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KR! Yes. It's a garden of refuse.

b < If you put a quality to this garden, it is not only a
comtenplation,  but an intention that you give to this garden of

refuse.

19

RE: An intention?

) He means, only the fact that you lonk at this garden of

refuse, it’s an attitwde, it's not contemplation.

R, 1L has no critical look.

¥¥: Ore you sura?
RR: Yes . That’'s too cheap. That’s too easy, to criticize.

limited. Ondeailt e alsc e

B

To' make  art ‘that criticizes i

tenporary  because politics changes whereas nobility in color and

forms have been forever.,
4! How would you define these leftovers or fragments?

RR: Df their continuation?

R, If you could find & definition for this kind of worlk, what

- Wolld it he? To make it clearer.

0]
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RR:  Availability has always been. . .my work has always besn anti-
elitist. My appetite has always been cotnmon. To search for the
exclusive has always been the eneny. So my aesthetic is always
in.  .deals with the availability of ihe material. Sm that art

sLarts on zerso. Because the parts have no value.

B3 S It's not clear for us when you say the parts of the art have

v value .

Ri:  The pieces. The material. In English it scunds baetter.

#4: No symbolic meaning?

R Mo, I explained that., That's too limited,

A% Availability of material is used as the starting agals g Ko i)
o oant tthen! Naples showld be probably an ideal place for
oL,

REG: Much better than London or Amsterdamn.
Tt What about New York?
Rt I already said that New York is fabulous. There is &

Similority, except you have tn drive farther to fiviy L% ATt

Néples. 1'm from the South in America, so I relate to Naples.
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ok But you are Indian, is that true?

R One aquarter.
k! Do youw like this quarter?

RR I don’'t have a choice. Some days I hate it and some days

jitts fine. Mow can you chooss.  You can’t choose from the past.
Twelve years ago [ had my fivst show in Naples with Lucio Amelio

and we had a wonderful time. Now, this time, in spite of all the

disasters, we'rve having another adventure. Ared I'm ocoming back

in.Mapch, inesBprad.

b & T do what?

R To make an exhibition of the new Glute series. Jt's slang

for glubteni . el greed. . like the oil gluts...like glutten.

There were oil gluts, when there was too much oil. And so then
the prices went down. It's a slang word that’s used in

newspapers . Like the oil aluts, the fish gluts. ..

A8 It's more metaphoric when related to your art.. I thought

you meant an object.
RI: It’s also has a good fast sound.

¥£1  And why do you use this “gluig" for these worksA?
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RR: The first Gluts that I made were from old filling station
signs. Whers the prices were changing. Everyday. And then I
wmoved  out into the streets and then I did traffic as part of the
Gluts. and  then, once it was on the slreels, it could go

anywhere .

4 What Jdo you mean?

R We moved from the filling station to traffic signs, and then

once you have those two, well then you can move anywheve.

#4%: For instance?
REC Well, on the stage you have the kitchen gink! 1 have some

new signs that I picked up after the New Years accidents.

Tere's a cirele, maaning stop. . tho cign was completely bent
over and the information was on the other side of the strest.

Arnd  there is the other one, which Flavin has bo aplick o up s cithe

arrow.

y &

1 What about the numbers of the artists, 1s 1 tee.
RR It's part of the information. Living on the road., In the
Newspaper article did they say that we gathered the matwarial and

nade the pigce in one day? UWe started witlh nothing.

#k: Is it wormal for you to work this way?

bl
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RE: It drives other people crazy, but yes.
%t Which means that speed s important in this kind of wuik

for theater it is important to

KRR It isn’'t the spesd, well,
speed, but  for  me, 1 have no ideas if 1'm not working. My

thinking  ceonpes ot lns o my Rands, sao I have to be touching

something.

*6 In that sense you seem to be like an alchemist, the formuala

comes out of the experiment.

Ri! VYes, that’'s good. The madgic is the same a% the activity.

*%: Which means in that sense you are very similar to Beuys whan
put into movement the body

he  said that the word action means 1

into ¢reativity.

RR! There is nothing else.
e Your aesthetic behavior has nothing to do with  the

conception, however.

KR! There is no concept. They are works, 1t is the opposite of

conceptualism. That's no even art. Didn't you have fun, Flavio?
Even though it was the result of disaster, we had fun. And  we
= rehearsal |

still may lhave a disaster because we haven’t had &
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You might note that down, No one is sure tonight and this is one
of  the most important nights probably,  for the San Carlo (Opera,
the theater, for me, for the Trisha Brown Dance Company, and for

the awdience. It’s an enovmous gamble.

£%; There is a risk...a continuous risk.

RE! Yes. When that risk goss out of art, then it spnobtiant .

% o Don't  you think that it’s probably what wse try to do wi th
the ®k&t, the collection that was put on for the earthguake .

That demonstrated. . .

FR! How is it like that?

4! We based the idea of the exhibition on the risk that was the
disaster of the earthguake. This was the reason of the

ol lection. |

RR.. This is_ more like an earthjuake, not 1like after the
earthguake .
ik But this is the same sense we gave the collection. We

Jidn’y yive e collection in the sense of aftoe. ..

RR: I know, but you're giving...it was saying, and there was

Line o collect, and there was information...we don't know i f
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anything is going to work. .. the filmidsn!t here. WhHat time is
ity No rehearsal. =0 that's not like the collection. The

collection was cool and calculated and it's still comtinuing.
The guality is already established. 1t can Ohly get butter.

+k:  You mean that there is no risk any more?

RR:  In you collection? 1 don’tl see how there can be. How?  You
have quality work from &ll over, and 1f you keasp collecting, then
youw’ll Just get more. That' s wol called risic. The risk was in

the earthauake.
%! In what sense?

RN In all senses. And that’'s what we have here. I mean, when

the curtain...the curtain is going to be our garthquake . ) (B 1) Vi

know  how  anybody ever works sitting in front of a mirvor . that
distorts, What an ege! 1t's Cappiolie. 103 rathey be 1w feont -

of the toilet. Try itt Come sit down. It’s terrible.

ISR R —————— S SRR RS e

END OF INTERVIEW

EACKSTAGE AT CARMEN

NAPLES, ITALY

RR: Nearly everything that we needed for the performance tonight
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the ship comas in we ouwght to gink 1t.

4! When you made this work the second time. . .

RR I didn’t make these works a second time, I made a "proxy”
setitimmnothenipiaces Nancy Graves made the original set. Ste
is a well known American artist. The set I made was madoe as &

"naples’” set as'a replacement. for the Nancy Graves set which was

delayed at sea.

$%:  I don't want to disturt you, but can you tell me. .

'

RR!  Youw must mean that I'm disturbing you.

1 dom’t know who that was. ..

k) Rauschenterg’s formula for making art from every material,

tell me.

RR: I guess it's that I battle against the elite. If 1 gan show
anyone any point of their life that they are surrounded by

something that they all should just look at, that they’'re drowned

in beauty.

¥¥! And you've got to be a wizard to do this?

o<

I think you've got to be very common. Just be  common.

10
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Preferably without anbitions or preconceptions.

) What's the emotion for an artist as you, to work for
balance. I elect to ask you the same thing, whal's the emotion

for someone wha is working on dance to work with an artist, with

another kind of, I don't know how Lo speak English very well. ..

RR: 1 think it's sort of like workimg with a neighbor.

o In what sense.

TR In the sense that I'm envious of whalt she has. She needs
gomathiing of me. And they’re coupled with respect and awe.

TE: That's a complete answer. 1 have nothing more to add.

RR: It has to do with several sxpertises. Complimanting each

other Lo engrandise both.

.3 -

¥, Do you like Popeyedl

RR: The Spanish artist? Sure.

k1 mcause I think you are smiling the way Fopeye does. Maybe

he Yikes spinach?

RR! 1 prefer spinach. That was sort of fun.

14
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