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Subject:  Interview revisions
COMMENTS:
Dear Bob Rauschenberg,
'II‘hank you for telephoning ﬁpm Los Angeles last week during this extremely busy time for you.

t was a great Pleasur.e speaking with you, as you have a handle on many of the tough questions
I'would be delighted if we could sometime continue our talk, perhaps in person. ‘
As promised, I have transcribed some of our discussion and am sendi i

i trans ng the text for your review.

The Art Newspaper is laying out the September issue, which leaves about three days to convey
any changes you require. I can be reached either by telephone or fax at (201) 617-5509.
If I don’t speak with you beforehand, best of luck in putting the final touches on the show.

Sincerely,

Jason 8

e
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It's in the asymmetrical arch that is 45-feet high and 150-feet wide. The subject matter is AR N
supposed to be the Apocalypse, which is certainly a very rich abstraction. But because it is a place

TEANK Yoy | THIVE
of healing, they want the artwork to be uplifting. I had to question the Franciscan leader, Are you

reading the same book I am? That is the major problemn now: how to paint a positive Apocalypse.

c——

WE LLTALCAGA)IN
First, can you describe the piece you are doing for Renzo Piano's cathedral near Rome? <50 N/

According to some accounts, as an adolescent you wanted to be a minister. Are you still a
religious person?

I gave that up because of the assumption that the world was evil, and I didn't think that it was a
good investment to give up your life on the earth for something quite as vague as Paradise. Just in
case! Also, I don't like the idea of any spiritual activity being controlled by fear.

I understand that for a commission from Mercedes Benz for Potsdamer Platz in Berlin you're
installing a lifesize bicycle with applied neon lights hovering over a reflecting pool, something

WW’ 2 YEARS AGO <_
du BELAN (v A EXHIBITIEN AT W NOEDLR RS

I like bikes and use them often in compositions, and I enjoy the visual wonders of neon with it's
unapologetic aggression....I'm also working on a mural for the new music hall in Seattle. It's

going to be about 10-feet high and 60-feet long, in the lobby, but visible from the street through
the glass. I thought I would make the theme as musically as possible about Seattle itself. I was just
up there photographing profusely both on-site and all over Seattle....So while I'm busy putting the
Guggenheim [show] together, I'm dealing with all these side projects.

Walter Hopps tells me you've been thinking about making a sound piece.

I still am. It was going to be the piece for the atrium of the [Guggenheim] show. But I haven't
evolved it yet...Talk about painting yourself in the corner, I painted myself out of the dome! By
the time I had completed the technology for the audience to trigger the piece, it was so small there
was nothing to see. And I refused to build an idol to stare at that wasn't part of the work's
functioning. I had lots of ideas about the sounds, mostly from rea! life: like what people don't say
and do say in elevators in different parts of the country. Another idea was a minute and a half or
two minutes of the voices of the most important people in the world globally....But I really

haven't had the time to do the piece that I wanted to do.

Collage has played an important part in your art. Can you discuss this aspect of your work?

Well, I've done just as many things without it. But I think collage itself, and the activity of making
collage, is the most direct way that you can relate diverse elements rather than their going through
the transition of & translation. That's what I like about using real objects, as opposed to something
like them -- like a painted image or a photograph. I like the directness, and the fact that it's not

Jason Edward Kaufman © 1997
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being soiled or difuted by my interpretation of it.

1 imagine that why you've worked with found objects, something very much associated with Dada
and with Duchamp, whom you came to know.

I was in an exhibit of "the object in art” ["Art and the Found Object" organised by the American
Federation of Arts in New York in 1960] and he was in the same show. He had the Bottle Rack
there. His sister had thrown the original out, so he called his friend Man Ray to get another. Man
Ray couldn't remember which bottle rack was the original so he sent him six or eight, and they
figured out which one it was because it was well recorded. I was having dinner with the guy who
was putting the show together and he just happened to remark that all the pieces in the exhibition
were for sale. So I jumped to it and said, What about the Bottle Rack? And he said, Yeah, that's
for sale. And I said, How much is it? And he said, That's three dollars. So I bought it of course.
[In 1960} Marcel and Teeny came to deliver a Green Box [Box-in-a -Valise] to Jasper
Johns, who was living in the same building as I was. Jasper and I were the first artists he went out
to see when he was in that semi-retirement Jegend. When he gave the box to Jasper, he said,
Don't you want me to autograph it?7 And Jasper said, Well, of course, if you would. And so he
did. T understood the influence of the readymade on art history probably more than Duchamp, so I
had been confused about whether to ask about the Bottle Rack. So T turned to Teeny and [ said, I
have the Bottle Rack, and I've been staying up at night knowing that you were coming trying to
decide whether it would be ethical or an insult to ask him to sign it. And Teeny said, Oh, don't be
silly Bob. He'll sign anything. And he signed it, in French. So I have the most original Bottle Rack
—- the one next to the one that was thrown out by his sister.

What do you mean you understood the influence of the readymade better than Duchamp?

He didn't have to understand all the repercussions. It's only with a higtorical evaluation that one
measures what the repercussions were after the event has taken place. But his job was a lot purer
than that. He just did it.

What was the art world like back then?

Most of my best friends were American painters. Franz [Kline] and Bamney Newman were my
favorite ones. And Bill [DeKooning] I always loved. I knew [Jack] Tworkov very well personally.
And I knew [Ad] Reinhardt, and T met [Jackson] Pollock. It was an amazing time, a kind of
education and possibility that doesn't exist anymore. There were only five galleries in those days,
and the artists really depended on each other socially, psychologically, and even critically. It's
impossible now. Business sure screwed up the art world universally, didn't it? It made paying the
rent eagier, but the rent was cheapet then, too.

Another constant in your work has been the use of photography. Why do you take pictures?

It's a lot of things. One, it's a discipline. It's an excuse to look deliberately, contemplatively, at
every shadow or every crack on the wall, or everything that's too Baroque and confusing to see at

Jason Edward Kanfman © 1997
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once, I guess the closest I come to anything like notebook sketches, to making studies, is taking
photographs. The reason that I started using found photographs early on was because I couldn't
go everywhere. And now I've worked my life in such a way that Pve already nearly been
everywhere, so I don't have to have & secondhand viewpoint....For the last thirty years or so I've
mostly depended on my own personal observation and trusted it to be general enough to expose
the obvious.

Btft photographic images function:in my work as every other material, I respond to the
materials....I'm not the kind of artist who has an idea before I have something in hand. I'm aiready
touching something before there's an idea... The only time that I have drawings that are
:before-the-pieoe i8 when I have some architectural or physical construction that is necessary to be

e to
complete the piece. To "execute a préconceived image" would ruin my pleasure and excitement.
It would spoil the adventure, because then I'm just a laborer.

Do you watch much t.v.?

I keep it on all the time‘.It's just anothfcr window with an unknown subject. I think of it as a piece

of_' nature. No, I don't think it has an impact on society any more detrimental than life itself Any

window you look out can. It depends on the view. It's your attitude about it. .

Some critics say that your collage effect suggests overabundance. Do you wish to convey that
there's an overwhelming amount of information out there?

I like to draw attention to it. And that the world is a lot richer than we can comprehend, and a lot

more varied and surprising than could lbe believed.

But do you feel, nevertheless, that through your life you've found a way of looki

. : y of looking at the worl
way of approaching the world, i = 3
Probably openmindedty, if that's possible. And with as much pleasure as you can tolerate,

Interview by Jason Edward Kaufiman -

Jason Edward Kaufman © 1997
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From: Jason Edward Kaufiman

Chief Correspondent, N A

Subject: Interview revisions
COMMENTS:

Dear Bob Rauschenberg,

ThanksagainforthgiﬂwrviewﬁbmlosAngdes, and also for taking a look at the transcript.
It will be published in the September issue of The Art Newspaper.

Our Fre:nch edition will run a longer version of the interview on a two-page spread with color

illustrations. I thought you would want to review this text as well, though it’s pretty much the

same. There are a few days before it has to be ready.

ilcan be 1-r;:ached.exitimr by telephone or fax at (201) 617-5509. I look forward to meeting you in
ew York.

Sincerely,

Iasonw
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Robert Rauschenberg P.O. Box 54, Captiva, Florida 33924

Sept. 2, 1997

FAXTO ...
Jason Kaufman

The Art Newspaper
Weehawken, NJ

Dear Jason,

Bob has made some changes, edits in the text. Four pages enclosed.

Cordially,

Ms. Bradley Jeffrigs
Assistant to Robg¢rt Rauschenberg

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



+12816175549 JASON EDWARD KALUFMAN 962 Pa@2 AUG 28 '97 DBS:87
Copyright restrictions apply.

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

Bob Rauschenberg intesview for Le Journal des Arts, Paris, October 1997.
First, can you describe the piece you are doing for Renzo Piano's cathedral near Rome?

Ht's in the asymmetrical arch that is 45-feet high and 150-feet wide. The subject matter is

supposed to be the Apocalypse, which is certainly a very rich abstraction. But because it is a place
of healing, they want the artwork to be uplifting, I had to question the Franciscan leader, Are you
reading the same book I am? That is the major problem now: how to paint a positive Apocalypse.

According to some accounts, as an adolescent you wanted to be a minister. Are you stifl a
religious person?

I gave that up because of the assumption that the world was evil, and I didn't think that it was a
goodmvesﬁnemmgiveupyourﬁfemmeeanhforsomeﬂﬁngquiteasvagmastdise. Just in
case! Also, I don't like the idea of any spiritual activity being controlled by fear.

The philosopher Bertrand Russell disavowed Christianity for the same reason. Any refigion that
has a notion of Hell as cruel as Christianity’s was not for him._ I understand that for a commission
from Mercedes Benz for Potsdamer Platz in Berlin you're installing a lifesize bicycle with applied
neon lights hovering over a reflecting pool, something from the series you showed at Knoedler's
‘"h/ﬂﬁk N 199 3. A V\'D RE STR\A-C-TU\,RA\- SQ\_&LPTU\,R.E OF BIES
FOR oUuT pooRS

I like bikes and use them often in compositions, and I enjoy the visual wonders of neon with it's
unapologetic aggression....I'm also working on a mural for the new music hall in Seattle. It's
going to be about 10-feet high and 60-feet long, in the lobby, but visible from the street through
the glass. I thought I would make the theme as musically as possible about Seattle itself T was just
up there photographing profusely both on-site and all over Seattle... So while I'm busy putting the
Guggenheim [show] together, Pm dealing with all these side projects.

Walter Hopps tells me you've been thinking about making a sound piece.

I still am. It was going to be the piece for the atrium of the [Guggenheim] show. But I haven’t
evolved it yet. In fact, I got it completely finished but 1 realised there wasn’t anything to see. Talk
about painting yourself in the corner, I painted myself cut of the dome! By the time 1 had
completed the technology for the audience to trigger the piece by their actions, i was so small
there was nothing to see. And I refised to build an idol to stare at when it wasn’t part of the
work’s functioning,

What kind of sounds were you thinking of using?

I bad lots of ideas about the sounds, mostly from real life. Like what people don’t say and do say
in elevators in different parts of the country. It was geing to be totally candid. Another idea was a
minute and a half or two minutes of the voices of the most important people in the world giobaity.._

e

I was going to work with the UN. to get those sounds. But the historical elements and the

Jasin Edward Kaufman © 1999
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physical problems organiging the Guggenheim show have taken so much of my time that I really

haven’t had any time to do the piece that I wanted to do for the atrium. I will do something, or I

won’t do something, One or the other. AcTyALLY | AMm o PrREGENTING MY MW

c . : : : GLASS WO RK.

ollage has played an important part in your art. Can you discuss this aspect of your work? SCUNTURES,

1o THE

Well, T've done just as many things without it. But I think collage itself, and the activity of making  Ave#m

collage, is the most direct way that you can relate diverse elements rather than their going through LAM UWpRE

the transition of a translation. That's what I like about using real objects, as opposed to something INGON MY

like them — like a painted image or a photograph. I like the directness, and the fact that it's not Souwp Fak

being soiled or diluted by my interpretation of it. “HE Yy MiY
oR LFURLEN

1 imagine that why you've worked with-found objects, something very much associated with Dada o

and with Duchamp, whom you came to know.

! was in an exhibit of "the object in art” [*Art and the Found Object” organised by the American
Federation of Arts in New York in 1960] and he was in the same show. He had the Bottle Rack
there, His sister had thrown the original out, so he called his friend Man Ray to get another. Man
Ray couldn't remember which bottle rack was the original so he sent him six or eight, and they
figured out which one it was because it was well recorded. I was having dinner with the guy who
was putting the show together and he just happened to remark that &1 the pieces in the exhibition
were for sale. So I jumped to it and said, What about the Bottle Rack? And he said, Yeah, that's
for sale. And I said, How mmch is it? And he said, That's three dollars. So I bought it of course.
{In 1960] Marcel and Teeny came to deliver a Green Box [Box-in-a -Valise] to Jasper
Johns, who was living in the same building as I was. Jasper and I were the first artists he went out
to see when he was in that semi-retirement legend. When he gave the box to Jasper, he said,
Don't you want me to autograph it? And Jasper said, Well, of course, if you would. And so he
did. I understood the influence of the readymade on art history probably more than Duchamp, so I
had been confused about whether to ask about the Bottle Rack. So I turned to Teeny and I said, I
have the Bottle Rack, and I've been staying up at night knowing that you were coming trying to
decide whether it would be ethical or an insult to ask him to sign it. And Teeny said, Oh, don't be
silly Bob. He'll sign anything. And he signed it, in French. So I have the most original Bottle Rack
— the one next to the one that was thrawn out by his sister.

What do you mean you understood the influenice of the readymade better than Duchamp?

. SIGMTC ANRES
He didn't have to understand all the repereussiens. It's only with a historical evaluation that one

measures what the repercussions were after the event has taken place. But his job was a lot purer
than that. He just did it.
What was the art world like back then?

Most of my best friends were American painters, Franz [Kline] and Bamey Newman were my
favorite ones. And Bill [DeXooning] I always loved. I knew [Jack] Tworkov very well personally.

Jason Edward Kaulinan © 19’
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And I knew [Ad} Reinhardt, and I met [Jackson] Pollock. It was an amazing time, a kind of
education and possibility that doesn't exist anymore. There were only five galleries in those days,
and the artists really depended on each other socially, psychologically, and even critically. It's
impossible now. Business sure screwed up the art world universally, didn't it? It made paying the
rent easier, but the rent was cheaper then, too.

Another constant in your work has been the use of photography. Why do you take pictures?

It's a lot of things. Ong, it's & discipline. It's an excuse to look deliberately, contemplatively, at
every shadow or every crack on the wall, or everything that's too Baroque and confusing to see at
once. I guess the closest I come to anything like notebook sketches, to making studies, is taking
photographs. The reason that I started using found photographs eatly on was because I couldn't
go everywhere. And now I've worked my life in such a way that I've already nearly been
everywhere, so I don't have to have a secondhand viewpoint... For the last thirty years or so I've
mostly depended on my own personal observation and trusted it to be general enough to expose
the obvious.

But photographic images function in my work as every other material. I respond to the
materials....I'm not the kind of artist  hips an idea before 1 have something in hand. I'm already
touching something before there's - The only time that I have drawings that are
before-the-piece is when I have some architectural or physical construction that is necessary to be
able to complete the piece. To "execute a preconceived image” would ruin my pleasure and
excitement. It would spoil the adventure, because then I'm just adnbesserR EVPERE R, ,

Are you a realist? That is, do you feel that your work is representative of something that is
collectively seen by people, or is it more of a personal internal vision?

I think it’s totally outside of me and I'm just the collector of information, the artist making the
presentation. I think the iaggest surprige is “the fact.” I'm anti-interpretive.

Do you mean you want viewers to intérpret your as they would any other part of the world, or is
your style intended to elicit a particulat state of looking?

Not a particuiar state of looking at ail. I think of it as an invitation to draw upon your own unique
personal differences. Sslaink it should be done as personally as possible. I mean nothing means
something per se as a limitation. That’s one of the quarrels I have with most criticism, that it
enforces in black and white a restriction on the experiences that one should be having open-
mindedly. It fixes it. It stops it from having any psychological or philosophical dimension.

Once it gets in writing, that’s what it is. It becomes a static work.

Yet in selecting and juxtaposing your iinagery -- as in selecting a composition with a camera —
you’re directing people to think about certain things.

ed about is right in front of them anyway. 'm just

Jxton Edward Kanfmun © 195§
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underlining it, AND PUIT (N & IT IN A DIFEERSNT NOALLOGICALSITUATION FoR QE“’"&DE“T’%

-

Do you watch much t.v.?
I keep it on all the time. It's just another window with an unknown subject. I think of i i

me, I's b . of it as a piece
of:nztm'e. No,Idontthmklthasa.nlmpactonsocietyanymoredetﬁmentalthanlifeitselﬁ y
window you look out can. It depends on the view. It's your attitude about it

Somecﬁﬁdssaythatyourcollageﬁctmgg&et.& overabundance. Do you wish
_ . - to co that
there's an overwhelming amount of information out there? Y e

I'like to draw attention to it. And that the world is a lot richer than we can compreh
more vatied and surprising than could be believed. e

But do you'feel, nevertheless, that through your life you've found a wa i

] y of loo at the worl
way of approaching the world, that you'd like to teach other people? e he
Probably openmindedly, if that's possible. And with as much pleasure as you can tolerate.

Interview by Jason Edward Kaufman

Jawin Edward Keufman © 1993
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