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- haos
sigaificaa%}é¥¥§'ffzan referred to es your "iccncciestic

approach to art,® 938 to rid yourse!f of tha tyrasoy of @

fcur. sdged, tso-dimsasicnal surfocs, e2d ths first say eb—lesat éiiff:

/
that ]I kocs of thet you did that sss by waklog shat came to be
3 % o ?
called coablioes, Can you tel) us the evolutiocn of that? .
?Kt.CcnthMmD.
ECoNOWY . i
Rauschenbergs It =as sccucay.
Saeeehege%sgﬁﬂﬁe%iq_lz 233 hard epeush- to gst satarials, 1 hed

to bava this Pesling befcrs I eculd eaccapt it beccuds thera wers

o we P
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Yote of cther artists sho seculd have doas that, and I sae

esbarrsasaquxg_L_&.6ur1ng~tﬁs’ebétragt expreasicnlist days PR
B
'&?*&ﬁt%“ﬁfy;EQE kind of se'f-pit

o .

/ _
¥ TITTIES, end Was vorking oot ol —i—Hike-art stilY Is

Eavashenbe==ss | dida't have snything to pafot oo, It wasa’t

an idca.

Rsuschesbergts l've paloted on everything, Havs you sver tried
rpTHEsr A —ra—a-baiad, to put 8 collage aE%M&L‘? it's
hard. éﬁ?ﬂ?ﬁt%##

TE&!’!‘?&‘Q‘BS?bjtﬁﬂET; That n=s // gintortime, ap I dida't

e CwnAs &
vesd a bath tcsa{CAl dida't hovg ester soyosay.

GQ: Hos did yeu coms t0 uss ths guilt oo the bed, tho patcheork

quilte
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Ezcause )
Rauechanberg: Stkwynies ] Ycst ny carj ths quilt usad to be cvar

CGs Ho® I think uwe koos hos you got the tiraf‘thnugh.

3 2 N X T P | RS TN —
‘ h.%——__L". .-—-—-—""&‘-'5— T LTS et R HLED

— e -a T B

"s" .
Toren't oy tires. That @cs oy quitt. LA;agh#eei/éhst 2as oy tcsal?,

Thay sers scacbody else's tirss.

You can't bhate New Vprk, It's a carva'lcus place to gros up

.88 an artist.

-
‘It's marvslous frca the viecspoint of a young artist.: ?

(/ffhave trouble 2alking sround hsre.

C: Is 1%t thae cbiects Lthat Vie im tha eirszte thst distrzct yeu?
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gauschenbargs L£5SEylirtng—te—dr—orestiringwithr—Fad T Vooatoays

gif‘\ psg:::gzzézzia;;;;;:;;;;:;gégg, if there 18 scasthing doso thera,
o) T T :
ke pick It up 2nd se@ shat yze can do sith it,

' Qs Hes Nes York bssm a source of lospiration to you?
[

\ - - -

lauschsnberg: Absclutaely, not cnly bscause it rasisgpﬂ everything
_PPCoMsSes |

. but ezsézfan hold svarything.

Q: Ypou spend a great dsa) of your tims nce in enother p}acn, in

M/
82 s'cos? esnchanted strip of Yand 1o Captiva, Fla. ﬁqpf/is that?

Rauscheabargs

totls opchanted tcday, znd cut thoop, 2 I hope
A-geatt—es aughs) —— ,

L7 1 Pind it ceaplenentary. I couldn't 'ive sithout ficw VYork.
I thiok o3 Ycrk is Jjust an incrsdible plscej a'! slong the line
are revards in 3 sgy that yocu caanole o “ Lftmfj »ﬁut&a»

1 ysed to tall pacple efcre I wes ac sure that ysu have

- to gC to Ng39 Ycrh,-ségyacn 1 really knocs i, bscause tharﬁ&t 50
\ plen, thers {8 no ccntinuity, avery chaunge ssams very dangercus

y and it's unexpescted, but thers is roem for you. (}%o fo o, 13>

\/

gv Yoo sxid—ihet—vy BEE yEuEES T 5 Sv—wa

&éﬁcﬁawﬁgrﬁr“txzuss*nai“i“hzvs—&ea-mszﬂazhieg‘th Saye.
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T OP AHE 303 1 was-
“fgq;a are only

Toute ewbsrgw‘j,L.iead—'ﬁmﬁ“B“‘“fi

S » sud . . . E’GB‘T‘T‘T‘("&QW

tso restaurants on the islondy end they are not really ressaurants,
thoy are t30 placos shers you can oat and not cook it yourse!f,
Rnd diffront pecple asked me abouut Kes York, and aren’t you
torrifisd tc Yive thara? &nd ths_cnly plese shars ] sver got

myzged is the enchented islaadl (sushisrs

e

Q: Ycu said that you sse ycurse'l 2» a roportsr, snd that

painting 18 one of the vehiclss that ycu use to give thosse

renorte,

o/

»Jw.?/.v\o >7( D/VT-

o3 much of your weork is sutcbiographical?

- B

flauschenbargs Prcbably a'l.

- — -

rely
Q3 _And hos heavily de ycu_zesiy co tcchoolegy -- film, photeography,

3'? sorts of technologice! davices?

Rouschenbsrgs AS 'ittle 28 peeeible, but it is nececeeary

L ]
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-

/".
-~

Q: But_ it seems to ze thet film end phoyugraphy _end cther teohy o~

Yogica! things have sbscrbed yzu for 8 lcng ¥hile -- your involve~

asot {w expsrissnts lw att@ {eress—tat)

—X/A;-*-“ L vy \n %)X“‘"
Rauschenbsrg:@mﬁ iﬁwmhﬁeu—«nw-éo-&% x

Each housa _has a-lot—of oxporience. ib 1t 4%Ek- I ",“u’

mvzl"v;dgii:g gthat I eo doing. Aud ecmeticss it has bseso quits 2

str? ~
I got fotc both techaology and theater and printing becsuss

eqo !
1 doa't liks the single cgo.

v

sieroested you tha ©TE ©5s

Gs You've said that the sizk that

vorking iv scme combioed effcst $ith cittisr pscple.

Rauschenbsrgs Yss, right.

—inal” -
G1 Lzd is ik sn sttozpt to raduce theAnypluement of cus ego?

3

thy did that engage yoOu 80 much?

-

Rauscheobergs 1 just didn't want to have ome. Ithinks—g=s%
=aeoIt zight bs good for awne cther artist, but. . o

MWW
. Scma _kind © sculd for me bos d2ath.
.’_————T"" [ N . “I‘ Lo e -
s (e Sqm %; T ,r;»vm.v T— . . S Tl 0 LT ‘

C: You tcld us how the coobines eea!eeﬁ. thy doa't 28 t2'x sbeout

the jszzers for ¢ somzat? Hes did ws‘:,h“,psa?
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Aauschenbergy Hhea- I wge uarklng ﬂlth fabr!cu nirsady gning
traccfers, oud I'd base to Ipdin, snd t had fer=praro—beshv— .
£ put off the idss of s =mecstly sorking inirjp

(Seterrroddimdansins ) - . .
[Rnd sha idwa of %ﬁhw‘a bsautt?u? piaco or si)k, 8 bssutlfu!

color 8ilk, consused wi%h its osn vanity and a)) that, dfdn't

interest me,, I thought—thet—uazxdnatzustentty s 5 Gid

p&e??§$4 a9—1dk8—~————"~tho-cthor-eida,
IO-

2zon't uoti) oy sscoad toip to Indis that I reelized_

“hetr—r— ho3 that kind of Ge558s worked, no mattar hoa smal)
a shrad you have of it, hoe that scrked fatcfour 1ife, to

support ycu,

than %e dc,

o I broke docen that prejudice. Itues a prejudics,

s e w47 G D o~s_,,¢-

-
- -

Q1 8=-=a it thars thst ycu bscame favclved gwith thcoee Yimp and

censucus fsbrice that htava cexs to ba kocvo ss boarfrost, shich_

Yhoie
I think is & rathsr apt metepbeor fcrﬁfrcaty. sitken, alooat veil -
Yike Yasyer upon lazyerng that hous cheotes snd prints — —>

pleced on the silk?
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(___J.:_ - .\.__.\’ :
Costal)lis ¥ 36;’attﬁ§*1a Eug}?zh.’A“l--'—'
i |(erces 14lk) — /

-
i

mMmo ck
icarfecat is lika  frcat, but it's @ ssraing

{csgss t3'k)

U .z &
Hauschiyaargl .

Q: Have you exhibitsd ths hgarfrosts? - S —

Rauschanbargs Surs. (%o Bp. Casia f Didn't ws?

-

Tastsllss e did,

{ {ereez—tate)

| e, Castelli?
Q: there g3d shen @as that, Lec?
\ — L
{ 0‘\0 k/C’(& oo o I€auc
3 - Ou* all Lot nameQ du§€ \\
\K J\ay‘!‘— T € > — LIM T a4 SoN

\
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tc tiia visitor in
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(crces te'k)

3 s L

(B3

’Whar.o

aata! N 3 ts—hrore.

Caste''if Tgey ©p doa't tock | (lz2ughs)

gr tfat 4z you thick of 31! thoza rether uausual sad sczat )

&

L\ngififffifégééggég' grecedurss that ¥p“-us?? Ehai::siiibifu

e Co sl
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cace told me.

{crcss talk)

-
.M“"\u

Voice; Thet's 3 vezy difficult

(croes %alk)

I
/
;

———rm,

}Castellis Thers azo 30 eam

o

Qs Lell, shat era s that 8roe «

-~

Cactelli; Ths

e thioks abcut 18 tha ccazon tNift, Xt ell these

t earlier,
/ \

shun be wasz’at Black HBeuntolis whers he sisrted dol things,

loncvaticus J/ égnk he's gone thrcugh ocs, or ev

-

(croces tgik)

} Q: Scofycu thiske. o &

}

P Ny
3 v B]

X3 1-RA3 K é;sz%;£ées~t%ggrbe was a very Intsrastiog,
7 well

hot og.apber,éfmh—“’“,,ﬂld““"

—
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R -
01 XoonmeArrKX Printmaker.

—

QwihiQaQ,thﬁk_Lﬂﬂ_bSI das

CQ C)n\e,
, 2%**174; yocur ca jcr thlogs is that you dzra -- that ycgéara to

keap pushiag the Yimit. Cne of the things that [ knos about -
your printing 12 fts immediscy. Mos do you achisve that{so-q-iohiya

Rauschenbergs By oot mcking up your mind bafors you are golng

tc de &%, It has %o b2 icosdiste 4F yeou den't kgow ehat you =re
asbarrassin
dcing. and you take thal chamee, zod it's vasry gégg SEZEEE B
o't heve

Sozstimss you aueces%f. sczatizos you don't. But yeu d
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. -

the sesurity. i¢=70v=daetd8#2#%31’703‘636*?‘Etvw*thf=§§§§§II}
L

-~

Gr Do you plun ycusr <ajor plecess bofoze you exscute them?

-

Rauccheubergs No. I just go teo Sovrky and I work svery day, and

1 gavez koed what 3 am doivg. .

81 You sork diroctly oo thae plece?

Reuscheobarg: ves.

-

Rzuszacbheal Rightfl 1 kavue gab elosbed—oonT =, FGur ‘ipss
AT w28 e & t 4
R
dcesn U DERE WS /st sughiar)
Wt
1] = 7.+ GU JUppeTYIU &Y o
(9&\-- v a ﬂv}-‘ﬁus
33 pcTY JTH
'/_‘\ & -
i
- FeCsThTUBITEY That's cme of ay trické;-4ét§~x gover pay ag
L
attection te z2hat I thiok, { { cetawng ihe
44 &3 T e Tl O 2 ¥

gy 1
bouse, you'vs dins g') yeur businsss, ycu've fed the dega, cverye
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thieg,_supper is ready, andzz;;;;svarythin§ fs going to move vory
ancothVy, ada than 1&'5 tizas tc go to vork and you gou, saud you
EE=CLrick ycurs31f by saying, “ih, 1 am really thinking of a
really fantastic thierg nca.” And them you make four or fPive inss

s26 ytu 23y, “That'’e it1” ind thes you go vvor it { yeu—tiiol—i4

% -exar?=—) and 40 scmething elss, (sEsra)
(crooa—tatk) eﬁéﬂqrféﬂ
[:§544%? 2

siotomant~
Ay

: -
R L R R IR VA3
‘. - -

T - T mes e =
ys I gornd cent t 100 ! bg» - » o~ - ] ;
¢ TRoo_ctniinucusly bocouse susry tiyke 1 stopped workiag

5 oL e = - =
REI-N wires & T

4

Do ® e e 2B £

3
soxpbody would ask me & guestica, end so.

A I gct Jozd poisoning bscauza cleanidg the spr6ang == ]

Pas uslvg Sk soreers, and I usually had thglel ca, but I used

.jtc havae ths fan n crder to dry tho

FB vhat I T En

crvas Quicker. I didn't
708 that I had it co to eavs,gy 'ife. ('aughs) And they turned

he fav cff boacauss it #9de tco much qoise, but svary tims }

ant buok cve: Lt the oiher side of the rowua scusbody would sek

doleg.Sp I finished a very kx big Qainting in a
vary ahgrt tica,

/ Gzetizld It's 33 food

ond _oghnuld ﬁight feot = 43 BT
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aammmmfﬁmm—rmﬁ
TV czad. [Isushiss)

] (Eas=taIR)

- -

{E:;eh&%e'yau—arz—te+k£w9~shnut—caterhurwa*vah%c#gt—%ike—a—batg.
r [ ccader iF there is scmethixg that you'd both clarify for usy

i
i

+2d 1 3w thinking about e=sssal.liat oz —aoo—ta 1364, shen

rotert Rauscheoborg von the tcp prize st the vgoico Bisouagle,
anid o sair? of rumers, most of thes relating teeugh tO ;;Zég*’F‘d “
activities in @ gondols, as I racall. Pechaope at Yong last ydu

sculd clarify your verclecn cf the sventey =70 yTTT LvT ©T.

,.‘.L—““ i £ & . Ca 1 ad W llur?;u\—&d‘—
S r

Caatallis it's very sinplo. Beb had just bad 8 shos at the =95k
- fod P ags * ’
Jetish Bussuam -~ that iccrodible shos -- csd bacoza chylcusly

é?;é) vary ¥8)) kacen cven here in ﬁxsrica,-&u&:fyfcra that bapbad had

=4 shoss im f%ygz})

(;:; his =2ork had csde 8 treosadous impressico oo tha Froach

artists apd oa the Freach§§§g_aer!?§9

?
-ewe, Of couras Allen Soleomen hed recopnized pauschenbarg's

1 - = <& ~
morits alsssdy quite ecrly, I thick ip the Izte £Cs, zhea b8

gy
Pone

L]

ret spoearsd, sad he 329 directer of 2 smsl!l ousoud Up in

12?32:3, @é

@

X
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G1 Yho Blsa represaented tha Upfitad S3atsa at that Bionnaele?

[— - - o

Castelll; It sas ap incredibly complex shoa that Allan had

crganized Ha Just put

izto the shcay al) tho foportowt trends of the messut, trsaods

that tod ceome up afta:—x‘ﬁ; betract z-prasslcnisa, sp ha had
Kennath marr

tsc koy absirect perple -~ znd -= znd tao koy,

they vers ca
egl?, vhetover xgx&z;x:xitltbea, aew people -e

%

G: that sere you callicg-ihen-2

Castelll; L.dinli-kess,

Ske=horachonkeoody Lhatn ol =S

Caekal v Frer gt hd

thg nn (133 T. 1. « S U = =

{WETE to>, fauschenberg and Jasper Johes, whe had gottee sday

from abstract expressicepism, hed used 4% tcp, but then ware dciang

A Y
eczcthi P ‘ 5 nf _scosihieg entirely W

pcs, 2743 thens €3 had thess t3¢c shsiract grtistes, ¥all, thess

-

gcore iho msjer ficursas io thz shos. hed then thers vsre aleo
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eix cther artists, sona relating t© hauschembsrg and Johna and

sBcma raelating to'Laﬁia sod Molond. 3&3££>£C?yffcrdi Sti91 Por
‘sstance Jas ia thers, snd Jim Dine Wasin W sad doche Chamkere

-

'ain sas fu thara,.

Egﬁ;zﬁﬁﬁhargf\ﬁnd Jcls0s ] 0ldenburg tso.

T8t} wszdsnbuw‘m So you ses u 428 on

insrsdibly 3el) ccastrucied shoa that prossatad lo Venice

everything_that ©s had to offsr at that =czant, a9 incradible
fezst. Tre,écsg”ff'h‘laa 5o‘amca g e
ysnrf‘ﬁbéﬁ?as‘ju%:‘anj/eﬁithe grea o3t lcszop that

E / . D
:km,uc%a?é%‘:“f S = }Ai“ummq~’ gt

NE coe Vi aa‘hi* bss ppaared siscn, gud this 18 Ty troome

‘.

¢£§$¥a | s

Q: Nos Vet's go bsck to 19€4 for a wmooent.

Coste''l {to RauschSabarcp)s Bcs ycu say s scrd about Allsn too.

rauschanbergs Vgu did it.

- -

Ceste'liy I ¢gid 47
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ae§3ﬁ§533w54 19Le Ecng:gezee+\yé§sg wzs sl! thst coatrb-
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Castallis The conirovorsy #zs about the fact that it seemed to
- -th 7 | -
many pacple thet 38 had influepced the jurors f?nﬁ’gava the_
5riss 35 Debe They coulda't balieva, the Amaricens especlally,

thst andcn)y thara %23 2 prise hors Por Rauschonbesrg, esd=

#SOENTTEU VI GA19d ey Vet hehLaRgRBE VG DY-BOT]

5_kapsaAiu:Eeropn_azmhnﬂh= 2pe SOPpOTtsTe RHETE -
i wsonacbualg¥mig~939m€ncﬁps«ibatugauamhlnmtha”pziza,cea%m(americﬁ).
\ ALercss—taiii

Rauechenbargs And I bad tc keep °witc%iag dsy by 23y, arguéfﬁ
wWo '

———————tth Koland, about vt ths placs oo the
(ghet g ey
ie¥gnd? That's the official_placse.

Hey—iTyCT 2any 1t, %c‘znﬂ:/?bu bguo 1%,

{ 2ind 80 this ssitch keopt geing arcund,-zad fically 13 s3s9

of ¥ tha creund, se I aYmoet won 1t §Ylegally.

Czsta'li; *Foy—bec-—sae it 222 act oo Bicnnale Qrounds,; ecze
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(ﬂi%**§§332§§€b§ abﬁi iar~n r—-y odb-caze, -
pacple/=e hcstt?ﬁ gecp EW"““ gtgdi“fﬁ”l ﬁi‘!aoauct,gahlt!ad )
to hovs tha prize bs szuse he das pot ta_Blcanale grcuuéz. aod

thst's tho story of this sccalled gendola shich sas actually a

hig barge,

R TP S C It U Mm-,wyz Lu_/s , ﬂ@

Asuschenbergs Right. I did get a foe pleces cver there

g £Lnlta‘}

- - o

Cestaelli: fAgalim 4t vae the Fantsstic inaginativae feoat of Allan

Solczon @ha didn't Tant to gat no foz an ensver, o ho ssid,
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Robert Ranschenberg and Leo Castelli

BLDD: It has been said that it’s doubtful if the art of the sixties would

have looked quite the way it did if Lec Castelli had not assembled his
group of artists and promoted them into international prominence, since
he first opened his gallery twenty years ago. Six years earlier, Robert
Rauschenberg popped into American art with his first one-man show,
what was then called a prophetic show of pictures, some whitg. some
black. What was the reception to that first show, and how did it come
about? You had only recently arrived in Néw York. How did you geta
show aﬂbcny Parsons Gallery? o N

RR: T was a student. 1 wasn’t too sophisticated. And there were so
many things that I didn’t understand. I kept going back to the Betty
Parsons Gallery not so much for answers as for questions. o )

I had reached a very serious impasse, and finally I just took a bunch of
paintings and went up there and asked if I could see her. and she came
out and said, “I only lock at paintings on Tuesdays.” This was Monday. |
said, “Couldn’t you pretend that it was Tuesday even though it's Mon-
day?” And she said, “Aw, all right, okay, put them in there, in the small
room on the side.” Then 1 am standing there in this small room sur-
rounded by these inferior creatures that I have made, trying to figure out
whether 1 should just flee or whether it would be better just 1o stand
there in this loneliness, and before I could make up my mind she was
back and she said, *Well, what are these?” And I said, “These are my

“works.” She told me, “You are showing them to me too fast.” 1 was

trying to get out of there. Then she said. “Well, I can’t give you a show
until May.” I said, “I don’t want a show.” I just wanted her to see if there
was anything that 1 was doing that related at ail 10 the energy in her
gallery, because I was upset by seeing all those works.

So { had a show in May. But there is more to that story. Clyflord Still.
He was part of the magic that was there in that gallery, and 1 wasn™
influenced by Clyfford Still but he was part of my problem. About four
months went past, and Betty Parsons came to my studio with this man
and they sat and picked pictures for the show, and 1 thought it went
really pretty smoothly.

Then 1 brought the paintings for the show a couple of weeks later, and
she said, “Oh, I have never seen these.” And I said, “Of course not. I just
did them yesterday.” And it was the truth because I was using the mate-
rials five times, ten times, twelve times, as many times over as I could,
and 1 always thought that the next one was going to be better.

She said, “Well, Clyflord won’t understand this,” and I found out that
Clyford Still had been sitting there picking these things, and 1 had been
scrutinized, my work had been scrutinized. 1t's funny that I didn’t realize
whio he was. P e e e Sk b ;

BLDD: In the sumitiér of 1948 ydi: weré'a stideht at Black Mountain
College. Soon after that you ¢ame to New York, and are credited with
having been an enormous influence, in fact the major conditioner of neo-
Dada among the young artists of the New York School. 1 can recall a
sculpture of yours, about two or three years ago, that is an homage to
Marcel Duchamp. How heavily does he figure as an influence in your life

. and work? :

N P N T X T T R U

- -

RR: 1 guess heavily but too late to be a direct influence. ] remember
the first Duchamp that 1 ever saw was Bicycle Wheel on a Steol, and |
saw it at the same time that I saw a sculpture by Aristide Maillol, in the
Museum of Modern Art, and something there by Isamu Noguchi. I saw
Noguchi, Duchamp and Maillol, and I didn’t see any discrepancy. There
was no conflict.

‘BLDD: Leo, you knew Duchamp in that period, didn’t you? °
*(LCyAes, 1 did. 1 'must have met him right after I got back from the
war—let’s say World War 1, not to make me too old.

RR: That was my war too.

BLDD: [s that how you ended up in Paris?

RR: No. I went to Paris from the Kansas City Art Institute.

'BLDD: And how did you get to Kansas City?

RR: I had a girl friend in Los Angeles. Her mother was sick. And she
was going 1o go away. so she said, “If I can get you into Kansas City Art
InStitute would you go?" And 1 said yes.

BLDD: How long did you stay there? -

RR: Long enough to change my name.

BLDD: And what happened that made you change your name?

RR: I didn’t like being called Milion.

BLDD: So from Kansas City you wended your way ...
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RR: To Paris. | went there and took all the courses they had. I ran
from class to class, and I had three jobs at night, including some window
work. '

BLDD: You did window work in New York too, didn’t you?

RR: Yes. Bonwit Teller's and Tiffany’s. Anyway, I believed the joke
that you have to go to France, because by then I was picking up some
information that a great artist has to be French.

BLDD: Leo, how did vou, a businessman from Trieste, start an art
gallery?

LC: My first gallery was in Paris. For me it was much simpler because
I had never been to America, 1 was in Europe, and to go from Rumania
to Paris was not so difficult. I had studied in Milan and then I went to
work in Trieste, for an insurance company first and then in a bank. That
bank sent me to Paris, where they had a branch, so I was there in the
bank, as dissatisfied as ever.

I had a friend who was a decorator and designer of furniture. At that
time the furniture was what we now call art deco. One day. going by the
Place Venddme, he saw a storefront with a sign that the store was for
rent, and to apply at the Ritz, which was next door. So this friend of
mine and I. who had never done anything in art until then, went in. The
place was just incredibly beautiful: one room after the other, all covered
with velvet in soft colors, chartreuse and all that. Five marvelous rooms,
something like fifty feet high. and there were windows on one side on the
gardens of the Ritz. It couldn’t be more beautiful. And it turned out that
the rent was very. very modest for the first three vears. They wanted to
give us a chance to make good. and then of course the rent would be
increased steadily.

BLDD: What was vour first show there?

LC: My friend and | were very naive and very young. and imme-
diately we were taken over by the surrealists. You see, 1 had a friend
from way back who was from Trieste like myself, and she ‘was called
Leonor Fini. She found out that we had this marvelous place and she
said, “All right, now let’s see what we do with this.” And she, Max Ernst.
Tchelitchew, Dali and many others—decided that we had o do some-
thing very. very grand. and they even designed all kinds of things—
panels, furniture; Leonor did some furniture too. but it looked awful
next to theirs, which was so much more imaginative. And then we
opened the thing in May 1939 with an enormous bang—it was a great
event.

My gallery in New York started in 1947 or so. I came to America in
1941 or thereabouts.

BLDD: When did you two get 1ogether?

LC: I think we got to know each other at Betty Parsons’, at the first
show, which was in May 1951. Then he was in a show with Tworkov,
Frank Kline, De Kooning. Pollock. and others. We did a great show
together called the 9th Street Show, and this was in May 1951 too. right
after he opened the show at Betty Parsons’. We had something like
ninety artists in the show.

BLDD: Bob. I recall something that you said in 1963. that became a
cornerstone of 1960s criticism. You were quoted by AHen Solomon in the
catalogue of your Jewish Museum show in 1963 as having said that
painting relates to both art and life. And neither can be made. “1 try to
act in that gap between the iwo.” vou said. What did you mean by that?

RR: I don’t think any artist sets out to make art. You love art, you live
art, you are art, you do art. but you are just doing something. vou are
doing what no one can stop you from doing. and so it doesn't have to be
art, and that is your life. But you also can’t make life, and so there is
something in between there, because you flirt with the idea that it is art.

BLDD: You are saying that in art, painting works more in ideas than

" in the painting itself? -

RR: No, I think the definition of art would have to be more simple-
minded than that. about how much use you can make of it. If you try to
separate the two, arl can be very self-conscious and a blinding fact. But
life doesn’t really need it, so 5il‘s another blinding fact. e

BLDD: One thing that bt often referred to e your
iconoclastic approach to art,®s the fact that you rid yourself of the
tyranny of a four-edged. two-dimensional surface. The first way in which
you did that was to make what came to be called combines. Can you 1ell
us of their evolution?
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RR: It was economy. It was hard 1o get materials. I had to have this
feeling before 1 would accept it because there were lots of other artists
who could have done that. and 1 was embarrassed, during the abstract
expressionist days. by some kind of self-pity. I didn’t have anything 10
paint on. It wasn’t an idea. I've painted on everything. Have you ever
tried 10 put a collage on a bath towel? 1¢’s hard. That was wintertime, so
]f(\i\idn't need a bath 1owel. because I didn’t have water anyway.

BLDD: How did you come 10 use the quilt on the bed. the patchwork
quilt?

RR: Because I lost my car; the quilt used to be over the hood of the
car to keep the radiator from freezing. ] moved to New York and my car
wouldn’t work.

BLDD: Now I think we know how you got the tires.

RR: Those weren't my tires. It was my quilt. It was my towel. They
were somebody else’s tires.

BLDD: Has New York been a source of inspiration to you?

RR: Absolutely, not only because it resists everything but also because
it can hold everything. You can’t hate New York. It's a marvelous place
to grow up as an artist. It's marvelous from the viewpoint of a young
artist. It’s incredible. I have trouble walking around here.

BLDD: Is it the objects that lic in the streets that distract you?

RR: If there is something down there, I pick it up and see what I can
do with it.

BLDD: You spend a great deal of your time now in another place. in
an almost enchanted strip of land in Captiva, Florida. Why is that?

RR: I find it complementary. I couldn’t live without New York. I think
New York is just an incredible place: all along the line there are rewards
in being here.

I used 10 tell people this before 1 was so sure that you have to go to
New York. But now I really know it. Because there is no plan. there is no
continuity. every change seems very dangerous and it's unexpected. but
there is room for you.

There are only two restaurants on the island in Florida. and they are
not really restaurants: they are two places where you can eat and not
cook it yoursell. And different people asked me about New York. and
aren’t you terrified to live there? And the only place 1 ever got mugged
was the enchanted island!

BLDD: You said that you see yourself as a reporter. and that painting
is one of the vehicles you use to give those reports. How much of your
work is autobiographical?

RR: Probably all of it.

BLDD: And how heavily do you rely on technology—film, photogra-
phy, all sorts of technological devices?

RR: As little as possible, but it is necessary.

BLDD: But it seems te=sithat film and photography and other tech-
nological things have absorbed you for a long while—your involvement
in experiments in art.

RR: I am mostly involved in changing what 1 am doing. And some-
times it has been quite a strain. 1 got into both technology and theater
and printing because 1 don’t like the single ego.

BLDD: You've said that the work that interested vou the most was
working in some combined effort with other people.

RR: Yes, right,

BLDD: Is that an attempt 10 reduce the involvement of one ego? Why
did that engage vou so much?

RR: I just didn’t want to have one. It might be good for some other
artist, but for me some kind of self-assurance would be death.

BLDD: You told us how the combines evolved. Why don’t we talk
about the jammers for a moment? How did they occur?

RR: 1 was working with fabrics already, and doing transfers, and I'd
been to India, and 1 had put off the idea of mostly working in trash. And
the idea of a beautiful piece of silk, a beautiful color of silk, consumed
with its own vanity and all that, didn't interest me. It wasn’t until my
second trip to India that ] realized how that kind of excess worked. no
matter how small a shred you have of it, how that worked into your life.
to support you. There were people wandering around in mud. starving.
and they have one little rag and they look better than we do. So I broke
down that prejudice. It was a prejudice.

BLDD: Was it there that you became involved with those limp and
sensuous fabrics that have come to be known as hoarfrosts, a rather apt
metaphor for frosty, silken, almost veil-like layers upon layers that have
photos and prints placed on the silk?

RR: | read the word in Dante. Hoarfrost is like mock frost, but it's a
warning about the change of seasops, _—
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BLDD: On¢ of your characteristics is that you dare—that you dare to :
keep pushing the Limit. One thing 1 know about your printing is its s
;mmediacy. How do you achieve that sosgicidy’.. /’f /:;
2 f

/

R

RR: By not making up your mind before you are going 10 do it. 1t has
to be immediate if you don’t know what you are doing. And you take
that chance, and it can be very embarrassing. Sometimes you succeed.
sometimes you don’t. But you don’t have the security.

BLDD: Do you plan your major pieces before you execute them?

RR: No. I just go to work, and 1 work every day, and 1 never know
what 1 am doing.

BLDD: You work directly on the piece?

RR: Yes. That’s one of my tricks; 1 never pay any attention to what 1
think. You get away from the house, you've done all your business.
you've fed the dogs, everything, supper is ready, and everything is going
1o move very smoothly, and then it's time to go to work and you go. and
you trick yourself by saying. “Oh, 1 am really thinking of 2 really fantas-
tic thing now.” And then you make four or five lines and you say.

«That’s it!” And then you go Over it.

BLDD: 1 wonder if there is something that you'd both clarify for us.

Leo. lcammathinking about 1964, when Robert Rauschenberg won the top P /
prize at the Venice Biennale, amid a swirl of rumors, most of them

relating to some activities in a ggidoia, as 1 recall. Perhaps at long last
you would give us your version of the events?

LC: It's very simple. Bob had just had a show at the Jewish Museum-—
that incredible show—and became obviously very well known even here
in America. Before that he had had shows in Paris and his work had
made a tremendous impression on French artists and on the French art
world. Of course~Adten Solomon had recognized Rauschenberg’s merits
quite early. ] think in the late fifties. when he first appeared. He was
director of a small museum up in Ithaca, at Comnell.

BLDD: His selections represented the United States at that Biennale?

LC: He put the show together. It was an incredibly complex show that
Ajlan organized. He just put into the show all the important trends of the
moment. trends that had come up after abstract expressionism. He had
two key abstract people. Kenneth Noland and Morris Louis, and two
key—well, whatever they were calling them—new people. R.auschenberg
and Jasper Johns, who had gotten away from abstract expressionism;
they had used it 100, but then were doing something entirely new. Well.
these four were the major figures in the show. And there were six other
artists, some relating 10 Rauschenberg and Johns and some relating 10
Louis and Noland. Clyfford Still, for instance, and Jim Dine, and John
Chamberlain were in it. And Claes Oldenburg too. So you see, it was an
incredibly well-constructed show that presented in Venice everything
{hat we had to offer at that moment, an incredibie feat.

BLDD: But what was the controversy about? What really happened?

LC: The controversy was about the fact that it seemed to many people
that we had infiuenced the jurors who gave the prize to Bob. They
couldn’t believe, the Americans especially, that suddenly there was 2

rize here for Rauschenberg.

RR: And 1 had to keep arguing with Noland about who was going to
exhibit on the island. That's the official place on the grounds. where the
rules said you had to show. There wasn't enough room for all of us. so
we kept switching. and finally 1 was off the grounds, SO 1 almost won 1t
illegally. 1 didn’t know that one of the ground rules was that 1 had o be
present, available. T was working for Merce Cunningham in the La Fen-
ice theater, and living in a Jousy little hotel where nobody could find me.

. but 1 knew everybody was looking. 1 just happened to be on the scene
that day, wandering around.

BLDD: You've devoted much of your time 10 younger artists and e,
artists’ rights. -~ Sy
RR: 1 founded Change, Inc., which provides emergency funds for ar. ¢ } ' gw:"

ts.

BLDD: You pointed out that many artists can’t even get a credit card.
How does Change, Inc. help financially distressed artists?

RR: We haven’t really had an enormous sum of money, 1 think that
. the largest grant we've gotten is from the Nationa! Endowment. $10,000.
. Several artists got together and put out a portfolio for Mobil Oil; we got
some money from that. And we are about to have 2 show.

BLDD: How does an artist in distress get funds from Change, Inc.?

RR: They writc.

BLDD: Are you on that board, Leo?

LC: Yes. They get whatever they need, up 1o a certain amount of
money.

RR: Our maximum is about $500.
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LC: But then also they may just need $50 ‘becduse they don’t have

- enough to pay their rent.

BLDD: The artists’ rights cause culminated at a highly publicized auc-
tion, when an earlier work of yours that had been originally bought by a
collector for $900 was sold at auction—-was it ten years later?-for $85,000
and, of course, you did not participate in any of that good fortune.

RR: 1t’s all part of the same thing. My interest doesn’t come solely
from wanting back a percentage of my own work, but also from thinking
about other artists in the future.

BLDD: How much of your time is spent on artists’ rights.

RR: A lot.

BLDD: Do you think the government will ever establish some legis-

. lation?

PO N

RR: I think Carter is going to help us. He sent me a letter asking for
my advice.

BLDD: What did he ask you to comment on?

RR: To help him figure out what to do for artists’ legislation.

BLDD: Let me ask the next question of both of you. If you had your
lives to live over again, what would you do otherwise?

LC: Weli, probably I'd do all the wrong things, and my life would not
have unfolded the way it did. I left very much 1o chance and to accident.
and my whole activity still remains very accidental. 1 do not decide about
shows much ahead of time. They will happen whenever sufficient mate-
rial of one painter or another is available.

Sometimes we force the issues a little bit. For instance now, with Bob
being so busy doing so many things. we decided to have a show of his.
fleana and 1. one month afler the opening of the MggMA show.

RR: | have six paintings already done. 1 am not bragging. Well. actu-
ally ! am bragging. Some aren’t quite finished.

BLDD: What are you working on now?

RR: A series of rather large pieces called either Spreads or Scales. IU's
my present to me. 1 just want to use anything. The Jammers were re-
stricting, there was a kind of discipline. a restraint. 1 think excess is
expressionless without restraint. and basically 1 have been excessive, O
thanks to Josef Albers and my parents and all the people that tried to
knock me down I’ve learned restraint. But 1 moved away from that by
consciously saying to myself that 1 would like to just indulge in all the
excesses, all the things that I had made available to me, and strangely
enough | am starting off kind of stiffly.

BLDD: After all that freedom?

RR: You get freedom through it too. But T am working into it. 1 know
it’s going 1o be a very short period. Leo hasn’t heard this. It’s very hard.
Leo. I mean, to be self-employed. You don’t get a day off, you can’t fire
yourself, and what's 2 vacation? But I do enjoy it. 1 don’t like everything,
like traveling with a show, but it’s necessary lo me 1o be on the location
where something is shown and talk to the people who are looking at it.
That encourages my growth and my openness. I mean 1 don’t close the
door on anybody. 1 invite people in, turn on the TV, the radio, lights,
everything.

BLDD: You said that one of the values of the retrospective is that it

brings you up to date. and that as a result you feel liberated. Is that what
makes for the Spreads?
CAnd then 1 will do something else. because you have a responsibility if
you know things, ] mean if you know something and you have a feeling
that the information is useless unless you can share it. And I work
through my work.
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INTRODUCTION

In 1974, at a small supper party given by John Everell, president of the
New School, 1 got to talking to the school's vice-president, Al Landa. He
asked me what [ knew of the school. Other than vague recollections that
it was a haven for European scholars driven from their homelands by
tyranny and persecution in the Thirties—and the fact that I had once
taken a course there in what was still called “underground film"—my
knowledge was limited. Nonetheless, Mr. Landa, who knew of the class
that I was teaching at Hunter College (Inside New York, which dealt
primarily with politics, city and cultural affairs), suggested that I now
teach a course at the New School about one of New York City's most
tangible assets—its remarkable art world. He quickly arranged for
Jerome Liblit, associate dean of the Center for New York City AfTairs, to
see if we might devise some sort of program. Out of that conversation,
with amazing dispatch, grew the course that | have been giving at the
New School For Social Research since 1975: Inside New York's Art
World, a series of informal conversations with distinguished members of
the art community.

Actually, the course’s title is a misnomer; New York’s art world is the
whole world’s art world, and has been for more than a generation, ever
since the abstract expressionists burst on the scene. The first semester
was a hectic one. Starting with the Guggenheim Museum, we moved
from museums to palleries to artists’ studios. By the second semester,
class size had ballooned to almost two hundred, which all but ruled out
such itinerancy. From the beginning, it seemed obvious that the
interviews should be preserved on audio- and videotape lo create a
permanent record that would be available to students and to the larger
public. Leo Castelli, the gallery owner, and Professor Louis Starr of
Columbia University, made this possible, through their kind support and
continuing encouragement. In April 1978, and again at the time of
publication of this volume, a selection of the videotapes was shown at
the Castelli Gallery.
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10 INTRODUCTION

All of the videotapes are stored and distributed by Castelli/Sonna-
bend. Films, so ably directed by Paui Brundage, who was also
responsible for the imaginative organization of the exhibitions. The
audiotapes are on file at Columbia University's Oral History Research
Department. In addition, Partisan Review has published two of the
interviews. one a joint conversation with Roy Lichtenstein and Leo
Castelli, the other with Robert Motherwell. For everyone involved, the
entire enterprise has been a labor of love rather than of commerce. It
would not have been possible without such generosity, especially on the
part of the interviewees, who shared their thoughts so freely.

The high level of interest in the interviews persuaded me that a wider
audience might appreciate them. This book is the result—twenty-seven
informal interviews with a significant slice of New York's art world—
painters, sculptors, architects, critics, museum directors, gallery owners.
In each conversation, 1 tried to learn how and where they evolved: why
they turned to the world of art; what forces helped shape them and their
work; their philosophical approaches; their likes and dislikes in art; their
roles in art history. The interviewees do not constitute a definitive group,
perhaps not even a representative one; but any group that includes the
likes of Robert Motherwell and Robert Rauschenberg, Louise Nevelson
and Tom Hess, Philip Johnson and L.M. Pei, lvan Karp and Christo,
surely qualifies as a fascinating one.

Of course, spoken and written words lead very different lives, and
translating oral interviews into print can be very tricky. Some of the
interviewees are far more articulate than others, explaining themselves
and their theories with grace, clarily, and succinctness. Others grope
through several false starts before finally saying what they want to say.
Still others are far better artists than talkers; they never quite manage to
make their points, circling around them, getting close, but never quite
armving. Yet in every case, 1 think, these interviews have a vigor, a
spontaneity, a special life that more than compensates for any shortcom-
ings the spoken word may have. All of the photographs in this volume
have been taken directly from the videotapes of the interviews.

While the transcripts have been edited for space reasons, and in some
cases, 10 make certain passapes somewhat clearer to the reader, the
words that appear here are very close to the words as they were spoken. |
hope you will agree that, taken together, they help comprise a vital,
informal history of one of the most exciting artistic periods in memory.

Barbaralee Diamonstein
New York City
27 June 1979
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304 BARBARALEE DIAMONSTEIN AND. ..

both of the creator and the spectator. What do you mean when you say
that?

BP: Well, it may be an attempt to defy the sense of alienation. De-
spair. Separativeness. But I want the participation as an extended art
experience—not another Luna Park or playground. 1 live in the country, I
live in Todi, an hour and a half north of Rome. One of the more positive
aspects to living there is that I rarely read the newspapers and when I do,
I know what I read belongs to the past, so my anxieties are calmed.

We are living in a very difficult time, and what I am trying to do is to
make works of art that will have some kind of sense of the Querencia.
You know, the idea of the Querencia? In the bull ring it's a spot where
the bull goes 1o feel safe from the matador.

I think we all need a Querencia in our lives, I don’t know how success-
ful I am, but I try at least in many of my works to give people a sense of
their own space—a space to go into. I also try, when possible, to bring
nature into it, to link my work to the changing season which becomes
part of the work. You might see the sky in reflection or find the work
interlocked with land, or sand, the water, or whatever. That's what |
mean by trying to relate man to his environment.

FOR RESEARCH PURPOSES ONLY. DO NOT D

Robert Rauschenberg

(Painter. Born Port Arthur, Texas, 1925)

and Leo Castelli

(Art Dealer. Born Trieste, Italy, 1907. Cameto U. §. 1941)

BLDD: It has been said that it’s doubtful if the art of the sixties would
have looked quite the way it did if Leo Castelli had not assembled his
group of artists and promoted them into international prominence, since
he first opened his gallery twenty years ago. Six years earlier, Robert
Rauschenberg popped into American art with his first one-man show,
what was then called a prophetic show of pictures, some white, some
black.

What was the reception to that first show, and how did it come about?
You had only recently arrived in New York. How did you get a show at
the Betty Parsons Gallery?

RR: | was a siudent. 1 wasn't 100 sophisticated. And there were so
many things that I didn’t understand. I kept going back to the Beity
Parsons Gallery not so much for answers as for questions.

I had reached a very serious impasse, and finally I just took a bunch of
paintings and went up there and asked if I could see her, and she came
out and said, “I only look at paintings on Tuesdays.” This was Monday.
said, “Couldn’t you pretend that it was Tuesday even though it's Mon-
day?” And she said, “Aw, all right, okay, put them in there, in the small
room on the side.” Then I am standing there in this small room sur-
rounded by these inferior creatures that I have made, trying to figure out
whether I should just flee pr whether it would be better just to stand
there in this loneliness, and before I could make up my mind she was
back and she said, “*Well, what are these?” And [ said, “These are my
works.” She told me, “You are showing them to me too fast.” I was
trying 1o get out of there. Then she said, “Well, I can’t give you a show
until May.” 1 said, 1 don’t want a show.” I just wanted her to see if there

Jos
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306 BARBARALEE DIAMONSTEIN AND ., . .

was anything that I was doing that related at all to the energy in her
gallery, because 1 was upset by seeing all those works.

So I had a show in May. But there is more to that story. Clyfford Still.
He was part of the magic that was there in that gallery, and I wasn't
influenced by Clyfford Still but he was part of my problem. About four
months went past, and Betty Parsons came to my studio with this man
and they sat and picked pictures for the show, and I thought it went
really pretty smoothly.

Then 1 brought the paintings for the show a couple of weeks later, and
she said, “Oh, I have never seen these.” And I said, “Of course not. [ just
did them yesterday.” And it was the truth because I was using the mate-
rials five times, ten times, twelve times, as many times over as I could,
and 1 always thought that the next one was going to be better.

She said, “Well, Clyflford won't understand this,” and I found out that
ClyfTord Still had been sitting there picking these things, and 1 had been
scrutinized, my work had been scrutinized. It's funny that I didn’t realize
who he was.

BLDD: In the summer of 1948 you were a student at Black Mountain
College. Soon after that you came to New York, and are credited with
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having been an enormous influence, in fact the major conditioner of neo-
Dada among the young artists of the New York School. I can recall a
sculpture of yours, about two or three years ago, that is an homage to
Marcel Duchamp. How heavily does he figure as an influence in your life
and work?

RR: I guess heavily but too late to be a direct influence. I remember
the first Duchamp that 1 ever saw was Bicycle Wheel on a Staol, and |
saw it at the same time that I saw a sculpture by Aristide Maillol, in the
Museum of Modern Art, and something there by Isamu Noguchi. I saw
Noguchi, Duchamp and Maillol, and I didn't see any discrepancy. There
was no conflict.

BLDD: Leo, you knew Duchamp in that period, didn't you?

LC: Yes, 1 did. I must have met him right after I got back from the
war—let's say World War 11, not to make me too old.

RR: That was my war too.

BLDD: Is that how you ended up in Paris?

RR: No. I went to Paris from the Kansas City Art Institute.

BLDD: And how did you gel to Kansas City?

RR: I had a girl friend in Los Angeles. Her mother was sick. And she
was going to go away, so she said, “If I can get you into the Kansas City
Art Institute would you go?" And I said yes.

BLDD: How long did you stay there?

RR: Long enough to change my name.

BLDD: And what happened that made you change your name?

RR: I didn’t like being called Milton.

BLDD: So from Kansas City you wended your way ...

RR: To Paris. | went there and took all the courses they had. I ran
from class to class, and 1 had three jobs at night, including some window
work.

BLDD: You did window work in New York too, didn't you?

RR: Yes. Bonwit Teller's and Tiffany's. Anyway, I believed the joke
that you have to go 1o France, because by then I was picking up some
information that a great artist has to be French.

BLDD: Leo, how did you, a businessman from Trieste, start an art
gallery?

LC: My first gallery was in Paris. For me it was much simpler because
1 had never been to America, [ was in Europe, and to go from Rumania
to Paris was not so difficult. I had studied in Milan and then I went to
work in Trieste, for an insurance company first and then in a bank. That
bank sent me to Paris, where they had a branch, so | was there in the
bank, as dissatisfied as ever.
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I had a friend who was a decorator and designer of furniture. At that
time the furniture was what we now call art deco. One day, going by the

Place Vendome, he saw a storefront with a sign that the store was for-

rent, and to apply at the Ritz, which was next door. So this friend of
mine and I, who had never done anything in art until then, went in. The
place was just incredibly beautiful: one room after the other, all covered
with velvet in soft colors, chartreuse and all that. Five marvelous rooms,
something like fifty feet high, and there were windows on one side on the
gardens of the Ritz. It couldn’t be more beautiful. And it turned out that
the rent was very, very modest for the first three years. They wanted to
give us a chance to make good, and then of course the rent would be
increased steadily.

BLDD: What was your first show there?

LC: My friend and 1 were very naive and very young, and imme-
diately we were taken over by the surrealists. You see, 1 had a friend
from way back who was from Trieste like myself, and she was called
Leonor Fini. She found out that we had this marvelous place and she
said, “All right, now let’s see what we do with this.” And she, Max Ernst,
Tchelitchew, Dali and many others—decided that we had to do some-
thing very, very grand, and they even designed all kinds of things—
panels, furniture; Leonor did some furniture too, but it looked awful
next to theirs, which was so much more imaginative. And then we
opened the thing in May 1939 with an enormous bang—it was a great
event.

My gallery in New York started in 1947 or so. | came to America in
1941 or thereabouts.

BLDD: When did you two gel together?

LC: I think we got to know each other at Betty Parsons’, at the first
show, which was in May 1951. Then he was in.a show with Tworkov,
Frank Kline, De Kooning, Pollock, and others. We did a great show
together called the 9th Street Show, and this was in May 1951 too, right
after he opened the show at Betty Parsons’. We had something like
ninety artists in the show.

BLDD: Bob, I recall something that you said in 1963, that became a
cornerstone of 1960s criticism. You were quoted by Alan Solomon in the
catalogue of your Jewish Museum show in 1963 as having said that
painting relates to both art and life. And neither can be made. "I try to
act in that gap between the two,” you said. What did you mean by that?

RR: I don't think any artist sets out 1o make art. You love art, you live
arl, you are art, you do arl, but you are just doing something, you are
doing what no one can stop you from doing, and so it doesn't have 1o be
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art, and that is your life. But you also can't make —.:.n,. and so there is
something in between there, because you flirt with the _aap._z.ﬂ._ it is art.

BLDD: You are saying that in art, painting works more in ideas than
in the painting itself? ;

RR: No, I think the definition of art would have to be more simple-
minded than that, about how much use you can make of it. If you try to
scparate the two, art can be very self-conscious and a blinding fact. But
life doesn't really need it, so it's another blinding fact. .

BLDD: One thing that is often referred to is your iconoclastic ap-
proach to art, the fact that you rid yourself of the Jﬁa::w.om a four-
edged, two-dimensional surface. The first way in which you did that was
to make what came to be called combines. Can you tell us of their
evolution? .

RR: It was economy. It was hard to get materials. I had to have this
feeling before I would accept it because there were lots of other artists
who could have done that, and I was embarrassed, during the abstract
expressionist days, by some kind of self-pity. I didn’t have anything to
paint on. It wasn’t an idea. I've painted on everything. Have you ever
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tried to put a collage on a bath towel? It's hard. That was wintertime, so I
didn't need a bath towel, because 1 didn’t have water anyway.

BLDD: How did you come to use the quilt on the bed, the patchwork
quilt?

RR: Because I lost my car; the quilt used to be over the hood of the
car to keep the radiator from freezing. I moved to New York and my car
wouldn't work.

BLDD: Now I think we know how you got the tires.

RR: Those weren't my tires. It was my quilt. It was my towel. They
were somebody else’s tires.

BLDD: Has New York been a source of inspiration to you?

RR: Absolutely, not only because it resists everything but also because
it can hold everything. You can’t hate New York. It's a marvelous place
to grow up as an artist. It's marvelous from the viewpoint of a young
artist. It's incredible. I have trouble walking around here.

BLDD: Is it the objects that lie in the streets that distract you?

RR: If there is something down there, I pick it up and see what I can
do with it.

BLDD: You spend a great deal of your time now in another place, in
an almost enchanted strip of land in Captiva, Florida. Why is that?

RR: 1 find it complementary. [ couldn’t live without New York. [ think
New York is just an incredible place; all along the line there are rewards
in being here.

I used to tell people this before I was so sure that you have to go to
New York. But now I really know it. Because there is no plan, there is no
continuity, every change seems very dangerous and it's unexpected, but
there is room for you.

There are only two restaurants on the island in Florida, and they are
not really restaurants; they are two places where you can eat and not
cook it yourself. And different people asked me about New York, and
aren’t you tesrified to live there? And the only place I ever got mugged
was the enchanted island!

BLDD: You said that you see yourself as a reporter, and that painting
is one of the vehicles you use to give those reports. How much of your
work is autobiographical?

RR: Probably all of it.

BLDD: And how heavily do you rely on technology—film, photogra-
phy, all sorts of technological devices?

RR: As little as possible, but it is necessary.

BLDD: But it seems that film and photography and other technologi-
cal things have absorbed you for a long while—your involvement in ex-
periments in art.

RAUSCHENBERG AND CASTELLI 311

RR: 1 am mostly involved in changing what I am doing. And some-
times it has been quite a strain. I got into both technology and theater
and printing because I don't like the single ego.

BLDD: You've said that the work that interested you the most was
working in some combined effort with other people.

RR: Yes, right. :

BLDD: Is that an attempt to reduce the involvement of one ego? Why
did that engage you so much?

RR: I just didn't want to have one. It might be good for some other
artist, but for me some kind of self-assurance would be death.

BLDD: You told us how the combines evolved. Why don't we talk
about the jammers for a moment? How did they occur?

RR: 1 was working with fabrics already, and doing transfers, and I'd
been to India, and 1 had put off the idea of mostly working in trash. And
the idea of a beautiful piece of silk, a beautiful color of silk, consumed
with its own vanity and all that, didn't interest me. It wasn't until my
second trip to India that I realized how that kind of excess worked, no
matter how small a shred you have of it, how that worked into your life,
to support you. There were people wandering around in mud, starving,
and they have one little rag and they look better than we do. So I broke
down that prejudice. It was a prejudice.

BLDD: Was it there that you became involved with those limp and
sensuous fabrics that have come to be known as hoarfrosts, a rather apt
metaphor for frosty, silken, almost veil-like layers upon layers that have
photos and prints placed on the silk?

RR: I read the word in Dante. Hoarfrost is like mock frost, but it's a
warning about the change of seasons.

BLDD: One of your characteristics is that you dare—that you dare to
keep pushing the limit. One thing I know about your printing is its
immediacy. How do you achieve that?

RR: By not making up your mind before you are going to do it. It has
10 be immediate if you don’t know what you are doing. And you take
that chance, and it can be very embarrassing. Sometimes you succeed,
sometimes you don’t. But you don’t have the security.

BLDD: Do you plan your major pieces before you execute them?

RR: No. I just go to work, and [ work every day, and 1 never know
what 1 am doing.

BLDD: You work directly on the piece?

RR: Yes. That's one of my tricks; I never pay any attention 1o what |
think. You get away from the house, you've done all your business,
you've fed the dogs, everything, supper is ready, and everything is going
to move very smoothly, and then it’s time to go to work and you go, and
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you trick yourself by saying, “Oh, I am really thinking of a really fantas-
tic thing now.” And then you make four or five lines and you say,
“That's it!"” And then you go over it.

BLDD: 1 wonder if there is something that you'd both clarify for us,
Leo. about 1964, when Robert Rauschenberg won the top prize at the
Venice Biennale, amid a swirl of rumors, most of them relating to some
activities in a gondola, as I recall. Perhaps at long last you would giveus |
your version of the events? :

LC: It's very simple. Bob had just had a show at the Jewish Museum—
that incredible show—and became obviously very well known even here
in America. Before that he had had shows in Paris and his work had
made a tremendous impression on French artists and on the French art
world. Of course Alan Solomon had recognized Rauschenberg’s merits
quite early, I think in the late fifties, when he first appeared. He was
director of a small museum up in Ithaca, at Cornell.

BLDD: His selections represented the United States at that Biennale?

LC: He put the show together. 1t was an incredibly complex show that
Alan organized. He just put into the show all the important trends of the
moment, trends that had come up after abstract expressionism. He had
two key abstract people, Kenneth Noland and Morris Louis, and two

key—well. whatever they were calling them—new people, Rauschenberg
and Jasper Johns, who had gotten away from absiract expressionism;
they had used it too. but then were doing something entirely new. Well,
these four were the major figures in the show. And there were six other
artists, some relating 1o Rauschenberg and Johns and some relating to
Louis and Noland. Clyflord Still, for instance, and Jim Dine, and John
Chamberlain were in it. And Claes Oldenburg too. So you see, it was an
incredibly well-constructed show that presented in Venice everything
that we had to offer at that moment, an incredible feat.

BLDD: But what was the controversy about? What really happened?

LC: The controversy was about the fact that it seemed to many people
that we had influenced the jurors who gave the prize to Bob. They
couldn’t believe, the Americans especially, that suddenly there was a
prize here for Rauschenberg.

RR: And I had to keep arguing with Noland about who was going to
exhibit on the island. That's the official place on the grounds, where the
rules said you had to show. There wasn't enough room for all of us, so
we kept switching, and finally 1 was off the grounds, so 1 almost won it
illegally. I didn't know that one of the ground rules was that I had to be
present, available. I was working for Merce Cunningham in the La Fen-
ice theater, and living in a lousy little hotel where nobody could find me,
but | knew everybody was looking. I just happened to be on the scene
that day. wandering around.

BLDD: You've devoted much of your time to younger artists and
artists’ rights.

RR: | founded Change, Inc., which provides emergency funds for art-
IS1S.

BLDD: You pointed out that many artists can't even get a credit card.
How does Change, Inc. help financially distressed artists?

RR: We haven't really had an enormous sum of money, I think that
the largest grant we've gotten is from the National Endowment, $10,000.
Several artists got together and put out a portfolio for Mobil Oil; we got
some money from that. And we are about to have a show. "

BLDD: How does an artist in distress get funds from Change, Inc.?

RR: They write,

BLDD: Are you on that board, Leo?

LC: Yes. They get whatever they need, up to a certain amount of
money.

RR: Our maximum is about $500.

LC: But then also they may just need $50 because they don’t have
enough to pay their rent.

Copyright restfictions muw?ccu The artists’ rights cause culminated at a highly publicized auc-
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tion, when an earlier work of yours that had been originally bought by a
collector for $900 was sold at auction—was it ten years later?—for $85,000
and, of course, you did not participate in any of that good fortune,

RR: It's all part of the same thing. My interest doesn’t come solely
from wanting back a percentage of my own work, but also from thinking
about other artists in the future.

BLDD: How much of your time is spent on artists’ rights?

RR: A lot.

BLDD: Do you think the government will ever establish some legis-
lation?

RR: I think Carter is going to help us. He sent me a letter asking for
my advice. .

BLDD: What did he ask you to comment on?

RR: To help him figure out what to do for artists’ legislation.

BLDD: Let me ask the next question of both of you. If you had your
lives to live over again, what would you do otherwise?

LC: Well, probably I'd do all the wrong things, and my life would not
have unfolded the way it did. I left very much to chance and to accident,
and my whole activity still remains very accidental. I do not decide about
shows much ahead of time. They will ha ppen whenever sufficient mate-
rial of one painter or another is available.

Sometimes we force the issues a little bit. For instance now, with Bob
being so busy doing so many things, we decided to have a show of his,
Ileana and I, one month after the opening of the MOMA show.

RR: I have six paintings already done. I am not bragging. Well, actu-
ally I am bragging. Some aren’y quite finished.

BLDD: What are you working on now?

RR: A series of rather large pieces called cither Spreads or Scales. It’s
my present to me. I just want to use anything. The Jammers were re-
stricting, there was a kind of discipline, a restraint. I think excess is
expressionless without restraint, and basically I have been excessive, so
thanks 10 Josef Albers and my parents and all the people that tried to
knock me down I've learned restraint, But I moved away from that by
consciously saying to myself that I would like to Just indulge in all the
excesses, all the things that I had made available to me, and strangely
enough I am starting off kind of stiffly.

BLDD: After all that freedom?

RR: You get freedom through it too. But I am working into it. I know
i’s going 10 be a very short period. Leo hasn't heard this, Jt's very hard,
Leo. I mean, to be sel-employed. You don't get a day off, you can't fire
yourself, and what's a vacation? But I do enjoy it. 1 don’t like everything,
like traveling with a show, but it's necessary to me to be on the _cnm:on
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i le who are looking at it.
thing is shown and talk to the peop ,
M”“”nnw_m“ﬁ.wmﬂm my growth and my openness. | mean I don M .n_o_wmn _”#__uu
door on anybody. I invite people in, turn on the TV, the radio, lights,
i f the retrospective is that it
2 said that one of the values o (
E.W_m;“u W:Hﬂﬂo.ﬂ_u_n. and that as a result you feel liberated. Is that what
the Spreads? :
aﬂmm ﬁ_.ao? ._wr:a then 1 will do something else, because you rwﬁ a
_.2_5_”53::« if you know things, | mean if you know uoan_:n_zm nm MMM
have a feeling that the information is useless unless you can share IL.

1 work through my work.
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