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Robert Rauschenberg
Transcript - Tape I
2/26/76

Philip Smith: I want to ask you about the work of the last five years
in which I see dramatic yet subtle changes occurring in thework.

In HOARFROST there seemed to be a letting go, the relinquishing of
control to the images ond their structure aond & general acceptance of
how things are.

Robert Rauschenberg: I think that started with the difficult time I
had using technology. Logically I cculd see that workings with
Experiments in Art and Technology end industry and techrology

there was a lack of _consience, there was no sesthetic there.

They were actually in control of a lot of materinals, mediums

and ideas that.ought to be public property and you shouldn t have to
wait until the Princess telephone 1s invented to hide them.

All of those pieces were unnaturally but I thirk naturally
cumbersome., There wamn't any back up technology that I hed

because I am mostly tactile. Every time I tried to do those nieces
there were a few that I thcought were successful there were many more
that Jjust didn't work and they always weished a half a ton you

needed ten people to 1lift them. They were always frogile. WMy first
real reacticn to that, like a reacticnary, was in Tlorida where it
was nearly impossible to get any normal or academic meterials to work
with,which I liked the challenge. I liked very much workirg on
locat: n under the same conditicns. Making worlk under the
conditi:ns which exist there. Conscioi'sly I tried to figure out

what material was the most available and it seemed to me that

no natter where I go there are alwsys a bunch of cardboard boxes
stacked around somewhere. 5o the transition asctually started with
the eardboard boxes. There are a lot of cardboard pieces workings

with the cardboard pieces they had in order to have their strength

to stand, there seemed to be too many corners. You punish yourself
by asklng yourself more questions than you have, I started worrying
abcut Cublsm. And of course there is nothing Bubist, but you can see
that if you're working with a bunch of cardboard boxes sud you're not
very historically inclined that nearly anything can be misread., I
was interested in the kind of language there, that the boxes have.

If you've ever read a box they say absurd things. Then you combine
those things, so most of those pieces are named after what they call
themselves, just lined up, one after another. Then there was a
problem of storajje and warpage. They had to be flat, they took a lot
of room and they were irregular i ell directi rs, so there wnon't a
Tlat place. 1 think that the HCARNFRCCT ceme from a kind of cha11enge.
It was the closestI could come at that tiwme oi presenting an 1nage

on as little material as rossible. Go that unless you see somethins
you almost don't know that its there. Go it had w1thout the bulk

and with the re,ponglveness of its enviromment carried our comion
bombeardment of images still. It wes about their weightlessness

it wasnt about prncticality but the weightlessness and their respcnse
as carriers without having to kiiow where the fuse box is.

PS: There seems that there was an intentional overload of
information and you purposely allowed the fuses to blow,
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RR: The whole technique is practicelly a blind one. 1y the tize
you've made your fourth turn, the transfers were dcne on a press
called Grasshopper in Florida. The bed prints about six end a falf
feet by forty scne odd inches, zo if you do a twenty foot piece,
twelve feet by twenty feet, and its all cne process, its thrcugh
the press one time, by the tine you have made your fourth fold

its nzarly impossible to remember what's top, what's bottom, what's

front. Those pieces were almcst lilie walking through the woods

not knowing what you're going to see next.

PS: What I see in your approach to the boxes and HOAFROZCT is that of
a foreigner from a non linear culture and how he wculd perceive :
the informaticn and digest it. In HOARFRCST the result was the
abundance of images. In the boxes he approached them, not knowing
their specific utilitarian function and made them fit his own needs.

RR: Right, mou could wear it, you could eat it,

PS: Your perspective seems to be one of amazement wiEh objects
and 1nages. b

R{: I feel an affinity to objects, I always have. I use it as an anti-
ego or styletrip. By hasving to respect the object which is usually
not a new object but one that is carrying its history. 7o celebrate
at the same time that surprise you were talking about if you came into
another culture and you didn't xzncw what this was and respect where

it had been and what it had been doing. Like when I'm talking to you,
I have to know something abcut y.u or we can't talk or we're not
talking.

PS: Tn YOARIFR0GT the images were related to those in earlier work
but somehow they were set free, as if they were in a zoo and some

one turned the key and said 'CK, you're free.' They ran all over the
place, the kidd were let out of school for the day.

ik: The wliiole period of whet I call the Pedestrian series, which followed

the, I can't keep up with the dates, but right after the al1l reds

that Charlene is part of, in order to get out of monochromes, which
was a trap which Albers had set for me, by my resistance to him,

about making one color work for another, is a form of 8lavery to me.
Cne of the 1deas I had there, to take care of that problem was I wss
living off of Fulton Gtreet and there were lots of second hand hardware
stores or cut rate hardware stores and they had all these paintsthat
the labels had come off of, In all these situaticns, you nlmost have
to maeke & rule for freedcm. So you're always caught somewhere in

that trap, nothing is done if you let everything go. You can't have
something unless you have scme kind of activity, but you have to figure
out some structure for that activity, no metter how ridiculous or
logical it might be. So I would buy all those paints ond I wouldn't
allow myself any choice. If I could see what color it was, because
the can hod been bent, I wouldn't take thet. They also fit in with

my economical scheme too, because they were very cheap. 1 would

come back and openi these cans which was like marufacturin./ your own
Christmas. You would sey, 'All right, now I'm going to go get my
colors.' DBut perverse in the sense so that you don't knog what they
are. Egoless because you're sharing the responsibility of just picking
up blindly one can after another., But Christmes like in the sense of
that I couldn't wait to get home to see what I hsd, because 8ll
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the packages had been warped. Then you opeil it up and you have the

.serious responsibility of not dealrlng any color that you dont have,

That's what I mean by you have the rules. So there was the whcle series
there that was an attempt to do maybe & seed of IICARI'RCST in Jjust that
plarning.

P5: Is there any relationship between IIOARFROCT and what you did in
BLD beside their physical structure?

R:: The BED was more of an economical idea. I used tou pick up

my lumber for stretchers off constructicn after Con Edison quit

on any street which wasn't necessarily the best materials, but that
leaves room for the restorers. I had painted on all the towels,

the bedsheets ~nd finally got to this old quilt. I epprooched the
material I approached the quilt as thoush it were an abstracticn

in itself already. ilecause at that time I was 1ayirg a ground

to work on when I got into c¢olor from the 2ll blacks and the all .
whites, I used funny papers for a color ground to try to force myself
to get into color, because I wasn't, as I was accused of being,
against color. But that was the last thing in the house that

could be painted .n and it was summer sc I “didn't need the quilt.

You should try to palnt on towels , Dlack and white strlpe towels.
The paint doesh't stick very well. I wes trjlrg to treat it sbstrectly,
as an artist, as material., It wouldn't relingquish 1ts 1dent1ty

nor even share it with me. [inally, I Jjust had to blve into it end
say, 'Well, I might see you bbstractly, but ycu don't see yourself
abstrqctly, what you need is a pillow.' So then the pillow went in.

‘There was never any idea like doing a bed. \

P3: HO«RVROST being very tactile in nsture ~oes beyond its
construction out of cloth. In ¢ sense its filimic in that there
are images in and out of focus which are constantly moving
creating a very strong physical attraction to the work,

Ri: I wrote about it saying that its either ima;es thawing into

view or freezing out of focus. Go that no point in the piece is

designed to control any other part. JUut the exercise of the wind
passing is enough to change whatever you're locking at anywsy.

P5: There is a statement you made in the film, PAINTLRS' PAINT L
you were unrolling your CURGENTS print end you were talking about
sour love for newspoper and how terrif@c newspaper was and how
people have to be out of their minds tu throw newspaper out,

Ak: It wasn't quite lilze that. It was like this moment and that

- moment. [ts very difficult if you hnave a cuncern for people then

you have to have a ccncern {or what's goiug on in the werlde I
don't think that its ever been any better ard 1 don't think its
ever been any worse. But I know that survival scmehow means that
you must keep ar eye on it. 1 tlink ore of the most difficult
t ings in the world to do wculd be to do a fantastic art work
that could, if scmething is great art, well then by the heture cf
its comp051t10n, ity 1mmed1ately, or too qulc}ly bicemes beautiful.
And that is exactly the opposite of what you're try ng to say.
You're not trying to say necesuarlly, at least I'm not, that things
are ugly, but I em I think, consistently, involved in evoklng
other peoples sen31b111t1es. 1 em not & studic artist, I am flat out
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show minded. ‘What I said about the newspaners is that there was some=-
thing I thousght quite callous going on bhat by the fact you had paid
ten cents for all the news of the day you thousht you could wipe your
ass on it, or feed it to your csat or forget it. With CURRENTS I tried
to take those same discarded news' and displace them, relocate them

8o that your dime wouldn't amount to a hell.

PS: What type of information or images are so special from newspapers?

AR: Its describing our day. 1Its a very direct, literal calendar
of where you ere and where everyone else is,

PS: I wish you wouldn't do this, you keep jumping my questions,
RR: I'm sorry. | | |

PS: I feel in your work very much, I feel a fool actually.

RR: How ran I help it, you're asking me.

P3: There seems to be a calendar affect in the work. #hat seems
to be gcing on is the notaticn of objects and imeges that pass
through our lives. You are sort of & scribe and by notat1n5 this
passing and fixing it into scme system we can start honying not
only persousl memory end personal exyerience butsocial experience’
sociagl wemory onto your wa.'k. (ne .can come to your work in a
personal as well as a social sense.

'RR: DBut don't you think that's what art was in the begining, :

P5: Yes,

RR: Did I junp you again
PS: Yes, I think I should go home and let you do the tape.
PS: How has your art changed your life?

RR: The most important reason 1'm inter«st:d in art is, I know this
sounds corny, but it's its power to communicate, I think thet concept
has been very misused. I mean it very literslly in the most direct,
eimple terms. I feel selfish in the sense of being so interested 1n

ert because of that reas¢tn. I'm d01ng it because I'd like to erncourage

a more flexible reaction, responsible and flexible reaction to the

rctual woment itself. I think that if I were cver successful, completely

- successful in my work, then there would be no need for art.

P5: Jhich leads to another guestion, how do you think art affects
the world at large? Going beyond the gallerles, that special, invisible
quality that ert hes?

RR: I'm interested in the at large

PS: It does :ave a diffusing quality by which it seeps into the culture
and changes things. ‘

RR: I would hope that that would be its only job. DBut to sugvive in
the structure, gallerles are necessary and so are museums. OK, say
someone buys a painting only for theinvestment, it might be- the possibility
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thet a stranger would walk past and see what I have intended, or what
was intended, not what I intended to be seen and change their mind about
something. My work is about wanting to change y.ur mind. Not for

the arts sske, not forthe sake of that individual piece, but for the sake
of the mutual co-existence of the entire environment.

PS: That's like the journey of a thousand miles starting with one
step, you start with cne person which affects the next and the next
and so on. What there a definite transition point in which you started
working in paper fabric and clay or was a slow evolution?

RR: That's what I said, it was a hangover from technology. I struggled
seriously with technology. One thing that I liked with working with
technology was thet you brought several professions together. Its
enother reason I like theatre, its another reason I like print meking,
becsuse you brlng the object 1itself, has mutual fathers, which is another
ego-erasing trick.

PS: Then ycur involvement with Art and Technology has diffused into
your work that you are doing now? 1

ad: It éid, it was just too clumsy for me. I still think that the
making of the piece is the most exciting, I always feel extremely let
down when I finish something eand almost disinterested. DBut if its a
good piece it has aroused my curiosity in the next one.

P5: Is thst when your work beccmes serial rather then an individusl
“exploration? ‘

itR: Yes.

PZ: low do you think that your involvement with or even just the
creation of Experiments in Art and Tecimcloigy hos affected art todayT

Ad: I think certainly & lot of the interest ir. video and even somethins
as sirple as neon came out of that mutual curiosity that we were all
having. It had meny .rore possibilitiesThe hologram is very new, I'm
sure that it has future possibilities that no one has been sble to
digest yet. Thet would really be the no object object. E.A.T. was

a complete fallure because of the terror that 1ndustry felt by these
forewﬁners in their midst. And yet industry has tried to continue the
interest particularly on the research level which they ere completely
dependent on because there is a certain point where you dont need
anymore money, you dont need anymore pensiourn dlons, you ‘on't need
anymore golf courses or tennis courts or swmmmJng pools or hifi sets
and they don't know what to bribe this curious human being with,

[hat was the most rewardiry; part, working with the engineers and

the scientists snd travelling from professiun to profession.

The work was the trip. we wanted their information at that tire.
Their access to miraculous materials. Artists were fossilizing going
10 the art store. It was the same brushes, you want a cheap brush,

you want a good brush, you want medium cadmium or deep cadmium.

PS: Lven if the whole venture c¢f Art and Technology was a failure
it did open up an incredible amount of concerns.

RR: I think we established the problem. Je took the problem out of
the closet.
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P53: In whot wey does your 1nferest in printmaking go beyond the
mere distribution of the work.

AR: I'll stert listening if they turn the tv down. I'm cursed with
periphery hearing. I'm near sighted so I guess that's my compensetion
Ask me again,

"5:  When you do a print, the interest is not just the distribution.,

Rid: No, its this search for the possibiliity of working more or legs
in community, encoura;in::, 1nv1t1np, the best aspects, most involved
aspects of different people to possibly eliminate the ides of the
one mari football team. +ho's got the ball? Nobody's got the ball,
what ball?

P5: Great.
RR: And you're still working.

PS: That often seems to be a problem in that the srtist is always

en individual and is stuck wit!. doing everything themselves.

Ri: 4And their work then beccmes & victim of the execution of whatever
ldea it was that thot person hed. And weakened or strengthened

by the individual talent.

PS: Loes the multible reproducticn of your work affect its quality.
In HOARTROST or the paper pieces their remained a delicacy throughout
the series,

L]

Ra: Usually, well certainly lately, most of my print work has been
unlque pieces mode in a unique situation e11 by hend. 1' m not interested
in the mass distribution except that at a roint where you're considered

a successful artist, there are a lot of people who could afford a

unique print of mlné which I have myself made that certainly could

not afford a painting. You can see how that can be a problem,

Your auction prices are rising and there are still just as many

beautiful people that you would like to invite to, you can't say

your art, but that you would want to share the world with,

PS: With each piece belng unlque what happens when you work in
India or Florida or at Gemini, how does that affect you, affect the
work you turn out. Do you pick up clues from the environment or Jjust
materials? What happens? '

RR: MNore or less.
PS: So in a sense you are tosally dependent on the environment.

RR: Yes, I mostly just start off nude. I can't work with preconceptions.
Sometimes when I'm in a situation, like mostly a physicel, literal
situation like on an sirplane and you can't get up and start working

on an airplane. You better keep your safety belt on there. I'll meke
sketches of pieces. Those are never done. Bven though w?en I get

off the plane and ‘have room enough to work, the fact that!I am even
attempting to even start that way I know is like sort of » clown's

suit that I'm wearing to get myself to work. DBut I am trusting oy
immediate response s8gain. It's swfully hard not to make up your
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mind. That needs all the attention thst you can possibly muster,

.To not do something that you know.

PG: Cut it out, you're now on the second page. You have no business
do n.. that..

AR: You know I'm near sighted so I couldn't see.

PG:: In the new work you still meintain ycur sesthetie of the conbine.
as y.ur main vehicle for expression. Are ycu working with different
boundaries or conerns now?

RR: dell, there is one other thing that was both in the p:irtings

and partlcularly now in the new JAMMURS and very few of those, if

any were shown et Leo's because of limited space and my intoxilcaticn of
work, that the spectator has ai invitation to touch., It was easy with
the HOARF.OST because w1th those materials you just pass your eres.

in earlier objects there is+this interest in on actual hand touchlng
end doing sumething. The pieces in India exercised that very welle -
There are maybe six or five or seven holes, you have the invitation

to move = bamboo :eg from one nlace to another proving that it
doesn't make arny dlfferenoe, but you still hrve a choices 1In the

JA LS, there are JANLIHG made out of rattan and fabric that work
like that too.

PS: hy were the JAMMLRSG devoid of any images?

- ’d: I've nearly always made changes, sometir.es exaggerated chenges \

1n the way that I'm working beceuse I'm begining to feel comfortable
in it. 1 was beglnlng to feel comfortable. I wasn't being surprised
myself, s the artist. I would rather keep on a pitch with myself
that when I do a piece I can say,' You did THAT?'

P5: In JANALERS was your concern mostly with the material end its
capabilities?

RR: With the HOARFROGT I was interested in the co:fusion of excesses
in imagery. When it became comfoirtable to work that way, then I was
interested in the lesnnes of JAMMERS. The flexibillty of austerity
without being minimal. Because they're rather opalescent and if I'm
lucky, more decadent. There is a kind of morality thet I read in art
like minimal-art, conceptusl-art, any of these group-arts that I am
not interested in. I em not Lnterested in the procf beceuse if ou
can prove somethiing then you are imposing another restriction on that
individual. rranz Kline once said that one of the most uninteresting
things ycu can be, is right,

P3: Do have any observations on the purpose or intent of art todsy
because someti:ues it seems awfully useless.

Rit: It seems to me that the confusicn that is going oL now is so
satisfied with itself that that is where the sickness is. The confusion
isn't really authentic, its Jjust persuasive.

PZ: Cnce you s8nid sometling to the effect of, 'It's very easy to be
good, my work is about whet I don't know.'

RR: That's why I like thet Franz Kline remark.
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PG: Yes, but what is it now that you don't know?

R: The next piece. But I'm going home now to work again,

You're not on any page now are you? I don't went to mess you

up. :

">: You've messed me up enough. I also wanted to ask you about the
subtleness '

fii:  You probably made a list of questions Jjust to distract yourself
so that we could talk.

PS: Probably.
{R: [ hope so, if not I've failed again.

P3: No, you're doing fine. I sense a delicacy in as long as I've knowh
your work which I see as being refined into a very subtle nature,

RR: I think that that is just a continuati.n of my dissgust for force.

PG: There is one image that struck me which is repeated in your
autobiographical pieces and another version in HOARFROST of a man
with a glider or apparatus attached to his back to enable him to fly.

®R: I have difficulty with images, like I was telling you that I was
working with the cardboard boxes and because a cardboard box is a cube:
I'M thinking, 'Wow, I hope this doesn't look too much like Cubism,'

When you use images out of context you have to mix them in some way so
that they are neither the litersel illustration to remind you where you
saw it, nor should they collect themselves in any way to build a pattern
or logic, No scheme. +~o that each imege, even though its in a cluster,
images may be in a cluster,in the pieces with imeges, so Lhat it won't
tell you something that you aslready know, nor will it go into fantasy.
30 it cen't be extreme realism nor fantasy.

PSg ﬁhen you were a little boy what did ycu want to grow up to be?

RR: T think I hed so little confidence, I don't think I even thcught

about it.

'G:  fou weren't going to be a fireman were you?
A: That takes confidence.

P3: Your retrosnective that's coming up

ity I'd like it not to be called a retrospective

PS:: Jell, the big collection of work

RR: The survey show
PS: The survey show that's coming up soon
a: At the Smithsonian

PS: How is that going to -affect you or ycur ork to see it all
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layed out chronologically,

i1 spproach exhibitions when there is a real omassine of work,
I'm usually there for the hanging, oops, I don't like that (ne either,

£53: Let's change that

s Ihe installation, I've been there for many hangings by the way,
in taking even familiar works nnd using the architecture tc change
your mind about those works tco. Jith the Giuiithsconian show and the
L.odern 1 want to insist that is doesn't turn iuto a cataloging of
this is the best from this nmeriod, this is the best from that period.
I install shows so that c¢cne is ver; unsetisfied by just going from
label tc labe}. I would like for them to feel restles: goine from
riece to piece,

FS: I feel very strongly that it's important tc zee both the good work
snd the bad work, both are equelly important. The artist should not

be concerned just with providing the public with good work;‘

AR: I do too. The pieces that don't work are actusll; the anatomy

and muscles of the successful cnes. That'y why so often a successful
piece is a bore.

~

¢ Do you ever consider your audience when you're working end
their reaction to the work?

RR: The only audience that I actually recognize and that I'm curious'
about are the people that I don't know,

PS: Yes, that's who I'm speaking of., Do you ever concern yourself with
them?

R: I couldn't because then I would be making a generality which the
work is against by trying to enticipate a reaction,

PS: Lo you ever paint anymore?

RR: Yeah, I'm not against it.

PS: I'm done. Do you want to say anything else.
Ri: No, do you?

PC: No, I'm satisfied.

RR: I hed a marvelous time.

ond of tape



Dear Robert Rauschenberg:

Here is the first rough draft which has been accepted
for publicaticn in the March issue of ARTS pending
various additions, subtractions and rewrites. As for
illustrations I asked the editor if we coudd include
some sexy photos of you to Jjazz up the article and make
it look nice. He agreed but said he had never seen any
sexy photographs of Robert Rauschenberg. So with your
permission and at your convenience I would like to bring
over a fine and reputable photographer to meke some,
Will cell.

With best wishes for a happy birthday,
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Reuschenberg 1

It seems that what he is efter, his
continual strugsgle, is to find ard
maintain a continual ever-present,
self regulating human aesthetic., A
human aesthetic not dependent u on

the pontification of established

avant garde ideologies but rather

a behavior dependent upon and reactive
to the real realities of the world,
both personal and social., I am stuck
at this point between describing a

man with a genuine sense cf how things
are and a body of work which when viewed
objectively without its historical
attachments speaks in the most
simplistic and direct terms about

the world.

As blatently as the work says, "get off your ass", it does

so with incredible politeness and gentility which currently

seems to be in a state of intense personal as well as renresentatic:

refinement, OSpecifically, this state of tender subtlenecs
seems to be in a period of maturaticn during the last five

or six years, OSuperficially and intrinsicelly the work
remains the same. It is the affect of the intent that isg
still dramatically yet more masterfully choreographed so as
to appear there and not there and still be firmly rooted oa
eech side. More so than ever before the work annotates

those seemingly vgcant moments in our percentual cperaticns
which strongly yet invisibly alter and effect our decisicns,
opinions and behavior. &Vhat is at work here i3 not

strictly objectness or pictorial representation but a literal
flow of perceptual moments or events. DBased on this one can
not spend too much time in front of or vith one of Rauschenbg:i's

pieces, especially the recent work. However, repeated viewins

4
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Rauschenberg 2

yields a contirual flow of information much like a radio which
1s always on.

Lven though extremely momentary, the work also functi.ns
as & calendar unon which social as well as perscnal events
arrd memories are fixed. This calendar is not bssed on any
methematicsl system of thirty days or twenty four hLours but on
human myth end practice in the late twentieth century.

ily strongest admirati:n for Rauschenberg is his willingness
to provoke as well as accept self challenge, Implicit in
the acceptance of this challenge is the risk of failure Y£d&
and unsuccessful pieces., "The pieces that don't work are actually
the anatomy and muscles of the successful ones. That's why
so often a successful piece is a bore." A fear of being at
ease I¥ with the process and the work itself drives Raushhenberg
to always seek what is not xnown. "I've nearly always made
changes, sometimes I exaggerate changes in the way that I
am working because I'm begining to feel comfortable in it. I
would rather keep on a pitch with myseli that when I do a piece
I can say, 'you did THAT!'"™ It is because of this fundamental
and highly personal working requirement that the recent work
lovingly incites our staid convicticns with such grandeur and
humility that we effortlessly fall into awareness of our
awkward but human selves.

His assistance in E.A.T.'s founding formalized two major
concerns in regard to the producticn of art, namely, working
with the unknown botii in materials and concepts and
working in community with other artists and the world at

large. The .undertaking of an assessment of industry and
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and technology in terms of eesthetic possibilities with larger
remifications for practicel and, in an indirect sense,
political apnlications to the receiving social system has
created attitudes of conrncern and curiosity not only toward
technology but also toward other disciplines and sciences
which affect and direct out lives. "Logically I could see
from working in L.A.I. and with industry and technology that
there was no aesthetic and a resulting lack of conscience.
They were in control of a lot of materials, mediums and ideas
that cught to be public property lorg before the Princess
telephone is invented." Working with E.A.T raised more
questicns than it answered. "I struggled seriously with
technology. Artsigs were fossilizing gaing to the ert siore.
It was the same brushes, you want s cheap brush, ycu went &
good brush, yeu want medium cadmium or deep cadmium. " he
most rewarding part of L.A.T was workim: wit!. the engineers adn
and scientists and travelling from professicn to profession,
Z.A.T was a complete faidure because of the terror that
industry felt by these foreigners in their midst. And yet
industry has tried to continue the interest particularly on
the research level which they ere completely dependent on
because there is a certain point whereyou dont need anymcre
money, you dcnt need anymore pensiun plans, you dont need
anymore golf courses or tennis courts or swimming pools or
hifi sets and they dont know what to bribe this curious

human being with. We wanted their access to informati n

and miraculous materials,"

The first major group of work tc emerge from t!is scmewhet
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boxes. Rauschenberg's approach to the boxes is that of o

foreisner coming frem 2 non-linear,£dXY¥¥ mon technological

culture. This person totally unaware of the definedususage

usuage fer this object would tailor tliem to fit his needs.,

"He could wear them or he could eat them." This non acceptancs
or reevaluation of culturally defined values, norms and
operational proceedures is exactly the stance taken by the
founders and participants of E.A.T. Industry's attitude was/is
that their research and their products are desighed to serve

a specific need. The alteration of those purposes for
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2 D BORRDS "My first real reacticn was in Florida where it was ncarly
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impossible to get any normel or academic materials to work
with, I liked very much the challenge of working on locaticn
and meking work under existing conditions. Conscicusly T
tried t¢ figure out what material was the most aveilable and
it seemed to me that no matier where I go there are elways

a buncl: of cardboard boxes stacked around somewhere. *“o the
transiticn actuelly started with the cardboard boxes. &#ll

of the cardboard pieces were unnaturally but I think naturally
cumbersome., I didn't have any back up techrology. A few I

thought were successful but there were many more that juct

<4

didn't work. They were fragile and yié/weigted & 'z2li a ton€®

and needed ten people to 1lift theT£> There was also a pro=ler

Hutol-.

of werpage and storage because they had to be flat They
.(_L- +Cyy
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took up a lot of room end were irregular in 8ll directions.
In order for the cardboard pieces tc¢ have the strength to
stard ther.  had tc be what seemed to be too many corners.
You punish ;ourself by asking yourself more questions than
you have, I started worrying about Cubism. Of course there
is rothing Cubist but you can see that if you're working
with a bunch of cardboard boxes and you're not very historically
inclined then nearly anything can be misread. I was interested
in the kind of language that the boxes heave. If ycu have
ever read a box, they say absurd thingg, Then when you
combine those things, most cf the ;'ieces are named after
what they cs2ll fhemselves, Just lined up one after another,”
The equilateral respect and acceptance of all inherert
properties of bothliving and inanimate things, es well os YAgr
their possibilities for change, is demonstrated ir the act
of naving tiings, "call themselves." "I feel an affinity to
objects, especially not a new object but cne that is carryin:
its history, whére it has been and what it has been doi:ig."
This affinity creates the necessary space 'r wiich images and
objects may gather £y¥d to combine and form their cwn social
lgigic which mey simultaneously impart mystery as well as truth.
No where in the work of *obert Rauschenberg has there been
a more realistic yet totally fantastic portrayal of fragmehts
and icons involved in our individual and collective lives
than in the HOARFRCST SERIES. With the relinquishing of
self control and the complete surrender to the unique
personality of each image, from HOARFRCST emerges a crystalline

and stratezic sensibility of our modera times. In a strongly



Copyright restrictions apply.
FOR RESEARCH PURPOSES ONLY. DO NOT DUPLICATE OR PUBLISH WITHOUT PERMISSION.

Contact archives@rauschenbergfoundation.org for reproduction requests

Reuschenberg 6

incestous modd, HCARFROST uses actual comauniceticn
fragments simultanecuslyas subject and object to effect
our dislocation in a manufactured reality in part due to
"our common bombardment of images." Navigaticn through ihis
dense yet atmospheric existence relies on rFgfég¥ reference
points as tramsitory as the wind. The rendom layering of
floating imagery coupled witi the use cf #MH€ sheer fabdbric
for their irhsyical support produces an irregular {ilmic
experience based primarily on motion and the clarity or focus
of the imajes.

"I think that the HOARFRUST came from s certain chellenge.
It was the closest I could come at that time ¢f presenting
an imasge on. as little material as possibl.. Unless you uae
somet1ing ycu almoet don't wnow it's there. Just the
exercies of the wind passiry® is enough to clange whatever
you're looking at. Without the bullk, but with the responsiver
of it's environment HCARTROST carried our common bombardment
of images. It wasn't about their practicality but about
their weightlessness and their resrinse as carriers, No
point in thepiece is designed to control any other part. The
whole technique is practically a blind cne. The t ensfers were
dorre on a press celled Grasshorper in Florida. The bed
prirts about six and a half feet by foiy irches. If you do
a twelve By iwenty foot piece and it's all une process, but
the tine you have made your fourth fold it's nearly
impossible to remember what's top, what's bottom, what's

front. Those pieces were almost like walking fZVdd¥ through

the woods not knowing what you're going to see next,"
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"I¥ith the HOARFROST I was interested in the ccrfusi n of
excesses in lmagery. When it beceame ccmfortable tc work that
way, then I was interested in the leanness of WAMNMRS. The
flexioility of austerity without being minimal."

Part of tke magic inherent in the work is its receptivity
to the environment of its raking. Lven though the work may
gppear in serials each nlece really is completely new.

"I can't work with preccncepticnse I trust my immediate
response, it's awfully heard rot to make up your mind., That
need ell the attention that ycu can possibly muster,
to not do something that you already know." Theability
to acknowledge and fully use ones intuitive perceptions
of a situation is a risky yet honest commitment to the acutali'y
of evente which comprise our lives. This committment which
has been presented in various formsgy and degrees of intensity
has become in the last few years extreme in its delicacy
yet subtle in its powerfulness "which is just a continuaticn
of my disgust for force." The most simplistic yet profound
comment that can be made about the work of Robart Rauschenberg
is that it is human., Human in the most ccmplete and fundamentnl
sense.

"The most important reasorn I'm interested in art

is, I krcw this sconds corny, but is its power

to communicate, I think that concent has been very

misused., I mean it ver, litersally in the most

direct, sinaple terms., I feel selfish in the

sense of being sc interested in art becasuse

of that reason. I'm doini it because I'd like

to encourage a more flexible and responsible

reaction tc the ectual moment itself, I think

that if T were ever successful, completely

successful in my work, then there would be no
need for art.”
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¥t seems that what he is after, his
continual struggle, is to find and
maintain a cortinual ever-present,
self regulating human aesthetic,

A human aesthetic not dependent upon
the pontification of established avant
garde ideologies, but rather a behavior
dependent upon and reactive to the
real realities of the world, both
personal and social., I am stuck at
this point betwesn describing a man
with a genuine sense of how things

are and a body of work which when
viewed obJjectively without its
historical attachments speaks in

the most simplistic and direct terms
about the world.

As blatently as the work incites our sensibilities,
it does so with incredible politeness and gentility. This
generous and cordial invitation/reception for participation
in and of the world has always been, but is more so now, a
reflection of an individuals need to confront and at the same
time, work with, the world. ‘There seems to be more of a will-
ingness to address oneself in terms of tender subtleness
rather than disturbing confrontation, which has caused the
impact to become more effective and Ehereby more far reaching,
THis invisible and undefineable effect remains immeasureable

in its breadth and scope. The implications of the activity

of Robert Rauschenberg on the culture has yet to be ascertained.

More so than ever before the work annotates those

seemingly vacant moments in our perceptual operaticns w.iich

strongly yet invisibly alter and effect our decisions, opinions

and behaviors What is at work here is not strictly obgjectness

or pictorial representaticn but a literal flow of perceptual

moments and events. Simultaneous occurrence; the presence of

/
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all things, of all people in our lives at all tiuies, Human
history; the casual notaticn of the events which pass through
our lives and irrevocably intertwine and interconnect us

all in various degrees to an invisible yet essential network
which produces and maintains humanity; its society, its culture.
Even though extremely momentary, thework also functions as

a calendar upon which social as well as personal events and
memories are fixed. T his calendar is not based on any
mathematical system of thirty days or £wenty four hours, but

on human myth and practice in the late twentieth century.

It is this source which supplies the work its importance as
well as its power and enables it to exist and function in

an incredible number of realms. The art of Robert Rauschenberg
orovides an enormous range of tools with which we may examine,
reconstruct and enjoy our activity and movement.

The magic and perpetual applicability of the work to
our lives stems from its founding in the concept of change.
Its intended result is the subtle transformation of the
individual through the creatiun of yet another point of
reference. Only through a flexible framework can one
respond to the continual current of events which collectively
and individually ccomprise out lives, "I am, I think,
consistently involved in evoking other peoples sensibilities.
My work is about wanting to change your mind. Not for the
arts sake, not for the sake of that individual piece, but for
the sake of the mutual co-existence of the entire environment,"

The creaticn and exploration of such an environment
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was the fundamental cause for the foundin~ of Experiments

in Art and Technology. At some point there was the entrance
of information and technology into and around and . about our
lives. New ideas, energies and materials appeared, completely
unknown in the history of the world. And as part of the world,
their potential and application needed experimental study and
expansiun to ends other than those originally specified.
Basically the questions raised were; what is this, how does it
work and how can it work for us. At the time of E.A.T.'s
foui.ding the impact of these new forms ws~ <0 ‘pervasive

and overwhelming that the mere acknowledgement of their
presence was an enormous Jjob. Even now in the late seventies
our approach to the subject remains somewhat unsophisticated
and artless. The beauty and applicability of a new
informaticn/technological civilizeti.n is figt beccming
apparent.

Rauschenberg's assistance in E.A.T.'s founding formalized
two major concerns in regard to the producti.n of art, namelyv,
working with the unknown both in materials and concepts and working
in community with other artists and the world at large.

"I struggled sericusly with technology. Artists were fossilizing
going to the art store. It was the same brushes, you want a
cheap brush$®you want a good brush, “you want medium cadmium

or deep cadmium.” I think a lot of the interest ceme out of

that mutual curiosity that we were all having; we established

the problem. I'm sure that there are future possibilities

that no one has been able to digest yet,"
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he undertaking of an assessment of industry and:
technology in terms of aesthetic possibilities with larger
ramifications for peactical and, in an indirect sense,
political applicaticns to the receiving social system has
created attitudes of concern and curiosity not only toward
technology but also toward other disciplines and sciences
which affect and direct out lives."Logically T could see from
working in E.A.T. and with industry and technology that there
was no aesthetic and a resulting lack of conscience. They
were in control of a lot of materials, mediums end ideas that
ought to be public property long before the princess telephone
is invented. E.A.T. was a complete failure because of the
terror that industry felt by these foreigners in their midst.
The most rewarding part of W.A.T. was working with the
emgineers and scientists and travelling from profession to
profession. Industry has tried to continue *he interest,
particularly on the research level which they are completely
dependent on because there is a certain point where you dont
need anymore money, you don't need anymore pension plans, you
don't need anymore golf ccurses or tennis courts or swimming

pools or hifi sets and they dont krnow what to bribe this

curious human being with. We wanted their access to information

and miraculous materials.”

"Access to information and miraculous materials" was

/

an aggressive attempt at working art and aesthetic considerations

into the populatisn at large. ¥or the first time there was

(and still is) the possibility of having art a part of everyones
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liveas from both specific as well as anonymous sources. Much
of the ideas, energy and excitement that was generated in
connection-with E.A.7. has been refined and applied cn a s-‘aller
scale to his individual work in the last few years. As
with E.A.T. Rauschenberg has continued his examination of
different materials as well as the "search for the possibility
of working more or less in community. Encoure@ing, inviting,
the best aspects, the most involved aspects of different
people to possibly eliminate the idea of the c¢re .;an football
team,"
Underlying tLése operaticznal innovations remains
his willingness to promote and accept change, ' 1
*T've nearly always made changes, sometimes
exaggerated changes in the way that I'm working bce:use
I'm begining to feel comfortable in it. Otherwise I'm not
being surprised myself, as the artist., I would rather keep
on a pitch with myself so that when I do a piece I cau
8ay, 'you did THAT!' The pieces that don't work are actually
the anatomy and muscles of the successful ones. That's
why so often a successful piece is a bore, Ican't workl
with preconce;itions. I trust my immediate response. It's )
awfully hard not to do something thet you already know., I

am not interested in proéf because if you can prove something

. then you are imposing another restriction on ti:at individual.

Franz Kline once said that one of tiic most uninteresting
things you can be is right." This respect for the inherent

identity of the art and its maeking is an integral part of
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_that you already know." —22

Robery Rauschenberg continues to set and work

towards seemingly unattainable and as yet unestablished
aesthetic goals. The existence of an artist fully
reslizing their intention and potential is not

only overwhelming &nd humbling but truly astonishing.

< llis prolificness
stems from his reaction to and respect for our expansive and
bountiful civilization as well as the unique worth and importance

of each individual in the creation and advancement of every

human community, ' 4

It is really not necessary nor very satisfyinzg to
specifically list and superficially describe and discuss
what works Robert Rauschenberg has presented for public
viewing over the last few years. Their range in material
and content has been enormous. Some have been more successful
than others. Underlying each exploration has been the
consistent anl honest commitment to the actuality of events

and the creation of an art that will not "tell you something

His ccncern with the realities snd dimernisi.ns of human being

in all its aspects from hunger to celestial navigaticn

-

celebrates and comments on the enormous and continual human

drama of which we are all a part.
The most simplistic yet profound coument that can be

made about the work of Robert Rauschenberg is that it is

human, Humen in the most complete and funiamerital sense.

"The moat important reason I'm interested
in art is, I knc: this sounds corny, but
is its power to comwunicate. I think that
concept haa been very misused. I meean it
very literally in tiie rost direct, simple
terms. I feel selfish in the sense of
being so interested in art because of that
reagon. I'm doing it becanse T'd like tn



reaction to the actual moment itself.

I think that if I were ever successful,
completely successful in my work, then
there would be no need for art."

Robert Rausclienberg in conversation with the author, -
February 26, 1976.

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



2/26/76 - TAPED
INTERVIEW
= E‘aA- T_‘

- oA FRosTS
-JAammees

“'Pepestpign SERIES
. BED

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



	Template_p1.pdf
	Blank Page




