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MR: Do you like visiting Los Angeles?

mrt I love Los Angeles. I once said publicly that one of
the reasons I like Los Angeles is that it is a thousand miles wide
and a guarter of an inch deep. I £ind ILos Angeles both innocent
and stipulating. It still has that kind of Western feeling, a
controversial rawness. The city ‘cert.ainly works with my renegade
feelings abo‘;t. what art is, both of wﬁa’c it’s not supposed to be
and what i"t;. could be.

MR: How did you begm to“work with Gemini? Was Eg_q_sj-,_e:,"the
first piece you dia for Genini?

RR: Yes. I remember bDeing in Los Angeles at the Grinsvteins,i
without an idea in my head. Stanley said: "Well, tell us about
your idea;" It came from nowhere. I said: “I;m g?ing- to do-a self~
portrait." That was the beginning.

MR: What’e the atmosphere like at Gemini?

ER: They’re quite laid back at Gemini pecause they have to

work with so many different points of view. That's what s0 nice.
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Roy Lichtenstein can come in, and then Jasper Johns, the whole
situation architecturally, physically, chemically -- and the pacing
will relate directly to that particular person.

1 was here only one time when Jasper was working, and he
was in real trouble because he only had two more days. It was
quite marvelous because it was oné of the first times in years that
we had been in the situation that we needed each other. I wasn’t
volunteering. He was hanging up proofs and saids: "Which one of
these do you like?"

As for working~at éémiﬁi, I arrive without knowiné what
I'm going to do. The tolerance level of all the printers, even

though they’ve changed over the years, is great. You'd drive them

crazy if you come with a pre-programmed attitude.

B

You obviously enjoy collaboration.
RR: When I firat started working at Gemini, they had just
finished a Man Ray project. I thought they hadn’t sufficiently

engaged him. My attitude was that the artist should be as invoived
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as possible, and the work should be unique, as opposed to high
quality reproductions. That’s where the collaboration comes in.
The reason I enjoy collaboration is that very early I
figured out that two expertises were much better than their sum.
I don’t get involved too much with the chemicals in thé shop, but
with the processes. In the case of this latest group of
lithographs, instead of putting on touche or washes, I’m applying
rhoto emulsion and preparing a ground that the ghatbgrapha I've

taken are on. Thiszs is burned directly into plate,

-

-

MR: So when you.aam; témbos Angeles to do this group of work,
you arrived with these photographs?

RB: No. I passed through Washington and took a couple of
photographs that appear in this series, but the rest were all done
here in Los Angeles,

MR: What is the title of this group?

RR: I’m thinking of calling the series ¥"Illegal ’I‘e‘nder L.A."

MR: What does that wean?
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RR: I don’t know, but I like it. I like the Hrender™ #art and
the "Illegal™ part. I know what Hlegal tender® means but I don't
know what these two words mean together. 1 think they just describe
an attitude.

T love titling., Now I have to give titles to thé eleven
lithographs in this suite. That’s something that happens at the
right moment: it’s nothing that I ever force. Once the titling
process starts, you have to make sure that you can write fast in
order to remembér, but I love that. I've always .t:ona_idamq that
in painting, prints, ané tﬁéater, the title is the 1astfhrush
stroke.

MR: Have you ever done a triptych before?

RR: I did the Trilogy from The Bellini Series in 1987,

MR: How did you decide to do a triptych here?

RR: The paper was too small.

I did photographs in venice of a kid swinging, and I

1iked the image. I wanted to bring all three of the variations

into a single work, so that’e how a triptych came about.
4
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MR: How do you see your activity in prints vis-a-ﬁis the rest
of your work?

RR: T use the activity as a kind of refresher. Irve
consistently been impatient, restless, and curious, and I've
gatisfied this weakness by changing mediums often, As scon as I
can do something, that is the end of the series. Therelmust be

" thousands of other things that I haven’t thought of, or haven’t
occurred to anybody, that need to be done. And I‘m getting of an

A
age that I have to start thinking, can I get all of écne?
. . "'"""""-‘-—..—-—--wwn:-\

-

MR: Turning to the cnairs...
RR: It’s "Shares," as in financing, "Borealis Shares." They
are titled that way because they always lock mere beautiful whgn
there are two people on them instead of just one. 8o its shares

nmeant both ways.

8

How did you come upon "Borealis?"
RR: I was already working on a series involved with rainbow

corrosions. I was on my way to Sweden, and saw my first borealis.
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T thought that word should be the title for these corrosions. Since
then these have been more variations.

The rainbow corrosion still interests me. In fact, I
have a new approach to the series, which is to either draw or print
in a resistor so that the metal carries the image instead of the
opposite way, where the paint is the image on the surface%

MR: What are the chairs made of?

RR: The chairs are brass, copper and bronze, and are covered
with Lexan. That’s used for bullet prcof glass, and storm shutters
for hurricanes. It is su;pri;;ngiy comfortable. If somebcd§ shot

. you from behind, or even from underneath, you'’d bhe perfectly safe.

MR: How are the images applied to them?

RR: They are silkscreened.

MR: Do you relate theése kinds of surfaces to your earlier
work?

RR: I like the artwork t; ganerously absorb a#ything that’s

going on around it. Since I got involved with working with the

reflective metals, that’s one of the things I’ve enjoyed. And I
6 ‘
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¥

always had used mirrors and built lightbulbs into my;piéces, 50
that there was never only an artwork inside.

MR: Was it John Cage who noted that your white p&intinga
reflet¢ted the environment?

RR: Yes. He said ir you are sensitivé encugh tﬁey are
clocks, meaning you can tell how many people are in the room and
what time of the day it is. And you don’t have to wind them but
you occasionally have to clean then.

MR: Someone writing about your work used the term "swarms of

P
-~

images." That meens like s&gh a nice expression for the wéy the

images sort of run around these chairs. But when youfput the

images together, here and in "Illegal Tender," are you fhinkipg

about the poetic combinations along with the formal impliéations?

HR: You have to, as wall as the spatial ones, and the color,

at the same time. I think you have to be schizophraﬁic, and it

“helps if you are a Liﬁra too because you are already off balance.

MR: Trying to find balance all the time?
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RR: 1 never watch what I‘m doing because I feel if VI xnow,
then I must have seen it somewhere. I don‘t want to do anything
obvious. If you work from plans and thinking, usually it =cic::ua;sn‘”t:
have that kind of spontaneity. I guess I just have "l:o go fishing
again. I used to have some of my best .idaas‘ while I was fishing
right out in front of the house. Your mingd starts drifting, and
all of sudden you’re working in a whole other Iconé_ciouaness
level.

MR: You’ve been using the image of the chair for some 35

-
-

RR: It’s a very common object. I’m particularly attracted to
elements in life that for. the most part are taken far_.gmnted 80
successfully that no one sees them or understands them anymore. For
instance, you’d take a telephohe a lot more seriously if you had an
ameréancy. I am looking for those elements to photagra;;h now,

MR:  Given the context of all the chairs over the years,
"Borealis Shares" seems to be the most barogue chair of all, almost

thronelike.
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RR: T did think it was important that, given the context of
people being a part of the art, the chairs look as good as
possible. And, hopefully, we’ve done a good framing j;:b. :

MR: I see. You've framed the person sitting there. But the
‘back of the chair is at least as axcitinq.as ﬁhe front.

RR: If you get fifed of sitting, you can stand. I;didn‘t
want it to be simply a plece of furniture. Even thaugh:it is an
object, with a utilitarian purpose, its other side -i:s ‘1ike a
painting on the wail.

MR: How do you feel ab;ut furniture?

RR: I like scale, but I hate furniture. I liive wvery
austerely, quite grandly, but austerely.

The .chairs that I do incorporate in my work are
classically ordinary. Maybe that’s the revenge of the.chairs. I
just bought the contents of a restaurant that was going out of
business. The chairs that I typically use in my work were all over
the room. I have about 26 of them left, and I want to ase then all

in one sculpture.
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MR: Is this the first time you’ve ever made an aréwdrk that
is used, for example for sitting?

RR: No. I did some furniture during the carﬁhcérd series
{1970-72]. I made boxes that were fastened together bnt:mobila.
You could stack some as a table, others as a chailr or a bed.

At my old Fulton Fish Market base, I slept.on fish boxes.

MR: Did you actually sleep on them?

RR: Yep.

MR: That’s why you hate turniture now?

- *

I don’t know, but I very rarely see & piece of furniture

B

that I think is interestingly designed,

:

It seens that you’ve always made objects covered wi@h
images.

RR: I got the other side of life taken care of very quickly,
thanks to Josef Albers’s austerity, by doing the all whites and the
all blacks in the early 1950s. Actually, it wasn’t his gugterity,
it was my stubbornnhess and resﬁect for ever& color in ﬁhﬁ world.

Albers always said that art is a swindle, that red is there to make
10 '
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green look brighter. But I couldn’t choose between the: colors
without feeling as though I was misusing them; it was not fair to
make a contract with one color at the expense of another. $o. I was
just frozen into wanting to exercise all colors equally. 1t wasn't
until several years later that I even dared to @0 the alliré_ , and
choe I did those, other colors, like oranges and yellows, started
"leaning® on them. Then I finally just broke loose.

MR: 1It’s always been fascinating to think of you ﬁorking in

the 19502 conhtemporaneously- with the Abstract Expressionists.

-
— -

RR: I don’t think they .lmaw who I was or where I was in my
art .l There were two gchools then, Hofmann or de Kmni'né.ﬁ it was
one of the few times that I found living in the shadows, an

wwage. . By the time anybody realized that maybe I wag serious,
it ‘was. I:'-';“.oa"'-:i;.:t'e ‘to do anything about it. |

P

- Los angeles, September 22, 1991
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