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94 R I C H A R D  K O S T E L A N E T Z  

for h i1n also t o  take .into consideration cave painting and fold i t  into 
his own sense of the present. 

I think, if you want to rnake a generalization, there are probably 
two kinds of artists. One kind works independently, following his own 
drives ancl instincts ; the ,.vork becomes a product., or the witness, or 
the evidence of his own personal involvcrnent: and curiosi ty. Tl's almost 
as if ar t ,  in rnin t ing and music ;rncl stu ff, is the ldt<wi:-r of some 
activi ty. The activi ty is the thing that l'rn 1nost intercs lcd in. Nc,uly 
everything that I 've done was to see what would happen if I di.cl this 
instead of that. 

1NTimvrnw1m : You would believe then that art is not a ten1plc to which 
you apprentice yourse l f  for fu turc success. 

H.AUSCHEN BEltG : It's l ike ou tside focus and inside focus. A lot of painters 
use a studio to isolate themselves ; I prefer to free and expose myself. 
If I painted in this room -- the stove is here and all those dishes are 
there - my sensitivity wou ld always take in to consideration that the 
,voochvork is brown, that tht: dishes are this size, that the stove is here. 
I've tended always to have a studio that was either too big to be 
influenced by detail or neutral enough so that there wasn't an over
whelming specific influence, because I vvork very hard to be acted on 
by as niany things as I can. That's what I ca.11 being awake. 

INTERVI E.Wim : People arc enormously impressed by the variety of your 

work. How do you look upon your past work as a painter - as an 
evolution, or mere ly a succession of islands upon which you've put 
your foot? 

RAU SCHENBERG : Looking back, I can see certain things growing, as vvell 
as a slackening of interest in another area because I am fa1niliar enough 

\vit.h i t. So far, l'vc been lucky r•.nough always to d iscover that there's 
ahvays been a new curiosity that .is also feeding and building while 
I'm doing something else. I can figure out some logica1 reasons when 
I look back far enough, but I never do \Yhen fm rnaking; the ,vork. 

INTERVIEWER : Let me take a. particular exa.mple that interests me - say, 
the White Paintings [l 9:,2] .  H.ere yon have created what, if you believe 
in linear notions of art hislory, i:; a. dead end. Did you look upon it 
as a gesture toward a dead end?  

RAUSCHEN BERG : :No. I t  just seemed like something inlercsting to do. I 
was a\vare of the fact that it w:1-s an extreme posi tion ; but I really 
wanted to see for myself whether there \vmild be anything to look at. 
1 did not do it  as a.n extreme logical gesture. 

INTERVIEWER : But ,vasn't there an idea there --- not a notion derived 
from art history but of a sinl[)lc experiment, which v,ras to see if a 
_painting could incorporate transient irnages front outside itself? There-
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fore, once you discovered the result of that idea> then you could goon to another. 
RAUSCirnNHERO : You could speculate ,vhethcr it \VOuld be interesting or not ; hut you could ,vastc years arguing. All I had to do vvas make one anc� ask, "Do I like thatr1 " "Is there anything to say there ?" "Does that tlung have any presence ?" "Does it really matter that it looks bluer now, because it  is late afternoon ? Earlier this morning it looked . · l . · '' "I. l · , ••• qmtc w 1 1tc: s t 1at an mtercsliug experience to have?" 'l'o 1ne, the a�s,ver was yes. No one . has ever bought one ; but those painting� are still very ful] to me. I thmk of them as anything but a vvay-out gesture. A gesture implies the denial of the e;_<istcncc of the actual object. If it had been that, I wouldn't have had to have clone them. Oti1crwiseit vvould only be an idea. 
tNTERVmwtm. : Claes Oldenburg said tha t  he has a dream that somedav he would call al l his things back, that they had not really gone awa;. 
RAUSCHENBERG : I have another funny feeling that in working with a 

canvas, say, and ,vith something; you picked up off the street and you 
work on it  for three or four days or p1aybe a couple of weeks and 
then, all of a sudden, it is in another siktation. :Much later, you go to 
see s�n�cbocly in CaJifor�1ia:, and there it\is. You Imovv that )'Ol� know everythmg about that pamtmg, so much more than anvbodv else m that 
room. You know where you. ran ou t of nails. 

' , 
INTERVlEWER : You can look at it then as a kind of personal h istorv. 
RAUSCHENBERG : It's not like publishing, for each one is an cxt;emelv 

unique piece, even if it is in a series. I l ike to look at an old work and 
discover that is where I first did a certain thing, which rnay be some
thing I may just happen to be doing novv. At the tirnc I did that earlier 
piece, I didn't knovv it ,vas tbc knver right-hand comer that had the 
new element - that that part ,•vould grov-.r and that other parts would 
relate more to the past. 

INTERVIEWER : Have you ever started something that you couldn't finish? 
RAUSCI-IENBRRG : Yes, but I really try hard not to. I work very hard to 

finish everything. One of tlie most  problcn1atic pictures I ever 1nadc 
was something I vvas doing for a painters' picture series in a magazine. 
I had started the radio sculpture thing, which becam.c Oracle [1 965]. 
My mind was more in sculpture or objects free of the wall . I found I 
was uncomfortable from the new difficulties metal a.Horded, because 
I really didn't know what to do -with it. So I figured that i.f I v.ras to 
be scrutinized, I'd do a paintfrn; instead. I said I'd do it and I trv to \ . , .  :, 

,I do what I say I wi l l  do. 'That painting went throtrn;h so rnanv awkward 
changes, unnecessarily. It ,-vas large, it was free-s;anding. 1�hen I put 
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9b R I C H A R D  K O S T E L A N E T Z  

it against the wall, then I finally sawed it in half and made two 
paintings out of i t. I wrecked one of them. 

I dicln)t know what to do when R.udy Burckhardt came up and 
said, «How far did you get today? Can I take the picture tomor
row? Why did you do that? \Vhat do you have on your mind?" It

just didn't work out. I knew I was compromising at the time ; and 
when the article went in, I insisted that they photograph what I was 
not doing too. If those things are going to mean anything, they some
hO\v ought to be the truth. In those days, it seemed like tl�at would be 
your only cha:1ce for the next twenty years to get your picture repro
duced in color. Now I have this lousy painting. 

INTERVIEWER : In looking at your career, critics customarily tote up all 
the forms you have used : blueprint paper, white painting, black 
painting, colla.ge, assemblage . . .  

RAU SCHENBERG : I call those things ,ccombines," because it was before 
the museum show of assemblages. Earlier I had this problem with the 
paintings that would be free-standing - not �gainst the wa�l. .r di�r{t 
think of them as sculpture. I actually made them as a reahsbc obJec
tion ; it was unnatural for these to be hung on a wall. So when the 
sculptural or collage clements got so three-dimensional, then the most 
natural thing in the world was to put wheels on it and put it out into 
the middle of the room. That gave two more sets of surfaces to work 
on. It was 2 n  econornical thing. I think I've been very practical. 
Sometimes tbe underneath surface is also a painting surface, because 
that vmulcl be viewed. In that one there is a mirror on the side so 
that you can see what is underneath there without bending down, or 
you're invited to. 

I thought of them as paint ings, but what to call them -- painting 
or sculpture ---- got for some people to be a very interesting point, 
which I did not find interesting at all. Almost as a joke I thought I'd 
call them something, as Calder y,,as supposed to have done with • - • • 11 l I " b' " "mobiles," and it v,•orked beautifully. Once I ca ec t 1em com mes, 
people \;ere confronted with the work itself, not what it wasn't. So�ne .. 
times you can choke on these things,; people have called my drawings 
"combine dravvfogs." The word docs really have a use -- it's a free
standing picture. 

INTERVIE\YER : Just in passing, let me say there is one work of yours I 
can't deduce . That is the set Factum 1 and 11 [1 957]. 

RAU SCHEN BERG : 'I'here I was interested in the role that accident played 
in my \Vork i so I did two paintin,gs as rrrnch al_ike �s they could be 
alike, using ·tdentical materials - as n:iuch as they could be alike with
out getting !;cientific about it. Although I wa.1 imitating on one paiut-
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�n� w�at I had on the other, neither one of these paintings was an1m1tat1�n .of the other, because I would work as long as I could onone pamting and then, not knowing what to do next, move over tothe oth:r·. I wanted to see how different, and in what way, would betwo pamtmgs that looked that much alike.
INTERVIEWER : How, then, did some critics consider this a comment onaction painting? 
RAUSCH�NnERo : I thi.nk Tom Hess said that. Again) you see, if you doanythmg �he:e an idea sho_ws up, particularly in those years when anact of pamtmg was considered pure self-expression, then it wasassumed that the painting was a personal expressionistic extension ofth� �an. The climate isn't like that now. We've had a history of�amting here now, and I think it's unfortunately getting to be a lothke E�:ope. We_ have enough reserve wbrk so that it is very easy for� trad1.t1on to exist here which also includes any new ideas, which areimmediately tacked onto where we were yesterday. 

�NTERVI.EWF..R : ': painting is pushed into historical perspective before ithas become history, as well as critically classified before it is perceived. • RAUSCHENBERG : I would like to see a lot more stuff that I didn't knowwhat to do with. 
INTERVIEWF..R.: In several earlier statements, you said that your paintingswere not the result of ideas. ·what you've said now, however, suggests. that they stem from a certain kind of idea.
RAUSCHENBE�o:  I think the ideas are based upon very obviou

0

s physical fa�ts:-- nqtions that are also simpleminded, such as, in the WhitePamtmgs, wanting to know if that was a thing to do or not, or inFactum, wondering about \vhat the role of accident is. Those aren't really very involved ideas. 
That _is different from the idea, say, of doing a painting, about war, or the idea of realizing a premeditated fo1m./ RAUSCI-1.ENBERG : They are more physical than aesthetic . 

1,�TERVIEWER :  
• 
Rather th� 1:osing a. thesis, you are asking a question\ and then domg some art1st1c expenment to ans·wer it or to contributet,r,;, to an ansv.rer. 

:: RAUSCHENBERG : But I do it selfishly, I ,vant to know. 
, �NTERVIEWER : What kind of idea, if you can remember, was pre.sent in,i say, Monogram _ [1959], which contains a stuffed Angora goat? ;_ . RAUSCHENBERG ! I have always worked with stuffed animals, and beforethat, stuffed baseballs - and other objects. But a goat was special in;he way · that a stuffed goat is special, and I wanted to see if I couldmtegrate an animal or an object as exotic as that. rve always beenmore attracted to familiar or ordinary things, because J find them a
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'98 R I C H A R D  l< O S T E L A N E T Z  

lot more mysterious. The exotic has a tendency to b e  immediately] 
stranc:e. \Vi th common or familiar objects, you are a lot freer ; they '. 
take ';ny thoughts a lot further. Not only for content was the goat a : 
difficult object to ·work ,vith, bu t also because Angora goats are beauti .. 
ful animals anyway. I did three versions of that painting. For the first 
one, it was still on the wall ; I got him up there safely attached to 
the f lat surface. To make bim appear light - and this is the way my 
mind tends to work - I put light-bulbs under hixn, which erased the 
shadow of the enorrnous shelf that supported him. 'When I finished iti 
I was happy with it for about four days ; but it kept bothering me that 
the goat's other side was not exposed ;  that it ,.vas wasted. I · was 
abusing the material. So, I did a piece ,,vhere he was free-standing on • 
a narrow &even-foot canvas that ,,vas attached to the base that he was 
on. I couldn't have. him facing the canvas, because it looked like some 
kind of still life, like oranges in the bowl. So I had him turned around, 
vlhich gave me another image ,vhich didn't occur to me until, this 
t ime, only two days after I had finished it - a kind of beast . and 
vehicle .  I t  looked as though he had some responsibility for supporting 
the upright canvas or that- pulling a canvas or cart was his job. So, the r 
last solution stuck, which ,vas simply to put him right in the middle - ·  
to make an environment with him simply being present in it. 

INTERVIEvVER : How dominant is he? 
RAU S CIIENHERG : He is dominant but I ,vouldn't worry about that as 

much as how dependent is everything else on him. I think that . the 
painted surface and the other objects were equally interesting, once _ ;  
you see ,vhat the goat is doing there. 

rNTE.RVlE\VER : But doesn't this presume that you forget about the goat 

to a certain extent? 
RAU SCHENBERG : You forget about how arbitrary a goat is in the picture; 

that \vas never the point. It was one of many challenges, but it wasn't ··. 
a function of the work to exhibit an exotic animal interestingly. Also; 
the tire around the goat brings him back into the canvas and keeps\ 
him from being an ohjcct in h imself. You don't say, uwhat is that 
goat doing in that painting?" bu t ' 1\Vhy the t i re around the goat?lj 
A1id you're already involved. ? 

IN TERVmWER : This, like so much of your other work, reflects a decided ' 
interest in ·working with unusual and challenging materials. \.Yhat was •·•· 
your painting Pantomime [ 1961 ]  about? . ' · ' 

RAUSCHENBERG : I thought of it as making a smface which would invite 
one to move in closer ; and when you move in closer, you discover 
has t\vo electric fans which then join you. I thought of it as kind 
an air rel ief. Any physical situation is an influence on not only how 
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you see and if you look but also what you think when you see it. I 
. . just knew that if you were standing in a strong breeze, which was part 
¥1;of the painting, that something different would happen. If I did make

tfi, a. point, it is that even the air around you is an influence.
I�TERVIEWER : It's a way of saying to the spectator that the Metropolitan
) '  Museum right now, with all the pollen in the air, is a lot different
\\from midvtinter.
llAUSCIIENBERG : Also, looking at pictures from one place to anotherj 

and
"f{;,atso from one season to another, makes them different. That's why,
•• then, the business about masterpieces and standards is all archaic.
�TERVIEWER : The notion of masterpieces presumes that if so�eone puts
.5ithe Mona Lisa in a stuffy New York nlUseum and you have to push
';:,:rour way through a large obnoxious crowd to see it, you should still 

be greatly impressed. 
.JJS□HENBERO : Put it in the Greenwich Village outdoor show and sec 
what happens. Put it in the Louvre and send it in with an armed 
. guard, and people vvill see it. I like the idea of that kind of dramatic 

';carrying�on, for that's part of our time too. 
TERVIEWER: Now that you have become so involved with theater, have 
you given. up painting? 

. USOHEN.BERO: No. That was a mistaken rumor. Giving up painting is 
all part of that historical thing. 
.TERVIEWER: Will you be able to work on a painting while you are do-

)ng theater work? 
uscI-I.ENBERO : Absolutely, I always did that. You see� i t  sounds interest
ing . for the painter to give up painting. 
TER'VIBWER : It's the myth of Duchamp. Actually, I was thinking more 

; ·  of Claes Oldenburg's statement that when he did a theater piece he 
?(temporarily gave up painting. 
�usaHENBERG : The last year before I went away with Merce [Cunni.ng
itfoun] when I was doing a lot of theater [1963-64], I did more painting 
·,. _than I ever had before. If you're working on something, it seems to
,Jno that the more you work the more you sec., the more you think ; it
just builds up.

t_!iT.ElWIEWER : You would prefer, then, a more varied regime than a
Jfrsingle setup.

):�uscHENDBRG : Absolutely. I find that when I'm working on paintings,
{{:l can do drawings I like very much, although I am forced to adjust
:\ to flat surface and a different scale.
;1NT.ERVIEWER : How did you become involved with theater?
,J�.AUSCIIENBERG : I'v� always been interested, even back in high school.
;::�, J like the liveness of it - that awful feeling of being on the spot. I
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1 00 R I C H A R D  K O S T E L A N E T Z  

must assume the responsibility for that momen t, for those actions that 
happen at that particular time. 

I don' t find theater that different from painting, and it's not 
that I think of painting as theater or vice versa. I tend to think of 
working as a kind of involvement with materials, as well as a rather 
focused interest \vhich changes. 

INTERVIEW ER : How did you bccorne the author of your own theater 
pieces ? 

RAU SCHENBERG : That skating piece, Pelican [1 963], was my first piece. 
The more I was around 1\ierce's group and that kind of activity, I 
realized that painting didn' t put me on the spot as much, or not in 
tbc same way, so at a certain point I had to do it. 

I n  some places, like London where [in 1964] the group was held 
over for six to eight ·weeks, and we did the piece of Merce's called 
Story three or four times a week, ,,vell then it was very difficult to 
do a completely different thing every night. A couple of times we 
·were in such sterile situations that Alex Hay, my assistant, and I
vvould actually have to be part of the set. The first time it happened
was in Dartington, that school in Devon. The place was inhabited by 
a very familiar look -·· that Black Mountain beatnik kind of look about 
everybody ;  but they occupied the most fantastic and beautiful old 
English building, all of ,vhosc shrubs were trimmed. There was nothing 
rural or rustic or unfinished about i t .  For the first time, there was 
absolutely nothing to use ; you can't make it every time. There was a 
track at the very back of the stage that had lights in it ; so the dancers 
couldn' t use that space. About an hour before the performance, I 
asked Alex whether he had any shirts that needed ironing, which is a 
nice question to ask Alex because he always did and he always ironed 
his own shirts. So, ,ve got two ironing boards, and we put them up .
over these blue lights that ,vere back there. When the curtain opened, 
there were the dancers and these two people ironing shirts. It must 
have looked quite beautiful, but we can't be sure absolutely. But from 
what I could feel about the way it looked ru1d the lights coming up 
through the shirts, it was like a live passive set, like live decor. 

I N TERVIEWER : Would you do it again? 
RAUSCHEN BERG : I won't do that. You sec, there is little difference 

between the action of paint and the action of people, except that paint 
is a nuisance because it keeps drying and setting. 

INTERVIEWER : The most frequently heard criticism of AfaJ1 Room Two
[1 965] is that it ,vas too slow. 

RAUSCIIENBERG : I don' t mind that. I don' t mind something being boring, 
because there arc certain activities that can be interesting if they are 
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done only so  much. Take that business with the tires in  M. ap Room,
which I found interesting if it is done for about five minutes. But
something else happens if it goes on for ten more minutes. It's a little
like La Monte Young's thing, [Tfie Tortoise) His Dreams and Journe'Ys].

some point, you admit that it isn't interesting any more, but you're
still confronted by it. So what are you going to make out of it?

Hmvever, there is a difference between intentional bore
dom and inadvertent boredom. 

RAUSCHENBERG : I'd like it if even at the risk of boring someone, there
is an area of uninteresting activity \vhere the spectator may behave
uniquely. You see, I'm against the prepared consistent entertainment.

·• Theater does not have to be entertaining, just like pictures don't have
to be beautiful.

Must theater be interesting? 
Involving. Now boredom is restlessness; your audience

is not a familiar thing. It is made up of individual people who have
led different lives. 
I've been with people who have speech problems. At first it made

quite nervous, later I found myself listening to it and being quiteinterested in just the physical contact; it can be a very drarnatic thing.
never deliberately thought about boring anyone; but rm alsointere:ste:d in that kind of theater activity that provides a minimumguarantees. I have often been more interested in works I have found

very boring than in other works that :seem to be brilliantly done.
What was it that made them more memorable to you?

RA1usc::m�NlBF.J:lG It may be that that kind of pacing is more unique to
The rnle of the audience, traditionally, I don't findvery interesting. I don' t like the idea that they shouldn't assume asmuch responsibility as the entertainer does for making the evening

interesting. rm really quite unfriendly and unrealistic about the artist
having to asswne the total responsibility for the function of the eve�

I ,vould like people to come home from work, wash up, and go
to the theate.r as an evening of taking their chances. I think it is more
mt,ere:strn1g for them. 

I'm bothered about this juxtaposition of interesth1g and
boring. \Vhat you're doing, I think, is setting up an opposition toentertainment. 

RAUSCHENBERG : I think that's it. I used the \Vord bored to refer to
: ' • ;::: someone who might look at a Barnett Newman and say there ought
; \'?to be more image there than a single vertical or two single verticals.}:If someone said that that was a boring picture, he ,vas using the wordin relation to a preconceived idea of what interesting might be. What
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I am saying i s  I suspect that right now in theater there is _a lot. of
work described as boring, which is simply the awkward reonentatlon
of the function of theater and even the purpose of the audience. Just
in the last few years we have made some extremely drastic changes.
Continuity in the works that I am talking about has been completely
eliminated. It is usually different from performance to performance.
'There is no dramatic continuity ; the interaction tends to be a
coincidence or an innovation for that particular moment.

INTERVIEWER : What else do you think is characteristic• of mixed-means
theater?

RAUSCHENBERG : An absence of hierarchy. The fact is that in a single
piece of Yvonne Rainer you can hear both Rachmani�off and _sticks
being pitched from the balcony withou t  those two thmgs makmg a
comment on each other. In my pieces, for instance, there is nothing
that everything is subservient to. I am trusting each element to sustain
itself in time.

I NTERVIF.ivVER :  What do these changes imply?
RAUSCH ENBERG : All those ideas tend to point up the thought that it

\vould be better for theater that, if you went a second night, you
found a different work there, even though it might be in the same
place and have the same performers and �eal wi:h tl:e same m.aterial.
I think all this is creating an extraordmary s1tuat10n that 1s very
new in theater; so both the audience and the artist are still quite self
conscious about the state of things.

INTERVIEWRR : You \vould agree ·with John Cage, then, that one of the
purposes of the new movement is to make us more omni.attentive • . 

RAUSCH ENBERG : I think we do it when we are relaxed; all these things 

happen naturally. But there's a prejudice that has been built up around
the ideas of seriousness and specializing. 'That's why I'm no more
interested in giving up painting than continuing painting or vice versa.
I don' t find these things in competition with each other. If we are
to get the most out of any given time, it is because we have app�ed
ourselves as broadly as possible, I think i not because we have applied
ourselves as sing1cmindedly as possible.

INTERVIEWER : D;- you have then a moral objection to those dimensions
of life that force us to be more specialized than we should be?

RA U SCH ENBERG : Probably. If we can obsc!1-vc the way things happen 

in nature, ,ve see that nearly nothing in my life turned out the way 
that, if it were up to me to plan it, i t  should. There is always the 
business, for instance, if you,re going on a picnic, it is just as apt to 
rain as not. Or the weather might tum cold when you want to go
swimming.
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lNTER VIEWER: So then you find a direct formal equation between your
theater and your life?

RAUSCHENBERG : I hope so, benveen working and living, because those
are our media.

INTERVIEWER : You would believe, then, that if we became accustomed
to this chancier kind of theater, we would become accustomed, then,
to the chancier nature of our own life.

RAUSCHENBERG : I think we are most accusibrned to it in life. Why should
art be the exception to this? You asked if I had., a moral objection. I
do, because I think we do have this capacity I'm talking about. You
find that an extremely squeamish person can perform fantastic deeds
because it is an emergency. If the laws have a positive function, if
they could have, it might be just that - to force someone to behave
in a way he has not behaved before, using the facilities he ,vas 
actually born with. Growing up in a world where multiple distractions
are the only comtant, he would be able to cope with new situations.
But, what I found happening to people in the Navy was that once
they were out of service and out of these extraordinary situations, they
reverted to the same kind of thinking as before. I think it is an
exceptional person who utiHzes that experience. That's because in
most cases the service is not a chosen environment; it is somebody
else's life that they' re functioning in, instead of recognizing the fact
that it is still just them and the things they are surrounded by.

INTERVIEWER : So you would object to anyone who finds the Navy an
unnatural life.

RAUSCHENBERG : It is a continuation of extraordinary situations. We
begin by not having any say over who our parents are; our parent5 
have no control over the particular peculiar mixture of the genes.

INTERVIEWER : Looking back over your involvement with theater, . do you
see any kind of development, aside from the obvious development that

· · you have now become the author of your o-..vn theater pieces, rather
than a contributor to somebody else's? Also., do you see any develop
ment in your company of more or less regular performers?

RAUSCHENBERG : Well., that last is mostly a social thing of people with
a conimon interest, and we have tended to make ourselves available
as material to each other. It is in no way an organized companyJ and
it changes from time to time - people move in and out. However,
where a play could be cast with different actors and you would still
get the same play, if I was not in constant touch with these people, I
could not do those pieces. The whole concept would have to be
changed) if I had new performers - if I let Doris Day take Mary
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Martin's part i n  a musical o r  used the Cincinnati Philharmonic rather
than the New York Philharmonic. 

INTERVIEWER : You write for these perfonners, and they have learned to 
respond to the particular language of your instructions. 

RAUSCHENBERG : It goes beyond interpretation of following directions. 
Fron1 the outset, their responsibility, in a sense of collaboration, is part 
of the actual form and content and appearance of the piece. It makes 
them stockholders in the event itself, rather than simply performers. 

In .Map Room, Two) 
a couple of the pe�ple involved said 

that they had now gotten some kind of feeling about what I was 
after. Ber.,ause this is my fourth or fifth piece and these people, if 
they weren't in them, had seen thern all, then I think there is a body 
of work. If someone is working with an unfamiliar kind of image and 
if you see only one, it looks like a lot of things that it isn't and a lot 
of things that it is ; but you don't really understand the direction. In 
five of those new things you're more apt to see what they are doing. 
It' s  like signposts ; you need a few to know that you are really on the 
right road. 

INTERVIEWER : Do you feel stronger and more confident now in approach� 
ing a theater piece? 

RAUSCHENBERG : Confidence is something that I don't feel very often, 
because I tend to eliminate the things I wa.,; sure about. I cannot help 
but wonder what would happen if you didn't do that and if you did 
this. You recognize the weaknesses in lvfap Room Two, for instance, 
that weakness of the neoh thing coming last. Linoleum is probably 
one of the most tedious works rve ever done, the most unclimactic. If 
you're in the audience, you simply move into it  with your attention 
and live through this thing. At a certain point it's over. 

I NTERVIEWER : How did you conceive Oracle [1965], your environmental 
sculpture? 

RA uscHENBF.RG : I finished it after I got back from Europe, after touring 
with Mcree Cunningham. Technically, it had to be completely rebuilt, 
because ideas which had been impossible when I started in 1962, later 
became possible. 

INTERVIEWER : In the technological sense? 
RAU SCHENBERG : Yes. It  is a single work with five pieces of sculpture. 

Each piece has its own voice. The controls are a console unit which 
is embedded in one of the pieces; and all five have a sound source. 
Each piece can be played independently, because the console has five 
volume controls, one for each piece. A scanning mechanism goes across 
the radio dials and provides a constant movement, so that what you 
contro1 is the speed of scanning. All this gives you the maximum 
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possibilities of varied sound, from music to purely abstract noise and 
any degree in between. Each piece can be adjtisted ac<2ordingly. One 
of the ideas was to make it so simple that you would not have to be 
educated to do it - so that the thing would just respond to touch. 

INTERVIEWER : When this sculpture is displayed, is someone working the 
dials or are they merely present? 

RAUSCHENBERG : Anyone around i t  can change it; and it can also be set 
up so that the sound is constantly changing, independently of anyone's
control .  

One of the pieces, a cement-mixing tub, is also a fountain, because 
I wanted another source of sound too in running water. I didn't want
to imply that these sounds all had to be electronic. 

Do you consider this an "environment" or a «combine"? 
RAUSCHENBERG : Sound is part of the piece ; it is not a decoration. It 
, is a part of the climate that piece insists on. You really do get a sense
of moving from one place to another, as you shift from the proximity 
of one piece to another piece. 

INTERVIEWER : Because the field of sound is constantly changing. Several 
questions come to mind : Why the field of sound? How does the sound

, relate to the visual elements? 
RAUSCHENBERG : 111e sound refa.tes to the pieces physically by the material 

interaction - the particular kind of distortion the sound of a voice has 
as it is shaped by its context. "Why sound?" because hearing is a sense 
that we use while looking anyway. 

One of the myths of modem culture - I associate it 
p.a1-:-tj1ct, 1,,·,r,• · ·  with Lewis Mumford's Art and Technics [1952] - is that
art and technology are eternally opposed to each other .  and that one
succeeds only at the decline of the other.

RAUSCHENBERG : I think that's a dated concept. We now are living in a 
culture that ,von't  operate and grow that way. Science and art 

•• these things do clearly exist at the same time, and both are very 
valuable. We are just realizing that we have lost a. lot of energy in 

. always insisting on the conflict - in posing one of these things against 
the other. 

· INTERVIEWER : In contrast to nearly all contemporary artists, you did
not need to find your own style by first painting through several
established styles - by taking them as your transient models. From the
start

7 
you were, as we say, an original. 

. 
RAUSCHENBERG : I ahvays had enormous respect for other people's work, 

but I deliberately avoided using other people's styles, even though I
know that no one uwns any particular technique or attitude. It seemed
to me that it \\!as more valuable to think that the world was big
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enough so that everyone doesn't have to be on each other>s feet. When

you go to make something, nothing should be clearer than the fact

that not only do you not have to make it but that it could look like ',

anything, and then it starts getting interesting and then you get •

involved with your own limitations.

INTERVIEWER : As an artist, do you feel in any sense alienated from

America today or do you feel that you are part of a whole world in

which you are living? 

RAUSCHENBERG : I feel a conscious attempt to be more and more related

to society. That's ,vhat's important to me as a person. I'm not going

to let other people make all the changes ; and if you do that, you can't

cut yourself off. 
This very quickly gets to sound patriotic and pompous and pious;

but I really mean it very personally. rm only against the most obvious

things, like wars and stuff like that. I don't have any particular con�

cept about a utopian way things should be. If I have a prejudice or a

bias, it is that there shouldn't be any particular way. Being a complex 

hurnan organ, we are capable of a variety ; we can do so much. The

big fear is that we don't do enough with our senses, with our activities,

with our areas of consideration ; and these have got to get bigger year 

after year. 
INTERVIEWER :  Could that be what the new theater is about? Is there a

kind of educational purpose now -·- to make us more responsive to our

environment? 

RAUSCHENBERG : I can only speak for myself. Today there may be eleven

artists ; yesterday there were ten ; two days ago there were nine. Every

body has his own reason for being involved in it, but I must say that

this is one of the things that interests me the most. I think that one

of my chief struggles now is to make something that can be as

changeable and varied and alive as the audience. I don' t want to do

works where one has to impose liveliness or plastic flexibility or change 

but a vvork where change v,rould be dealt with literally. It's very

possible that my interest in theater, which now is so consuming; may

be the most primitive way of accomplishing this, and I may just be

working already with what I would like to make.

INTERVIEWER : How will our lives - our ideas and our responses - be

different after continued exposure to the new theater?

�AuscnENnERG : Whafs exciting is that we don't know. There is no

anticipated result; but \Ve will be changed.
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