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Richard Kostelanetz

242 East Fifth Street
New York, New York 10003
Dear Mr. Kostelanetz:

With my signature, I hereby irrevocably consent and
authorize the use of your interview with me, whether in whole
or in part, in a book on the theatre of mixed means that you
are compilihg. I understand that this consent that I grant
you herewith extends to all further publications of this
interview, whether here or abroa@, in English or in a foreign
tongue. I also empower you to place this interview in a periodi-
cal, in advance of publication, for which I shall receive a
a percentage of the awarded fee; which I understand will be
fairly determined solely by you, Mr. Kostelanetz, in relation
to how much labor and expense the manuscript needs. This will
be my sole form of compensation and ybu in turn shall make no
claim whatsoever for any benefit my appearance in your book

will bring to me. I am over twenty-one years of age.
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-
Thé Interviewee K

Witnessed by: / T

/Y L
Richard Kostelanetz
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Richard Kostelanetz

¢ 242 Easgt Fifth Street
New York, N.Y. 10003
27 November, 1966

Mr. Robert Rauschenberg
381 Lafayette Street
New York, N.Y. 10012

Dear Bob,

Here, by foot mail, is the transcipt of our interview, I find
it continually interestidg--most of your ideas emerge quite clearly,
I hope you are as pleased wtth it as I am. Also enclosed iff an Xmas
card for both you and Steve. Also a release, which couldiou please
return to me. Among the magazines asking to see this for prepublication
were PARTISAN REVIEW; so the guicker you can get this back to me, the
faster I can get it out to them. Sorry about the delay, but my illness
thoroughly screwed up the works for ages.

For one thing, the interview is stightly longer than most; that's
why I've cut several things in pencil marks., If you feel them essentaal,
conspciuously cp®@ss out my marks. (Do not erase, because I have the
master copy,% which will eventgaglly go to the printer's., I'm libable
not to see erasures.,) If you want %0 cut mope Iit isn't necsssary) or
make any changes in g&ither your own words or mine, please feel free
to do so; also make insertions. On the latter, rather than scribble
between the lines of typewriter print, could you please use insert
slips, preferably typed, and staple them to the page upon which the
insert belongs.

If you have any guestions, please do not hesitate to call me,

I've tried several times to respond to Sue Hartnett's call to
my answering ser¥yce; but I've had no luck, May I ask to come to
the big meeting on Wednesday at Central Plaza?

With thanks for your patience and cooperation with the interview,

Yo incgrely,

ic ‘Kostelanetz
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Q.) In the stuff I've read I've noticed that we hardy know

what your c¢hildhood was like,

A,) It wasn't very much--just an ordinary house, sometimes in the
city and sometimes in the country; but when we lived in the city,

it was just on the outskirts., When we lived in the oaun{try, it

was just on the outskirts, It wasnlt country life, but there wasn't
mich e¢ity effect eithex, FPoft Arthur, Texas, was much mmaller than
it is today, of comsse; but it hasn't chunged its character veyy much,
It's a refininz town and a port., My father wotlbd for the power ¢coOme
pany. He quit school in the third grade; so they always thought
that going to school would be a very important thing, But I
ahsolutely hated school and graduabdd very neatly in the foustih
quadrant., I didn't think it was so bad until I figured out what
_gquadrant meant, il owrsel £ &w:ﬂ
R,) Well, what did yom do’\t ose years,

A.) Well, I just tried to get tibugh. I bad no semse that school

had anything to offer., In classes I (did a 1ot of drawing, instead:
of reading, Mostly, hour by hour, I would jusf sit there hoping

that a t1m+auld pass a little quicker and that I would get through it.,
TW only a couple of times I got dnterested, Ope was a class
in English, where igot invovlied with writing; but it was because

we had a good tbacher,

R.) We you inwvelved wiﬂ’éctivities outside of school,

A.) I did lots of extraecurricular stuff, I didn't take drama,
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but by the time we got to junior high school andhigh ﬁhﬁ?, school,
I worked with a repertory after hnurqlphﬁmﬁf
Q.) As an actor,
A.) No, I was too shy to act, but I did all the a,imm. I
painted posters and scenery aml stuff like that, 'tu SOI\MI,
I was on every publicity combitte there was. I knew thagﬁ could

“make resemblances of things. I could handle color, which was

all tempera, like poster paint., I couldn't letter. I reuliy-enjoved

»1 had already
‘ L
been in the Univeristy of Texas for six months . and went ifo

\\\ ltv\(l(\(\(“gr\\‘u\t\‘\‘.\-'v('-/\

the Navy; and I still had not found out(ﬁhat one could be an arcist)
I do not knéw I avolded it, except thd in Port Arthur there was no
sense of any kidd of cultural life, Life;’ magazine wasn't theee;
we did not have the kind of communication we have nomslays. I'm
b A
: j;ia.) Then, in school you had a reputation as a person who could draw
¥
P

%h@ﬂ sure tha<¥$:140g even knows about art,
¢pM
T or at least do certain kinds of drawings.
| e A.,} And I loved it, and that was the thing. I would work all night
on something like that, but I wouldn't erack a book or do fifteen minubes
worth of homework, |
Q.) S0, than, something di’&nppen in high school, fz:;F:ound a foeéation=~

--gomething you like to do so much that you d}%;itj

and you were known to do it well,

How did you regasd drawimﬂ&hem«—as a kind of technical

ability, like weightlifting or W“ L,
A/} I never thought of it as much of an abiliby. I though?éverybody
could do it a little bit, Some people coddd draw a little better Bhan
other people, butvI never took drawing or painting any more seriously
than that,

Later, [Josef] Albers told me I couldn’t draw--that my whole
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@.) Did he do so in fact.

A,) I had an awful hme pleasing him. I was too messy for collage,
and I was too heavy-handed in my drawings.

Q) The iz He wolld like open éafces anqéhin lines.

A.) Right. The Hatitsne kind of thing.

A:jd?ﬂb would teach a course in fomp, that he teaches year after year

refining it more and more, and a course in the perfirmances of color}f

A really clinical method,

Qs) As you describe it, it sounds as thought he is trying to impart

more knowledge than style.

A,) Right., We werked in drawing from thﬁéame model, Opce a week

ori once every two weeks, someone in the c¢lass dtiBlack Mountain woadd

pose for us, Then, he waiddd this--the valleys and the mountains and

thipgs dike that about the figure. Other than that, it was a’aluminum

pitcher~~those regular things without a straigh& line in them; and

¥ou can't do any shadingi and yet it is reallgzgitslde and inside
Yaudo it wit ?a 1line, and |

that you got o say.q ou ¢an't do any arasing. You feel that

there is air on this side of the line and on the other side of the

line is the form, In watercolor, we had it again--one model we

used mohhh after month; and it was a terraicotta flowerpot.

Q.) What happened then, you werﬁmnable to reproduce these things in

the required way,

A,) Right, I riquadvduﬁ. at least in the water-coloring classes,

that what he really had in mind was samathinépike Ceganng, I faund

him so intimidatidf that after six months of this, during khe fiwst

year, my whole focus was s&mply to try to do sume&&ng that would please

him, I didn't care what I got out of class., All I wanted to do was

one day walk in there and show him something and hear him say, "That's
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idealist

Qe) It'sounds lik%#he old myth of the Buropean &mmégraqf who

had preconceplioss that you, as an American, und impossible to

preixy good,

recreate, The American discovers that he cannot do it the way
the European did it. Instead, he does it on his oun, VA a“'O“" g

I noticed that you wish to avoid historical interpretations
of yourself, In general. you would prefer not to say that someone
influenced you, for you see a€§§;¥i35§”32 the moment,
A.} TNo, I've been influenced by painting, very much; but if I
have atoiéfQXZhat, it was because of the inelindion, until very
recently, to believe that art exists in art. At every opportunity,
I've tried to correct that idea, suggesting that art is only a parte-
one of the dements that we live with, Being a paintéw, I probably
6ake painting more seriously than someone who drives a d@iruck or
some thing. 6&&n7§ painter, I probably also take his trubtk more
seriously,
Q@s) In whlﬁ%anse.
A.) In the senses of looking at it anﬁﬁistening to it and comparing
it to other trucks and having a sense of its relatbonship to the road
and the sidewalk and#he things around it and the driver himselfl,
Q) You suggest, then, th@t we must revise ouqhattns on two counts:
of what art is and what the abtists does,
A.) I think historians have tended to draw %oo heavily upon the idea
that in art there is an historical development. I think you can see
similabities, ,
Qs) 1% They are concerned wiﬂ identifying influence and, thereby,
continuities,
A:) Right, There's another thing., Now we have so much information
that pr;é-..... A painter a hundred or two'hundred yeéars ago knew
very little about what was going on &n pad‘ing“gny other place but his

immedlate friends or some outstandimg events., It wasn't natural for



Copyright restrictions apply.

5 RausobEORRESEARCH PURPOSES ONLY. DO NOT DUPLICA;‘{EQ%ELQ.§§WTHOUT PERMISSION.
Contact archives@rauschenbergfoundation.org for reproduction requests

inka consideration also ’
him also to.fake 9Q cave painting and fold ch into his own semse
of the present,
Qse) Didn't Malraux say that the artbook, as a museum witkout walls,
makes all thepast immediatelpy present, inbhe same way that recordings
MmJsie's
@i all ﬁ:r past immediately present.
A,) I think that people like Leonardo Da Vinmoi had not a technique
or a style in common with other artists but a kind of curiosity about
life that enabled him to ehange his medium 80 easily and so successfully,
I really think he was concerned with the human body when he did his
anatomical work., '« ..us I think he was making hhs investigations
"f) persondl
/ equally from his 'wn’euriﬁk;ty away from any art idea as he was
trying o figure out ! how a horse's leg works so that he could do a
sculpture of it,
Qs) He had less commitment to art than to his own curiosity, whiech
taok him into art into one case and into sciemoghn another case,

% 1 (@eneralizations)
Ny, As) I think, if you want to make generalities, there are probably

e
two kinds of artists@_tdgzéind thaf works independéemtly, following
his own drives and instincts; the wcﬁ&+wcomes a product, or hhe

_ witness, or the evidence of his ownpersonal involvemenyknd curiosity,

his desire. creaR ~

ier than maldbeglan intersesting artwork.,

Q.) Or &nmk%a career out of being an artist, So you would
#«} say that Rimbaud, in that famous example, gave up poetry for a
good reason-~-~hewanted to do something elsge, You would believe
then that art is not a temple to which you apprentice yourself

or 'r«.'rure, swveeess, .
Ay) It's ues almost as if art, invpﬁhtiﬂg and music and stuff, is
the leftovers of some activity. The activé¥y is the thing that I'm
most interested in, Nearly everything that I've done was to see what
would happen if I did this or if I did that.
Q.) Rather than say what the art§st does, you want to say th&t there

| M We
are two kinds of artistsa and they do their own,in different ways,
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A,) It's like outside focus and inside focus, A lot of painters
use a studio to isolate thamsélves; anothﬁqéunettanks to free themaelvas.
Do they sonnd too much like the same thingy If I painted in thts YO O~
15 Blrc K PoTs
Y the staVe is here anqéll those dishes g:L¥have-~my aenaihi#ity, being
what I am, would always take into consideration that the woodwork is
brown, that the dishes are thag size, thafjthe stove ks heme and the
atové@ooka like this., I've tended always to have a studio that
either too big to be influenced by details or neutral enough so
that there wasn't a constant specific influence, because I woRk
CTED ON ,

N very hard to be by as many things as I can., That's

what I call being awake.
full of detaill

R.) I lost the point about studios. This kiﬁcheﬁﬂhare. if you
used it as agtudio, Mbuld be different from a studio that was bare,

and
ﬁhlxlilsgt it would have a different effect upon you, Therefore,

k &fawan
if I were to %&4’ you %‘ﬁmf paper two feet by f‘uu:?'feat in
this room, the result w@uld be quite different from what would happen
if I were to give you thesmme piace of pawﬁr in the next room,
e i | | ﬂ al Jvenees
Thus, the environment of a place the style of everything
that happens within it,
8.) One might not see it in the first wokk, but ecertainly by the
third work you would know it. When you first begin working, you
fifl your batteries charged from all kinds of activities, Sometimes
7 {it doesn't help)and what you find ig not anything you can use or
i you can not use it, A first work would tend to be moz foreign
from what you had done thﬁbay or week bgfore than, say, if you had
been working on three or four things, one right after the other,
Q.} Do you ever isolate yoursaif to worke-refuse to answer the phone,
‘{blisten to the noises on the street.jﬁaspﬁnd to the doorbelly-and do
this for a long period of time, like a couple of days.

A.) If I am very busy and have moreto do than I can do at that moment,
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well Itm cﬁrﬁfﬁ?f@"ﬁ?yﬁfgg to 1ét the telop one ring. Still, I
find it very hard not tec wonder whether that telephone call wasn't
very important or something so that I've always tended to get most
of my work done at night, when the regular dirty activities have sort
of slacked off,
Qs ) From what hours to what ‘hours,
A,) No particular time, I hawe many times worked for several days
in vy 2 a row, maybe taking a half hour napsanﬁkhan starting over again.
1tfs not a cultivated thing: but more a matter of how interested I am
in what I am doing. _
Q.) Do you sleep an half hour and then woﬂwénothr day.
A,) No, I can work for four or five more! hours and then take another
nap, Buckminster Fuller used to kave a system like tuiii, where he
could sleep just a 1ittle bit; but—F donmlé—knew L€ he still does—ter K
@.) People are enormously impressed by the variepy of your work,
4&4 Hbw do you look upon your past work as a paintere-as an ev@lution,
<% or merely a succession of islands upon which you're put your foot,
A,) Looking bacl, I can see certain things growing, as well as a

ANOTHER
slacking of interest in ene PPed bocause T am familiar enough wkhh
it, 8o far, I've been lucky enough always to discover a new curiosity
so that there's always been a new curiosity that also feeding and building
while I'm doing something olse. i can figure out some log$eal reasons
when I look back far enough, BuT | WEUER Do WHEN A nAKNG THE WORK,
Q.) Let me take a particular example that interests me~-gsay, the white
paintings of 1952, Here you have ereated what ' ., if you believe in
linear notions of art history, is a dead end. Did you look upon

it as a gesture toward a dead end, vy

A.) Ne, It jus%ammd kike something interesting to do, I wasmla- ~—
aware of the fact that 4t was an extreme position; but I really wanted

to see for myself whether there would be anything to look at, but I

did not do it as an extreme logiecal gestura«-&~Earney~§ewmun~sgg§§§§§;]
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Q.) Byt there was an idea there, then--notfay derived from - Ziy&f
Wwheh was B see iF & pamtny eowld w'»cov~P0Nfe Tronsient 1meges Jrowm g Sco@./

art hisbory but the—tdea—ef o simplibxperimen@,n Therefore, '
once you discovered the result of that idea, thﬁﬂnz;ﬂd go onto
another.

A.) You could speculate whether it would be interesting or not;

but you could waste years arguing. All I had 8o do was make

one and ask, '"Do I like that}' "Is there anything to say there?'
'Does th#t thing have any presence?’ "Does it really matter thaff it

BLUWER
looks pimiteT now, because it is late afternoon}' Earlier this mornipg

it looked qnite %3%3{ 'Is that an interesting exzperience t&paie?'
To me, the anser was yes. No one has ever bpught one; but those
paintings are still very full to me, I thnk of them as anything
but a way-out gesture. A gesture implies the denial of the existence
of the actual object. If it had been that, I wouldn't have had to
have done them, Ptherwise it would only be an idea.
Q.) I ome suggested that thexe is a strain of modemn art that is
more interesting for what it implies than what it is. Take Warhol's
movie THEEMPIRE STATE BUILDING which, though rathﬂﬂkoring, implies
the questionof whether sa .« movies can be constructed wihh a fixed
space and an open time. I thought of the WhitePaintings as an example
of this; but you would say, quite the contrary, You find it endlessly
interesting to look at, and you look at it all the time. Is this
because you did it?
A.) I don't think I could answer that, Obviously, I have a very
strong affinigylwith it, or else I wouldn't have done it,
Q.) Have yo::;ut them up for sale.
A.) Yes, They were for sale. There are five white ones. I also

AT THRT TIME
did: two black ones, butAthe black didn't work very we#l for me,
Two was really enough of that, After I paintedn . one, two, three

and four of the white ones, I jumped to an arbitrary large number,

which would imply that they could just go on and oni. I had no
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interest in exploiting the faet or aatabliﬁ&iag a reputnﬁ%n as the
artist who paints those white éanvasqﬁ. It wasn't an obsession,
I try to avoid obsessioms.

Q@.) You wouldn't do it today.

A.) I don't bawe to., Ilm—iueieyn

Q.) If, say, every one of them had been sold, would you do one
agaivéus?&o have it around,

A.) I probably would have kept one. I like to keep at least one
work from a particular series, I probibly have a very bourgeois
sense of secuqfty. When xrget up and ask myself, 'When are you
going to do something,' it is kind of nice to be able to go to
the paint rack and look and say, "That's not/md,UID | Do TuAT*

["@.) As a writer, should I hang up my favorite manuseripts on the

wall; and when I get depressed or run down, I should go look at them.
for !nsptxntiz/coafort and inspiration,
A,) If they work for you,
Claus J‘-d!"
Q.) Oldenberg sigd that slnﬂé&i’he has a dream someday he would

call all his things back, that they had not really gone away,
SOMETIMES

: A
| A.) I/bave amother funny feeling that in working with a blael canvas,

say, and with something you picked nfizr up off the street and you
work on it for three or four days or maybe a c¢ouple of weeks and then,
all of a sudden, it is invanothar situation., Muck lateg, you go to
see somebody in California, and there it is. You know that you know
everything about that painting so much more than anybody else in that
room, You know where you ran out of nails,

Q.) You ean look at it then as a kind ogéersonal history.

A,) Yes, It's not like publishing, for each one is an extremely
unique piece, even if it is in a series, I like to ook at an old

AN TrauG-
work and discover that is where I first did é%;égﬁ£%~43;h, which may

be something I may gg!g!nni-tausll!txsftnfi\3ua?ﬁappcn to be doing now.
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At}the time I did that earlier piece, I didn't know it was the lower
right hand corner that had the ne%lemeﬂt---that that part would grow
and that other parﬁs would relate more to the past,

Q.) S0 than rather than an evolulionary metaphor, you are suggesting
the image of, what is it, waves, that each new waves has some of the
past wave in it, CongeCTNKR Do
As) I don't xnow what I Woulddif 1t shold ever gtop. I don't kmoyw
how I do what I do, so I certainly wouldn't know how to start i,

L4 I do feel likeﬁgould stop, simply because I don't feesl responsible
for having started it. I never really had a big drive that I could
consider cultivated,

Qs) Bs it just bappened suddenly, then it could just stop happening
with equal suddenness. Do you worry about its hath

)X A3) YOU worry-abeut—all kinds—ef—things, It i not so much worryi
AS

S
/~ about it/that I think about it se—eftem. You wonder why some paint

didn't start until they were forty and why other finished painting

by the time they were forty,

f(// Q.) Have you ever started somethingthat you codldn't finish,

utm _
A.) Yas‘n I redlly try #nrybhuﬂﬁnot to do=Fhmt. I work wese hard
PRoBLEMATIC

series. I had started the radio sculpture thing, ORACLE, My Rt%nd

_ ; w

was more in sculptiure or objects free of the wall, T Jgig  feitvery
4+HE NEW DIFFICULT (ES AlFeonliSty Arconed NV
that—worleiw

X uncomfortable by all metal, because I really didn't know
' i WG TBE ScRuiiees
what to do with it, S0 I figured‘l‘ho a painting instead.? I said I'd

do it, and I try to do what I say I will do., That painting went throuzh
80 many awkward changes, umnecessarily, It was large, it was free stand-
ing. Then I put it against the wall, then I finally sawed it in half,
and made two paintings out of it., I wrecked one of them,

Q.) TPhkxw The reason was that vour mind wasn't geared to pabntine
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" A,) Right, And I didn't know what to do when Rudy Burckhardt came

up and said how far did you get today., 'Can I take the picture to-
morrow, Why! did you do that? What do you have on your mindf'

It just didn't work out, I knew I was compromising at the time;

and when the article went ifi, I insisted that they photographi« what
I was not doing too, If those thinga are going to mean anything,
they somehow oght to be the truth. In those day, it seemed like
that would be your only chance for the next twenty years to get your
Qﬁﬁigﬁi reproduced in color, New-I-have this lousy paintinge.

Q+) In looking at your career, the customary remark is to tote up
all the florms you have used: wed¥EYmwkaky blueprint paper, white
painting, black painting, ecollage, assemblage, bembimes—bhroatre

v M" e T AR T 2
A.,) I call those thinqs'aambinas,' becvause~it was before the museum

-

show ¢+ of assemblages,
% ) more

Q.) Boesn't combine refer to paintings with amzssxmiied dimensions

than two--with the Angora Goat we have three, with the radio four.
A,) Barlier I had this problem with the paintings that would be
free standing--not against thewall, I didn't think of them as
scuppture. I actually made them k:L as a realistic objectiem;
it wses unnatural for these to be hung on a2 wall, So when the sculptural
or collage elué%ts §ot so thﬂd?himensio 2 then the most naturdal

_put

thing in the world was tq‘ut wheels on it and . /*A it out into the
middle of the room, That gave me two more sets of surfaces to work
on. It was an economical thing., I thihkk I've been very practical,
Sometimes the underneath surface is also a painting surface, because
that would be viewed, I-ihink¢;&vo—b;sn_xopy—pructteaii 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.

u lo - i&n
ﬁ;ﬁl thought of them as paimtings, bl | Oven)
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4%——’)ﬂaat to ecall them--painting of sculpture--got 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 was supposed
tJhave done with "mobiles,' and it workeé beautifully. Once I called
them 'combines,' people were confronted with the work itself, nod

what it wasn't, Sometimes you can ehokqpn these things; peopbe

have called My drawings 'combine drawings." The word doss really have
a use--it's a free-standing pictume. JC

gt
Q.) Just in passing, let me say there is one werk’ candt deduce.
’GM. st’xl

sy That “FM'

A.) I was interested in the role that aacidanﬁ%layad in my work.

So I did two paintings as much alike as they could be alike, uu&ﬂg
identical materials--as much as thgy ca@ld be alike wi thout getting
seientifie = about §jt, Although I was imitating on one painting what

I had done on the other, noitheqé;a of these paintings was an imitation
of the other, because 1 would work as long as I eeﬂ%bn one painting

and then, not knowing what'tﬂ do next, move over teo the other,

I wanted to see how different, and in what way, would be two paintings
that looked that much alike.

Q.) How, thap, did some eritics consider this a comment on actian
painting.

A,) I think Tom Hess said that., Again, you see, if yoﬁﬁo anything
where an idea shows up, particularly’ in those years whefd: an act

of painttnéras conside ure self—axp{?ssion, &hen it was assumed that
the painting was Qﬂsfaigigftoufigr;Efiéégkrén't 1ike that now.

We've had a hiéhry of painting here now, and it's unfortunately getting
to be 4ot 1like Burope, I think, We have anough reserve work so that

it is very easy for a tradition %o exist here which also inchudes any

e
new ideas, whichnimmediately tacked on to where we were yesterday.
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13 RAUSCHENBERG Kostelanetz

Q.) Where we were once part of Europesnhistory, now everything
is‘part of American history.
A,) Ssiussa That's what I mean, In the old days, the differences
were a lot clearer.
Q.) Does this bother you.
A.) Yes, a little, I can see that having all the material to think
historically, more people will deal with art historically.
Q.) Aand, therefore, mapking histofteal gestures, rather than doing
things on their own,
A.) =%  And also theway of looking at work, Instead of just being
coﬂgonted with an‘39jent~-a sculpture or a plece of theatre--we

is so rich that
have so much past‘now that it is very easy to get off on tangents
that are ghsnlut&i& 1rrk‘evan£-—what's is like and what i$'s not like..
and that miss the energy that actually created it.
Q) Pahting is being put into historical perspective before it
has become history.
A.) I would like to see a lot more stuff that I didn't know what
to do with,
Q.) In several aarlieﬁétatamenta you said that yaur paintings were
not4the result of idea., What you've said now, however, sugests
that they s ussu stem from ﬂ;;., il a eertain kind of idea.
A.) I think the ideas are based upén very obvious physisal fact8f7[hft;ﬂ§
that are also simple—mhﬂgdj ﬁhch as , in the white intings,

| . onun Eaciie

wanting to know if that was a thing Yo do or nat,nwondering what
the role of accident is, Those aren't really very involved ideas.
Q@.) That is 'different from the idea, say, of doing a painting about
war. i
A,) Yes, they are more physical than aesthetic.
Q.,) Rather than posing a thesis, you arﬁLsking a question and then

doing some artistic experimeAt to anspgs it&\ort%en&ribhto ﬁovan answer.
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A,) But I do it selfishly, I want to know. M &L' &;m?ﬂa,mj i%&
Qs

Q.) What kind of ideapwas present in, say, MONGRAM (1959),\ h?‘eau }tho
= g

5

A,) I have always worked with stuffed animals and before thtf stuffetQ
baseballs~-objects of common.,... Bwt a goat was spwial in the way
that a stuffed goat is speeial, and I wanted to see if I could i.n/e\ygrnte
an animal or an object as exotic as that. I've alwayé been more &
attracted to familiatlo’!‘ ordinayﬂthmgs. because I find‘fhum a lot moro\\
mysterious, The exot#c has a tendency to be immadiateiy strangé. ‘
With gommon or familiar objacﬁ you are a lot freor. thay take my' |
thoughts a lot farl{ter.

Q.) Does the success of the painting depend upon the :t‘ul‘ﬂllment“jér L H
of the original idea. o . o ”_v: béC&OSG

’f 1\8 o
A.) Not only for cantent was J4 a difficult object B@ work with, but 30

X it is abselubedy beautiful, Angore Geats are beantiful-animals

s&ywan, I did three versions of that painting, For the first one,
I was still on the wall; I got him up there aétoly attached ﬁo thé
flat surface, To make him appear light--and this is the way my mind
‘ter‘ids‘ to work-~I put light-bulbs under him, ‘ﬁhzch eras"gd the shadow
of the enormous shelf that ugtksupportad him, When I fiphshed it, I
was happy with it for about four days; but 1‘& kept ‘botﬁariing me that
the goat's other s!.dekes not exposed; t;xat 1twas wasta&. I wps
abusing the mt;ﬁtal. S0, off it came, 1 did a piaeo u’hare he was
ere

fraa-—st:andimg. J\ was a narrow seven foot canvas i:hat was attachcd to

tna b&se that he was on.,

I couldn't havi@g him facing the canvas, because it lﬁﬂkgd like some

kind of stiff 1life, like oranges in the bowl. 'so-I'hhd'him turned
gave
around, which muwwis "‘““,\"h me another image whieh di.d,n't omaur to me

until, this time, only two days: after I had finishﬁd 1t--a kind of
AND VEHIZILE

>( beast hlmart. It looked as thought he had some responaibxuty for

3
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upright
supporting tha,)eanvas or that pulling a #» us canvas or cart was

his job. 5o, the last solution stuck, wmd%ms simply to put him
right in the middie--to make an envigfhment /! with him simply being
present in it,
Q«.} How dominant is he?
A.) 11 He is dominant but I wouldn'?émrz‘y KMJ as
how dependent is everything else to him. I think that the painted
surface and the other,h objects were equally interesting, once you
see what th@ goat is doing there.
Q.) But doesn't this pmsume that you forget about the goat to a certain
extent, ’
A,) No, you forget about how exotie i*s to have a goat in the picture,
whidh was never the point, It was one of many eh}lenges, but it wasn't
a function of the work to exhibit an exotiec animal interestingly.
Also, the tire around the ga’lt brings him back M the canvas and
keeps him from being an object in himself,. You don't say, ' What
is that goat doing in that painting, but why the tire around the goat';
and you're alwady involved,
Q.) Why have you do such a diversity o%orww

- el | wpTh . o

to.iam.@ Do you getﬁmred easily,

N
As) I'm not.... I'm sure every artistl says this, but I'm not inter-

ested in whdE I know a lot about,

Q. ) How do you know.

A.) You get a feeling when ym;\working that maybe that's judt about
enough of this sort pf thing and that you'd like to do something else,

Now The ve be e
Q.) ,_é(ave you gi g?fupepamting?“e e lved with fhes i

A.) BRo, ¢ FPhat was a mistaken rumor, Giving up painting is all
Al (N SPEOSFLIZATION.,

r003bly

Qs) The whole notion of your giving anything uﬁ strikes you as

part of that historical thing,PLUus e COMForT

rather ludierous. (G’W/\) N
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16 Raunschmberg Kogstelanets

| ’g)/ﬁmm you in ﬁot done any painting this past year,

eds,

>?
~o

TS

S R AN

A.) I've done a few mskmssswiwry drawings and watercolors. I haven't
done a paintlug. I've been ;:éy moving into this place, bh has
taken about nine months; and before that, I was looking fox%:lama.

I think that does somethigg to 29 psychologically. Also, I got

rid of all my silkscreen, I had a friend come up and do that while
I was touring with Merce Cumnmingham, because I did want to come back
and have all ﬁhqﬁatarial I had already known, after I had stopped
patnting for some i:i.me.. I didn't want té fall into any old habits
after I had iéually been all the way around the world. I was sure
that the eneggy I had stored up would throw me right back into the

studio, When I returned. I found that nﬁd although I didn't

- have any silksereens, I had four largze canvases, and I immediately

had to do something with them. 8o, I did sométhing else~~collages
from silkscreen printing,\that weme done on paper so that I would have

a record of the images I could use, I was going to store them,

.............
P

%o see what use they -@th be to M at a later date, I also bolted

v MLETYRE [hVory,
objects onto the collage surface at any place; I found that imtersuting. %

Q.) I don't fully get that,
A,) 8ay this is the canvas here; it was full of paperl‘md paint.
Then you put a plece of plexiglass over that/and bolt that on,

and that givesyou a surface, WWW

Kﬁ\pﬁ:ghwﬁm—mmm_hndﬁu

@Pn gave me a ground so that I could attach something,
Q.) What kind of paintings do you have in mind for the future,
A.) I have a very complicated idea that I'm not ready to do now, and
I'm very anzxious to work, I have another thing I want %o try, and it
ig simply a matter of when the cleansrs get out,
é._} §ill you be able to work on a painting while you are doing theatre
work.,
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17 Rauschenberg Kostelanetsz

A.) Absolutely, I always did that,

5§Q>C§;; éaa it s&ﬁnda interesting for the painter to give up painting,
QL) It's the myth of Duchamp, BActually, I was thinking more of Claus
OCldenburg's atat&ﬂ%ﬁ thathan he did a theatre plece he temporarily

gave up Apainting.
AL} The last year before I went away. with Merece, when I was doing a
lot of theatre, I did more painting than I ever had beforg., If
you're working on something, it seems to me thatfbhe wir® more you work
the more you see the more you thﬁnkz it just bﬂilds up.
Q.) You would prefer then a more varied regime than a siggle-minded
regime,
A.) Absolutely, I find that when I'm working on paztings. I e¢an do
drawings I 1like very much, You are fnrad&&o a@}n&t to fiat surface
anﬂ& different ssale, I can't see yet wha@‘hs painting does for
the theatre work, for I really don't know what I'm doing in theatre.
Q.) How did you become involved with thedtre. /D
A,) I've always been interested, even baeck in high sehéol.)?fi
thewe a mystique of theatre that captures you,
As) I like the liweness of it--that awful feeling oyéuing on the spot,
I must assume the responsibility for that moment, for those actions
that happen at that particular time,

me,) Are you on theo sguﬁfight now,

! #.) No, If I said anythhg that I didn't want you to repeat or to

)
eﬁ%;°ﬂ take out of here on that tape, I wouddn't even bother to see that you

l_erasad it, Whnv@haatra 1aa§iPlike is what it was.
, ' and what did you do for him,
Q.) Was your first professional involvement with CunninghamA

A.) With him, and with Paul Taylor, ﬂ?étut I did just costumes and
props. Then, at a certain point, it became clear that the lighting
and the whole staging was just as essential to the way it looked as

what they were wearing. M?ggﬁg%%%%d%%&mpighting man, and &lthough
FOR RESEARCH PURPOSES ONLY. DO NOT DUPLICATE OR PUBLISH WITHOUT PERMISSION.
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18 Rauschenberg Kogklae tz

I didn't know anything about lighting, John Cage and Merce convinced
me that khmsfeouild learn it for the next eoncerit, which would be,
like, in two weeks. There were three new pieces, and I didn't know
dne thing from another. I thought that personally I know I ecan't, but
I certainly do 1ike it that they think I can, I'11 try to do it their
waYy. One mugt encourage that kind of faith, |

At th7éame time I was getting interested in what the dancers at
Judson Chureh were doingu-botgphnoers that were in Meree's company
and dancers that weren't, BefofeI did any real thealre of my own,
Tinguely and JaspeJJohns and myself collaborated with David Tudor
to do a concert iﬁ Paris, and we also worked on Kenneth Koch's
"The Construction of Boston," which was later. I don't find theatre
that different from painting, and it's not that I think of peinting
as theatre or vice versa. I temi=bo think ggE;rking‘au a kind of
involvement wigggéxarials, as well as\z/rather focused interest which
chagés from time to time, which then gets teo be simplq what people
would call style later,
Q.) Eﬁu»thqg%yaur involvement with thaatie may not be too different
from your involvement with painting, "/ surely painting is different
from/theatre on the outside,
A,}) Well, in my paintings, almost from the very begimning, I
observed thatpainting changed from one kind of light to another,
Theh I started incorporathy lights into my pa%&ing, and thed&tre
is a continuation of that, I wasn't proving that a lightbulb was

G 51D e

'~amnmawmwkaaiﬁwkw&twﬁwﬁfﬁmm

All right., So
what happens if in this area you have a fixed light situation

or if you fix" the light this close to the plement. Lighfing for Merce
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19 RAUSCEHNBERG Kostddanetz

gseemed to me to be the same kind of involvment. If you use this kind
of light, it will look this way. If you use a little light, 16's like
pai.nting dxk.
@,) Did you m to their w‘:signiﬁ.mmtlyz Was Herce's work different
A,) I was gqwkbe LTeeitoRKINc- RELATIONSUIP.
Q) I mean different baqauszpf your contribution.
A,) I think somebody else has to answer that,
Qe.) How did you becon‘w a choresozgrapher--the author of a theatre piece.
A,}) That skating pieﬁfﬁ%"’:a my first piece., Naturally my respect for
the technical ability and beauty pf Merce's group didn't make. it any
easier, At the same time themore I was around that kind ofis’
aotivity);i* fealized that painting didn't put me on the spot as
much or net in the same way, so at a certain peint I had to do it.
Q.) VWas th;;; a l:ﬁguir aﬁalle.nge harez
A,) When I did ) "o lights, my lighting cues wenfnot programmed,
I played the ligt#oard +« From pe&rm&nce to performance, things were
different. 1In a work called STORY, I never repeated the set, I#+<—
A new one ‘a&made for each pcrf‘omanea from materials gf‘at::ter‘ed from

ov les

diffgren places. The cestumes, aetually. stayed moro the same; but

from time to time, stuff was thrown out and a%‘ﬂm‘f was brought in.

RS A

{ anykmng you could cmrer youraelf wi.tug The dancers could

\”‘m-mnwdr or z’
of these .or none they

decide which
3 N A B
knew where anyone was going to be; the space was not dafimd._ \TM#'

1
—

aar when. I never

“Wo Tk the same WaY. .
out. of what you could find vat pad in
i The set had to be made.A given the amount o/&‘ime/‘you OOttt —ET)

a particular locale, out of stuff ﬁlmt was there,

Q.) In the auditorium L*li’/

A.) No, out in the alley or an you could get it,
Copyri restrlctlo s apply.
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20 Rausehenbwg Kostelanekz

We didn't travel with a setb.
n,.) What you then had was a plece not with a closely composed score
g o s
buths. set of ground rules. for how this game be played, and the
game started as poon as you came into town.
A.) Right, That was an execiting thing to do,
(ﬁ?‘“ In some places, like London where we were held over for six to
and we did thepiece three or four times a week,
eight weeks, well, then it was very difficult to do a aomplstly
dif ferant thing%va night, A couple of times we were in sl
: o
Awmzld actually
have to be part of the sat. The first timo M%m pened was in Dartington.

gsuch sterile situations that Alex Hay, my assistant,

th#t school in B?ven. That place was mn@bwed by a very familiar
look~-that BlP®ck Mountain beatnik kind of looki about everybody; but

they occupied the most fantastic and beauitful old English building,

311 of whose shrubs were trimmed. There was nothing rural or rustla

or unfinished about it, TFor the first time, there was abyOJ,uﬂﬁy

nothing to u£) 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, Abuut a"/haurr before the perfomance, I asked Alex

whether he had any shirta that neade’g{roning. which is a nice question

to aslk Alex because Walways did a_:/td he always ironed his own shirts,

So, we got two ironing Wsards, and we put them up over these blue lipbts
that were back therep ""2]- the eurtain«?/opnrﬁ“' ang/thare were th&s?ifaman'
and these two people iponing shirts., It must have looked quite beautiful,
but we can't be sure absolutely, But t‘rﬂm what I could feel about the

way 1t looked and the lights coming up through the shirts, it was

W like a live passivfet, like 1live deeor.m o
N)D“P‘ Q.) Would you do it again.

2\ _
Tof A,) I won't do th{t, THon-we L OHR

Mty ,ﬁﬁ.-ﬂ—

mwmm«umwwmm for
a-yveary.that.we.went. more. in. hat. Mm( It didn't oocur to me

AR

neve been
then but it does now that it might -!nkdu‘f‘icult to tell whether we weld
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21 Rauschenberg Kostelanetz

choreography or set, I knew afll assumed iﬂﬁouid be perfeotly clearp

X
d‘\ ,Knuwing that my job wasg to do decor, it might have been in bad taste,
R

ﬁfﬁm ence bﬁ%ween the action of paint and the action of people, axnapf%hat

’a\ut I did it in all i.nnoeanc_o.iv?_ou see there is mally very little differ-

paint is a nulsance because it keapfdtying and settiag.«g’

Q@.) However, there is, I think, a great difference between doing decor

and being the author of an entire piece.

A.) Well, you do a bit more, When you make sure tbgﬂhll thecables are
((f&sﬁxit taped down and that th& curtains are working and that the stage

is lockéd, you'We already done everything déxcept get tip the nerve to

go out there,

R.) And put your name on it,

A,) It wasn't so hard to put your nuﬁe on it as it was actually qﬂﬁe

there yourself,

Q.,) On the stage. )

A,) The first piece I did, Pgiicjéﬁ I had no inéﬁ%zan of being in; but

" _actually,
since I didn't r’ﬁnaw much about makinéa'danca, so I used roller skates

as a means to freedom from any kind of inhibitions th&t I wm%ﬁ have,
That alr@ady giveayou limitationg puts you in a certain area thatyou
nust deal with, |

Qs) This is another one of your physical ideas that then determined
possibilities.

4.,) It was a nging of the limitations of the material as a freedonm

that wm*d saMang?g;;ubliah the form{ eventually. I auditioned dancers

for the piece; and to my surprise, I found that dancers who had skated

when they were children and some of them quite well, beuaus7ét their

training, couldn't roll%& skate. They froze, and it was every awkward.

">
It needed #he kind of ahgwndun'tb actually do 1Qgnﬁ_somoﬂna—wﬁﬁ'ﬁﬁEﬁ*t)L‘

Copyright restrictions apply.

FOR RESEARCH PURPOSES ONLY. DO NOT DUPLICATE OR PUBLISH WITHOUT PERMISSION.
Contact archives@rauschenbergfoundation.org for reproduction requests



e
£,
~

22 Rauschenberg Kostelanetz

s In their thinking, &hex Aavcers
have a goiﬁg di.albgua between tham:m the fheoor, and you see I put
wheels between them and the floor, They couldn't hear the floor any
more, and their muscles didAMt know where they were.

Qs) Did rollem-skating movement become the syntax of the piece.

A.) No, it was just a form of locomotion, There were other whaa;j;n
the dance too.

Q,) Was that a uniﬁilﬁg image.

A,) No, it was just that once you establish the fact that you are going
to call it a dance, as I did, and you didn't want 4t to be a skating
aet, then somehow the other ingredients had to adjust to that; so that
dex Carolyn Brw. who was not on skates, was dancing on poiﬁts. which

_ A
is just as arbitrary as way of moving. (Some kind of relationship was

! aatabli(ﬂg)sd with the ground we were on ‘tt_mt somehow had to continue,

(\}geaauue that was the natuwe of the p&eac.} It would not have oceurred

to me~~well, once I say it, it occurs to me and I think it could be done-=
that someone cpuld have possibly walked in that piece. Like when you
?u do a black and white painting, you just give up the idea of different
colors, even though you could put colors in black and white paintings,

just as someone could have walked in that piece, But if your focus is

on the black-and-white, then that's Wyou are.
Q) If; was a physical decis&cnfthat deteminaﬁ"«sertain possibilities,
but;:::gi‘:a tolilly determinegs ‘ﬂ‘cn\ fiec.e.\

A,) Anything you make up yowr mind about you can change it about,

Q.) May I please ask you to desoribe\in detail, from start o finish,

the piece I mw several times andpm, therefore, most familiar with,

MAP ROOM IX. ﬂmmwmwmm 3.&*/&;
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23 RAUSCHENBERG Kostelmetz

4,0 I began that plece by getting some materials to work withhe-
gga&n we have that business of limitations and possibilities, I

Just got a bunch of tires, not @/bewuse I'm crazypabout tires but
because they are so available in New Ygrk, even on the street, I could
be back her’egn’ fﬁ‘w»an mz!.nuis;a.s with five tires. If I were working
in Eureope, that wouldn't be ;/he material, Very often people ask me
about these repeated images, in both my painting and theatre like the
wheels of a tire, Now I may be fooling myself, but I think it ean
be traced to their availability, Take the umbrella,,

@.) which appears in CHARLENE Mw& dsw[va'e.

A, )} After any rainy day, it is hard to walk by a garbage can that doesn't

heve ap . umbrg ainiy :
Q.32 'broken lumbrella ‘

ayKand they are quite interesting, K found some springs around the

corner, I was just putting stuff togethers~thats the way I worke

to see what I could get out of it., I don't start off wihh any preconceived
notion about content of the piece., If there is any thinking, it is

more along the line of something happan’? which suggests something else.
If%‘m luecky, then the piece builds its own integrity.

Q.) Onee you cePlected the stuff, what happened, Did you play with it

a little bit, Did you‘aay)whmz c¢an I do with tinsf
AJ) You just mess around, The prings made an interesting noise, so

I decided to amplify that,

Qs) And the tires, | :

A,) They can be walked in; they can be rolled in; you ¢an roll over

it, You can crawl through it, All these things are perf‘éetly bbvious.
Perhaps there are uses of it that you haven't seen before, What I'm
trying to avold is the total a“ploitaeion of all the possib&flttlas. which

is an academiec idea. \@fwgy{)
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s an academic¢ way of making a dance of #eme and variation
and the exploring of all thg possibilities inherent in any partiqular
{Qbﬁe¢t. If you den't have any preconceptions about moving, you're got

to start somewheme, This is my way.
The reason that it is called MAP ROOM % TWO is because there

was & MAP ROOM ONE which was done at Goddard Cellege, “There was an
0ld sofa on the gﬁagm there, I think g; make theatré @Gﬁ:: very much
the way I make a painting, whieh is that §§u simply have to put something

2 i "

+ The sofa already oceugying

into the space. VWorkins thréee dimensionak
bp ey L CTOSEF Eo e
paptli of the space gets to be a Wember of the cast.

SRRE

$am

Q.) What about the shaping of the oth®r major theatrical Ableme;Q,
which ia time, How do you fill that,

A.) Most often, my pleces are as long as they just naturally get to be
from h&vlqéporkad an,thém that long., It's a funny thing, but I almost
know my size right now}yggéﬁ‘raally ought to do something abodit it,

My pleces are about a2 half an hour, no matter what my attitude i%.

short
I should do a very long piece and a very plece,

Qs) If you used a forty-five mintte flléf say, then you would have to
have amxhsnyxpknxez at least an hour's worth of content.

A,) Well, that did stretch my new piece LINOLEUM out, because I have
three movies in it and the movies don't go all the time, so that

certain activities simply havﬁFo continue until the movie is over.

I tend to think of time, as we traditionally know igy s my weakest
poift, because I've had the least exp@?ienea in ¢onsidering thgﬁiming.
Q.) It#g‘gprtainly the most frequently heard oriticism of MAP ROOM IIJQQN

—

partioulsaly that it Be too slow,

A,} I don't mind that, I don't mind somethigg beinz boring, l

because there are certain activihies that can be interesting 1

they are done avnvino—mo% M that business with tlﬂ-\iresw ap K oo
which I found interesting if it is done about five mingflhes.
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But somethigg else happens if it goes on for ten more minutes, It's

a little like La Honte Young's thing [THE TORTOISE'S DREAMS AND JOURNEYS]]

You admit that it isn't interesting any more, but you're still con-

fronted by it, So what are you going to make out 9f/;t.

f.) However, there is a differengf between intentional boredom and

inadvertent beredgéi} The first, as the artist does it, reveals that

he knows preicsely what kind of effect iﬁ has upan you, La Monte is

intanﬁiamlly boring, because by forecing ttl,g;;me ghord upon you he -

wants pou to hear aertain gradations in sound,

A,) I'd like it t§n¢Luvy4'at the risk of boring snmeon5 #hu:};here £ T

an ampea of ¢ uninteresting acti?ityuﬁ*@haro the spectator may behavesQ_

uniquely. You see I'm against the prapsaad consistent anﬁartaiume‘g.

Theatre does not have to be entertaining, jusﬁﬁike pioetures don't bhave

to be beautiful,

Q.) Mnst it be inturqst;ngo 7

A.} Involving. WNow bnreﬁomi is restlessness; your audience is not

a familiar thing; It is made up of z::i::ﬁggfpaoplo who have all led

differenﬁ lives.

Q) If I were to sht haraland.talk at,say, one quartor.of y normal

speed, it would be inadvertently boréng.

Ad) Nat.nacasaarily.

Q.) Would you find it interesting.

A.) I might, I'd bave to hear it. I've been #ith people who have

speech problem, At first it maﬁgk fzafquita nervous, later I find

myself 11§tening to it and being quite 1nﬁ;beuted in just the physicdl
' deliberately

con#ant: it can be a very dramatic thing. I've navagithanght about

boring anyone; but I'm also interested in that kind of theatre actiwkty

that provides a mimimum of guarantees. I hazégeen more intareaef%éitn

works I have found very boring than in other works that seem; to be

brilliantly done., Copyright restrictions apply.
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qQ.) Isn't 31335 that a contradition--that you ¢ w:zgz;terostbd in
things you found bering.
A.,) HMore interested: in something that was boring than somethigg
that was entertaining.
Q.) How? Can you give me an example.
A.) Some of Bob Morris's theatre pieces have very little activity
that goes on for a v&iy long timﬁ. They were usually p#esenﬁad on
mixed concerts; and I found myself at the end of the evening being
more moved by the inactivity by Dob than I was by some of the things
that I was at the time in awe of-~skillful executions of extremely
difficult movementsa.
Q.) Why. Vas there more challenge. Was the idea of the plece more
interesting. What was it thegaade it more memorable to you.
A,) It may be that that kind gdﬁaaiﬁg is more unique bo thaﬁtre going.
Therole of the audiefee, traditionally, I don't find very interesting.
I don't like the idea that they' shouldn't assume as much respomsibility
ai the entertainer does for making the aventhg interesting, I'm

and unrealistic
really quite unfrlendlxkabout the artist having to assume the total
raqu;ibiltty for the function of the evenigg: I would like people to
come home from work, wash up and go the theat®e as an evening éiﬁ taking
their changés. I think it is more interesting for them. What I was
doing at Morris's thingdgkas just that, I myself was a traditional member
of e?égudienae.
Q.) I'm concerned about this juztaposition of interesting and boring,
It bﬁiiura me conceptually.
A.) Does it help you, to think about a painting th&t isn't beautiful,
Q) No, becausethat izkaJ'naceasarixy contradietory, What you're doing,
I think, is setting up an opposition to entertainment,
A,) Right,

Copyright restrictions apply.
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& Flm-noticauvineed thé 1f you'lre not being srtertained you have—to
4% 1 think that's it, I used tha’wq‘& bored to refer to someone

who might look at a Barney Newman and say there ought to be more image
there than a sdﬁle vertical or two single wertical, If one said that
that was a boring pxa#ure,\ggb;fs;‘o using the word in relation to a
preconceived idea of what interesting mizht uﬁ.ﬁégg;. What I am saying
is that thuuzji suspect there is a lot of wq{k right now in theatre,
deseribed as boring, whieh is simply the awkward reorientation of the
funection of theatre and even the purpose of the a&dimﬁ'é. Just in
the last few years we havgiada some extremely drastic changes, Con-
tinuify in the works that I am talkiMgmbout has been wmpletely eumimted.

it is usually different from performance to pet&-rmnce. There is no

-
dramatic continuity; the interaction tends to be M& coffin-

Ne?

cégnoo or an innovation for that particular moment., All those idess
tend to point up the thought that it would be better for theatre if
you couldn't go a secoﬁfﬁaght»-that you would have a difreregf;;rk
there, avgn,tho;%h it might be in the same place and have the sa?i;'

people and deal with the same material. I think all this is very new

now; so both the audience and the artist are still quite self-consecious
about the state of things in theatre right now., The fact that in a

single plece of Yvonne Rainer you e¢an hear both Raogmninoff and sticks
being pitched from the balcony as your sound axperianca without those

two thiuﬁs making a comment on each other. Now that is an extraordinary
situation, and it is very new in theatre.

Q.) 1Is that the: collage prinﬁiple?

A,) @iollage is a method, but this is actually part of the subject here.
When you make a collage, you don't have $o-by such different characters
next to each other; the word doesn't imply that, You can make an
absolutely pure cubistic painting, a raglistic painting., It's an atttﬁwqﬁe

Go P 2/,
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m&/ QUBELONS THAT REFER BACK,
/7 f.) When you wewe in high school, what did you think you would become,
A.) I actually dién't know, % That really wasn't a plﬂir;roblom
\Q:\ in that size town, at our income level. If you went to college, you
usually decided there or just before. In fact, whan I went to college,
QPB\// I didn't know what I wanted teo study. I told my pnuin!ba/parenta I
would study anything they picked for a year, and If I didn't like that,
I would study something else., They observed that I always had so many
animals., They thought that If I liked animals so much I would probably
be a veternarian, I had oq&é%lpulat&onﬁ I worldn't go to a military
school; so it was either the Univeristy of Texas or Texas A, & M,
At the University, they didn't have a veternarian school; so they

<\thaught pharmaecy was a hot like that,

’7@.) Do you think of the idea 09éophtst1¢ation as important in youwr career,
A.) You'1l have to define it,
N Q.,) When you first came goﬁﬁaw York, for instance, you discovered Ldeas

that other people have been acoustomed to all their lives, You said

before that some of the things vou

}\K said in earlier interviews you wouldn't say noﬁ, because you were more
sophisticated, |
A.) Not because I was more sophisticated, but shmply be¢ause I had
different ideas about it. - One tends to be right ahd ;¥ wrong about
what they think, in ;g»aﬁ relationship to a very temporary invelvement.
It may be from day to day, or even minute to minute, or even a year’and
a half, If it 99&3 on much longer hhan‘th‘t and you!fe‘not changthg'

\_your mind, then you better worry about it, ¥ el

W el .

7 @Q,) Do you feel in anyssnse aliienated from Amarioa “today,

I

m

A.) I feel a conscious attempt to be more and more rihted to sooit#y.
In the theatre and engineering thing we're doing now, one of oWr main

concerns is to utilize industry not just for the\monayfsut féyébe differ-
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(art?)

ence in the kind of world we would live in if technolegy wasn't treated
as a special commodity and i!i"‘&p:i’rle had convietion and “ t, as I
think anrﬁfttst has to have nerve, to take the same ochances at the
same ﬁimﬁhinatead of making a great public relations colleetion and
taking tax deductions and making millions oﬂéallara worth of advertisement
all for art as a special, social-prestige kind of thing, way after
all the changes had been taken., MHow wrong can they be if they make
a collection of fifty paintings. Certainly ten of those fifty are going
to pay for the duds that they bought, and that's not really very ifjterest-
ing., 1If they had that same attitude about the wokk they were doing,
they wouldn't be spccessful at all, Something's wrong there.
Q.) As an artist .A;ou feel tht you are part of a whole world in
which you are 1iﬂkah\ﬁﬁ“%‘
f.) That's what's impnrtanﬁAﬁo me as a person., I'm not zoing to
let othe ﬁeopls make all the changes; and if you do that, you ean't cut
yourself off, &

This very quiekly gets to sound patriotic @nd pompous and pious]
but I really mean it very pegonally, I'm only against the most obe
vii thingé. like wars and stuff tike that, Xdmen I don't have any
partteulayéaneept about a utupi#n way things should be, If I have
a prejudice or a bias, it is that there shouldn't be any particular way.
Being a éemplax hujan organ;, we'aru capable of a variety; we can do so
much, The big fear is that G%% du;in't do enough with our senses, with
our activiti@s, with our areas of consideration; and that's got to get

bégger year after year,

' Q+) Could thatfbe what the new theatre is about, Is there a kind of

educational purpose new--to make us more responsi¥e to our environment
A.) I can only speak foymyself, Today there may be eleven artists;
yesterday there were ten; two days ago there were nine. Everybody

has their own rsasan_for being involved in it, but I must say that

this 1§6ne of the things *h%%m&g%ﬁgﬁa ng,fhe most,
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Q.) How will we be d.’«.t%rent after continued exposure to the nev/tlmat:re.
liow will our lives be different, How will our respomees be different,
A._).What's excitide is thib we doht know, There is no antieipatdd

result; but we will be changed,
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Q.) May I pick up that question of how you compssed MAP ROOM II, from
start to finish, Here I'm particularly 1ﬂ$rosted in ppcesses of compos
sition.

s

’A.) I don'fbegin with any preconceptions at all,

———
t

g? / Q.) Not even the kind of physieal ideas that preoceupied you in the

e

&  §
L ¥

/ paintings,

Lé\/ ‘BL&NE(S
'}T A.) No, butﬂthe physical encounter with material and with ideas on

a very literal;, almost simple-minded plane, whepe one is dealing
scientifically wiﬂ\/the obvious,

Qs) By "the obvious," do you mean the stage.

A,) In the theatre things, yes; but in the ease of the painting, like
the two that look as axactly alike as I can do it by hand, it's a

beginging a thyeatre piece,

"\ different kind of obviousness.
A%" at all ,-; possible; the first information I need is where

it is %o be done and when, Whepe it is to be done has a lot to do

with the shape it takes, with the kinds of aativity.,t’t‘ha foller-
v {

gskate plece [PELICAN] was done in a skating rink; ii‘,\had. not been

; 0
performing in a skating rink, I'm sure that my first piece u“g not NSVE_
hecn on

beR roller-skdtes, ég
Q.) @nee you had heard it would be in a rink, you said why not use O =
roller-skates., That's the kin‘\ of association you wwld make, »
A,) Right, 'exactly. Then I will use ,eitheré‘misblatad ﬁhﬁ.ngs e ;’f

that I just ﬁ\a)apemd to think of, like putting flashlights on the
back of a turtle [ in SBRING TRAINING], 1liking that for the idea

o 8 ]

| AT ANy |
SEILIN LY TNy 195 8

of light being controlled by something literally live and the
incongrulties of an animal actually assuming that responsibilty,
That's a spparate i‘na, and that is one way of working.

Qs) The idea was o outfit a live animal over which you have no
control with a light, Wasn't there a piece that involved a dog

YL W
okt on thestage, _ =
Copyright restrictions apply.
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A,) Yes, I used a dog in a piece of Paul Taylor's

Q) For a similarly uncontrolled possibility,

Ay) ﬁng:ha presence of anq?tnqg kind of animal oth®r than people,
drawingaateentlantn the faét’thaﬁ people are simply a different kind of
creature,

Qe ) Orplufl the fact that a theatrical situation could contain other
creatures aside from people. However, Lassie has always been a hero.
A.} But that's because of Lass;a'a People-quality . I woudn't be
ifterested in using an animal that communicated with human beings on
the level that human beings have taught them to communicatel: . %aasie
is actually a hwgpan hero., She puts Qut Fﬁrax. saves children, does
her work on the farm,

Q.) Does this bother‘yau.

A.) That's not hy interest in using other kinds of animals. A turtle

is very hadd ta:?‘%f;xg‘jn.l*Qv ﬁmmtJJLij_pnﬁpia(¢vﬂﬂnﬁr?nvy,raﬁg’

LR

o\empBthize with a turtle,

Qs) If you can't ampathize with a turtle,then you accept it as an

animal,

A.) You accept it 7: a turela; /ié doesn't become a surrogate human
“These_ | ,

being, ‘ a5t  are separate kinds of images that more or less

occur to me divorced from any parti?&lar program wyéioae, like the

shofs in MAP ROOM IXI that are cast in twelve inches of plastic,

That was a oompletely separate i & image.

Q.} That éamu to you,

A,) Apparently out of the blue. I had Arman build those shoes, because

he works in plastic. I simply told him what the idea was, and he made

them for me,

Q.) Did this idea ocour after you had Qotten started on the piece.
Copyright restrictiohs apply.
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A.§¢ That sert of involvemeutcan happen at any éimfl\and then simply

be used in the next plece,

Q.} If it happened before you had to do the plece, it would be an

image in your storehouse. |

A.) Right, The neon that I used in that piece came from a desire to

use neon, I tend to work on such a sbort deadline that I can't do any-

thing spe¢ial, as I can when I'm swmy working jua%&cr myself, Availibility

and expediency get to be determining alamsnﬁ?in my theatre work,

Q@.) Let me go baeck for the moment, The plece starts in your mind,

once you are asked to do it,
R A, Rabghd, What I want to know first is where, Then, if at all
posssible, I would like to see the space, If not, then one gets photo-
graphs, I carefully check all the architecture of the éqg¢e. What
permissions are granted phyaically'bacaua7ér the a59§1tecture of the
roomes-where the sudiandygits, how many doors there are, whese the doors
are, if there are any ﬁindawa, IH MAP ROOM I, there was a windoW on
one side of the audience; I used it as a small stage. The piece, in
gstead of bagﬁnning on thqétaga. began outside thatwindow, It actually
turned out quite beautifully, because it was pouring rain, A fod-senl
activity was actually working fof the piece, It was a simple activity o

< B

that was bhappening outside-~a girl braiding her hair; bgthkhsat&mu“ahu-§?
@M»MMMMWW M'tm/rain pleked up the light %%&
ﬁggr‘mbcauniﬁu*&rvthaﬁéha was illuminated with and u1§o‘pub a particular strain
on an otherwise perfectly natural and obvious activity,
Qs) MAlthough youweren't in full comlrol of the situatiop you didn't

mind the accident.

o, rol,
ﬁﬁé A;M. I don't want to be in full Ip In fact, a lot of
the obstacles I bring in function to make sure that I'm not in full con-
exactly

trol, I very rarely tell my people egppks what to do, What my pleces

tend to be is a vehicle for events of a particuler nature that can embody
' Copyright restrictions apply.
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4% and utilize the personalitios and abilities of the performers b
Wf

i1 b0 olBRS  had ong.apoukd - nobos - wibhin.tholl. .onn otk 2 2 7 35

M‘nu“,

I have neWer been particularly interested in improvisattun, because
trusted to improvise on§:§Zrely moves out of &hué% own partiaular ¢liches
and habits, Or, if they do, tﬁay.arq using their own pre-~manufactured
disguises of those habits,

Q«) Such as actors, who favor ¢ertain inflections.

Then, uha?§mu are doinqks writing a programme, almost, for the

EmEx your materials, which include your props, your goopla and your space.
How specific is your programme. In MAP ROOM IIX, uinészq? your first
saquencgr‘#hat four paqda came forward,

A.) Right, tha—hn&&aa&ng{ fhat wasn't the first thing I thought of.

It was the use of that confined small stage; on a traditional stage.,

I broke it down and used in front of the curtain as something different
from behind the curtain, so that Ijggs;t;:?;wo difforeut ar@hitectural
spaca situatioms within one piece, although the stage was small, Also,
” wamf %t%into the audience, for while we were on stage with the words
makhkng sentences at random, Trisha Brqu& was passing out cards to the
audience for them to put on their b&cks'fbr?ﬁhQ;f ;&ojaction that weuld
use the audiemece themselves as a movie aereeqb}atat# xow,that'q another
use of the audience different from l@ting them remain spaetathih."

Q.) How carefully did you programme Trisha Brown's activity--that she
would came bﬂforgkha audience and pass out cardl

A.) My instructions to her didn't go any furthar'than telling her
exactly what her job was. I gave her a task and an attitude,

Q.) #id you give

A.) No, however i, G o She actually cued us,

. ‘ Lt
for when she was through we were through, I said that she should waht

until the lights wtutmdn-uinndaun&nunurtuﬁ? came up on us and we were

settled, Anytime after that that she felt ready to go, she should just
Copyright restrictions apply.
FOR RESEARCH PURPOSES ONLY. DO NOT DUPLICATE OR PUBLISH WITHOUT PERMISSION
Contact archives@rauschenbergfoundation.org for reproduction requests



35 Rauschenberg Kostelane tz

start, trusting her own sense of timing %o accomliBl the most natural
organtic rel&tidﬁ%ﬁp to "time,"

Q+) So she improvised the dimension of time.

A.) Right, u&hg§{Eﬁiglgiifﬁjpraﬁtical e&ﬁid@ra#iana. rather than
aesthetic ones, It would have been out of thefjueStion for her to
prolong 2.( scene, Samehnw~her activity had ¢o re}ate to acaumplishing
a particular job, I gave her an athibdﬂa.saying be gracious bufy

possibly attity
not patronizing, Using the S of, say, a nurse's aide or an

airline hostass.A '
Q) That's almost like mé‘pd acting-~pretend that you are someone
else aﬁﬁamemher what something was like in your past,.
A.) But using images that way the attempt is not to assume a
character than a éniok way to assume a tone, It's like saying, 'Not
too tqrg loud,’
Q.) How specific was your programming.éiFtthequoncesﬁlth the-sireds
A,) Thﬂﬂ““fhtngc*wvrﬁwﬁnt“tuﬂQﬁhAlmmﬂxﬁ,ﬂﬂ—l¢§#~dﬂqncﬂﬁtﬂfiy. The
sequanceS&Fgr%Btermlned by a pifuctical consideration in every case,
I had only five people I was working with; if I had pteka& throe,

- But i¢ prftx turned out I had five,
then it woudd have been three, I:gig:§\Tha people in the front passing
cards ha to get offstage, and there was a costume .ensfﬁmlved
for Deborah Hay, There had to an activity ﬁharﬂko allow Deborah to
get into the costume that had the live birds, i didn't have to change
clothes as quickly; so I would have to be the one to bridge that time
lapse there. So I figwred out the activity I would do; that would be
the wiping of the xnmtnqg mxrr;§°§§§2 had the images on it, It
started with no image, but as I wiped it one began to ap@aar.t [Mount
Rushmofe titted vertically]. I liked: the paradox that the more you
wiped, the clearer the image gobt; whereas in painting the reverse
tends to be true. That was for my own personal enbertainmemt.
“Qe)-8_private joke-that was -not communicHted bo--vheaudientev .
Copyright restrictions apply. ‘W’
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A.) I continued my activity until Deborah was ready,
Qs } wm.ch tmn became the cue for your to stop,

ML tutaqlai.daway
b}"ﬂ That image was Mount Rushmorey e

Al) “ﬂmh‘s the way it: fit on the mirror,

L4 &

If that had been a totem, it would have been right side up.
Q\ls‘o, it poatpone& the legibility a few momenks longer,

scrpt | |
{Q.x) S0 then your pogrosmse consists of tasks and cues.
) Wmm Itls the

5 chitecburastpossibilities of that partt f
| ar cular spaes, {_,A,

tha way your outuna, 80 to speak, your sequences,
A, ) ﬂ%x Right, My main problem in contrueting a programme or

a piece is how to get somahhinsétartdd and how to get it stopped with-
out drawing parti%;kar attention to one event over another,

Q.) However, isn't this as aesthetic bias, as is your preference
that the piece should have no climax,

A.,} The shape that it takes should simply be one of duration.

Q. ) And Space.

A,) Right, But s?%pe is a negessary consideration and one of the
¢ontributing facfors to determining actually the content, If I
took any of my pieces and did them again someplace else, then what
should I a.-d:’ush to themew environm@nt and what should I bild,

Re+} In the new envlron%.%;, is your piece radically different,

A.) It can be, New elements come in, In MAP ROOM I, there was a

trap door u& on the stage, and it was a very small stage. The
horizonkally

ax%e was filled ua&-ﬁt{ury quickly; urT so I started working

vertically, From the ¥mpdoor to the roof was another space that I
used, because of the smallness of th?/staga, Now, when I redid

the piece, that whole arsa of activiéty had to be eliminated, There
was no trap door on the new stage. As I found no way of assimilating

it, that section automatlcgolﬁ}r%htdr&g%gongg% .
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Q.) Did bhe piece loSe of gain.

A,) It changes only, Gaining or losing is a critical evaluation/
and I stay out of that area.

Q.) Was it recognizable in the new setting.,

A.) It might look more 1like a different plece than the same piece.
Probably the tone of tthiece would still be there; but from MAP ROOM I
to MAP ROOM II, which is the same piece changed so drastically that I
(piiht thought the latter warranted being called number two, only

two elements out of, say, ten were in both,

Q.) Which ones,

A,) I can mostly think of what was cut out, ADD LATER

Segueuees of Map
Qe) To return to the piisq, your activity of wiping the mirror ended

onae‘ﬂebnwah Hay had her costume on; then she came on stage
with a cage around her waist, almost like a tire,
In thatp cage were three doves., Why.

¢ casy s
A.) It was going to be pigeons, but pigenns are bigger than doves,
not for any symbolic¢ reason but becasue that's about the biggest bird
that the amount of space would permit, I was toying with a whole
other kind of image that turned ap in a piece I made afler that, which
is Linoleunm, whteh—wag\éqgra I used uhti?ri chickens, which is a big
available bird,
Q.) Why not, say, sparrows.
A.) It seemed to be the wrong scale for people in the back rowm. I
wanted the actual bagqg object of the bird, rather than, just, bird-
like activity, Actually, the first part of thefimage wgs that her

SVQE as bread lor corn,

costume shodld be something edible for the b&rdgmbut that turned out
to be an impractical way to think; for birds put temporarily into a

new em@ironment aren't going to eat, Her—eriginaly costume was biead

—or-goRaL)
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Q.) What was your purpose theee.

How did it work for you,

A.) I liked the combination of two independent elements being forced

to operate as a single imagew

q;) Supposedly neither should &ominaﬁe the other,

A,) Right, It wa$ a kind of énaxisbanca combined to make aj single image,
Q.) Was that the entire idea--combining two images in one [i¥“is figure.
A,) Yes. The'naw LAt element was Trisha moving across the stage
inside the tire with her bottom side showing. 1In fact, hérbady was

af abstract a form as the tire. She was actually sitting in the

tiira and protruding, so that her outside shape remained the tire (or

a black eiri@e) obscur@d by some enormous tongue, The tire actually
ghielded her wethod of moving. I have photﬂsraha of it, and I find

it hard to recognize it as a human body.

Qs )} Even whaq&nu recognize it as a human body, it is hard to recognize
what sex it is. Is that intentional,

A,) Ko, not 1ntenﬁ1an&1]¥i Attually, I bad no trouble recognizing

what sex it was, because of the construction of the bottom. A certain

a , .
lack of interest ny confuse one there, in this case in detail, or de

tail.

: v Sin u‘ir'_y
Q.) So she was moving across the stage @s this sbnéL&am—ad!ﬂﬂ%uea
& r=4% . filled donut image.

A,) Har mﬁthodhmoving was actual}y determined by the position--how

can you move and what sorts of things can you do, He:wqhofeogvaﬁﬁﬁﬁm”
Wwaawﬂeﬁw&%ﬁw&MEﬂwywﬁhu#wp&gﬁizzé%f“: Liony.L wasnlt gopcersed

I didn't want the audience to be invelved wihh who it was in the tire

and what they looked like., What I wanted was the most abstract image

at that particular moment,
‘ with their feet
That was followed by the two me?\in the tireg, Steve Paxton

and Alak Hay, who are somehow moving with the attitude of feet that
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had the ability to roll..
Q. ) ﬁglrlx wa7var, at thaﬂfirst walked in a more of less normal
fashion, thﬁy.guat have ﬂnsia\shncﬁ with curwed bottoms

A.,}) But later they did actud] forward rodls, lattiing the tir§£a their
major contact with the ground as'they rolled forward.  Then they
fxixFhanx put both feet in the hole of the same t&re,éau(z

F No aebually fwalked, turning the'eirVLs they went, Instead of
ﬁ!ﬂtlllttl putting their feet on the floor, they actually walked inside
the tire and moved themselves tha?éay.

Q«) Then they put four tires in a row, slide into the casket
perpendiocular to the tires, and rolled like the truck-axle a% v

across the flaor., Jd:aggasa intended as a series of variatioss

along the theme of man and his tires,

A.) Not necessarily, There were | other things that ecame out of the
work sossions with the tires, I simply went out into the neighborhood
and collected some tires, and %ﬂ a work session where we messed around
with the tires to see what there is that one can do, They are
varations in the sense that different uses are put to the same material,
but not variatioafén the sense of astablishinﬁé theme, Tires were not
the theme, 4Actually, movement was the theme, with thefestriction of
tirué¢

7 SE—— Sire. mas..

Ay} Butwttr%wtﬁ‘iéékvqaéﬁ?ﬁ:ht the same time that this is going on,

RBebaduh a sofa has been moved on stage. 1t has its own light whieh

Peborah Hay

makes it an indepa&n‘e en‘tiﬁy. S,l{{ has the simple direction c;f:fl\w;to“owfny]

Move from position to position on the couch, always considering the
couch as part of your image. Never once did she just stand up and be

a person standing one a couch; the image wamn't couch and it wasn't person,
P
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Never once did she just stand up and be a person standing on a ¢ouch,
Q.) She always blaﬂ*ed into thu\nnas of the courh,
A.,) Right, She waen't couchjand sh@ wasn't person The live element
was responsible tq/mixmta that area of the space,

It is very difficult for me to deseribe these things this way
and Yo deseribe the working process, because I Just try things. I
actually wolk by eye.

: _ ' CONSUOYS , ,
Q.)} You do bave a method, though, and you are demsins of it, although
you may not be conscous of it at the twe you are working at it,
A.) Only through obaarmtim‘hter can I come to some kind of...,

' v

Actually, anythirg\x tell you abuut’w}yw g’;a.d probab¥y get out of
the work, if you had seen a number of pieces.
Q.} I think you will find, as I have, that the authors are better
able to talki about their wokk thald the people who see it, | f@ecardless
o?{mw trained they are, because the authors are more precisely aware

of the new language of the new theatre, Take the sequence you have

» just deseribed to me--Peborah Hay

on e couch, I have seen it several times, and I could not have
described it as satisfactorily as you (did; ... | Now that I heard
your interpretatinn I do not think I would want to describe it in
any other way. This may stem from my awnx-%uity to perceive you:&
| ~in this respect,

» (a!)n ‘ s of preoceupations, and I doubt if I'm alon@, We all
lack an education in the new theatre,
A,} Inecluding the p}%pla who are making\}t.
Q.) If you asked a drama critéc what happgnad here, he n@_th say
it was a boring scene in which a girl dm a series 05 headsﬁands on
a couch, because that it all his intellectual and péreeptual equipment
prepared him to see,
A.) His secondary interest might be whether she w;as a pretty girl or

not and how much or how little she was wearing., My interest was that

she was costumed in a color that most closely matched thﬁ counin
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#; that integratiogwould happen as easily as possible-~s0 that

there would be a&little separation between her ac¢tivity and the

naturai construecti nof the oouoh('as possible.

Q. ) Whils she was wolng on the couch, the film came. Wasn't

it a travalagua:'aad'xf was proaéatad upon large white cards which

Trisha Brown asked the audience to hang from the back of their necks,,,

A,) Using the audience as a sereen; so that pnnﬂ*nﬁ*fheuaudtmnd%—’

at that poinffwas dtvidad. It had twolfunctiona: parﬁ of the audience

was responsible for being the vehicle for the movie while the rest

of the audienmee were the observers for the movie, At ﬂh@t point,

part of the audb@nce had an active role in the production, as ﬁpposed

to being separated from thqécttviey we had on the stage, Itmwnuwﬁhvﬂ
7ﬂmﬁmmmw

R} It also further split our focus, because we weren't quite sure

where we were supposed to look,

A,) Right, In most cases, my interest is in acknowleding the fact

that man is able to function on many more levahﬁéimultaanously.;

I think our minds are designed for that, an@éur>senxea eértainly are,

We can be gitting here, and our nose could tell us that err?.samﬂthiﬂg

is burﬁing in ﬁh{kitahenk fet, intellectually for hundrndé;;ars the

idea of un&nterrupﬁad concentration has been considered the most serious

aﬁtiﬁuda to have in order to utilize our intelligence.

Qs) On the other bhand, in this very distracting sﬂﬁahion right now,

I am endlessly impressed with your own capaciiies for concentration.,

in the interview., How do you do it? H

A,) I think we oan do it,

Q.) Bo you hear tﬂygariou,étze noises of trucks outside.

A.) Right,

Q«) Still, you are problhly concentrating harder on this interview,

'mnch harder than I can.
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You woulld agree wi ? gaga. thg P ang of the purposes

of the new movement is to make us more omniattentive.

A,) Yes. I think we do it when we hewssmyk are relaxed; all theee

things happen naturally, But there's a prejudice that has been built

up around the idea of Seriousness.,.

Q.) as connected with cuncag§5tian and thgability to cut oneself off
from his environment,

A,) Like doing one job, like specializing, That's ~why I'm no move
intaresting in giving up painting than continuing paintiggyar vice ver;a.
I don't find these things in cumpatttinq&iﬂleach other, If w;::o geot

the moSt out of any given time, it is because we have applied ouCselves

as broadly as possible, I think, not because we have applied ourselves

_as singlepmindedly as possible,

Q«) Do you hswe then a moral dbjection to those dimensions of life

that force us to be morq@pecialized than we should be.

A,) Probably. If one can observe the way things happen in nature )

-
o

- e
» et e R P
e

5@~&n“aEn~sﬁheduliﬂg«a£mtxanﬁq:;:. Well, nearly nothing f;&;;%ltfe
turned out the way thaty if it were up to me to plan it.itshauld.
There always is the business, for instance, if you're goingkn a
picnie, 4t is just as apt to rain as not., Or the weather might turn
cold, whén you want to gq’swimmtng-

@e) So then you find a direct formal oquaﬁiaqéetween'yout theatre

aﬂ& your life, . 7 g i g‘f‘a')(

A,) I hope so, between woEing and living, because that's our medium,

Q.) You would believe, then, that iLf we became accustomed to this
chancier kind of theatre, we would become accustomed, then, to the
chancier nature of our own 1life,

A,) I think we are mosthccustoméd to it in life, F~don't—thhnl.2t;

CIf peppde plan a pienic two weeks in advance, I don't_tﬁink the tendency

is %o think what a miracle that was, How unlikely/tha® would b
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Thewe things are accepted facts, Why shouldn't we use that same form
in everything. Why should Art be the cxceptim\m this.,
because I think we do this

h N
capacity that I'm talking about. You find that an extremely squemish

You asked, if I had a moral objection,

person can pefform fantastic daé&s’hecause 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 they have not

behaved before, ushg the facilities he was actually born with,

Growing up in a world where multiple distractiogsis the only constant,
he was able to cope with this new situation, 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 revert to the same kind

of thinkiﬁg as before, I think it is a ceptional person who Pﬁilizes
that experiemee, That's because in mostcases hn&ngﬁﬂﬁ/thgzervf;a

is not a chesen environment; it is somebody/| else's 1life that their

functioning in, instead recognizing the fact it is still just them

and the things they are surroudded hy.

Q@s) So you would objeet to anyone who finds théyaVy an unnatural 1ife,
A,) It is a continuation of extraordinary aituatiana. We begin by
not having &nf éay over who are parents are; our parents have no
control over the particular ?aaulﬁbﬁ mixture of the genes this time.
Q.) Let us return to the scene's of the piaeeuﬁiha film is going, and
Deborah is on ok the couch,

A.) Then there is the neon, I ddscovered when I went to get several
pieces of neon that they had a Tessler Coil that they use to check
that there is no leakage in a neon tube and that it is the right color,
They just touch the coil to the tube anyblace, and it activates the
gases, I asked him what would happen if instead of touching the
“tube, couldn't I use by body as a conductor. and couldn't I hold that

thing, He said that I cou &wﬁﬁtéaﬁ§%%%§nﬁit very quickly, but it would
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knook the hell”SHt Of e Lf T hesboated. Tt took a 1ittle doing
alugys to grab it firmly, because nm\has fear in corlfwl of their
muscles too, Have you ever been on a high diving board, you know,
and though you want to dive off so mucly you don't do it. It's that
kind of thing.
were
Qo) 1(: was easier when we, younger .
A.) Because we didn't mave so much fear; we hadn't heard so many stories

_ to the trained dancer's body
aboutfrhat could happen{ It's like the caution that happened,on the

ra}.l;r skates. BSkating is the most natural thing the child aﬁx do;
but to do it seriously as an adulte..g. | S very M AGNQ

Q.) At this point, you took the glass shoes idea out of yomr storehouse.
A.) Right, I had them anyway, knowing that I would use them someplace
in a plece. The combination of the l&ﬂq clear plastic and the neon
showing through them (what?7?) seemed to be l> f,’ s for that
way one could show that you coidl see between the foot and the floor,
even though one was just walking.

Re) It was a very baaut;ful image; and because of its beauty, it
tended to dam&nahaMo be the most memorable images  Also, it

was very original, stunningly original; the athe%mges saemd%ore
prosalic, What this descepancy in tone a defect.

A. Yes. It was even a defect to have that activity happen at the

oI nt [N —(L‘/\(’, Piﬁce_,
end of the piece; but before that/\:t had been very busy., If I did

that piece agalyp, the order would be rearranged I wokd-tai5
Uhat—into copsideratien, the audbnece first aaw,jf
3 en feTS) /

N
that piece has never been perfurmed'\ not even in a rehearsal,
We had some idea of what to do, I'm not against a rehearsal,
but I have a tendency to keep making changes up to the last minute

and I tend to work with pegie I can trust enough.
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We all knew that evening that we were making this thing for the first
time; I like that Sshs¥ psychologically, |

Q.) Were all subsequent performances exactly the same,

A.) The first evening it idfelt just a little too rough and sliow,
Everyone had troulle getting in and getting out-~functional problems,

&{rmﬂe?l x:—me—nﬂp—vf—pa?\ 9767;

ge
| S S U O W

with me; and I would go offstage to see what happened next, As I'm

the author, you could 1magin%§aw thecast felt, That second evening

I senfed that the whole thing just sort of died right in front of '
everybody. It was simply the execution and aarryinqkut of a certain
type of activity. So, the third evening I said lat*s gspeed the whole
thing up; I dontt care if we finish in fifteen minutes. Let's get on,
do what we have to do, and get out, That would, I thought, tighten
things up. My idea of the sequential arrangemest is not ju$t to string
some activities along, like you're making beads or taking a trip,

but when you have three thinqshappen. you should canﬁﬂ thﬁéndividuallty
of each of these events separately plus their interaction which

happens because of their coexistence. What had happened was that
everytﬁhg had been stretched so that it became a t&tt!i, linear piece
as opposed Shinis

Q.) An over-lapping iine, like a slinky or a chain wtﬁyénterlacking
loops.

A,) Right.

Q) A d%g;n can go straight; itean also be cur¥ed, dropped, or dangled....
A,) And you get maximum strength there too,

Q.) WhefT Looking back over your invnlvemenf withh theatre, do you see
any a::;glgizf development, aside from the obvious development that

n
you have now become the author of your own theatre pieces, rather thal)
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Also,
a contributor to somebody else's., ﬂﬂo you see any development in

your company of more or less regular parfarmers.

A.) ﬁall, that is mostly a soal thing of pepple wibh common interest,
and we have. tended to make ourselves available as material to each
other., It is in no way an orgahizad company, and it changes from time
to timeuupauple moye in and out,

Q.) It includes, roughly, Alex and Deborah Hay, respectively a painter
and a dancer; Lueinda Childs, a dancer; Steve Paxton, a Jancer;

A.) Yvonne Rainer and Bob Morris we have worked a lot with, Trisha
Brown, in my ' new plece, I used Bob Braar s sculptures, e T

f’d{—dw rose(.o the son” and daughter of the people I mst

7(F;? with (Ghrtstophar and ? JiLtL Eenny at the time that I premiered

the piece in Washing ton. When I did the pieca for Bducational
Television, Bob Breer delivered the sculptures to the studio; and
singe I needed anothef peraoﬁ. Bob Breer immediately became part of
the performing group. It's not a company of a group in the s@ése
of Martha Graham, Merce Cunningham or JoselLimon; it's fnformal,
i@M$hﬁ#wquﬁﬁtfﬁﬁ*ﬁf”&ﬁv%%ﬂﬂﬁwm%wym““ww

ﬁﬁﬁfmiig MAP ROOM, A couple of the peeple Q;gglehat they had now

gotlen some kind of feeling about what I was after. ¥auh44m7*$ﬁﬁ§1““

- Because this is

my fourth or fifth piece and these people, if they weren't ifA it, had
seen them all, T dnhsi a0y then I think there is a body of work. If
someone is ﬁarking with a differenﬁ kind of image than you are used
@orin_painang and if you see five of those paintings = you're more

apt to see what they are doing than if you see one, If one, it

looks like a dot of things that it isn't and a lot of things that is
it is; but you don't really understand the direction., It's like signe

posts; you need af few to kno EP f?au are really on the right road,
(

3nd wmore Con
Q) ¥o you feel stronger,Aow than bafﬁr;&n approaching a theatre piece.
Jopyright restrictions apply.
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A,) Yes. Confidence is anmethiné&hat I don't feel veryoften, because

I tend to eliminate the things that I was sure about, I cannot help
but wonder what woudd happen if you didn't do that and if you did this.
You recognize the weakBessese [N MAP ROOM II, that weakness of the
neon thing coming last., LINOLEUR &4pr0bably one of the Most tedious
works 1've every domg, thqéost unclimatic, It is a series of activities
that are not programmed to happen one after another; 4t is mowe or

less a eoﬁutant change., You simply move into it with you attention

and livefthrough this thing., At a certain point, it's over,

Q.) Why do you use the term "bastard thektre."

A.)  We had difficulty definingwhat we were doing., We were approaching
an audience in Europe that hagf seen very little of our work,

wDrkinqkiﬁh that kind of distance and with people who had not seen

the work first hand, we wanted them to get some idea or even a few words
to describethe area of our involvement, The more we looked into it,

f\ the harder we found this to do, Let me get that definithon for you.??

-~ k‘:{.g

\,&y’( g&\{.‘ *

After several days of discussion, we declided that/if it had any direction
at all, it was that of conscious variety or disvertisemedt or possibly
even contradiction,

Q.) More various morepossible, more free,

A.0 Wexsx The theatre we stood for was a kind of feeddom, as opposed

to the restriction of a single concept.

Another word that came to mind was hybride-a
reference to the fact that our backgrounds are so varied, We have
have people with exquisite training in dance working right along with
painters and sculptors, There's another difference, A play cohdd be
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be cast wih different actors, and you would still get the same play.

If T was not in contant touch with these people, I could not do those

pkawas. The whole concept would have to be changed, if I had new
eftrormers,

E:np*‘( Their whole possibility is quiteflifferent from letting

Doris B%y take Mary Martin's part in a musical or uding the Cinpinnati

Phil&harmnnic rather than the New York Phillarmoniec.

Qs) You write for them, and they havelearned to respond to the

particular language of your instructions.

A.) It goes beyond interpretation or following diradtians. From the

outset, their responsibility, in a sense of a collaboration, is pa®b

of the actual form and content and appearance of the plece, It

makes tham  stockholders in the event itself, rather than simply

performers.

Qs ) Baeausgﬁhay cmme from different backsgrounds, they make it hybrid/ﬂ”ev

by their owninitiative,
iso

A.,) The hybrid and bastand thﬂitra(?%?i;i to the fact that the
pieces on the program may be extremely different from each other,
inconceivably representing a single point of view. The exploration
of traditional dance techniques, hhe use of traditional musie, the
investigation of slectronic sounds, the doa,ng/ér music wikout having
an author or a ComMPOSer.a.ssa f%ava a feedbsck system which I used
in LINOLEUM, and X'll be using more units of the same soPt in the
plece I'm doing for the Theatre and Engineering Show, whemr
the plaeemaﬁfnf people~~where they are and in whﬂf.dirac;ian they
are turned--will determine wh®¥sounds one hears whthrin—the—rance®——
- as again determined by the parthbular kind of speaker they are
carrying plus the possibilities of movement.
@s) You are writing in goript, then, in which yaﬁ not only programée
general diraetiem?ﬁut also the machinery to respond‘té these directioms.
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A.} In this case, in LINOLEUM, the directions were not preddermined

at all, Ft was ctompletely-undebernmined-what-l-wonldbe dotriE, I
had a job teo doj mieiut I was the shepherd of thépraar sculptusres,

movige them outi and around. Everyone else was working within particu-
: while wearing

lay functions, Deborah was making a line 7Q.a mask that magnified

her features and which limited | * and dist@rted her vision. She

had thesingle act‘of taking spighetti out of, in this case, Simone

Whitman's 1&9,':%§°ﬁas a live prop, a static elemght, and then

making a spighetti line on the floor., Alex Hay' w. siovsi was also

masked and blinded to ﬁhﬁéoint that he couldn't use his genses of

seeing except to follow that line. Ha couldn't movefany more freely

than wPlking in thqéiddla of a double bed would allow you, The

Breer s#ulptur&s}wars fragile, and they have their own motors.

As they hit something, they change their direction. The sound

was ereated by my relationship to the fixed 77

If I was in this area, the sound ma\lika this; 41 I was in that

area, the sound was like that., All of these elemechds eTe

existed simultaneously in an extremely critical relationship ;o

each other. Alex Hay could not see whan he was about to walk into a

Breer; I was also working with the handicap of a mask, which

distorted my wision. <&Mﬁw&ﬁﬁmﬁﬁﬁ#%@wwaw&dn$®W%§%ww%%WﬂW&wawﬁhmnw%3

Q) . The-preve  BEE "L Yory- hasapdous-syntemy: AN
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ﬂ‘Q.) Are there any other major characteristics of a mixed~means‘i{ wokk

{3#{}2% A.) An absence of hberarchy.

Sothat

o Q«) Ko alemantq dominates. |

N

\&9’ &m m/:\)wuﬁ)

Is thareﬂa hierarchy in La Munta s thaatra.

A.) era’s nti He's ushg his materials very differently,

extremely differently than Elam. In My situation, there is nbthing

that everything is subservient to, He ﬁormits freedom by creating

a vehicle that ecan'  absord to the point of obliteration the individual
interest and activity of any sigle element there,. ;;aiaam trusting each
'ningle element to sustain a work in time., His idea is so powerful
that)no matter how much 1ndividnaliﬁy you ge?,at wdq;i:he can have

anly a less successful peformance, If anyone wanfad to move out and
behave extremely independently in #y pieces, the whole thing wodld stop.
He has a sound phenomenon which is actually the nature of the piece,

and that nature is so strong that it will absorb the individuality

n
of the people working theee. My pieces can be stopped, ruined, ehnged

"beyond recognition, My pﬁﬁés could become someone else's pieces,

if not for a common trust,

7" Paxton: I think that La Monte would say the same thing. I think he

-
A ...t

works very hard for a uniformity in his people. Anybody stepping out
would be very notked by him, and he would consider the piece ruined

Q.) Yes, If you ereate a tone that is dissonant to the chord, the
resulting sound would be very painful, because of the volu&gvg% the
sound,

A,) His pieces are built on a restriuctiong rather than a common inde-
pendence.

Qs) It is a follow the leader game: When I move, you don't have to
move after me, but you must move in a precise way that relates to my

movement, You can de only one of several cholices; and unless you do
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it precisely, you louse up the sound.

Ay ‘tj Precisely because sound is so dominant, it cannot but avoid a

hie > hye

8 (r1hﬁ Also, his pieces do not take into consideration the possibilityes

of turtles today and chickens tomorrow or the use of turtles rather
A ?ﬁ,than a Bob Breer battery-operated sculpture, These are differences.
One can always point out th similarities; bﬁt these differences are
big enough to illustrate a differant attitude, whether I can put it in
words or not,

Q.) I'1l ask you straight out, Is lLa Monte's piece theatre or muaic;\’~
When you watech it yourself, does 1t strike you as a theatrical aaneept&an
or & musical one, | : 5"

A.) The emphasis is on the sound; it's 1ike environmental music. | 1

How different is that actually from doingopera in the oparahﬂune, Ll
oty

3 N
W

for the operakouse is part of traditional opara.))The diftaran
is that La Monte's piece insists upan'tnvatving you for a greater

percentage pf your attention than traditiomal opema does.

‘ )} I wodder

Paxton: I wonder whether it 13 more involving thn opemasm or %o whomo

| ~J4t's more involving, It is boud to be more involving to somebody
K‘f who likes it than to somebody who doesn't like dpera.

”Q.) Bpt it is so loud that you %ﬁh get away from it, I could
imagine pgading a book in an opera, but I don't think I could read
a book in La Mofbe's piece.

A.) Contrast it with Morton Feldman's musiec; it's much quieter,

Q.) But Morton' Feldman's music im not involving.

A.( I find it xey very involving.

Q.) When something is very loud, can you, yourself, not be involved.

things that are
&3 I want to separate subjectively involving from objectivdy,

Because La Monte's piece is so loud, you can't get away from it,

~ Copyright restrictions apply. .
FOR RESEARCH PURPQSES ONLY. DO NOT DUPLICATE OR PUBLISH WITHOUT PERMISSION.
Contact archives@rauschenbergfoundation.org for reproduction requests



W //

i

3

3¢

\5

Copyright restrictions apply.

TR UEGRIRESBARGH PURPOSES ONLY. DO NOT DUPLICATEQRPUBLISHWITHOUT PERMISSION.

Contact arch|v.ef@rauschenbergfoundat|on .org for reproduction requests
ouY- pal
Qs) What was RHHTEMIME tﬁtz? about,
A.) 14! 3 I thought of it as making a surface
which would invite one to mov{&n closer; and whan you move &n closer,
you discover that it has two electric fans which then join you,
I thought of it as kind of an air reljef. Any physiecd| situation
is an influence on not only how you see an%&f you look but also what
ynJFhink when you see it, I Just knew that if you werﬂétandxqg in
a sirnuﬂfréeze, which was part of the painting, that aamsﬂ‘ng different
would happen,
Q.) It's a way of saying to the spectator that if you look at it
from ﬁi/here it is quitebiffaraut fromkooking at it from there,
A, ) If I did make a point, it is that even the air around you is an
inflaence,
Q.) The Metropolitan Museum right now, wit?gll the pollen in the air,

iz a los different from mide-winter,

Also, looking at pictures from one pﬁsce to another, and also
Why

from one season to another,.,,. Thak’snfhe business about master-

pieces and standards are all archaie,

®.) The notien of Masterpieces presumes that if somone puts the Mona

Lisa in822§§i York Museum and you have to push your way thouzh a
obnoxious , ‘

large cwwd to see it, you should Btill be greatly impressed

A,) Put it in the Greenwich Village outdoor shaw and see whéit happens,

Put in the Louvre and send it in with an armed guard, and people will

see it., I like that idea of that kind of dramatic carrying on, for

that's padt of our time too. Not that I'm against it, but it's not

the sort of thing that I'm interested in making, That's for another

aspect of society to carry out those things.

Q") Isn't it a kind of exhibitionism to put agard next te your painting,

A.) If it's thestre, it's good thatitre, 1It's very hard to draw the

. line there. Exhbitﬁs is theatre--pictures are hung in a certain way,
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in a certain space; ¥EH tThey aren't just brought in thers and thrown

up on thewall, T think it is veyy hard to get away from idea of

dramatic activity, : ”
sty return G g,“ear-/ler pmn‘t +that wonrres me,

Q) /‘How can yau’bay that theatre and painting ‘F‘not too differant,
A,) It's the same épﬂsl&‘ations we use all the time. If one gives up
the idea of being cOmplebely self-sufficient and sopax?‘fing himself
from society and what/s going on, then I think that it could be
different, +¢ sema to me that the only difference,,,. ’I‘gke
how we drass; we dress historically, When we get up in the' mo';\tng. L
we are putting on thqéluthas that are going 60 be in the Metrapolitann
in glass cases a few years from now, if they are not already there.
Instead of giving up art for life, if you want to separate the two,

I think that my tendency is more to see them as coexiste&nﬁ I‘Eiad

it interesting to realize that if I were from another time: and if

you were sitting in front of me dreased‘ ormally as you are, you

would appear quite strange, There would be?ats of information around
you.  Now, there's information in everything that we do, and our
CONCerNS,q.s

Q.) This question seems %o follow inevitably from your attitudes!

ALept @ vocation
- Could you Wu% mtidy dif ferent fivo;/{'ears from now,

&,) I'm sure, . ’
torn 1, 9 vocatiom

Q.} Could you even bsmw quite distant from art,
don't :

A.) I think so. T nﬂ&w? feol that ? heing/nn artist is that

special,
Q.) Would you 1ike to become presidenfof an art sechool,
A.) I don't think I tend %o go in thet direction,
Q«) A producer of cultural ackivities, : T
A,) Yes, but that is more of the%ama thing, I 1ike the #dea of producing,
because that keeps you in contact with ivery real problems . HOWGVGT)\

S a ‘te%c. e | | AT
I think the whole idea of institutions, museums and universities, are i

‘ s

more or less obsolete with their approach to teaching arﬁ,. R

A

{
.
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what kind of climate do you make to produce and encourage a liwvély
perception,

If I taught a painting course, one of the firsb things I would
do whs force everyboedy to build his own canQvas stretcher; so that
from the very begini&hg they are involved with the fact that they
are making an object-~that every inch of it is to be part of their
consider%tion. I would ask them do you want to work on canvas? Why
8anvas? It seems to me that painting as it is taught assumes that
certain things Bre valid, and there's no reason to &ssume those things.
Sgheols ars oither-no-govd, T yeu-tdve to aaymtﬁﬁﬁ“%ﬁézmﬁWﬁﬁﬂmﬁ“E%ﬁﬁ%m;%%ﬁ
Even if you buy your stretcher, when you decided how glg ih:;b&e{. you
are already in that process, If it could be implied that every step
caild be otherwise, then I think that stddents wouldn't be floundering--
‘working in someone else's style, turning out compebent work, Ope
of the wo#st aspects of seeing sOfdents' works is that they tend to

look zood,..

- Q.) But derivative. 7
’ studants
A,) Right, Tweds o prfesdiiissnizen I think that thgﬂago is prematurely

being satssfied, I don't blame the teachers, because they are usually

people who want to do theiqéwn work or raise a family or something like

that, '
COM'PQMAPOV“V‘Y 'Y\O't Y\ee& T'o
Q.) Incontrast to nearly all mp?gg? artists, ¢k! you dl%hfind yourself

by first painting through several establihed styles-«by taking them as
your models, Ff'OW\ the S'(’ar-'{\y owwere 9§ we Say, an Orl‘gti\wl-
A.) I $lways had enormous respect for other people@y work, but I

" deliberately avoided using other pecopde's styles, even though I

know that no one owns any particular technqiue of attitude, It seemed
to me that it was more valuable to think that the world was big anouﬂh
80 that everyone ‘3:8') have to be on each other's feet, When you go

to make something, nothing should be c¢learer than the faqt that not only
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do you not have to make it but that it could look like agﬁhlng)and

then it starts getting interesting and then you get involved with your

own limitations,
Haven't you meditated on why is it that so much work looks alike.

Qs) May I ask you about Oracle?

A.) Il finfshed it after I got back from Europe, after tomring with |
Merce Cunningham, Technically, it had‘to be pompletely rebuilt, beaauq%;
thing which hadn't been possible when I sbarted became possible, _ V%ﬁ
Q.) In the technological sense. p\ :x
A.,) Yes, It was started in 1962, It is five pleces of sculpture th%t*\'g
are a single work, E#ch plece has its own voice.. There is a consolé :
and it is embedded in one of the piaees.
unit, which is the controls; E R S e : .;Lv;sﬂ Each pliece can
be played, because the console has flve volume controls, one for each
that goes across the

piece, and a seanning mechanism €’T radio dials is a constant movement;
so that what you control is the speed of secanning which glvg?&au the
maximum possibilities of varied sgound, from stop to pure, abstract
noise and any degree in becween.- Bach piece can be adjusted accordingly.
Une zg:1deas was to make it so simple that you would hujr have to be
edugated to do it-~s0 that the thing would just respond essentially to
touch to give you the maximum variation,
Q.) When this sculpture is displayed, is someone musis working thedials
or are they merely preset,
A,) Anyone around it can change it.; and it can be set up so that the
sound is constantly changing, 1nd§pzndant1y 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 all had to be electronic,
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Q.) Do you consider this an 'environment' or a 'combine,"

A,) Sound is part of the piece; it Ls‘not a decoration, It is a

part of the climate that the piece insists dn, You really do get

a senaé of movingz from one place to another, as you shift from the

proximity of one piece to another plece, |

Q.) Because the field of sound is consta®ily changing.

A.) Androw Forge [an English crithc] said it was like taking a ®ip

trip where the perspective was free too, |

Q.) Several questions come to mind: Why the fid#id of sound? Why does

itfchange as I move around? How does the sound relate to the visual

elements? Is the organization of the sound as haphaaué—q? haphazard

as the visual diemansions and, therefore, i§ that haphazardness i? a

kind of consistent syntax.

A,) The sound ralat#s to the pieces physically by the material

interaction-~the particular kind of distortion and the sound of its

because heating

volce as it is shaped by that context, 'Why sound/qis a sﬂ/se that

we use while looking anywaya‘tﬁ’juat 9 é%a arbitrary uses of light

bulbs in paintings before; because Q%int}nys are seen in different light,

it zets %o be an tﬁgral part, Ist\’ﬂiswtfct incompetition with the,f?aet

that a fire truck is going past, but it has a little bit of that built

into it. The sound is radio, but ¥he radio's sounds from minute to

minute are as different as you are.ﬁ?% 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 ieorksw er%m has %o

impose liveliness or plastic flexibility or change but th;?ﬁthanga

nesddy within a work woiid :glggalﬁ with literally, It's very possible

that my intarest in theatrgp)now is so consuming, may be the most primi-

tive way of accomplishing this, and I may just be working already with

what I would like to make.

Q.) You intweduced a comparative value here--as lively as the audiemee
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It would seem ton::thab Oracle in its mere presence would be as
lively®as the audience because . & of the various kinds of happenstanee
activities that occur within its field, particularly because you as

the artist do not conf#®l its sound, In that respect, :;x—ﬂffzﬁiﬁiﬂ
strikes me as more like the audience than Hag.noom 1I, whiclhpmeo oo
did not have that much agtlvity~-that much variety and change~-within
its field, at least not to my perceptual equipment, The theatrical
situation per se, with its limited range of vectors of cammunication,
makes this kind of total field impossible, unless of course the

artist resorts to electricity literally to flood the audience area
with his saunds¢ |

A.,) One of the big dtfferenca?éAat you?re pointing out is that Map
Room II was a proscenium siﬁu&Eion,bJ ?rftéﬁudience‘was bound to

their seats., If Oracle were on a stage, you would not be as thoroughly

involved; indeed, it would not have the possibility of beimg involving.

f.) Also, in Map Room II, how many events wer%happoning at once within

the ereator's doma@n. Were there ever ' more than twos

f,) Actually, 3t one point there were three, because it iﬁéory hard
to use &ve people, in a small aréa, wi thout umitm‘things. I like
a sense of space, and ' a stage that's small has its capacity,

If one occupies a larger space,then one is more gpt to have ten things
going at onee. #f the space isn't acknowledpged..., I don't want to |
sound so abs{:tréct. In tha?karticular sigo@tion, if four events
were going on (and remember my scale 1svlife~11ka, because I tend to
use objects around as props rather th@géE21ding special effects),

the space should feel like air tha#&ou could breathe, If five things
were gﬁzg goiﬁg on, it would be much wmore visual, You would look at
the individual activities, and the sense of space, as 1andgeape or as

air., would be fulfilled,
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Q.) What are you presently working on.

A,) For some time now, it has been apparent to me that our iﬂﬂrasts
and involvments that go beyond painter's usmal run of material,

Though this is techni@al information thugls 80 new that an artzﬁ;:7
dog8 net have the opportunity to deal with, if he knows about it at all.,
S0, the affitude of th7értisﬁ necessarily will ¢hang? through the
ukilization of contemporafPy materials as part of yb%ﬁ natupal working
atuf‘f.7 Ofle has to move outside the llﬁ? studios and the art stores,
Ké;_-Part of the responsibility that an artist has is to acknowlddge
the resources in his own time. We are surrounded by materials and
technolegies thatare too refined to be obvious information There

is no handbook out that would let yaﬁﬁeal with a wide range of any

of these things--lazers, computers, plastics, resins, epoxies, and
such, OCbviously, scmedﬂsg else has to change. The series of

nine ovenings that we are doing for the Theatre and Engineering
Festival [New York, October, 1966), if ehazére not successful

energetic
any other way, will be important for the attempt to deal with this

N
particular phase of our switch-ov@r, *t necessarily is awkward.
Seientists think, feel and behave di‘ff;erently from art:tat@ eﬁﬁ-/
onre—has-years oP—
Q.) How,
A*) fs generally as possible, it seems to me that an artist tends to
deal quite directly and respond directly to a very complichised situation
with simple means, and 4 withan overall attithde, wheme a scientists
raspandﬁéa a small area, a simple area, to explore the complexities
within it, Artists may be{ﬂzinking{toa widely; scientists are thinkigg
too narrowly, |
Q.) Rgmebering the example of Buckminster Fullfer, I wonder if thés
difference, which is real, has less to do with si@enae and art and
more graduate school, which Mf nath{m; else insists that you shall

concentrate on a small thing and explore it as thoroughly as possible,.



61 .&AUSEHE&EERG' Kosblanetsz

A.,) That may be so, I think the coﬂ%&n with refinement voids a
sense of the whole, as well as makes too specialized and tragmunﬁyy

a relationship to society.

'a is a,‘:ort.ain

g ‘
ganarul&mingbapaetwy that people who don't go to college manage to retain.

This isn't in any way eritical. I'm just prying to explaiﬁ tﬁé‘—
difference.

T —Be—you—Timd thntthe

A.) I think that theexchange Was been axtraordiaurily..1< useful,

We have had a series of bull sessions where an artist says, "I would
likeA#o do this." The scientists says, L ¢ dﬂn’t think you can do

that, but what about this.' "Well, if youecan do that, then why not '
this.! faty I think that this particiargroup of artists have

')
a reputation for b@ng M= interested in contemporary means as

part of thﬁbﬂtural content of their work /
| all the sequences Dq,.,:fuerglm F Twe Holes @F‘l‘i@e"{aﬁu(@)

@.) What held togetherBob Whitman's in myhind
‘ Sinee else
was that each used technology invented s&q? 1900, Whatrpappened

in the bull sessions.

A.,) Maybe one of us had heard of the §onar-Doppler (Spti?) system
for blind people, Why couldn't that be used with my n@ving so
that thvkound would relate directly te my own presence and activity.

My area lies in w using f.hﬁ/inﬂ.bible 11..e#t/('aya. which %

infra-red, so that § performance|goes on t‘ullﬁr lit\in apparent

i
————

darknaagenin a light that you can't see. One area of the plece

can only bep seens thraﬁgh technologys 1'11 be usiug intra=-red

televiginn to broadecast the *1nformatiq~kkhe piece itself; even

if one is ikp in thvkraaance of the actual physical activity,

it can only be viewed through translation, You will see noﬂing

or nearly nething in thqérighal but everything in thﬁksproduotian.
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¥ou will hear it, though; and if I am lueky, there will be a dramatic
p&radnx set up., And I'm using a tennis game to produce the darkness.
Q.) If Bob Whitman's PRUNE,FLAT. sometimes suggest@d that the filmed
image was more alive than the live image, so your piece :;g} suggest
that the television image will be more alive,
A,) I doAt think you'll be able to decide, because I am trying to
make a piece that the activity in thgéarknass will be so imposing
that you'll be eonscious of the fact thayéau are not seeing something.
If there wereh herd of elephants, you would have a stronger sense of
their presence than thaljof a flock of birds. I want to maka#his
a very clear physkal fact that you are confrofed with something fully
14t than you cannot see. It's right thare, and the 1nfr§?ed tube
will see it perfectly fine. Certain people, I'm told, with a par-
ticular eye troullle can see infra-red, and I don't find it impossilie
that such senses could be developed. It would certainly change our
lives a lot.. |
Q.) How did you get to work with scientists. Theyare na€ easy come
by‘.
A,) We got to know each other through Billy Kluver, a researcher
in lazars at Bell Labs, who has been involved with the technical
aspects for artists' woiwk for a logg time. He's worked with Jean
Tinguely, Jasper Johns and myself and a few others. We began with
just a few of us, and then more and more sg}entisﬁs got interested.
Righit now mome than fhirty scientisbs are taking this work seriously.
Q.) Do they see any future industrial uses.
f,) So far we have designed a couple of things that colld have good
commercial value, Another advantage of the Festival is this business

Ay

tnt&mm%%ﬁhmmﬁﬁ%agw&mwﬂﬂnmwnw&&uettﬁﬂﬁ*ﬁvuwwfymﬁwhmﬁmxh@wwma@ﬁgﬁﬁ*

R
R

direetens of .finished. works khakrhayeratizhesixepesad ono. oft. of-LEHN
of wammmmm,@qummmm ; Get them involved wih hheir

A A g

of getting industry imvlved on a leel where chances are being takai;:>
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facilities and backing where the artist really needs them, I think
that artists can profit by industry and that industry canm profit by
artists in this dfchange. To industry it is an untapped source of
auéplynaana that is most interesting right now,

Supply
Q) 0 what
A.,) Talént. Technique, BEquipment, EVen in somehing as ordinary
as movie-making, it is very diffleult for an artist, even if he has
his own camera, tﬁ; to be able to afford film, There are possibiliities

available

for equipment bhaﬁﬁ that are only pmzaxakhie to commercial organizations,
Q.) Are they lending you @guipmett.
A.) No, we are buildimg our own equipment. We have gottop our own
backers., We are pagngfor it oubselves, and any profit realized.
by this show will go to form a feundatiun.which will own and house
the g\aquipmant. It wilyhe a laboratory for oth@r artists and
scientists to be able ﬁa‘work togother as though there were a perfectly
natural situation, U ﬁo&=ﬁﬁ%7~vt§%‘§his gseries of theatrical
evenings is not only a tryf: out of whatgagzciantists can wolk with
artists--the answer there seems to be yes, definitely=-~bht it is'a/:o
a benefit show to guarantes the futur7bf this kind of activity.
Another interesting aspe@t of this is that with such a brodd
interest we ®fv o discovered that we would have to send complimentary
tickets to the sciente editor, the theatre crftic, the music edibor
the drama editor and the art editor and, witkh my tennis matéh,
possibly the spdrta editarta)fha~purpes¢~nf&tha"showfhas~benn-theiﬁ-
ﬁ&n(jfﬁzf;;tivattan foq%llfhe works has been the use of technology
without technology beinz the theme itself; it doesn't control the

work.
@.) One of the mpths of modern culture--we associate 1t'part1eular1y
with Lewis Mumford--is that art and technolagy are eternally opposed

to each other and th‘#@ne succeeds only at the decline of the other,
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How does this rel@te to your owwéxperienee.

A}) I think those are dated concepts. We now are living in a. eulﬁure
thdhg::&§>operate and ginw that way. Right‘and wrong, sciente and
“#hinéAihtakhD—ﬁ*ﬁw@—&nﬁ—ﬁ%mﬁLf_k¢¢§=~\\

These things do cleafly exist at the same

art—-
time, and bothare very valuable. We are juagﬁealizing that we hawve

logt a lot of enaggq%n always insisting on the conflicte-in posing one

Vﬁﬁfrof these things against the other,

Q.) It seems to be that technology has had a huge impact upon
modern art--the creatiom of new paints, the impact of media--all

of which has never bae*@llly explored,

Ay) Yiu can't move without encountering technology. Jus

Just think of what it would be like to go out inte the field: and
pick! n your supper; now we have@t deep~fozen in the own kitchead
after it was gathered from all over the world, it 1s‘qn1y habits
in thinking thathave tended to make us callous to ogit::iroundings.
Q.) How do look upon working with technicians--as a divisbn of
labor, as a dbvision of mentality.

A,) I'v’ﬁever questioned paints, I never ground my own pigments
or miq?ad for the chemicals that made it. I assumed a certain amount
of information in a tube of red paint, I think that one works with
information as though it is material, I think that somehow it is
ficher if you are in a live collaboration with the material; that's

|
our relatponship to the engineers.

%@7
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