Rookerie -- and the other
one, in Chicago, is the Reliance building, both sort of interesting sites in the city. The
watercolor's about 30" X 40" I guess, the one on the left. They were done, I think, about 1976-
"77. The lithograph on the right and the watercolor on the left are more examples of an interest
I've always had in these sort of cul de sacs that you find, especially in Lower Manhattan, and
other places. Or different times of the day, on the same site, like Cooper Union. And this one of
the Metropolitan Museum, seen at dusk, on the right, and late morning, on the left.

Two views of Manhattan. I guess the sites are obvious. This is an etching in aquatint, quite large.
I think it was about 30" X 44", and there were two views, one day, one night.

This was a drawing on the right, then on the left was the actual painting that was part of an
exhibition of what I called "Portable Mutable Interiors," where the embellished elements were
screened on contact paper from the dimestore, and it sort of added to the room. Then the painting
was attached to the wall, as part of the total interior of the space. It was a show in Chicago, so it
was a view in Chicago.

There was this whole series of night things. The one on the right is actually part of an
architectural collaboration, a show of collaboration, where I, along with another architect -- an
architect named Ed Mills -- worked on a design for a cemetery. This was our concept of an
actual cemetery that existed as a pyramid, with twelve 300-foot towers in the East River, that had
these elevators and this sort of topiary garden in the center. It was really quite a complex thing. It
had these towers, and at night created this incredible, kind of lit atmosphere.

That idea was still kind of kicking around, however, the cemetery idea -- very interesting for me,
as always.

The first wall project really began as a kind of outgrowth of the prints and drawings that I've
been leading up through. Here, you see, for instance, on the left, the maquette I worked on to get
to the first wall painting. It's a half inch to a foot scale drawing. I had no sort of training to do
this kind of thing when I first began this, so it was an excruciating experience for me. I
remember crawling out on the ledge of the front of this building, with a ruler, and measuring



every element, taking notes, and then going back and trying to somehow make it all exact. I've
learned a lot about shortcuts since that time, but that one, I remember, was very difficult. Then,
trying to fit the real windows into the whole program, and make everything work.

On the left, you see how the facade was being painted at the beginning. They literally would
come down with a coat of the base color, go back up with the gondola, come back down, and
complete the work, holding in front of them the maquette that I showed earlier. What happens is,
you do the drawing, and it might take, sometimes, two and three months, then they go with the
scissors, or at night, and they cut it in about six parts. They take each one of those up, they cut a
hole in it, they strap it to the side of the gondola, so that while they're working they just pull it up
every now and then, refer to it, and then go right into the painting. So it becomes nothing but a
working tool in the process.

Another maquette on the right, and hen on the left, the painted facade, which was done in
Galveston, Texas, about 1975. The facade, actually, before, was that building you see on the left.
That building was once two buildings, then there was a whole -- a lot of tragedies occurred in
Galveston. They had a hurricane, flooded the town, wiped out 20,000 people, and blew the tops
off of all the buildings. So they shortened the buildings, filled in the grade at twelve feet, so that
every five-story building became two- and three-stories, and the town shrunk. So it's a town
filled with interesting architecture, but in fragments. There was a lot of work being done at that
time to restore it. Robert Venturi was involved in the project. That's how I came in. Then he got
fired, and I got mine done before he got fired, so that's how that got there. But the thing remains
as is, except now I think they said they were opening a restaurant in there, and they're going to
tear out the whole bottom. So there'll be a new change.

That's a close-up of how the windows had to be kind of worked into the facade. I'm always
taking very exact measurements, and I'm having more difficulty with that than anything, in any
of those projects; to get down to the inch of measurement, so it can be taken by a sign painter,
who has no connection to what you're doing, really, very often, and who can take that drawing,
and simply interpret it, in a fail-safe tradition, because that, in effect, is what you have to work
with, with this kind of interference that you're running, between you and the people who will
actually do the execution, is you have to design something that becomes, to a degree, fail-safe in
execution. There are a few examples where it didn't happen, but for the most part, if your design
is tight enough, that will occur.

This is Mulberry Street. It was done about the same time, in '75, and it's the little lawyer's office,
and a "sanitary" bakery came into these walls, as they existed before. They were plastered up and
then they were painted. Now if I'd known more about fresco, that would have been the first,
perfect example of where to use it. At this time we were using strictly outdoor oil paints. I'll
explain in a little bit how, eventually, the whole approach, and the techniques and use of
materials changes in my work, in the next year or two.

These were the examples I was using to get to the idea -- they're actually Bernice Abbott
photographs, taken on the exact street that I was painting -- Mulberry Street -- in the late '30s.
Another facade occurs here. Now this building was actually built by Edward Larrabee Barnes,
where he tore down a whole street full of those little federals, and they put up this Con Ed



substation. For some reason, the budget ran short, and they were left with a blank wall.
Originally, it was going to be much like that one building that sticks out, all the way across. Then
about four years later, Mr. Luce, of Con Edison, saw some graffiti appear on his wall, and he
immediately asked Doris Friedman, who was, by the way, responsible for many of these --
almost all of the first projects, through an organization that was called City Walls. She was a
terrific organizer, able to get things through bureaucracies that exist in profusion, that would just
blow your mind. Without someone like that to run interference, I don't believe that many of these
early projects could have gotten underway. There's just too many difficulties. There's too much
to run u against, in the city, in neighborhood groups, and so on. Unions, labor groups. You're
really up against it.

So she, then, decided to make a contest out of it. Four artists were given $100 each to make a
design. Okay? That's how it got going. I chose the design that you see on the left. I wanted to
somehow break through the membrane of the wall, reveal what was behind, and get the whole
idea of the "slip" back into the building. Penetrate the building, in other words. That gives you a
better site impression of it. It literally is a building that is at that kind of site where, as you look
through the building, you have three bridges that you can see, in the distance, and that's what I'm
sort of bringing up front, into the building itself, as you look at it.

When I took this to the Landmarks Commission, that was about one of nine hurdles, to get this
one done. I had to put on a three-piece suit and go to the Landmarks -- I have to wear a lot of
three-piece suits in this business, by the way. You go to the Landmarks Commission, and they,
then, spent about an hour discussing not so much the merits or the nature of the project, but why
was | combining Federal and Georgian, and was this appropriate? They got very heated in the
discussion of this -- should or should not Federal and Georgian co-exist on such and such a
street?

This wall is in Boston. Now you see the maquette on the left and the wall on the right. Actually,
it's an architectural school that started in 1975 -- I mean, it started in about 1965 -- and the
intention was to go all the way through the block. They had an ambitious building program,
which got chopped, right there. So then they had this blank wall, and it was the director of that
school -- Peter Blake -- who was there, briefly, who asked me to consider doing the back wall.
So I sort of sat in a lot of faculty meetings at that time, at Bennington College. They have a
faculty meeting every thirteen minutes. I used to doodle a lot on grid paper, so I made twenty-
five pages of the wall, and I just kept going through a series of changes of that design, and it
evolved, through a whole series of changes, to this cross-section cutaway, which reveals the
rotunda. I was thinking, because of the shape of it, of people like "Boulet, and Ladoux," and all
those wonderful Beaux Arts cross-section cut-aways, some of which I had collected and knew a
lot about at that time, and was really very interested in getting the atmosphere and feeling of this.
I felt, how appropriate, in a way, to do it on the back of an architectural school. Because we all
know they draw that way -- question mark -- they did, but they don't. We wish they did. They
might. We hope. [Chuckling] Some are trying.

This is where the Lincoln Tunnel exits at 42™ Street, and there were two walls there. I had done a
design for both walls as a kind of gateway situation. Then one of the buildings burnt down and I
had to wait two years until they rebuilt it, to finish the project. So this wall was done much



earlier, and it kind of completes the entrance piece of the sort of art moderne style of the Lincoln
Tunnel, and it brings it into play with the other side. The design is really taken from Horn &
Hardart's. I don't know if you're familiar with them. They were kind of a wonderful chain of
restaurants and cafeterias in the '30s. One side has the emblem of the City of New York, and the
other side has the emblem of a theatre situation, taken from Rockefeller Center, because that is
the beginning of Theatre Row. So they sort of face each other as you move into the tunnel.

This, on the right, is a wall in Munich, as I saw it in 1976, and it got that way partially through
B-29s, and partially through a redesign of the road networks of the city of Munich for the
Olympics. Through a group of people who were trying to help me, including this Lloyd
insurance company group, and my gallery in Munich, and some other sort of friends in the city,
we started a program that took about three years to get completed. The red tape in America was
absolutely nothing compared to what you had to go through there. It was extremely difficult, and
the last nine months of it were spent deciding whether or not you could remove the trees. In
order to remove a tree you have to have the approval of the governor and the mayor, the Lord
Mayor of Munich, and sort of the head of the whole state of Bavaria, or whatever. No tree can be
removed without their approval. So that was one of a dozen or so hurdles you had to get through
to get it done.

The design for it included a lot of elements, such as this courtyard, which actually exists across
the street but can't be seen, and then there was the small addition of the building that you see to
the left, which was a back building of the facade, but which was actually taken from the
Women's Prison of Wurtzburg, by Peter "Spath," and is nearby, the city of Wurtzburg. It was a
marvelous example of late 18"-century architecture, and became the kind of excuse to do this
garage, which has the slightly open door, and the Mercedes 32.

Q: [Inaudible]

A: Snowballs. I was there in a snowstorm, this January, the first time I'd seen it really finished.
That's what we found. It was a target. [ assume every kid in the neighborhood wants to hit the
bullseye, which is the little round thing, right above the radiator cap.

[AUDIO BREAK]

HAAS: This tower, here on the right, existed for eighty-two years like that. As far as we know it
was put up to get air rights around 1900. The changed the air-right laws. The guy had a building
that was six stories high. If he could get the tower up before the air rights changed, he could have
a building twenty stories, or eighteen stories. So he threw up this shaft, and it stayed that way for
eighty years -- which is not atypical, by the way, the way things worked in real estate.

Now the building you see that little portion of, in the front, is actually the back portion of the
building you see on the left, as it exists today -- which was the old New York Times building.
Then that building was skinned alive in 1964, and covered with white granite. Another view of it
on the right, to give you some location to the piece. Then on the left you see the painting
beginning to develop on the wall. What I did was basically took kind of a rendition of the other
building, and adapted it to the site and specifics of the wall directly behind it. So that, in effect,
the New York Times tower returned sort of in a slightly shrunken form, at the southern end of
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Times Square. And you see the texture of the wall that's painted on by that right-hand side. Here
are two more views to kind of see it finished, and how it's meant to lock into the texture of the
Times Square area, which is a very interesting and complex area to deal with.

This is in Milwaukee, and this building is actually a theatre which had a totally blank facade. The
drawing you see on the right was the first sketch for it, and the one you see on the left is actually
the finished product. That painted window, reflective window, reflects down Wisconsin Avenue
to the site where that building stood, but no longer stands. Now the building actually stood there
when I designed the piece in 1977. It was torn down between the time I designed the piece and
the time it was finished. Even though I knew it was going to go, it was meant as a kind of
statement on that, in part. The decor and everything is obviously taken from the facade of the
front, and carefully wrapped around. Then it sort of focuses on and features that reflection.

Now that reflection is reflected [laughs] -- the one on the left, if you stand on the roof and turn
around, you see you have a reflection back of the reflected painting. That's what's really fun --
things you don't know are going to happen always happen in these pieces, because they're out
there, and they have all these angles and parts that you can't anticipate until you're there. There's
a little detail on the left, with the coffee mate, and then a close-up to show how the actual three-
dimensional texture of the front wraps around the beginning of the side, then it's painted to
complete the side.

Now by the time we got to these, starting with the Munich project, I was using a paint that was
called "Kind" paint, which is a paint that is actually made out of silicate, and if the wall is clean
and this paint is applied, it should last the life of the building, up to 100 years, or whatever. But
we've only got about three years of life -- or it's about five years now -- for Munich, and it's in
perfect shape. I've seen many examples of walls, some of which I showed earlier, that were at
least thirty and fifty years old, already, and I know they do last that long.

So it extends another kind of life to the outdoor work. You can actually, now, take and paint, on
a properly prepared outdoor surface, and the painted building will equal the life of the building
itself, thus allowing paint to become a solution to the exterior of the building. This is a site piece
on the left -- you know, the "Site" group headed by James Wines. The piece was done in
Hamden, Connecticut, near Yale. Some of you Yale people may even get your shopping done in
this place, I don't know. There was this wall that was behind there, and it had a lot of big feet on
it for about five years. The owner of this shopping mall, and some 250 other shopping malls,
who had "Site" do their piece about five years earlier, asked me to look at this wall behind. I
looked at it, looked at the situation, and I said, "I think on this one I'd like to collaborate with
another artist named David McCawley." David McCawley is a person who does a lot of books,
like The Unbuilding of the Empire State, is one of his, and Great Moments in Architecture, The
Cathedral -- a whole series, The Underground City -- and what we had in mind was to somehow
see the shopping mall kind of projected into the future. Because when I was talking to the owner
he said, "You know, this is my -- I'm very proud of this mall. This is the very first mall I did. I
did this in '52, and when I came here to Hamden there was nothing but an apple orchard. Now
we have fifteen malls, several thousand buildings up the line," and so on. He was very proud
about this, saying he was a student of Greek history and that he wanted to bring, like, the Greek
sculpture to the public space, and so on and so on. So I thought, what an idea, to work with
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David McCawley, because it was his idea I was stealing, and rather than steal it I would like to
collaborate. It was to sort of project into the future and sort of see the demise of the mall as a
kind of garden ruin. The topiaries, of course, are covering over the covered-over cars. And you
have this kind of more bucolic, atmospheric version of the site. And the apple orchard, of course,
returns very quickly, and takes over.

This last outdoor piece I'm showing you is a piece in Chicago. It began about 1979-80, with a
series of models where I was trying out different things on these two end facades. They were
about 200 feet high and forty feet wide, then the entire back is eighty feet wide and 200 feet
high. So you have a total of 80,000 square feet of coverage, with some 250 windows to fill into
the program. That was the given. Plus I had a front facade which, you see, was this; a sort of
ersatz 1920s-not-quite-sure-what-style building, and a back which is called neo-let's-hope-
nobody-looks-behind, pre-Mies van der Rohe-isn't-it-wonderful-to-be-so-straight.

Okay. I'm going to go back one more. In trial and error of different styles, I went through many
permutations. That one is the "Veronese Belevedere" cut example, one which I've tried on
several other buildings since, and I think I may actually have found a home for it recently, in a
great monument to Cincinnatus that we're doing in Cincinnati, hopefully. And here you see, then,
the painted piece accepts the idea of the Chicago school, especially Sullivan, Birnham and so on,
and then wraps around the building, takes the sight lines and the coloration of the front of the
building, and brings them all the way around, to kind of get a continuity going, so that in this
piece, as in the Times Square one, you've got to turn the corner. So that was what I was really
concerned with, in keeping the color, and the shape, and the design together. Then I had the
windowed areas, and as you see, as you look up in the window, for instance, on the left, there is
that column, which is Adolph Luce's submission for the great 1922 Tribune Tower contest,
where he submitted a twenty-five story Doric column. I wanted to somehow memorialize that
piece, because I think it should have been build. Then, of course, I included the two "Oculus"
windows at either end of the top, because they're seen from two to four miles, up and down
LaSalle Street, and they change on either side. Both of them are taken from Sullivan pieces, the
front one from a bank (which I think I show later), and then the back one is taken from a tomb.
At the base you have the Golden Arch of the transportation building of Sullivan, which was done
in 1893, and then there are four sort of carved friezes to four great architects of that period. The
back tries to incorporate the bay window as part of the program, so that you have three bay
windows included in, and you can see from this how the bay window is planned into the piece.
And here you have the example of where the "Oculus" is lifted from this bank.

Now, if we can wait one minute, we can show that movie, I believe. Nope. One more piece,
showing the base and the top.

I have a short movie, now, which shows this piece being painted, that was put together by a
photographer friend in Chicago, where he did about 2,000 still photographs, then made a
combined kind of collage photograph of the piece developing. He included a sound track which I
don't altogether approve of, sort of a heavy Beethoven's Fifth. Had I known he was going to do
that, I might have asked for a different background, like maybe Mozart's Concerto, or something.

There it is. Oh, my God, there it is. Interesting background. One of them is an escaped guy from
Russia who worked on the palaces in Leningrad. Another guy was a kid from Chicago who had
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had some sign painting training. One was a former student of mine from Bennington. Then there
was another guy who had studied at visual arts, and the head guy was from the Chicago Art
Institute.

Q: [Inaudible]

A: Stalin, Lenin -- no. It was Frank Lloyd Wright, John Root, Daniel Birnham and Louis
Sullivan.

Q: [Inaudible]
A: Yes.
Q: [Inaudible]

A: You have a base, then you can have it premixed, or you can put the powders right into the
base. But you can mix it up to ten-twenty gallons at a time, and it'll hold for several months.
Water is what they use to cut it.

Q: [Inaudible]
A: No, it's a water-based paint, pretty neutral. Very organic, I think.
Q: [Inaudible]

A: Yes, the dry pigment is the color. It's a beautiful, kind of glassine quality, medium. This is
the back, now, where you see how the window program comes down. In ninety different days
that he shoots, you see ninety different skies. And the air conditioners are being covered over
with a special material, so you could paint those in, too.

Q: [Inaudible]

A: This one has never been graffitied, but there's been a lot of graffiti hit on the -- You know the
one I showed in downtown Manhattan, of the small store on Mulberry Street? That one has been
almost totally destroyed by graffiti. That's the only one, so far. What happened there, of course,
is it's right on street level, and it gets constant traffic, whereas this one is sort of in a parking lot,
slightly away. Also, I think Chicago is not quite up to graffiti, like New York is. They're not
advanced in that direction -- although they're probably reading about it going on now in Europe,
and finding that it's very fashionable, so they're probably going to bring it in quickly.

Okay. These are our proposals, non-completed proposals. Here in Chicago, again, just a few
blocks from where we saw the building that was painted. This building is torn down now, so it
isn't going to happen. But it was done as a proposal to sort of paint through the building and
putting the top, as a kind of completed penthouse, in the palladium manner, with a "Veronese"
kind of cut-through.
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Q: [Inaudible]

A: Yes. Most of my presentations were done this way. I take a photograph, blow it up to about
twenty by thirty inches, then paint or collage right on it. That's the beginning of the idea. I work
through photographs done this way. Then, eventually, of course, when the scale drawing and so
on is done, that's done flat, with gouache. This was a fish tank, or storage building, that became
this kind of grand arcade of Boulet-like style, with a water fall over a rusticated bottom, spewing
into the Chicago River. I was very fond of the idea of this project, but the building was sold to an
architect who developed it as condominiums, putting in about 250 windows. But there's a sort of
justice there: None have been sold. [Laughs] Then the shadow idea. It's been around since about
1974. 1 think I designed the shadow before I even did the first wall. The first one was this one on
the right. It was putting one to one the shadows of the Empire and the Chrysler on the World
Trade, to kind of get a measuring stick of scaled relationships, as well as a way of memorializing
the ancestor. Then on the left, a "Site" piece, where that building stood is this wall which would
take, in a one-to-one fashion, the shadow of the old Singer building, down on Broadway.

On the right -- this one we're now negotiating with the new owners of the building. I tried to
negotiate with the original owner. He practically threw me out of his office at the time. I finally
got an upgrading of that story. In talking to the owner, they said, yes, he was a bad guy, "As a
matter of fact, he's wanted for murder in Israel." So that is taking -- what is it? -- the old, [ 7 ] --
Madison Square Garden tower, on a site about three blocks from where it stands, and bringing
the shadow in there. The other one is St. John's Church, which stood on that site, as you'd come
out of the Holland Tunnel, and was once a square very much like Washington Square. That
church was the tallest building in New York for about fifty years. So it's a way of kind of
bringing that element back into that zone.

Now with the interior work -- the first one was in my studio. This was in 1974, after a break-in,
where somebody actually chopped a hole in that wall. I decided to paint a door, and it became
this little doorway on the left. Then I wrapped it all the way around the studio and did another
breakthrough, much related to the earlier ones I was showing, from Italy -- "Veronese's"
interiors, and so on, and did this interior of my studio this way, in 1974. Shortly after that, for an
architect friend on Canal Street, we did this atrium, which was fourteen feet wide and thirty feet
long. The floor was masonite, which we washed color into, and then "gym" coated. The columns
were bought in Stanford, Connecticut. The terracotta was from Ivan Karp. And all the walls were

covered with canvas, and then painted.
Q: [Inaudible]

A: Let me shoot back there. You can't see it on this one. That little round [ ? ] -- there at the end
-- that's an actual terracotta piece. The other is, of course, "Rex the Cat," which you see in the
picture, as a kind of piece coming in. Strangely enough, Rex did die, shortly after the piece was
painted.

This is the interior of the Hyatt Regency, which was built by Graham "Gunn." I think he was up

here last week, right? The architect, Graham Gunn? He designed it in '74 or '75. He had left this
piece open at the top, because what had happened was they wanted some luxury suites, and they
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had to have saunas and so on, so there was a way they had to get them in there. They put this box
in, which destroyed what they considered to be the continuity of the space. So in my design,
originally, I wanted to come in much earlier on this project and do an entire embellishment of the
interior by applying real, sculptural relief in plaster, all through the space, covering balconies and
so on, with the kind of program you see there, not unrelated to Isabel Stuart Gardner's museum
just up the street, or Sir John "Sohn's" beautiful interior in London. That idea, however, didn't
happen. As I described a little earlier, I did a whole sequence of exhibitions around that time
which were in these portable, immutable interiors, where I would decorate the space before
hanging the show, using the silk-screened contact paper. And I would make marbles and all this
other sort of thing, and then apply them to wainscoted bases and paint around them, and then
hang the show. The view was always one element in the room, like on the left it's looking out of
Brooke Alexander Gallery, on the corner, seeing what's out on 5 5t Street, and on the right, in the
Norton Museum, in Palm Beach, you're looking at an echo of the door you would see if you
entered the room, and you're looking out through a long arcade, toward a kind of "palladian"
villa at the end. Then, painted into that were a series of sculptures. There was a David Smith,
there was a "Meyerhold," and several other pieces they didn't own. One of the first collaborations
that actually got off the ground with architects was this one at NYU, on 42™ Street, their uptown
office, where the architects, "Boysanger & Mills," designed a space that kind of echoed the map
of Manhattan, which is, unfortunately, seen here in reverse. But you had Fifth Avenue, Sixth
Avenue, as the main halls, then they were crossed by Eighth Street, 23" Street, 42" Street, 59"
Street, Central Park was the eating area. The bottom area, where the Board of Trustees met, was
Washington Square. The offices on the angle were in Greenwich Village, and Grammercy
Square was another open area here. So it was all kind of an ersatz, Manhattan map, which was
then done on the floor, in the pattern you see on the left. I did eight spots where murals were
placed in actual "sitou," related to those sites. So that you would sort of bump into them as you
went down cul de sacs in various halls. They were painted by other people from maquettes, flat,
in oil, and then applied to the walls with canvas. And on either end of the interior there was a cut
through Washington Square, to kind of finish the architecture of that space.

This is one of several installation pieces that I've done. This particular one is at MIT, and it was
in 1980 in a collaboration, or, not a collaboration, but a sequence called three rooms by three
artists. The other two artists were Cynthia Carlson and Richard Artschwager. What I chose to do
in my piece was to walk around the actual site at MIT, picking up elements of the site, and then
incorporating them into the piece that I was doing, which became a pantheon of honor, honoring
the professors of history at the institution. The list was given by the president. It was a very
serious thing on his part, even though the show lasted thirty days. Each one had to pass his
muster to be appropriate to the site.

Here you see some of the details of the actual, physical plant of MIT, which were incorporated as
part of the design. This is the room itself, a room that, as you walk through it, the elements are all
painted on "gaiter foam," sort of put up, and then the Center had the dome hanging as a
suspended disk, eight feet in diameter, on the top, and then the various names around it. It
receded from a twelve-foot by eight-, six-foot opening at one end, to a six-foot by three-foot
opening at the other, and you would walk up and out the ramp, to the other side. Also, the work
sort of developed. In the back it was purely drawn in charcoal, then it gradually became three-
dimensional as you walked through the room. So it's an experiential piece that isn't always seen
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too well in photographs. Here you see how it develops (that's unfortunately backwards again),
and how the names, also, sort of develop, as you move through it. Then, of course, we named the
various architectural elements to sort of help the architects describe what these pieces meant.

These were the areas of the two other works. Artschwager did a little, delightful room, really, it
was terrific. It was sort of like an extended elevator interior, and it had elevator sound, and a
moving sort of thing. Then there was this desk in it, and all these pieces were from his applied
elements. We couldn't do anything with the floor. The floor remained carpet. And Cynthia did a
whole -- she sort of decorated all the walls we didn't touch.

At the Walker Art Center, where I used to be a guard, way back, this was the actual building, as
it existed when it was built in 1927, a kind of lovely little Venetian villa. Then it lost its front,
and the interior remained for several years. Eventually, the whole building was torn down, and
Edward Larrabee Barnes returns to the site, and the contemporary Walker Art Center was built.

[AUDIO BREAK]

HAAS: In the piece I did for a group exhibition there, I chose to deal with the situation of the
existence of a building that I had previously spent hundreds of hours in, literally, in my first
show there. I worked there for many hours. It no longer existed on the site. I made a scrim that
came across the front, about thirty feet by twelve feet, then you looked through the scrim. Inside
you had the old interior, which was a wrap-around interior about twelve feet by forty feet, going
back about fifteen feet, and as you looked at it, it kept dissolving.

In Des Moines, lowa, this was a piece where they took an old building and they added to it a new
building. The new clashes, or meets, the old. So in there is an atrium. If you look through that
glass, there's a large atrium interior, and I was asked by the architectural team who did this to
deal with that atrium space. There were five atriums in the building. I was to do one, then there
were three others that were dealt with by artists from Des Moines, and one by the architects.
These were the first drawings for the space itself and how to deal with it. It's kind of a
complicated little space to deal in, and there were many angles and elements to tie together.
There is the interior as it wraps around, and you see how there is a kind of new, hi-tech interior
that ran solidly into a "20s, neo-Roman, Deco. And you get crazy little things happening -- how
the continuation of the upper element moves into the painting; how, as you walk, you literally go
into the piece.

This one was installed about a week ago in the Philip Morris building, a building under
construction in New York. This is how the site looked about two weeks before. We had a lot of
difficulty installing it, because as we were putting up the piece the union came by, and insisted
we leave. I could probably talk for an hour about unions, and some of my feelings about them
and contemporary construction in New York. But I'll let that go. But the idea here was to actually
deal with those inserts, and the paintings were done at another site and then brought to it. Now
you're seeing them being installed at the site, and they become, in the sub-basement eating area,
a complete wrap-around of the city. The back wall is 66 feet by 12 feet, and then the three side
walls are 44 feet by five feet each, then there's an entrance piece as you come in. Here they are,
installing the panels, and then aluminum verticals are put up in between each, to kind of
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complete the window effect. These are the other two pieces that are installed on the sides, being
painted in the studio, earlier.

So the total was about 280 running feet of painted area.
Q: What kind of paint is that?

A: That was oil paint, on canvas, then sort of tied with bolts, right to the wall. This is an atrium
that is being finished now, in this building, on Alwyn Court, in New York. The building has a
very interesting facade, Renaissance style. I had done a print of it in 1971. The interior courtyard
was one of the light wells. They took all the windows out, and the covered the top with glass.
Then I designed, in between all those openings, kind of complete interior for that light well,
which now becomes an atrium. Then the base is being done in granite and marble with a
fountain. So that the base is real, then you look up through the painted areas.

So there's a lot of collaboration with architects and engineers and designers and everything on
these things, you know. There you see the maquette, and then the actual painting on the facade
being done. The inserts are being done in kind of an off-rose, to kind of get a glow of light
through them, into the very gray center core. Now where that bottom is, we're actually going to
go down with real granite, from there, with real dimension. It'll be built below that.

In this building on the left, such as it is, designed by an architect no less -- actually the same
group of architects that I collaborated with in the other, painted piece, in Chicago, designed the
building here. Then, as you enter it, there's a perfect, 20' X 20' cube. It's a little off-center. It
shouldn't be, but it is. And that's where you walk through to get to the elevator. So I was given a
sort of challenge by the architect. He said, "What can you do with a cube?" I said, "Well, a cube
you can turn into anything." So I made like a series -- like an exhibition -- of cubes, and showed
what the same cube, with the same dimensions, could become. It could become Michelangelo's
Laurentian chapel; it could become "Vermonti"; it could become anything. So each one was like
a different permutation of that space.

Now the one on the left, which is [ ? ] -- was the one we favored, and the one we ultimately
painted. We included painting the ceiling, the floors, everything. That's the painted floor on the
right, then there's the center core, which was to have some fountains, which my wife, Catherine
"Skikolnikov" designed, but which are not being installed there now, through much difficulty
and consternation on our part, dealing with the architects. But we hope it will be installed at least
somewhere, in the lower space.

This is the actual, painted interior, as you see it, with this center column which has a light
attachment in it, that was designed by the architects to get light into this space. Then we went
into a saying, which we took from Melville, which goes around, and I cannot remember all that it
said but it was enough words to actually wrap around the four walls, speaking about love, hate,
and the angel art. Then all the areas that lead into it were also painted in a simpler kind of
embellishment, so there were halls, as you came into the space, that were painted like this, in
various ways. Then the doors that are glass were frosted, to continue the design. I think that's all

17



we have. Yes. [Applause] Can we get some lights, and questions? If anyone has questions, I'd be
happy to answer.

Q: [Inaudible]

A: Those big ones? What happens there -- and I'm doing another series of projects like that now
-- is that a former assistant of mine, who worked in my studio for four years, and then went off
on his own to do sign painting and so on -- has come back now. What I actually do is I contract
him. He becomes a sub-contractor, and he takes on the responsibility, then, of handling the entire
project. So I will make a two-inch to a foot, or three-inch to a foot, paintings on canvas, give
them to him, he'll then draw them up, enlarge them with a crew of two or three people. Then I'll
come in and work over the charcoal drawings on the paintings, before they paint, then he'll paint
the paintings, and I'll come in at the end and help finish. And that's how they're done. So it's
about an 80%-them-20% me work on that scale. And it takes them about four months to do that,
that scale of thing. Four people.

Q: I'd like to see some of these buildings. [ ? ] --

A: You should have a map, right? In the book, I think it has addresses. Is the book in the library?
All right. I think there are addresses to most of those. But the newer ones, no. Philip Morris, if
you can remember it, is right on 42™ and Park. And that should be open -- well, I don't know if
this space is going to be open, but it may very well be that you can go down and look at it. But it
will be semi-public space, eventually. That will be open in about three months. The one in Des
Moines, if you ever get to Des Moines, you'll find it. There will be one in the Public Library in
about six months. In the Periodical Reading Room. I didn't show slides of that, but that's being
developed now. What was the other one that --

Q: [Inaudible]

A: Okay. That's in Chicago, should you go there. You'd have to know Chicago a little bit, but it's
right near Water Tower Square, two blocks from there. So that's public, yes.

Q: [Inaudible]

A: Well, there are a lot of shortcuts. Like I was just describing to him, a process. Each one of
these projects that we take on now is sort of like solving a riddle. When you first get into it, I
haven't the ghost of an idea how to solve the problem of getting it done, or how to find crafts
people to do it. Then you kind of go in and you find different people who can do incredible
things. For instance, being able to do things on canvas, attach them to the walls instead of doing
them on stretchers, and attaching the stretchers to the walls, is a real solution. But then you have
to find a paper hanger who can, for instance, put up a ceiling. And there are people who still exist
that have done this, and are doing it every day. There are also people who can actually, with
gondolas, go up and paint domes for you. I just found one last week. The last crew in America
that can paint a dome. You can find plasterers that can do incredible things. You can find marble
people who will do some inlay things for you. For instance, in terms of getting measurements,
through photography, you can just blow that up, then take measurements off of that. All the sign
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painters use a photographic technique, where they do a one to twenty-four scale. They have a
gridded working wall. They shoot their piece up there, then they just strike off. Then they
pounce, right? The perforate the paper, pounce, take the pounce to the wall, put on details, and
they're always working with a little box, which is like their library, and they have maybe ten
pounces in there. So this detail, which is repeated 100 times, you just put it up, pounce it, paint it,
see. So there are all kinds of shortcut techniques that you get involved with, and you have to kind
of learn to design around their technique more and more. You can save a lot of time that way.
For instance, now, I don't design a whole wall that's going to be repeated, I just, say, do one
detail and say, "Do this twenty-four times here. Do a detail, do that ten times there," and so on.
And if you look back at the books, the old renderings and the cartoons were all like that. They
weren't finished, as such. They were like marks and charts, as to how to go.

Q: [Inaudible]

A: T work off of architect's drawings all the time. Yes. You have to. And they're always wrong. I
don't know why, but they don't seem to measure them correctly, usually. Especially if you're
working on an old building. If it's a new building, they're only an inch or two off, but old
buildings are really five, six, eight, ten inches off. And that can be pretty serious, if you're off
eight inches. But the painters -- you have to learn to work with the painters, too. Now that can
get difficult. I've had some very bad experiences recently with some of the painters I'm working
with, because of some psychological problems you get into with them. After all, it's my work,
you're only doing it. That kind of thing. Eventually, you get into very difficult situations if the
painters have some unscrupulous attitudes and some interest in making mileage on it. I've had to
sort of do away with one painter. Well, I wanted to do away with him, physically [laughter], but
didn't.

So that is a difficult; finding the people to work with. You have to have a very sympathetic crew
to work on these things, and it's a team effort, all the way. And they all sign it, in the end.

Q: [Inaudible]

A: None. Nothing. The one in Germany has a stipulation that preserves it, because they are very
preservation conscious there, and they actually have declared it a landmark, as such.

Q: [Inaudible]

A: I would even question the validity in some ways. They did that, but I would question,
possibly, the validity of declaring a landmark for something that's as temporary as that, because
it's a bit of a problem. I think you have to rely on a lot of good will, some cunning, some political
activity on several people's parts, to get the things preserved, if you want that to happen. In some
instances, fortunately, some things are going to go away. The one I did in Chicago -- which I
don't show, because it was so badly painted by the painters -- will go away because the company
went bankrupt -- we hope. That's one solution, is bankruptcy. Another -- you have no control,
really. They could come along tomorrow, put a sign on this, and they could add something to it.
They could do anything they want to destroy your work. You really don't have control. And I
don't know if we could write that in. We're getting better at writing contracts and things for these,
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but it's mostly protecting the actual execution of the piece. To get somebody to sign an
agreement to keep something for a length of time, or in perpetuity, forget it. Because I'd say
about 80% of my dealings now are with what is known as the developer. That's a pretty
unscrupulous animal, if you've ever run into one. They have to think on quite a different level, so
you're dealing with some very difficult situations and people.

Q: [Inaudible]

A: Well, I don't know how to do fresco. This room is probably the largest fresco area in the
United States today, isn't it? Am I right? Is there more fresco activity here than anywhere else?
And I'm not -- I would love to learn fresco, or use it, or find people who can do it. I think it's a
way to go, especially on interiors. It's a wonderful new invention. [Laughs]

Q: [Inaudible]

A: No, I haven't heard about them. Are they the ones in the "Ducal" Palace, maybe? Outside.
Oh. I would doubt if they would last, wouldn't you?

Q: [Inaudible]

A: Well, some of these I showed are, actually, outdoor frescoes that last, but it's been repainted,
right? Gets touched up? Over the years? That's where that German paint was invented. Actually,
Dr. "Kaim" was a chemist who worked for Mad King Ludwig II, of Bavaria. King Ludwig
wanted to preserve his palaces and preserve these little villages and things, and he had Dr. Kaim
invent the paint that would do it, and that's how it came about. So it was invented in 1888, by
him. Then, of course, you know what happened to Ludwig. He was drowned in the lake, you
know, because he was getting out of hand. The paint was used anyway, but he didn't see it. The
first ones were in 1890, and they're still there, in this little town called "Stein-en-Rhein," which is
in Switzerland.

Q: [Inaudible]

A: You mean the one with the four sides? Yes. Each one has a center, as such, which is not
always exactly in the center, but somewhere approximately toward the center.

[Inaudible]

Yes. You're basically [ ? ] -- this at each wall.

[Inaudible]

You get some heavy angles. You get heavy angles.

[Inaudible]

: Well, I'm not interested in its being in perfect perspectlve in each point. As you move across
e piece it's going to change. That's just part of experiencing the piece, as it is in any painting,
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for example, that deals with real and deep space, you know. You're constantly shifting your point
of view. So in all the works, including the outdoor works, I'm not that involved in calculating a
total, acceptable perspective from every angle that's possible. You can't do it when you when you
have moving individuals.

Q: [Inaudible]

A: Right. Well, I calculate a perspective on that at about twenty-five feet off the floor, or off the
ground, so that it's not too exaggerated. Sometimes I even go up to fifty feet, then it comes down
and gives you that feeling that you're looking up, because you're calculating that angle. Or, if 1
have a corner building, I'll calculate -- like in Milwaukee. The fact that it's being viewed from
this corner, more than this corner -- you can do that sort of thing. But you're fairly limited, and I
feel that in most of the outdoor painting, the limitations are far greater than the range that you're
allowed. There are incredible strictures there, that I think have to be honored. The main one is
you have to deal with the city, and you have to deal with the site. What my work, from the
beginning, was more about was the fact that it is very specific to the site. It also deals with
architecture, and, in effect, deals with a sort of dialogue and criticism of architecture, to a degree.
So it runs up against architects, and becomes a kind of statement to, and about, and with them.

Q: [Inaudible]

A: Well, I think perspective probably was the greatest invention that occurred in Western
tradition. It may our most purely [Interruption] -- Well, you didn't take architecture, now, did
you? He was the great mannerist of that town -- "Manova," primarily -- and he worked, actually,
with Raphael. He was Raphael's assistant. For instance, he worked with Raphael on the Villa
"Farnacina," the loggia, and became sort of the inheritor of Raphael's business when he died at
thirty-seven, or whatever. But then he became a kind of unique architect, and he did some very
weird things, especially at the Palazzo del "The." Like he would play all these games with
people. For instance, he would make an arch, then he would take the key and he would slip it
out, so it's like falling. Or he would be going along with a program at the top, of coins, then all of
a sudden one would drop. Or one would have more parts than the other. His architecture is
loaded with subtle innuendos that anyone who's sort of studying classical orders just goes nuts
about when they see it. They say, "God, that's sophisticated stuff. That's incredible." But that
really tells you what the audience must have been like in the late 16™-century. To be able to kind
of do that architecture it implies a very sophisticated audience, who were into subtle games in
architecture. I think some of the games that are beginning to be reintroduced into architecture
today are less subtle than that. Because, for one thing, the audience is no longer the same. Like,
what is a plinth? And so on and so on.

Q: [Inaudible]

A: That grid? Well, I could bring all those tired old slides in and show you, but I went through
the gamut, you know. I was doing grid paintings for many years, and before that I was doing
shape paintings. I was doing "board" paintings, I was doing stripe paintings, de Kooning, arm-to-
arm -- whatever -- going all the way back, right? And then I was doing drawings and so on, of
Vermeer, and whatever. Well, you're going to keep everything you do, I assume, and you'll find
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it very interesting as you follow it, your work. But the development I'm showing begins about
1964, roughly.

Q: [Inaudible]

A: Well, indoors, is first. I don't think it has the advantage of the indoor fresco. Nothing has the
advantages of fresco, really, in terms of subtlety, richness and long life and all that color. So I see
it as a technique that has sort of become important again. You know, every technique has its
time. Then, very often, it has its time again. I think fresco is very possibly one of those media
that is ripe for review.

Q: [Inaudible]

A: Well, I don't think it has the actual longevity that some of these materials like "kine" paint
have, because I think "kine" paint was invented (and it's quite old, 100 years already) to take care
of a lot of situations that are much more apt today. It's the way it's applied, it's directness, how it
can be applied to more contemporary materials, like "thorough seal" and so on, which are the
materials of architecture today. All these are interesting. We are really at a very interesting point
in terms of materials, potential materials for architecture, anyway. There are, for instance, press
materials that you can get today where you can press out a shape material and then you can spray
on a cement surface, which can have color in it, modeling and so on. So the kinds of
prefabricated materials they have today could be made much more interesting with the available
technology. The computer is, actually, I think, possibly, usable, too, in some way, though I don't
know quite how yet. They are using it for mosaic, sort of badly right now, but it has, I think,
terrific potential in mosaic, for one thing. They've done a lot of computer mosaic buildings in
France, I hear, and see pictures.

Q: [Inaudible]
A: Yes, they can do a twenty-story building on a design by computer, and put it into a mosaic
program, and you can literally spew out your nine-foot by nine-foot blocks of mosaic, and get

any design you want on there. Well, I don't want to go on unless we can goonto [ ? ] --
[Applause]
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